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Abstract

This thesis explores alternative ways of staging music in preschool. The
‘preschool subject of music’ is approached as a social and cultural construct
that is embedded in discursive negotiations. Participants in the study are 1-3
year-old children and their music pedagogues. In three studies, the negotiation of a local music ‘didactic identity’ is examined by answering research
questions related to three different discursive levels: (i) the micro-level of
face-to-face interaction; (ii) the level of pedagogue’s conceptions; and (iii)
the political/societal level. Study I examines the participants’ use of semiotic
resources in their co-construction of musicking events. By means of microanalyses of video-recordings it is shown that mobility in the room is essential for the children’s access to instruments and other artefacts, and for their
possibility to influence music activities. Other crucial conditions concern the
pedagogues’ responsive uptake and improvisatory approach, and that the
activities are open to other forms of expression. Study II explores conceptions of the ‘child’ and conceptions of ‘music’ in four music pedagogues’
talk in a group interview. Different conceptions of the ‘child’ are seen to
interrelate with certain ontological and functional conceptions of ‘music’
that involve diverse opportunities for children’s (bodily) agency. This analysis is made by means of discursive psychology. Study III examines the music
practices from a political and philosophical perspective, using Hannah Arendt’s concept of the ‘public sphere’. This third perspective shows how this
preschool’s music practices create a public sphere by seriously putting into
practice equality and plurality as values and principles that increase the
equality between children and adults. Age power structures are thereby challenged, and the children can be seen as citizens in the ‘here and now’, and
not in some distant future when they are grown-ups. Also, the ‘preschool
subject of music’ itself becomes a negotiated issue.
Implications for preschool practice and preschool teacher education are
discussed, and further research is suggested within other educational areas
regarding how pedagogues’ interpretations of the concept of ‘children’s participation’ and ‘influence’ impact on specific preschool subjects, such as
music.
Keywords: Music education, musicking, early childhood education, preschool, age power structures, very young children, subject specific didactics,
public sphere, Hannah Arendt, cultural studies.
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Prologue

The philosophy of Beppo Roadsweeper
You see, Momo, it’s like this.
Sometimes, when you’ve a very long street ahead of you, you think how terribly long it is and feel sure you’ll never get it swept. Where does infinity end?
And then you start to hurry. You work faster and faster, and every time you
look up there seems to be just as much left to sweep as before, and you try
even harder, and you panic, and in the end you’re out of breath and have to
stop – and still the street stretches away in front of you! Longer than ever!
That’s not the way to do it. You must never think of the whole street at once,
understand? You must only concentrate on the next step, the next breath, the
next stroke of the broom, and the next, and the next, having the work within
reach, so to speak. Nothing else!
In that way you enjoy your work, which is important, because then you make
a good job of it. And that’s how it ought to be.
And all at once, before you know it, you find you’ve swept the whole street
clean, bit by bit. What’s more, you aren’t out of breath.
That’s important, Momo.1

Beppo Roadsweeper’s advice to Momo in Michael Ende’s book, which in
Swedish goes under the title of Momo or the struggle of time, has guided me
during my writing process. Sometimes the work has been like a long struggle
with time when I have watched the whole street ahead of me, but when holding tight to the specific task of the moment I have (mostly) been able to feel
enjoyment, and have even been thrilled by the new thoughts that have arisen
in my encounters with texts by others. And even though I have been quite
out of breath sometimes, when ‘sweeping like a curler’, I have also had
times of pleasant pondering in solitude, or during discussions with my
friends and colleagues. These two – pondering alone and encountering other’s thoughts – have been equally important to me, whereas the latter is also
connected to the issue of my survival as a PhD student. For this reason I

1

From Momo by Michael Ende (1973). Swedish title: Momo eller kampen om tiden. The
quoted sequence is freely interpreted by me.
15

want to mention the people that have enabled me to complete this sometimes
overwhelming task whilst helping me to stand on my own two legs.
Two people have had a special quest during my time as a PhD student at
the former Centre for Teaching and Learning in the Humanities (CeHum),
and at the newly formed Department of Humanities and Social Sciences
Education (HSD). These two people are my supervisors – Eva Österlind and
Ketil Thorgersen – both of whom have complemented one another’s theoretical approaches, which has encouraged me to learn to take decisions on my
own. Sometimes they have pushed me whilst at others letting me have some
time of my own to think – a delicate balancing act, to say the least! I am
grateful to both for trying their very best to advise me in the different phases
of my work.
Thank you Eva, for your valiant and energetic (perhaps vain) efforts to
get me to stop reading further articles at the final phase of the work and for
your attempt to give me a strict schedule (which obviously did not work
out). I am also thankful for your reminders to take some time to rest. And
thank you Ketil for considering to put up with me also during the second
phase of my doctoral studies. I have really appreciated your open-minded
thoughts, your difficult questions and generous sharing of your knowledge of
the research field of music education.
I also want to thank my supervisor during the first half of my PhD phase
at the Department of Child and Youth Studies – Karin Aronsson. I am really
grateful for your continued engagement. Like a ‘fairy godmother’ you have
given me your invaluable time and your experience during pleasant lunches,
by attending my 90 % seminar, offering important remarks on my work.
I also want to mention Ingrid Carlgren, who was the reader of my 50%
text, and who did a really thorough reading of my research plan. Likewise, I
am grateful to the opponent of my licentiate thesis, Johan Söderman, whose
encouraging words made me more determined to continue to develop my
work towards a PhD thesis. Then again I am also grateful to have been supported in various ways by Jenny Maria Eriksson, Maria Olson, Kajsa
Ohrlander and Geir Skeie, who also was the ‘final reader’ from the department.
My appreciation also goes to other colleagues at the Department of the
Humanities and Social Sciences Education. I have always felt very much at
home in the ‘White pavilion’ and in our beautiful environment in ‘Stallet’ –
the music rooms, the ateliers and the drama/dance studio. Without my dear
colleagues in the aesthetics section at HSD, and the warm atmosphere that
you all bring to our workplace, my steps towards the office would have been
much heavier at times when things were hard. In addition I thank our small
group of PhD students all of whom have been of importance to me: Jenny
Maria Eriksson, Eva Hallgren and Torben Freytag.
I would also like to thank friends, both inside and outside academia, for
your support and for luring me away from my computer, my articles and
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books, to talk about other stuff than research. In this regard Sanna Billström
and Sten Sandell, Ann-Carita Evaldsson and Ulf Mellström, Marie Lindholm
Gagge, Ann Nehlin, and Tintin Helgesson have all been invaluable to my
well-being.
Though already mentioned in the acknowledgements for Study I, I am indebted to the pre-school, whose musical practices I have had the privilege to
follow. In this context I would like to express gratitude to the children and
their families, who all welcomed me to pursue my study at their pre-school.
Particular thanks go to the music pedagogues, general pedagogues and to the
pre-school director, without whom there would have been no thesis at all.
Some people have been especially important in this work, though not belonging to the daily ‘inner circle’, but whose words have encouraged me at
specific times of despondency. Thank you Cecilia Ferm Almquist for giving
up your precious time to listen to my ideas, and for showing confidence in
them. Also, a special thanks goes to Panos Kanellopoulos, who made me
trust that I had something to contribute. Please accept my thanks for your
inspiring writings, and also for your comments on my 90 % text.
Finally I would like to express my gratitude to my family – my parents;
Bengt and Greta, who have supported me with encouraging words, and my
children, Adam, Siri and Judit. Thanks for being there, and for thereby
brightening up the world with your existence. Special appreciation goes to
Siri – thank you for designing the book cover, despite your lack of time.
Finally I would like to express my deepest amazement and gratitude to
the love of my life, Lasse, who has stood by my side for good and for worse
throughout these years, never ever showing impatience, or irritation over
conditions due to my work with the thesis. You are my dearest love and
friend forever.
Stockholm October 2016

Maria Wassrin
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1. Introduction

There are a multitude of ways in which people relate to what in this thesis
will be called ‘music’; such as music as consolation, as a profession, music
for leisure time or for political and religious purposes. ‘Music’ can be considered as phenomenon, concept, or teaching subject and it is understood in
various ways in different cultures, countries, and eras. Being a ‘musical
child’ myself, growing up in Sweden during the sixties in a middle class
family with musical interests, I inherited the notion that some people had the
gift of musicality and could sing in tune, while others were born tone-deaf.
There was nothing to do about that. The phenomenon of music also had an
explicitly essential character; it simply existed, albeit divided into the form
of different genres, of which some were considered better than others. Along
my life course, this view has come to be challenged in the light of a growing
interest in exploring what people in different contexts have come to call
‘music’ and the various values inscribed in how it is supposed to be performed.
Other memories, probably affecting the focus of this thesis even more, derive from my experience of working as a preschool teacher and preschool
director in different preschools in Sweden since the eighties; the recollection
of frequent occasions in musical activities when young children are being
silenced, their bodies being adjusted and pulled at when admonished to sit
correctly to sing. I refer to those etched mental pictures as some kind of
‘chosen traumas’ – specific experiences or observations that would affect
one’s future direction as a political being, and as pictures that, according to
Ambjörnsson (2004), can be considered to function as “constant reminders
of a fundamental injustice that has to be corrected” (Ambjörnsson, 2004, p.
219, with reference to Volkan).
During my work as a preschool teacher with great musical interests2 in
different preschools it struck me that activities were similarly staged wherever I went – singing together in a circle formation before lunch or in the
morning. Of course, I, myself was often part of this way of making music
together, because that was how music normally was organized in preschools
and hence, to produce myself as a ‘good preschool teacher’, I struggled to
fulfil this traditional role, encompassing good management of groups of
2 I have been singing and playing in different rock bands, choirs and theatre performances,
and worked as an opera singer, among other things.
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children in ‘appropriate’ musical activities, i.e. adult-lead (and as nonchaotic as possible) circle time gatherings. In that way, although subconsciously, I submitted to the dominant conceptions and norms of being
part of a particular preschool music practice (cf. Lenz Taguchi, 2004).

The state of preschool music
Since this thesis is a scientific project, I do not base it exclusively on my
own experience of music in various preschools. Still, these experiences seem
to coincide with research findings. The state of musical activities in preschools as is addressed by scholars within the field of music education both
within and outside Scandinavian (Western) countries confirms that the ‘preschool subject of music’3 is constructed as a ‘singing subject’, consequently
subordinating playing instruments, listening and movement (Still, 2011;
Söderman, 2012; Young, 2006). Furthermore, musical activities in preschool
are, as already noted, most often staged in the form of circle time in which
the pedagogue is responsible for presenting a canon of appropriate songs for
preschool, which are mostly performed in a reproductive way (Söderman,
2012). This preschool culture is strong, and this way of staging musical activities in preschool seems hard to change, partly because of powerful norms
about the kind of musical culture children are supposed to be socialized into
(Söderman, 2012).
According to Ericsson and Lindgren (2012), pedagogical music traditions
can be traced to certain conceptions of children and their development, and
hence preschool music practice is marked by historical and cultural norms
that to some extent may now have changed. This has resulted in ‘frozen’
forms with underlying and now invisible assumptions and ideologies that
were created in another time (Lindgren, 2013). For instance, during the
twentieth century, early childhood education has been dominated by psychological theory (Canella, 2008; Ericsson & Lindgren, 2012; Nordin-Hultman,
2004; Pramling Samuelsson et al., 2008), which has also impacted on research and practice within the field of music education (Young, 2009a;
Young & Ilari, 2012). This universalist theoretical approach suggests that all
children develop musically in the same way, in specific steps. In line with
this, variations between children’s musicality have been explained on the
basis of the child and not that of the context (Young, 2013). This matter is
analogous to outcomes from early childhood education research, as highlighted by Nordin-Hultman (2004), which demonstrates that pedagogues’
propensity to explain children’s behaviour on the basis of the inner charac3

Throughout the thesis, I will use the term ‘preschool subject of music’ about the knowledge
area and cultural phenomenon of ‘music in preschool’. This decision is further treated in this
chapter under the heading ‘Music in the Swedish preschool curriculum’.
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teristics of the individual child irrespective of circumstances, is caused by
their gaze being influenced by a developmental psychological perspective.
Another sign of the state of preschool music could be the longstanding
belief in musicality as being genetically inherited, in the form of a specific
ability or a ‘gift of talent’, independent of environment and didactic input
(Young, 2005). In contrast, recent research suggests that musicality is a
common human ability (Malloch & Trevarthen, 2009; Trehub, 2003), that is,
we are born with the propensity to develop musicality, and that our means of
communication are intrinsically musical in character (Malloch & Trevarthen,
2009). Despite these suggestions conceptions of musicality as genetically
inherited live on.
Within these dominant versions of music education practice are embedded
conceptions of children as ‘developing’ in steps towards assumed endpoints
defined by adults music-making in Western art music tradition such as being
able to sing in tune, being able to perform rhythms with accuracy and so on
(Young, 2009a, p. 696).

According to Young (2005), this has diminished incentives to examine music in early childhood, for example in preschools.
Young (2005) also points to other assumptions about music and children
that have led to the rather static educational practices described above. She
claims that studies of the youngest children and their musical behaviour have
been interpreted wrongly which has resulted in ‘more of the same’, leaving
“longstanding assumptions about early childhood music practice untouched”
(p. 290). For example, benefits from music in the form of ‘transferable
skills’, meaning how music supports learning in other fields, are overemphasized but have got a strong position which is now difficult to contest. Hence,
Young (2005) argues that results from research into music and children are
used discriminately to divert attention to the transferable strengths of music
making with young children. Furthermore, findings from research that challenge current beliefs about children’s musicality do not impact on music
practices (Young, 2005). For example, research that shows children’s proclivity for music, an idea that challenges interpretations of musicality as
genetically inherited, is under emphasized. Therefore Young calls for a more
rigorous interpretation and better use of research outcomes.
Another well-documented matter that could explain the static condition of
preschool music is preschool pedagogues’ feelings of lacking the musical
knowledge and skill to sing and play instruments with children (cf. among
others, Ehrlin & Wallerstedt, 2014). This is a result of the lack of music education in preschool teacher education, since curriculum and other policy
documents emphasize mathematics, science and language and hence music
is marginalized in the curriculum for preschool and teacher education (Ehrlin
& Wallerstedt, 2014).
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Accordingly, preschool music practices can be considered to be rather
one-sided and mainly consisting of reproducing songs. These musical pedagogical traditions can partly be explained by the many unquestioned norms
and assumptions about music, musicality and children, together with current
trends in educational policy making that emphasize other teaching subjects
than the aesthetic ones.

A normalized subordination
Assumptions about music, musicality and children also have consequences
for the relationships between adults and children in preschool. In a discussion of children’s culture, the concept of ‘culture’ and the concept of ‘us and
them’, Wallerstedt (2015) addresses the adult-child dyad and highlights the
fact that throughout the ages adults’ musical preferences have guided the
choices of what is appropriate music for preschool music education. This is
still valid, although the preferences might have changed slightly. Most often,
children are presented with ‘child music’ in the assumption that other music
genres are not suitable or could be liked by children.
The emerging image of music in preschool is largely adult centred
(Young, 2006) so children do not have much influence on their choice of
activities (Holmberg, 2012, 2014; Still, 2011). Children’s lack of influence
on their daily lives in preschool is well-documented in early childhood education research (Emilson & Johansson, 2013).4 However, children’s subordinate position is often (made) invisible and according to Dolk (2013a), several scholars state that the power relation between adult and child is the least
questioned social order in society. This matter is not subject to research to
any large extent and Alanen (1992) states that one explanation for the lack of
attention to this important issue is that research is always conducted by the
superior part of the child–adult pair: the adult.
… the child-related issues that get defined as problematic or interesting—and
raise needs and interests for producing knowledge—might be those that concern the organizing, managing, and the occasional ‘modernization’ of the generational system, from the standpoint of those belonging to the hegemonic
generation as well as the hegemonic gender whose business is to do the ruling
(Alanen, 1992, p. 68).

Consequently, what are considered to be crucial research questions is determined by the superordinate that may have entirely different interests and
agendas, especially within education research where the adult pedagogue is
expected to ‘achieve something’ with the child in terms of teaching and
learning. So, the child is rendered dependent on adults’ willingness to study
issues that could be considered worthwhile from the child’s perspective.
4

I will give some examples of this in chapter 2: Previous research.
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Age power structure in research
Because of this dependency, it is interesting to note that there seems to be a
lack of research into the youngest children and their music making (Still,
2011). Young (2005) claims that after having focused on the first year of
children’s lives, research seems to ‘skip’ the years between 1 and 3, instead
jumping to investigate educational issues concerning four-year old children
and upwards. She also insists that “much early childhood music work is
‘scaled down’ from work with older children rather than ‘scaled up’ from
what has gone before” (Young, 2005, p. 295), a circumstance that I see as
strengthening the hypothesis of the age power structure within research on
music and young children that I mentioned above.
Even though Young in 2005 saw a change coming in terms of greater emphasis on research about the youngest children, this seems to be still recognizable (Young & Ilari, 2012), as will also be seen in my research review of
recent Scandinavian music education research in the next chapter. Accordingly, Young and Ilari call for more focus on very young children’s musicality, and how it is manifest in different contexts.

Alternative views of music and children
These views of children from the perspective of developmental psychology,
together with their musicality as genetically inherited talent, are now challenged by sociological approaches (Young & Ilari, 2012), and new models of
‘everyday’ music practice are now being developed. These models take off
from the idea that children do not separate music from other things, and thus
“sound-making, instrumental, movement, and song play activities may be
integrated into a range of self-initiated general play activities offered to children in care settings” (p. 14). Despite these suggestions, there seems to be
sparse examples of these new models in preschools.
The real challenge for understanding children’s musical development,
Young (2009a) argues, is to understand the wider processes of societal
change, both in terms of social and technological issues. Young advocates “a
broader inclusive and integrative framework for the study of musical childhoods” (p. 699), and suggests the concept of ‘childhood’ as an integrative
tool that could dissolve theoretical boundaries. Nonetheless, there still seems
to be a lack of interest in taking wider social and cultural processes into consideration when examining the relations between children and music
(Young, 2009a). However, Vestad (2013), who is exceptional with respect to
her approach to music and children, places her work within cultural studies
when exploring how the youngest children in preschool use recorded music
in their everyday lives. This current thesis is also an attempt to situate music
education in preschool within a broad social and cultural frame, by rethink-
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ing music didactics as cultural didactics (Dyndahl & Ellefsen, 2009), a matter that I will return to below and in chapter 3.
Furthermore, Young and Ilari (2012) advocate research into “new forms
of practice” (p. 16), a quest that the current thesis tries to fulfil. In the same
article Young and Ilari also call for research into musical practices (presumably both traditional and ‘new’) by means of critical thinking, which “analyses the assumptions of childhood and of music on which practice is constructed” (p. 17). This way of thinking is concurrent with this thesis.
So far I have addressed briefly the state of music in preschool practices
and the state of research into it. I now turn to the Swedish preschool curriculum for an overview of how music is depicted within it, and to find out what
preschools are obliged to provide children in terms of music activities.

Music in the Swedish preschool curriculum
In 1998 Swedish preschools received their first national curriculum: ‘Curriculum for the Preschool’ (Skolverket, 1998), a document that was revised in
2010 and again in 2016.5 In preschool, ethical values deriving from democratic principles should characterize all activities, and all “activities should
be based on a holistic view of the child and his or her needs and be designed
so that care, socialisation and learning together form a coherent whole”
(Skolverket, 2010, p. 4).
Furthermore, in the curriculum (Skolverket, 2010), different knowledge
areas related to different disciplines, are not termed ‘teaching subjects’, but
are referred to by their names, such as: ‘mathematics’, ‘science’ and ‘technology’; and are thereby treated as areas with a specific knowledge content.
For example, in relation to the area of language, the curriculum mentions
that
[t]he preschool should strive to ensure that each child
develop their use of spoken language, vocabulary and concepts, as well as the
ability to play with words, relate something, express their thoughts, put questions, and put forward their arguments and communicate with others,
develop an interest in the written language and an understanding of symbols,
and their communicative functions, (Skolverket, 2010, p. 9-10, bold types in
original).

Or, in terms of mathematics, each child should
5

The version of the Curriculum revised in 2016 was not translated at the time of printing,
which is why quotes are taken from the English version of 2010 (Skolverket, 2010). In the
2016 revised version, there are only amendments that affect the preschool class, and not preschool. Preschool class is a one year option for six-year old children, preceding mandatory
elementary school.
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develop their understanding of space, shapes, location and direction, and the
basic properties of sets, quantity, order and number concepts, also for measurement, time and change,
develop their ability to use mathematics to investigate, reflect over and test
different solutions to problems raised by themselves and others,
develop their ability to distinguish, express, examine and use mathematical
concepts and their interrelationships,
develop their mathematical skill in putting forward and following reasoning,
(p. 10).

The term ‘music’ is explicitly mentioned twice, and always together with
other areas; once, under the heading of “Fundamental values and tasks of the
preschool”, and again under the heading of “Development and learning”.
Creating and communicating by means of different forms of expression, such
as pictures, song and music, drama, rhythm, dance and movement, as well as
spoken and written language provide both the contents and methods to be
used by the preschool in promoting the development and learning of the child.
(p. 6).

Predominantly, music is treated here as a means for communication and
expression, albeit to some extent as being of value in itself. Under the main
heading – ‘Development and learning’, it is stated that the preschool should
strive to ensure that every child should:
develop their creative abilities and the ability to convey impressions, thoughts
and experiences in many different forms of expression, such as play, pictures,
song and music, dance and drama, (p. 10).

Music is seen here as a means of expression, and is included implicitly in the
following passage, which describes how to
give children the opportunity to develop their ability to communicate, document and describe their impressions, experiences, ideas and thinking processes by means of words, concrete materials and pictures, as well as aesthetic and
other forms of expression (p. 11).

Here, aesthetic expressions are put together without regard to their specific
characteristics as particular areas of knowledge.
This brief review has shown that music and other aesthetic expressions
are not seen as knowledge areas in their own right, and thus they do not have
a privileged position in comparison with other goal areas, such as mathematics, science, technology and language. Also, music is not mentioned in as
much detail as, for instance, mathematics and language, the elements of
which are given ample and explicit descriptions and exemplifications. Con25

sequently, it could be argued that music, as well as other teaching subjects or
areas of knowledge, is inscribed in specific discursive negotiations of
knowledge and power, and in relation to circumstances other than preschools, which prioritize some knowledge areas at the expense of others.
Here, I will not go into the discussion of the subordinate position of aesthetics in Swedish and other countries’ schools and preschools, but only note the
state of affairs.6
Despite the Swedish national preschool curriculum not designating different knowledge areas as ‘teaching subjects’, I have decided to use the term
‘preschool subject of music’ in my thesis for two reasons. The first is found
in the thesis’ examination of how a local music ‘didactic identity’ (Dyndahl
& Ellefsen, 2009) is negotiated and formed in a specific preschool. This
entails an implicit view of the teaching subject of music as being constantly
involved in ‘identity work’. Secondly, in my ambition to make this examination possible I need to make a ‘translation’ between the conceptual areas of
the preschool field and the school field, in order to facilitate the use of theory
connected to the field of music education, which is easier when using the
same concepts. I now turn to the purpose of the thesis, which is preceded by
some explanatory words in relation to its formulation.

Purpose of the thesis
The fundamental theoretical supposition of this thesis is that teaching subjects are social, cultural and historical constructs, and hence they are always
charged with values. This means that different constructions of a teaching
subject offer different opportunities for children and pedagogues, for example in terms of power relations. Therefore, the ‘preschool subject of music’
is understood as being embedded in discursive negotiations connected to a
multitude of areas of meaning-making and power (Dyndahl & Ellefsen,
2009). By showing the ‘unstable character’ of the ‘preschool subject of music’ and how it comes into being, the thesis contributes with knowledge for
the preschool field and its affiliates.
The overarching ambition of the thesis is to contribute perspectives on
how a ‘didactic identity’ of a ‘preschool subject of music’ is constantly negotiated in relation to interconnected issues, such as conceptions of the child,
the concept of music and the role of the pedagogue.
From the background of children’s lack of influence in conventionally
staged music activities in preschool, the more specific purpose of the thesis
is to explore an alternative music practice in order to examine the children’s
possibilities for participation in this particular ‘preschool subject of music’.
This purpose can be formulated as three interrelated research questions:
6

For further reading on the matter see for example Lindgren (2006).
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How is a ‘didactic identity’ of a ‘preschool subject of music’ negotiated in this particular preschool?
How are conceptions of the child, the concept of music and the role
of the pedagogue interdependently constructed in this negotiation of
a ‘didactic identity’ of a ‘preschool subject of music’?
What specific traits in this particular ‘preschool subject of music’
are of significance for the children’s (possible) influence?

In order to achieve this purpose of the thesis I adopt the concept of ‘didactic
identity’ (Dyndahl & Ellefsen, 2009; 2011),7 which offers a comprehensive
approach towards the examination of different dimensions in the negotiation
of a ‘didactic identity’ in this ‘preschool subject of music’.
In three studies the negotiation of a local music didactic identity is explored, analysed and discussed by answering research questions related to
three different discursive levels, or dimensions of negotiation: (i) the microlevel of face-to-face interaction; (ii) the level of pedagogue’s conceptions;
and (iii) the political/societal level.

Overview of the three studies and guide to the reader
As already mentioned, this thesis explores one and the same preschool music
practice by means of three interrelated studies, each illuminating that practice from different angles. To facilitate the reader to keep track of the different studies (termed Study I, II and III), I provide an overview below of each
study to which the reader may return when reading the subsequent chapters.
In this overview, the specific research questions are disclosed, together with
the function of each study in the entirety of the thesis.

7 The concept of ‘didactic identity’ applies to what can be considered to distinguish a specific
teaching subject at a specific time and in a specific context. For explication of the concept, see
chapter 3: Theoretical frame of reference.
27

Overview of the three studies
Study I
Musicking – Creative improvisation in preschool
In this video-ethnography the focus is on how music pedagogues and 1-3 year old children mutually
constitute and sustain music activities in a specific preschool. The study examines how the participants
co-construct the activities through their use of semiotic and material resources. In addition it examines
children’s opportunities for various types of participation in music activities. The empirical material
consists of 24 hours of video films (altogether 30 musicking events) analysed through micro-analysis
with inspiration of conversation analysis.
Central questions in study I are:
•

What initiatives are taken by the participants?

•

What resources do the participants use to constitute and sustain the activity? (Discursive
and material resources.)

•

How do the children and the music pedagogues position themselves and the other participants?

•

What possibilities do the children have to contribute as participants in the constitution of
the music activities in various ways?

Function of the study in the context of the whole thesis
To examine how a music didactic identity is negotiated and co-constructed by the participants in faceto-face interaction.
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Study II
Rethinking music activities in preschool – exploring links between conceptions of the child and conceptions of music
This study analyses how conceptions of the child and conceptions of music interrelate, and how these
conceptions mutually influence music pedagogues’ didactic decisions about how music activities are
shaped in preschool. Furthermore, this study explores how these various conceptions legitimize children’s participation in preschool music events in different ways. The empirical material takes the form
of a group interview with four music pedagogues working in the selected preschool. This material is
then analysed by means of discursive psychology.
Research questions:


What conceptions of the child are presented in the music pedagogues’ talk?



How do these conceptions relate to conceptions of music?



What are the didactic implications of these different interrelating conceptions of children’s
participation in music activities?

Function of the study in the context of the whole thesis
To examine two important discursive fields in the ‘dimension of conceptions’ in the negotiation of a
music didactic identity.

Study III
Challenging age power structures – creating a public sphere in preschool through musicking
The purpose of this study is to examine the music practice from a philosophical and political perspective, in order to see whether the activities can be seen to contribute to the creation of a public sphere
(Arendt, 1958); and, If so, how this specifically is achieved, and what contents may be considered to be
negotiated within it. In this study the empirical material in its entirety is used, that is, the material used
in, and the outcomes of, Studies I and II.
Function of the study in the context of the whole thesis
To explore the negotiation of a music didactic identity from a philosophical and a political perspective.

In the following chapters, I will present previous research of relevance for
the purpose of the thesis (chapter 2), and theoretical foundations for the thesis (chapter 3). In chapter 4 relevant music didactic concepts will be outlined, while chapter 5 concerns the design and methodological considerations of the different studies. The thesis ends with summaries of the publications (chapter 6), concluding result and discussion (chapter 7), and a Swedish summary of the thesis (chapter 8).

29

2. Previous research

One of my reasons for this project is to complement preschool music education research by adopting perspectives that are used within other fields, but
which seem to have had difficulties gaining ground within music education
research in relation to very young children. Since my research questions
touch on preschool practices, children’s participation and influences on their
daily lives, and as a result of this, questions of social justice and power, I
will first present relevant research within Early childhood education. Following this, I move on to the field(s) of music education, by presenting research
about children, music and preschool in Sweden and in other Scandinavian
countries. Subsequently, I will widen the scope to international research, and
present some research projects of special importance to the present work,
mostly connected to issues about young children and music in general, and
not related to preschool practices alone, in order to position the thesis within
an international framework, and to provide the reader with a widened
framework for further reading.

Children’s position and influences on their daily lives
Over the ages the view of the child has altered, and in recent decades children have come to be viewed as social actors with certain rights. Consequently, questions about children’s position within society have come to the
fore, mainly due to research conducted within the research field of the ‘new
sociology of childhood’ (cf. James, Jenks & Prout, 1998). This paradigmatic
change has had great impact on research areas such as early ‘childhood education’, wherein questions about children’s participation and influence have
come to be explored to a greater extent than within music education. In the
following I will give some examples of such research that is of relevance to
the current work.
One investigation with an explicit child perspective is conducted by Johansson (1999), who, from a phenomenological perspective, examines the
youngest children in preschool and their view of ethics. The focus is on how
young children (1-3 years old) experience ethical values, and how these values are formed and expressed through interactions with others as a whole,
that is, through emotional expression, posture, gestures, verbal and bodily
actions. By means of videotaped observations and hermeneutical interpreta30

tions Johansson shows that children experience and protect ethical norms,
rights and obligations towards each other. Consequently, Johansson puts
focus on very young children’s competencies as social actors, an issue that is
at heart of this thesis as well.
In an interesting dissertation Nordin-Hultman (2004) contributes to the
discussion of conditions for children’s subjectivity and identity formation
within preschool and school settings. Her work investigates the educational
environment in seven Swedish preschools, and that of five English preschools, which latter lend points of comparison. Through the usage of a
postmodern and social constructionist perspective she directs attention away
from psychological perspectives on children’s behaviour as based on the
‘inner’ world of the child, towards views of the child as a subject becoming
within an environment. Nordin-Hultman focuses on the organization of time,
space and materials in preschools, which in part is also a research interest in
the present work. She finds that the regulation of time and space are unexpectedly strong, and that the environment and the materials are strongly classified and framed – a circumstance that causes many transitions and also
leaves little space for children’s independent decisions and actions. Other
findings concern the spares materials for art, science and technology, and the
fact that much of the material is placed out of reach from children. The uniform environment in terms of offered material restricts children to create
meaningfulness in different ways, and to connect to material affordances.
Nordin-Hultman also applies a historical perspective on the preschool environment to determine which meanings and values are expressed in it. She
finds that one assumption which underpins the organization of the environment is the view of the child as having a constant and genuine identity that is
independent from actual situations. This is the reason why focus is still put
on the individual child and not on the environment, despite recent attention
to interactionism.
Another thesis of relevance for the present study is Markström’s (2005)
work, which in the form of ethnography investigates two Swedish preschools. Markström examines how childhood is formulated and realized
within preschools and how preschool institutions are constructed, negotiated
and maintained by actors. By using participant observation and audiorecorded interviews with parents and children, and being inspired by social
constructionism and interactionism, Markström shows how preschools are
zoned and pedagogized in time and space. Her results coincide with NordinHultman’s outcome as presented above. The institutions are seen to be highly scheduled and routinized, and are characterized by rooms and artefacts
that are predetermined for specific purposes. In terms of the negotiation of
preschool as a phenomenon, Markström concludes that several discourses
are in action at the same time.
One project with a similar research interest, methods and focused age
group as the current thesis is Emilson’s study (2008), in which she takes a
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critical approach, aimed at acquiring knowledge about how hierarchical
power structures can be moved within preschool. In three empirical studies
Emilson (2008) focuses on how democratic values, such as participation and
influence, are communicated to preschool toddlers. By using the theoretical
work of Habermas and Bernstein, and by conducting video-taped observations of teachers’ and children’s interactions she shows that strong classification and framing risk restricting children’s participation. Instead, weak classification was found to encourage children to participate on their own terms.
In the three observed groups of 1-3 year old children and their pedagogues,
the role of the pedagogue was seen to vary in terms of degrees of control;
and important preconditions for children’s participation were seen to be the
pedagogues’ emotionally and intense listening, supportive and responsive
attitude and the creation of meaningful contexts. Emilson also notes that
obedience and adaptation to the routines and rules of the preschool are often
examined in research, and concludes that over time governance has gone
from overt authoritarian forms towards imperceptible and friendly exercises
of power. From these findings Emilson concludes that in order to change
power structures in teacher – child interaction, teachers have to stay close to
the child’s perspective, by being emotionally present and by adopting a playful approach. Emilson also highlights that the issue of children’s participation is not researched to the same extent in relation to the youngest children
as it is with older children.
The last example from early childhood education research that I want to
highlight converges with the current thesis’ interest in children’s participation in development work in preschool. In the form of ethnography and inspired by action research, Dolk (2013a) investigates the development of
‘fundamental values education’ (värdegrundsarbete in Swedish) within a
Swedish preschool. At a more general level, Dolk also examines the democratic processes of this work and in so doing she focuses especially on power
relations between children and adults, which is also a central issue for the
present thesis. For one year Dolk followed preschool activities with respect
to both the regular work and the activities connected to the particular development work of fundamental values education. The empirical material also
included meetings and discussions with pedagogues. Dolk’s theoretical
points of departure are poststructuralist and feminist theory, which enabled
her to focus on norms, power and participation. In her results she underlined
the possibility of seeing children’s resistance (and here she especially emphasizes the role of ‘unruly children’) as an option for us as adults “to revisit
and improve our educational aspirations in gender equity, social equality,
and participation” (Dolk, 2013b).
These few examples show that there is much important work that has
been done on the issue of children’s participation in preschool. Still, it continues to be the case that questions asked about children’s participation are
not taken up in the research field of preschool music education, despite be32

longing to the same ‘sphere’ of research into children’s everyday activities in
preschool, albeit focusing on their (hopefully) everyday music activities. I
now turn to research within the field of Music education.

Research on music in preschool within a Scandinavian
context
The Scandinavian research field concerning issues about children and music
is a relatively large field, and there is quite a lot written about children’s
music and children’s musical development. If the research is delimited to
include research into music and the youngest preschool children, it immediately becomes sparser. Here, I will present some of the most recent theses of
relevance to the matter.
In an ethnographic study, Ehrlin (2012) investigates the function of music
in preschools within multilingual environments in Sweden. Her thesis is
based on socio-cultural theory, and contains data from two preschools with a
music profile, together with one Reggio Emilia inspired preschool, which
provided a comparison group for the study. By means of a combination of
observations of the preschools’ musical activities, interviews with preschool
teachers and preschool directors, and reviews of policy documents, Ehrlin
also examines if and how children’s verbal language improved through a
music and language project. By following the 4-year old children and their
pedagogues in language-oriented activities, Ehrlin comes to the conclusion
that the children’s self-confidence and willingness to participate in activities
increased during the project. Furthermore, the children were seen to be more
involved in circle-time gatherings foregrounding music, than in the sessions
where only speech was used. Ehrlin’s thesis sought an answer to the question
of how and why a music profile was implemented in specific preschools, and
how the pedagogues related to music in their professional developmental
work. From the analysis, which is made from a hermeneutic, interpretative
perspective, it was shown that it takes time for preschool teachers to be confident about teaching music. So Ehrlin advocates that music ought to be a
standard subject in preschool teacher education, since the national curriculum states that music should be part of the preschool agenda. The results
show, in a detailed way, teachers’ efforts to develop musical activities in
preschools, but children in preschools have not been made visible much, and
the aesthetic aspect of music activities does not have an equal place in the
analyses. In terms of methods used, Ehrlin notes that video recordings could
have opened up an analysis of what could possibly be stimulating children’s
language in music play. Although focusing on other issues than language
acquisition, the current work offers such an approach, by means of microanalysed video recordings and by means of adopting a ‘participant perspec33

tive’8 (Aronsson, 2012; Aronsson & Cekaite, 2011), a children’s perspective
is also introduced in study I.
One study that should also be mentioned, even if it does not contain any
empirical field work, is Uddén’s dissertation (2001).9 In her interdisciplinary
reasoning she focuses her research questions on children’s muse-ical way to
learn, and describes how similar thoughts about learning were present already in Fröbel’s pedagogy. Although Uddén writes a lot about how children
learn by linking it to various theories (her thesis can usefully be seen as an
overview), her focus is on teachers’ skills and abilities (or non-abilities) to
support children’s muse-ical learning through chants, muse-ical games and
spontaneous singing in everyday life. A very interesting aspect that Uddén
highlights is that children belong to an oral culture (and sometimes even a
pre-oral one) and therefore perceive the world with eyes other than adults,
who see the world through language, which is an aspect touched upon and
further elaborated in the current thesis.
As an exception to the other studies presented so far, Still (2011) exclusively focuses on the youngest children of 1-3 years old. In terms of methodological and theoretical approaches, Still applies a socio-cultural and a
development pedagogical perspective, and her empirical material is generated by means of video observations. In her extensive study of the musical
learning environment in seven Finnish day-care centres, she departs from
four representative methods of music education that each focus on different
musical expressions – Orff (playing), Kòdaly (singing), Dalcroze (movement) and Suzuki (listening) – to examine the extent to which they are present in educational practices. The result show that singing is the overall most
represented form of musical expression, performed through the reproduction
of children’s songs chosen by adults. Still’s examination of the repertoire of
songs (their content in terms of text and the tonal range of the melodies)
shows that cultural inheritance is mediated by pedagogues to children, but
also that newer songs are used. However, according to Still, these songs are
often too demanding for the children’s voices. The study shows a practice
with adult controlled activities and relatively few occasions for the children
to play music on their own, to dance or to move freely to music. Still’s work
very much constitutes a springboard for Study I in this current work, both
because of her call for more use of video-recorded interaction studies on
very young children’s music making, and for her results that show that the
children’s influence on the events were sparse – a matter that highly impacted on my research focus, as has already been mentioned in the introduction.
A slightly different approach is found in Holmberg’s thesis from 2014.
Her research interest is directed towards what characterizes music activities
8 For an explanation of the concept of ‘participant perspective’ see chapter 3: Theoretical
frame of reference.
9 However, she partly relies on her own previous empirical research in the thesis.
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and their possible figuration in preschool practice – a similar interest to this
thesis. In her thesis, she engages with questions of the music activities’ staging, their focused content, and children and pedagogues’ acting within the
activities. Through video observations in three preschools in Sweden, she
shows that music activities are staged in the form of circle-time; gatherings
that contained both linear, and non-linear didactic activities, that is, both
planned and spontaneous, improvised activities in the moment. However, the
question of the children’s agency applies to whether or not they are to participate in the activity, and the consequent pedagogical dilemmas. Furthermore,
the teachers were seen to focus alternately on the children and on the music,
while pedagogues were less often observed to focus on the interaction between children and music. In addition to the empirical contribution,
Holmberg puts forward the concept of ‘musicship’, as a resource for reflecting on music activity, a concept consisting of three parts concerning content,
staging and action, the latter focusing on the actors of the activities – children, teachers and music.
In a pioneering work, Lagerlöf (2016) turns her focus towards the area of
technology within music education by exploring children’s interactions with
and around the music technology MIROR Impro in a preschool and an after
school centre in Sweden. From a socio-cultural perspective, and more specifically a developmental pedagogical approach, she investigates what the interactions with this particular technological tool provide in terms of musical
learning. By means of four empirical studies Lagerlöf shows different aspects of these interactions between the children (4-8 year olds, with an emphasis on 6 year olds), a few adult pedagogues and the technological tool.
Among the results, there are several of relevance for the current study. For
example, even though the music technology was launched as self-instructive,
children needed support from the pedagogue to notice the turn-taking nature
of the technology’s responses, and thus interaction with a more experienced
participant engaged, increased the children’s opportunities to learn. Thus, the
adult was showed to be vital for identifying musical possibilities. Especially
of interest for this current work is Lagerlöf’s recognition of how makebelieve play frames the musical activity, by creating engagement, meaningfulness and helping the children make sense of the activity. Likewise, the
nature of the communication is seen to change through the introduction of
mediating tools, resulting in a more appealing activity. An unexpected computer break-down was similarly seen to open up other types of interactions
on initiatives from the children, in which they used their own experiences as
material for the play-based activity.
Lagerlöf’s work shows similarities with this thesis through its focus on interaction in music activities; for example how participants negotiate meaning
to establish intersubjectivity,10 which is similar to my focus in Study I.
10

For explanation of the concept, see chapter 3: Theoretical frame of reference.
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Likewise, Lagerlöf’s interest in the role of the pedagogue connects to my
work. However, while her studies concentrate more on didactic content, that
is, on possible learning objects in the interaction, and goes into some depth
with the specific situations around a technical device, my study is directed
towards the overarching matter of music in preschool itself.
One piece of work that also touches on technological devices within music practices in preschool is Vestad’s (2013) dissertation project, which explores children’s use of recorded11 music in preschool and at home. Through
observations of, and interviews with, 3-6 year old children, their parents and
preschool staff, Vestad seeks to explore how parents and preschool teachers
make music available to the children. She also explores how the children
participate in music while it is played. In her use of a social constructionist
approach and discourse analysis (discursive psychology), she is an exception
from the other projects mentioned earlier; and she also draws on musicology,
above all on DeNora and her concept of ‘affordances’.12
Like the current thesis, Vestad (2013) takes up her theoretical starting
point in Cultural studies and similarly to my own claims, she argues that
much work about children within other fields, had difficulties crossing the
threshold of the field of children’s music education. Consequently, her quest
resembles mine in that she wants to bring together perspectives and research
in a cross-over approach to study musical activities as ‘cultural phenomenon’. In part, her research is legitimized by the lack of research in the music
pedagogical field of young children (below school-age), which she also asserts is often forgotten about. In her results, Vestad highlights that children
listen to music in a variety of situations during the day for different purposes, such as for relaxation and as an accompaniment to other activities. The
result is seen to support previous research conducted by Campbell (2010),
who shows that children engage in recorded music by singing along, dancing, playing and listening, all being actions that can occur simultaneously.
Vestad also shows that music may function as a motor, by affording a certain
atmosphere, as a power source for starting up a play event of a particular
character. Equally interesting outcomes of her work are that children use
music as manuscript for their play, and as a ‘fitting room’ for different emotions.
Somewhat in line with Vestad, or at least with common concerns about
emotional issues in relation to music, is found in the thesis of Vist (2009a).
Her inquiries comprise questions of the potentiality of musical experiences
as a mediating tool for ‘emotion knowledge’ in early childhood. Vist
(2009b) further develops her work by re-analysing her empirical material to
adapt it more explicitly to early childhood music education. Although Vist’s
11

CD’s and MP3-files.
A concept originally taken from Gibson (1966, 1979, 1986, referred in Vestad, 2013) and
adopted by Vestad through the Norwegian concept of affordanser.
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work is not explicitly connected only to preschool, it is nevertheless of relevance to the current dissertation project. Through individual interviews of
adults, and by focusing on memories of musical experiences in early childhood, she explores how and what children might learn from them in terms of
emotional understanding. From a hermeneutic-phenomenological approach
and content analysis, and by discussing the result by means of music therapy
and emotion psychology, Vist argues that musical experience is a mediating
tool for emotional availability, that is, “as an embodied and often prereflective consciousness which gives openness towards one’s own and other’s emotions” (Vist, 2009b, p. 280). Departing from her results, she also
claims that joint musical experiences could function as a mediating tool for
emotional availability and interaction, and as contributing to the important
relations between child and caregiver. Moreover, in her engagement with
‘emotion knowledge’, she also poses questions that concern which learning
cultures may encourage different kinds of knowledge. On the one hand there
are learning cultures that encourage listening strategies that focus on musical
structures, whilst those that encourage the discovery of moods and emotions
in music differ in terms of the knowledge areas involved.
Furthermore, Vist (2009b) locates ‘emotion knowledge’ as a field of
knowledge within music education that is taken for granted, despite the fact
that the main reason for people’s engagement with music is often connected
to just emotional matters and therefore, this research field should be given
more explicit space. This remark in relation to taken for granted areas within
a research field could be seen as analogues to particular concepts, sometimes
taken for granted within preschool music education research, for example the
concept of ‘music’ and the category of ‘the child’: two issues highlighted
within this current dissertation project.
A Norwegian scholar with interest in the youngest children is Bergesen
Schei, who, similarly to Vestad (2013), highlights the meagre research conducted about this group of children. Bergesen Shei moves on from her thesis
on professional singers’ identity work (2007), towards studying 1-3 years old
children and their identity formation in preschool everyday life. Her research
project encompasses empirical data from a large preschool in Norway, including 90 children of 1-3 years old. By means of observation, Bergesen
Shei (2010a) describes and analyses everyday activities in order to gain insight into underlying, taken for granted values about what sort of ‘normal
preschool child’ might be considered desirable. From the perspective of her
concept of ‘identitation’, that is, “the ongoing, unfinished and complex processes that create, confirm and renew a human beings identities”13 (p. 15),
she explores how interaction between children, teachers and the preschool
environment constitute an ‘arena of formation’. Bergesen Schei (2010a)
remarks on the importance of focusing on what music does to children and
13
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what children do with music. Furthermore, she highlights examples of how
music may contribute in preschool when being conducted by a music knowledgeable preschool teacher (Bergesen Schei, 2010b).
Within the research field of preschool music education, Bergesen Schei is
one of the few scholars using a discourse analytical, Foucauldian, approach
(Vestad being another, using discursive psychology). From Bergesen Schei’s
work of investigating dominant discourses about preschool embedded in one
year olds’ and pedagogues’ everyday preschool practice, Bergesen Shei argues that outcomes from this discursive approach could be of importance for
preschool pedagogues, in order to be able to discuss the taken for granted
and normal, to be able to identify what they see as satisfying in practice and
to recognize what needs change.
Similarly to Vestad (2013), Bergesen Schei, Espeland and Stige (2012),
highlight the benefits of interdisciplinary research in the field of music research.14 They propose that the multitude of existing traditions should be
more closely connected in order to inspire each other. This is also a pursuit
that could result in the avoidance of watertight bulkheads between disciplines, causing important findings to be missed out, which is an issue I likewise address in this current thesis.

International work about children and music
British scholar Young is one amongst many writers who has contributed to
the study of the youngest children in preschool and their music education.
Her research has resulted in several books that summarize her results, offering practical suggestions for promoting creativity within music activities
(Young, 2003, 2009b). In an earlier chapter I expressed my debt to Young’s
important overviews of children and music and music education. In the following I will select two of her extensive empirical studies which are of particular interest for the current work.
In 2004, Young performed a case study about participatory theatre with
the under-twos. By means of observations, documentations, discussions,
interviews and direct participation, she investigated the features that supported children’s participation, especially the facilitative improvisational
skills of the theatre actors. The extensive professional experience of the actors was shown to be crucial to the events; and the results also showed that
certain particular skills were required due to the young age of the children.
For example, the actors adopted a different approach to these two-year olds,
in contrast to working with older children, in terms of pace, volume and
levels of emotional intensity. They carefully regulated these parameters and
14

The authors also highlight demanding problems in forms of overlaps in terms of interests
and characteristics, for example communication and ‘translations’ between disciplines.
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‘pulled back’ at signs of having misjudged what a child could cope with, that
is, when they saw that children were showing signs of feeling uncomfortable. They also stressed the importance of “waiting for permission cues before making communicative contact in whatever sensory mode was most
appropriate” (Young, 2004, p. 20). In this way the actors were constantly
‘reading the atmosphere’. Also, they developed mirroring strategies, in
which they echoed the children’s facial expressions, vocal sounds and gestures, hence incorporating these in the improvisational art piece. Some of the
key features of performance art with very young children proved to be emphasis on multi-modal experiences, improvised interaction, and careful
structuring of space and time in terms of the appropriate length of play sequences. Young (2004) asserts that the required skill levels for this kind of
performance work should not be underestimated.
In an action research project Young (2005) aimed at developing arts practice in early years settings.15 In the project, named ‘How to catch a moonbeam and pin it down’, performers from different artistic disciplines worked
to develop these practices, which included dance, music, visual arts, textiles
and drama. More specifically, the focus was on young children’s participation in arts activities, and on the circumstances that were seen to contribute
to their engagement. Over time, the artists developed a ‘model’ for the project, and the result showed how the actors further advanced their skills in
improvisation, when interacting with the young children (under three years
old). By noticing and taking advantage of small happenings and subtle signs
from the children, small pieces of performance art were jointly created.
Kanellopoulos is another scholar with an interest in musical interaction.
He has contributed to the field of music education with both empirical and
theoretical work. His writings revolve around topics such as music education
as political practice, improvisation and philosophical issues. In one piece of
work (2007a), he explores music as dialogue and reflection, on young children’s thoughts about improvised music-making, aiming to develop:
a music education perspective that gives voice to the learners and welcomes
experimentation, constantly questioning the assumptions we bring as music
educators (p. 119).

In his work on improvisation, he also examines the foundations of experimental music movements (2011), and advocates a return to such radical
work, in a time when instrumental educational technology asks for instant
results, leading to impoverishment of experimental practices. Here, Kanellopoulos (2011) highlights (among other things) the difference in character
between experiment and experimentalism, illustrating the concealed ‘dan15

The settings included day-care settings, ‘stay and plays’, a large surgery waiting room,
family hostels, as well as private and local authority nurseries.
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gers’ in using pedagogical models to create ‘products’ in the form of flexible
and creative human beings. Once again, the issue of underlying assumptions
and pedagogical intentions are under discussion, together with connections
between music education and broader societal and ideological frames. In
another text he states:
Music creativity discourse has been forced to function as a part of a larger
process of production of a new form of subjectivity, namely the creative and
cultural entrepreneur (Kanellopoulos, 2015, p. 326).

In yet another work (2008), he explores how music education research in
different ways creates conceptions of ‘children’s music’, which is an issue
that is close to a research question of this current work, namely the link between conceptions of the child and conceptions of music (Study II). An important contribution of Kanellopoulos’ work is his highlighting of the role of
philosophy in music education, for example in his interconnection between
musical improvisation and Arendt’s theory of ‘action’ (Kanellopoulos,
2007b), which is again relevant to this thesis.
From this short description of Kanellopoulos’ contributions to research on
music education, he can be said to reside within several of its subfields,16
webs such as the sociology of music education, the philosophy of music
education, and others connected to issues of social justice. In this section, I
want to highlight this issue of social justice in an international context.
Several scholars are fundamentally committed to questions of social justice. Authors within this field of music education include: Allsup (2003,
2010); Custodero (1998); Hess (2014); Jorgensen (2003); Kanellopoulos
(2012, 2015), Lamb (2010), and Regelski (2005), to mention but a few.
These scholars concentrate on various matters, such as ethnicity, gender and
class. Although they are involved in power-related issues, there seems to be
one theme that is not covered. When Lamb (2010) outlines the research web
of ‘social justice’ within music education, she does not identify any work on
age power structures. So, despite the broad and important work performed
within this web, questions about power explicitly related to age seem to be
absent.17 When writing an overview of this research web of social justice,
Lamb states that music education research has been fairly slow to engage in
social justice issues. This could explain that, so far, only some themes have
been covered. It could also be attributed to the fact that issues like social
injustices will not primarily concern matters that are naturalized and thus
16

These subfields are not to be seen as totally separate, but as overlapping and loosely cohesive research associations or groups, with similar research interests, approaches and/or conferences.
17
I want to add that there are many scholars that are concerned with making children’s voices
heard, but questions about age power structures are left disconnected.

40

invisible to us. This means that the absence of an explicit subfield concerned
with age power structures mirrors the age discrimination itself (both in relation to young children and elderly people). Because of this, I stress that the
subfield within music education that engages with issues of social justice
needs to be further complemented with research into very young children
from the perspective of power.

Making space for the thesis
Recent Scandinavian research about children and music in preschool settings
has dealt with a wide range of questions and content, such as the implementation of music profile in preschool, the significance of music in children’s
language acquisition, the content of music activities in preschool, children’s
and pedagogues’ interaction with and around music technology, preschool
children’s identity formation through music, children’s own use of music in
preschool settings and how children’s music culture is performed in preschool everyday life, and much more. The presented works of research all
have common denominators with this current work, as outlined above. However, there are some issues that still need to be addressed.
For example, both Holmberg (2014), and Still (2011) propose the circle to
be the most obvious formation for music activities (although with exceptions), a form which Holmberg defines as a place that offers both security,
but at the same time has a tendency to fixate the activity. These writers also
highlight children’s lack of influence on the activities. However, none of
them explicitly advocate further research from the perspective of children’s
participation in their work. Music activities in preschool have not been investigated from the perspective of power, and neither are power relations
between pedagogues and children highlighted in previous research as desirable further research. I see this as an indication of the normalized relation of
the binary pair of child/adult, in its invisibility in both research and in everyday life. The current thesis’ contribution opens up space for the issue of
children’s participation and influence within music education research.
Furthermore, focusing on the youngest children in preschool (1-3 years
old) and on musically educated pedagogues working on a daily basis in preschool (and not as experts occasionally visiting the preschool) is not researched to any great extent. Also, the combination of different methodological and theoretical tools, such as conversation analysis, critical discursive
psychology and political philosophy, gives a broader understanding of music
practice, and no study seems to provide a detailed description of multimodal
interaction in music activities in preschool. An important contribution of the
current thesis is its focus on the negotiation of the preschool subject of music
itself and its embeddedness within social, cultural and historical contexts.
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3. Theoretical frame of reference

Since my research questions are of an interdisciplinary character a thorough
description of my different approaches is required. In the following I will
describe theories and concepts, their relationships and my ways of using
them in the research process. This chapter presents theoretical foundations as
well as theoretical tools used in the various studies.

Cultural studies
The subject of music is in this thesis approached as a cultural phenomenon,
that is, as embedded in discursive negotiations connected to a multitude of
areas of meaning-making and power (Dyndahl & Ellefsen, 2009). As such, it
ought to be studied within a broad framework. Consequently this thesis is
largely inspired by ‘Cultural studies’, which can be defined as “an interdisciplinary field in which perspectives from different disciplines can be selectively drawn on to examine the relations of culture and power” (Barker,
2000, p.7). Culture is understood here as “the codes, conceptions, and values
that people share (to greater or lesser extent, consciously or sub-consciously)
and which they communicate and process in social action” (Ehn & Löfgren,
2001, p. 9). Furthermore, culture should be understood as ‘ordinary’, concentrating on the common meanings expressed in everyday life, be it in large
national cultures or smaller cultural practices, as within groups or educational institutions (Barker, 2000). Thereby, culture should not be associated with
notions of culture as “the best that has been thought and said in the world”
(Arnold, 1994, p. 6), that is, as an aesthetic concept with elitist undertones.
Since cultural studies is a loosely held theoretical and academic field, I
will describe some of the features that mark out its character and content.
Then I will describe the main theories that I use in this thesis. In addition to
being characterized by its interdisciplinary approach (a feature that also
strongly characterizes the present work), cultural studies is influenced by
various theories concerning power, politics and the need for change in terms
of representation of, and for the benefit of marginalized social groups.
One hallmark of cultural studies is the pursuit of “ways of thinking about
culture and power that can be utilized by agents in the pursuit for change”
(Barker, 2000, p.7). Consequently, the production of such theoretical
knowledge is seen as a political practice in which no neutral knowledge is
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possible. Rather, it is a question of positionality, that is, “of the place from
which one speaks, to whom, and for what purposes” (Barker, 2000, p. 5).

Social constructionism
In line with cultural studies’ anti-essentialism, the fundamental theoretical
standpoint for this thesis is the social construction of reality (Berger &
Luckmann, 1966). Therefore, I will first explain the complex matter of how
these processes of ‘constructed realities’ are accomplished before approaching the central ideas of social constructionism in relation to my thesis.
People’s shared assumptions about reality can be considered as originating in their experiences of the social situations in which they inch by inch
develop routines and habits (or schemes for action), in order to rationalize
their lives. However, to make a habit become a common product, it has to be
named, and thus a typification is made, so as to make it possible to talk
about, and to save the energy that is spent on interpreting every phenomenon
as something totally new. Thereby, decision-making and choices are narrowed down, in terms of how to act in everyday life. This goes for both objects and actions, or phenomena, like, for example, music. These typifications are then inherited, which is to say they are externalized through socialization, in which certain roles are forwarded and institutionalized, that is,
they become common to other actors.
Consequently, what from the very beginning was a ‘naming’ of a habit,
due to the requirement to rationalize it in order to facilitate everyday life and
interaction, has resulted in a reification of reality, in the sense that
“[r]eification is the apprehension of human phenomena as if they were
things” (Berger & Luckmann, 1966, p. 106), by which means “the dialectic
between man, the producer, and his products is lost to consciousness” (p.
106). In this way, our tendency to perceive phenomena as ‘natural’ is the
result of socially constructed simplifications that we recognize as true, because they are now taken for granted and seen to be essential, and not as
products made by people. According to Berger and Luckmann, “social order
exists only as a product of human activity” (p. 70), and not as ‘natural’ law.
Thereby, all typifications and reifications can be questioned, which in turn
leads us to social constructionist approaches to reality.

Common denominators of social constructionist approaches
Burr (2015) mentions some key assumptions that are commonly embraced
by social constructionists, one of which is the critical stance towards takenfor-granted knowledge outlined above. Consequently, social constructionists
see knowledge as constituted and sustained by social processes, and therefore as a relative product that is dependent on cultural and historical influ43

ences. This assumption leads to the notion of historical and cultural specificity, and thus to the idea that no claims can be made for universal explanations.
In this thesis, the concept of ‘knowledge’ is seen to be constructed by
peoples’ interactions, resulting in shared versions and accepted understandings of the world, which are understood here as ‘knowledge’ about the
world. I therefore see knowledge formation as meaning-making processes,
and as such, processes co-created by people. So knowledge and social action
always go together, and are thereby connected to power issues, because
some constructions of the world are seen to be valid ‘knowledge’ while others are not. Further, what is seen as proper knowledge and as ‘truth’ is an
ongoing process of negotiation, in which different actors struggle for the
power to define ‘reality’, a reality that therefore can never exist ‘outside’
human interaction.
Consequently, language is at the core of this view of knowledge formation, so that it does not mirror a world ‘out there’, but instead it constitutes ‘reality’, which in turn forms us as human subjects.

An integrated view of discursive approaches
In this thesis, I use discourse analysis (or DA), in the first two studies, both
in the analysis of music activities ‘here and now’ (Study I), and in the analysis of music pedagogues’ talk about their practice.18 The third study uses a
means of analysis inspired by Arendt’s political theory of action (Arendt,
1958). Since discourse and consequently discourse analysis can be understood and used in a multitude of ways, the purpose of this section is to position the thesis within this broad field so as to show how various discursive
approaches may be understood as interconnected to a whole. At the end of
the section I will also address the theoretical challenges of combining DA
with an Arendtian theoretical framework.

The intricate concept of discourse
The concept of ‘discourse’ does not have an obvious or general definition
and the term is sometimes used indiscriminately, without any definition at all
(Winther Jørgensen & Phillips, 2010). It is also seen as wide-ranging and
even slippery (Taylor, 2001), sometimes referring to ‘large discourses’ like
overarching worldviews as ‘liberalistic discourse’, as well as to ‘small discourses’, associated with ‘language as social action’ performed by people in
18 An elaborated description of how these approaches of discourse analysis are used in relation to the specific research questions of Study I and II can be found in chapter 5: Design of
the thesis.
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everyday life. According to Cromdal et al., (2006), these diverse interpretations of the concept of ‘discourse’ are very much a reflection of the heterogenic research field of discourse, and its origins in different disciplines.
From this divided circumstance different perspectives have given rise to
polarizations.
Even though all discourse analytical approaches can be said to rest on a
social constructionist base, there are differences between them and several
attempts have been made to sort out and differentiate the motley collection
of DA approaches to intelligible ‘maps’. According to Edley and Wetherell
(1997), an often used demarcation of the different approaches within the
field of DA is the ‘top-down’ versus ‘bottom up’ designation. Winther,
Jørgensen and Phillips (2010) suggest seeing the discourse analytical field as
a continuum between the two poles of seeing discourse as constituent on the
one hand, and as seeing it as constitutive on the other.
Taken together, these ‘maps’ primarily point out various views and perspectives on the relation between discourse and the human subject: Foucauldian approaches as represented by Foucault and Laclau and Mouffe, on
the one hand; and approaches such as conversation analysis, ethnomethodology and discursive psychology on the other. The former group is concerned
with power issues and how discourses speak through people, to the extent
that they are seen to be ruled by and depart from discourse. The latter approaches focus on how the construction of ‘realities’ takes place in practice
as joint meaning-making processes. Thereby, my research interest focuses on
people’s language use in everyday life and on how text and talk are rhetorically organized in social interaction, thereby substantiating particular constructions of the social world.
Divisions like those I have tried to delineate above, are always rough and
ready, and many DA approaches are interested in both types of analysis,
insofar as they focus on what people ‘do’ with their language actions, as well
as on (the available) discourses that they build on. Also, Winther, Jørgensen
and Phillips (2010) note that dealing with abstract, and thus, depersonalized
discourses, like for example Laclau & Mouffe’s (1985) discourse theory,
implicitly presupposes that discourses are “created, sustained and changed in
myriads of concrete everyday practices”19 (Winter, Jørgensen & Phillips,
2010, p. 27).
One metaphor that could shed light on the relationship between the different approaches is the image of how a photographer, when choosing a specific motif, adjusts the focus to different degrees of closeness and angles. This
metaphor helps to understand the different amount of context that could be
included from a specific perspective. In Foucauldian approaches, the context
is wide, both in terms of time span and geographical arenas studied; while
approaches inspired by conversation analysis take account of narrow con19

My translation.
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texts, by studying a specific interaction, or part of a conversation, not including aspects other than those that the participants show to be relevant through
their talk .
Like Cromdal et al., (2006), I am not overly enthusiastic about the division of discourse analytical approaches into ‘micro and macro levels’, because of their tendency to make a sharp demarcation between hierarchical
‘planes’. Instead, I suggest thinking of the complex construction of reality(ies) as different dimensions of research interest. Nonetheless, I will use
the terms ‘micro and macro’, because they are commonly used, together with
the interconvertible term ‘dimensions’.
Now I will explicate the different perspectives of discourse analysis that I
use in my work.

Conversation analysis
One of the most important common denominators for discourse analytical
approaches is the notion that language, and thus our ways of speaking, is not
a neutral reflection of, or a representation of the world. Instead, language is
seen as constructing reality (Taylor, 2001). Since discourse analysis is concerned with the examination of “language in use” (p. 6), one of the ways to
scrutinize this use is to focus on interactions between people, which is the
special concern of conversation analysis (CA). Within this approach, language is seen as ‘social action’, which necessitates analyzing how social
order is established through interaction (Adelswärd et al., 2006). Since social
order is negotiated discursively, and results in certain local patterns, it is an
important dimension for investigation when exploring how a local music
didactic identity is negotiated by children and music pedagogues in preschool. CA is a method that stays close to empirical data and offers tools that
enable catching sight of details in interactions that would otherwise easily be
missed out. For this reason, I use it in Study I when investigating interactions
in the practice dimension.
Also, when examining the trajectory of an emerging event, such as music
activities in preschool, conversation analysis is a useful tool because of its
focus on the sequential character of interaction, that is, on the turn-taking
procedures of participants. The fine-grained methods of micro-analysis in
CA is especially useful when examining how participants’ linguistic and
bodily invitations and suggestions are accepted, ignored, or elaborated on by
other participants. In this way the interlocutors’ contributions to the event
are negotiated. Thus, micro-analysis is beneficial when seeking to display in
detail how culture is created, reproduced and sustained, and thus how interaction is part of the shaping and reshaping of society (Cromdal, 2006;
Evaldsson & Sparrman, 2006). In the following I will explicate some of the
concepts used within this approach, and also connect them to research into
group creativity.
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Intersubjectivity20
In everyday life it is easy to believe that, when participating in mutual projects, such as music activities in preschool, we share the same interpretation
of them, when we really experience ‘different versions of reality’. However,
by striving for mutual understanding, that is, by striving for intersubjectivity,
we co-create meaning in and through interactions in the here and now
(Cromdal, 2006).
In order to develop intersubjectivity, people need to show each other how
they interpret a situation, and methodically and sequentially, turn by turn,
they strive to show their understanding to each other.
These procedures for displaying their understanding of a mutual activity
are primarily provided for themselves, but the researcher can get access to
the participants’ own ‘analyses’, and in this way an ‘insider perspective’ is
created. Thus, the researcher’s analyses are anchored in the participants’
own interpretations from a participant perspective, (Aronsson, 2012; Aronsson & Cekaite, 2011). Applying this theoretical reasoning to music activities enables investigating how children and music pedagogues take up,
elaborate, ignore and/or reject each other’s initiatives in the process of negotiating what is appropriate in a local preschool when children are involved in
‘musicking’ (Small, 1998).
Semiotic resources
For intersubjectivity to develop, people use spoken language, but this communicative tool is just one of numerous resources. Intersubjectivity is also
established by means of other semiotic resources, such as gesture, placement
in the room, body positioning, gaze and facial expression, together with spoken language’s various resources of prosodic elements: intonation, dynamics
and timbre. The coordinating of these semiotic resources into a suitable
whole, or contextual configuration (Goodwin, 2000) at a specific time and
with a specific purpose, ensures the speaker of the recipient’s attention.
Since semiotic resources are constantly reconstituted on the basis of the
needs that arise in communication, interaction is seen as ‘reflexive’ because
the person who is talking adapts her/his speech and other semiotic resources
to the perceived needs of the recipient (Goodwin, 2000). In other words,
interaction is always seen to be simultaneous because speakers and listeners
work together to understand and make themselves understood, and thus
adapt their actions accordingly. Moreover, participants not only use speech
and other semiotic resources. Interactions occur through participations in
space and time, and are therefore always embedded in fields of different
semiotic resources and material artefacts. Through designing their actions in
20 This and the following paragraphs are an adaptation, elaboration and translation of the
theory section of Study I (Wassrin, 2013). This is also the case for the sections on ‘Key features of group creativity’ and ‘Interactional synchrony and domain’.
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particular ways by means of combining different semiotic resources, participants strive to make their actions have the desired effect on the intended
recipients. Seeing the children’s and the pedagogues’ actions through this
theoretical framework makes it possible to explore how intersubjectivity is
achieved not only through verbal language, but also through bodily actions,
which is crucial when studying young children.
Conversation analysis applied to group creativity research
The commonly shared interest within CA approaches to how mutual projects
and processes are achieved is also a matter examined within research into
group creativity, and is an important theoretical inspiration within Study I of
this thesis. For example, by using methodology inspired by conversation
analysis, Sawyer (1997, 2003) shows how intersubjectivity is built up, turn
by turn by the participants and how mutual events emerge. He also shows
how different types of events differ in terms of the degree to which they can
be said to be improvisatory or ritualized. In this, Sawyer connects to research
within theories of linguistic anthropology, and to the focus on interplay and
interaction of researchers like Aronsson (2012), Duranti & Black (2012),
Goodwin & Kyratzis (2012) and Ochs & Schieffelin (2012).
The point of departure for this research perspective on creativity is that
semiotic resources are not unique to language, but are found in all communicative media – music, art, dance, culture, fashion and advertising. The same
qualities that characterize children’s play are found in other creative groups,
such as improvising jazz bands, group brainstorming or improvisational theatre groups (Sawyer, 2003). Sawyer shows how such improvisational interaction is negotiated in groups; and, how by studying similarities and differences, tensions between structure and improvisation can be encircled.
Key features of group creativity
According to Sawyer (2003), there are a number of common characteristics
of group creativity, which are interconnected with each other. In improvised
activities, such as (child-)play, brainstorming, theatre or jazz improvisation,
focus is on the process and not on the end product. Group creativity is also
unpredictable, because each contribution of a participant relates to what happened earlier in the activity, and participants influence each other and come
up with new contributions turn by turn. Participants relate to the activity
frame (Goffman, 1974) and also to the suggested contributions that have
recently been taken up within it. In this way new conditions arise regarding
what contributions could be seen to be relevant. Consequently, there is volatility in an improvisational interaction when the next turn provides new opportunities for future action. Furthermore, communication is complex, because the performance must constantly be renegotiated which involves establishing intersubjectivity.
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Interactional synchrony and domain
Another distinctive feature within group creativity is interactional synchrony
(Sawyer, 2003), which means that participants coordinate their actions in
time, and, while playing or talking, they listen to others in the group to be
able to relate to what has recently been introduced in the joint activity. Synchronization can be made very quickly, and is much easier for participants
within a certain genre or within the same culture (Sawyer, 2003). Participants in improvisational activities do not just relate to what happened earlier
in the activity, but also to what genre they are performing within. To talk or
play in a particular way may be quite right in some situations but not acceptable in others.
Improvisation is not an ‘anything goes’ business, rather you are expected
to improvise within certain limits. The rules within a specific creative field
and the raw material that is available within it are called a ‘domain’ by
Csikszentmihalyi (1988). A domain could also be a ‘distinct kind of music
activity’ within a specific preschool, in the form of rules about what is allowed regarding how to play and act. These rules also encompass in what
ways it is appropriate to combine and regroup material in the specific domain. One could extend this to how resources from different semiotic fields
can be permitted to be combined in the activity. In this way music activities
can form a domain with its own set of rules and expectations. Is it, for example, appropriate to move to, or dance to music while singing? Furthermore,
creativity has frames and innovations that are subject to restrictions, based
on its domain.
Critical discursive psychology
Another discourse analytical approach of relevance for this thesis is critical
discursive psychology (or CDP), which has been largely influenced by CA in
terms of methods of analysis (Wooffitt, 2001). But, unlike CA, CDP extends
beyond language use in the ‘here and now’. This approach can be seen as
interconnecting the speaker ‘level’ with its immediate context, as well as
with the broader context of “historically given set of discourses or interpretative repertoires” (Edley & Wetherell, 1997, p. 206). Whereas CA focuses on
the sequential character of the interaction, and sticks to the narrow context of
participants, CDP widens the contextual frame to see how all such sequences
are embedded within historical contexts (Wetherell, 1998). Another difference from CA is that CDP puts more emphasis on how people can be seen to
produce themselves through language, by drawing on discourses as rhetorical resources.
Central concepts in CDP (as within other discursive psychological approaches) are interpretative repertoires (Potter & Wetherell, 1987; Wetherell
& Potter, 1988), subject positions (Davies & Harré, 1990; Wetherell, 1998),
and variation (Potter & Wetherell, 1987). The concept of ‘interpretative
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repertoires’ designates ways of talking about a specific topic by constituting
local, social and linguistic resources for the speaker to use, in an effort to
make her/his version of the world credible. When doing and saying what
seems natural in a specific situation, a local repertoire can be said to be employed (Burr, 2015). When people make utterances, they take up a particular
subject position offered by the specific repertoire (Edley, 2001). Consequently, human subjects are seen as decentred within such an approach, that
is, as not holding an inner ‘core’ in the form of a coherent self, but instead
constantly recreating themselves within and by means of available subject
positions. Furthermore, by positioning her/himself, the speaker simultaneously positions other subjects, or phenomena, and claims them to be ‘true’,
thereby causing a temporary closure of meaning for the specific sign or category. Using such an approach is beneficial when wanting to explore how
“the social world is not constituted ab initio in every conversation” (Edley
and Wetherell, 1999, p. 182) because society provides people with “a set of
ready-made resources with which to think and talk about the world” (p. 182).
In relation to this approach, discourse theory contributes some useful concepts such as articulation, which means how signs – words and concepts –
are linked together into temporary units that are sometimes called ‘discourses’ (Laclau & Mouffe, 1985).
The concept of articulation suggests that those aspects of social life (identities or nation or society) which we think of as a unity (and sometimes as universals) can be thought of as representing a temporary stabilization or arbitrary closure of meaning (Barker, 2000, p. 83, bold type in original).

Here, I want to point out that I use the concept of ‘articulation’ on two discursive ‘levels’: firstly in the sense of a temporary closure of meaning in the
form of a specific utterance (as in the group interview in Study II); and secondarily in the sense of a temporary fixed meaning in the form of a local
preschool subject of music (as in the Concluding discussion, chapter 7).
In this thesis, the relation between discourse and the human subject is understood as dialectical, that is, the two parts mutually affect each other.
Larger discourses can be understood as having impact on the subject, who in
turn draws meaning from and uses discourses as rhetorical resources in their
positioning, and thereby also produces (and reproduces) discourse. Consequently, there is an interdependent and complex relationship between ‘levels’, and the fact that “people are [both] the masters and the slaves of discourse (Barthes, 1982, quoted in Edley, 2001, p.190), a circumstance that I
will try to illuminate, by focusing on different discursive ‘levels’ and their
interconnections.
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New sociology of childhood
The social constructionist approach understands childhood as a socially constructed phenomenon, as well as bearing in mind categories such as child,
teenager, adult, or elderly. From Ariès’ (1962) pioneering work of relativizing childhood as something that has not always been perceived in the same
way, researchers such as James, Jenks and Prout (1998), Alanen (1992,
2001, 2011), and Lee (2001, 2005), among many others, have continued to
explore childhood(s) in relation to historic and social contexts.
James, et al., (1998) describe the paradigmatic shift in “the rise of childhood agency, that is the shift from child as category to children as particular
persons” (p. 6). In this shift the development of childhoods and the position
of children point in two directions: firstly towards the development of children’s specific rights and children as actors; and secondly towards a view of
children as being different and as ‘the other’ in relation to adults, a position
in which children are to be protected in different ways.
Children are identified, registered, evaluated and treated as individuals in
some contexts as adult citizens but in others not. One could say that children
are historically at the beginning of a process towards individualisation where
men have long had an established position and women have achieved one during the end of the last century and increasingly so this (Rose, 1994, p. 167,
quoted in James, et al., 1998, p. 6).

In line with this, James et al., (1998) also quote Rose (1989) who states that
“[c]hildhood is the most intensively governed sector of personal existence”
(p. 121, cited in James et al., 1998, p. 7). Thus, children’s lives at the same
time indicate increased autonomy, by the establishment of certain rights
compared with the past, and by increased regulation due to their protection.
In their research into different approaches within this new field of childhood studies, James et al., (1998) identify four categories of research that
together treat ‘the child’ from different perspectives: the ‘socially constructed child’, the ‘tribal child’, the ‘minority group child’, and the ‘social structural child’.
The idea of the ‘socially constructed child’ is characterized by returning
to the phenomenon itself to show how it is constructed in its particular time
and place, which necessitates focusing on multiple and relative childhoods.
On the other hand, the ‘tribal child’ is characterized by the recognition that
childhood has a specific culture of its own, and that “children’s difference is
honored and their relative autonomy celebrated” (James et al., 1998, p. 29).
Children are not seen as lacking rational thinking, but as understanding the
rules of their own world. It is this world that can be revealed through research. Furthermore, research focused on the ‘minority group child’ might
understand this form of childhood as a universal category insofar as all children are thereby seen as the lower part of the binary pair adult – child
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(Alanen, 2001), and as such, they are understood as a subordinated group.
Still, such a minority group cannot take into account individual variations
without weakening the minority group as a whole, and thus the group ‘must’
be treated as homogenous. The last category – the ‘social structural child’,
starts from the ‘common sense’ idea that children are a constant feature of all
societies, albeit differing between them. As with the category of the ‘minority group child’, children are hereby seen to form a group that is determined
by the conditions of the specific society in which it exists. Nevertheless,
because this category has universal characteristics, its members are not seen
as marginalized. Instead, the focus of research is on the ever-changing relationships with other structural forms, such as with other age-groups and
class, both of which influence each other in a social system.
According to James et al., (1998), these categories of childhood and children impact on our everyday actions and thoughts in relation to the child.
The crux of their theorizing is that it is not only these, but also other conceptions and images of the child, which emanate from earlier (pre-sociological)
times, that still impact on our view of the child.
In relation to these research categories and different approaches to the
child, my approach to ‘the child question’ combines the ‘minority group
child’ and the ‘socially constructed child’. I (re)produce the view of children
as belonging to a (seemingly homogenous) group, in order to highlight their
normalized existence as subordinate in relation to adults, and thus forming a
marginalized group. At the same time, I consider the category of ‘child’ as
being socially constructed (as are all categories), so “there is no universal
‘child’ with which to engage” (James et al., 1998, p. 27) and thus, all conceptions of ‘the child’ are contestable and open to challenge. Also, the latter
approach is needed to show how different conceptions of the child have different consequences in practice, and how both approaches, though seemingly contradictory, are needed for different purposes in this thesis.

Hannah Arendt’s theory of action
When choosing tools for analysing empirical material on a macro ‘level’
(Study III), discourse theory (Laclau and Mouffe, 1985) could have been
considered an obvious choice in relation to my otherwise overarching discourse analytical approach. I did attempt to apply discourse theory to the
material, but the theoretical tools it offered seemed insufficient to analyze
the specific qualities in the interaction which I had already targeted in Study
I. Therefore, I decided to apply an Arendtian perspective to the material.
Consequently, my research questions and empirical material were decisive
factors when choosing the most suitable theoretical approach.
Using Arendt also makes it possible to preserve the relational character of
the empirical material when transferring it to another analytical dimension –
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a maneuver that would be more complicated with Discourse theory due to its
highly abstract and depersonalized character.
In her theory of ‘action’; Vita activa, Arendt (1958) distinguishes between
several dimensions or ways of being and doing. She differentiates between
labor, work and action, which diverge in terms of character insofar as labor
is the dimension in which we strive to maintain and reproduce life, which is
a dimension containing nothing of permanence. This contrasts to the dimension of work, understood as a will to impact on the world through production
in order to make it stable, and so create a more enduring world. These two
dimensions are characterized by their necessity and their life-sustaining
goals, and are thus distinct from the dimension of action, which is an end in
itself. Action is regarded as a certain kind of togetherness, characterized by
plurality, natality and freedom. Understood in this way, to ‘act’ is to break
into the world by taking initiative, that is, by starting something new. In turn,
breaking into the world requires a public sphere in which people can meet,
because action cannot be achieved in solitude. Instead, it is dependent on
how others take up and receive our beginnings/initiatives; a circumstance
that made the matter of lack of public spheres in modern society to be one of
Arendt’s main concerns. Through her theory of action, Arendt opens up a
political theory, which addresses politics (in the dimension of action), as a
participatory act, distinct from “elitist forms of politics so characteristic of
the modern epoch” (d’Entreves, 2014, point 4).
Taken altogether, I use Arendt’s political theory to build alternative narratives of music and children in a preschool context. Her political/philosophical approach can enable a freer interpretation in a macro dimension by connecting discursive practice to thoughts of potentiality. Consequently, Arendt’s philosophical thinking provides fruitful and performative tools to ‘create new realities’. For an elaborated version of the concepts
in her theory of action, I refer to Study III.

Arendt’s theory of action and Discourse analysis
Using Arendt’s theory of action in the thesis could cause questions of compatibility in terms of underlying ontological and theoretical assumptions.
Arendt is seen as a phenomenological philosopher, and therefore questions
about the human subject might conceivably clash with social constructionist
and discourse analytical notions of the decentred subject, which is not an
obvious notion within the sort of phenomenological contexts where Arendt
operates. However, her account of the human subject is complex and might,
if not be explicitly decentred, still be seen as arising in encounters with others. Consequently, and according to other scholars, Arendt’s view of the
subject need not necessarily be interpreted as an inner self, revealing itself
through actions (Sjöholm, 2015), or as having a pre-existing existence
(Biesta, 2012). Instead, the subject comes into existence in interaction,
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through the very different ways it is responded to, or how it is ‘positioned’,
or how it ‘positions’ itself, to use a discourse analytical term. In the book
‘Feminist interpretations of Hannah Arendt’, Zerilli (1995) highlights Arendt’s reluctance to name the subject. According to Zerilli, Arendt avoids to
fixate the subject by categorizing it (for example as man or woman), which
thereby aims to “stabilize that which escapes sign language” (Zerilli, 1995,
p. 187). She quotes Arendt:
The moment we want to say who somebody is, our very vocabulary leads us
astray into saying what he is; we get entangled in a description of qualities he
necessarily shares with others like him; we begin to describe a type of ‘character’ in the old meaning of the word, with the result that his specific uniqueness escapes us (Arendt, 1958, p. 181).

Consequently Arendt distinguishes between ‘what’ we are and ‘who’ we are,
insofar as the ‘what’ is fixed, while the ‘who’ is not yet categorized, maybe
because there are no suitable categories. I interpret this as an attempt to escape language, and to try to encounter others by understanding their subjective articulations as unsure and indeterminable, or by recognising the individual as somebody who has not yet been positioned as ‘somebody’. Zerilli
claims that it is precisely this ‘who’ that reveals her/himself through ‘action’
(Arendt, 1958). So ‘who’ shall not easily and quickly be signified is at the
core of Arendtian politics. The ‘who’ that is not yet known reveals
her/himself again and again, “like a second birth” (Arendt, 1958, p. 176),
and is therefore a stranger and must remain a stranger (Arendt, 1994, referred in Biesta, 2012). Therefore, there is a specific effort involved when
trying to fathom who this stranger ‘is’, and this effort holds the potentiality
of creating a certain quality of interaction in the dimension of ‘action’.
When questioning different notions of the human subject, it should be noticed that the decentred subject within social constructionist theories must
not be seen as an undisputable truth (Burr, 2015). With respect to social constructionist approaches, Burr considers the ‘death of the subject’, and thus
how the absence of a self within social constructionist theory, gets connected
to unsolved theoretical problems that need to be thoroughly addressed.21
These problems apply to micro-, as well as macro social constructionist approaches. Burr uncovers missing explanatory links within the relation between the subject and the matter of agency, which create problems in explaining how change may come about.22 Thus theories about the human subject within social constructionist approaches are not as unquestionable as one
first might think; and in this regard I sympathize with Biesta, who states:

21 Burr also describes some of the attempts to deal with the matter.
22 For further reading I refer to Burr (2015), chapter 9.
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… no truth about the subject, not even the most radical intersubjective truth,
will ever be able to tell the truth about the subject, will be able to do justice to
the subject (Biesta, 1999, p. 216).

With this said, I now turn to the presentation of the didactic concepts used in
the thesis.
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4. A cultural didactic approach

This thesis is written within the research field of ‘subject specific didactics’,
and more specifically within the sub-field of ‘music didactics’,23 or in AngloAmerican terms – ‘music education’. In the following sections I will give an
account of the didactic theories and concepts used in my work.

Origin and interpretations of the term Didactics
The etymological source of the term Didactics is the Ancient Greek word
‘Didaskein’, which means ‘to teach’ or ‘to educate’ (Ongstad, 2006; Oerbaek, 2009). According to Ongstad (2006), ‘didaskein’ – didask, was used to
refer to a broad range of circumstances and people – the place, the persons,
the teaching subject and the learning activity. As such, according to Ongstad
(2006) this holistic meaning is the origin of the complex potential of our
modern term ‘didactics’ (Ongstad, 2006, with reference to Gundem, 1998;
Kron, 1994).
The interpretation of the term has altered over the years. Kroksmark
(1989) describes the development of didactics as a ramble with no straight
linear progress, since the concept has always been heavily influenced by the
ideas of the particular era in which it has been used. To depict this, Kroksmark takes advantage of Heidegger’s analogy of how logging roads – roads
prepared especially and temporarily for timber harvesting – become overgrown once they have been used. To reach the same place at a later stage,
new roads have to be constructed since the old ones have now become invisible.
Nevertheless, some thinkers in the distant past have left important and
lasting markers in the understanding of didactics. According to Ongstad
(2006), Comenius (1630), who wrote Didactica Magna, invented the ambitious subtitle – “a complete representation of the art of teaching everyone
everything” (Hansén & Forsman, 2011, p. 33), which provided the widest
interpretation possible of ‘didactics’. Comenius had a holistic view of what
he described as ‘the art of teaching’, meaning that the didactic content and
the method by which it is managed must be thought of as a unity (Kroks23 The first study of this thesis was written within the dissertation subject of Child and Youth
Studies.
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mark, 2007). This advocacy of a close link between content and method was
broken in two in Herbart’s interpretation of ‘didactics’, a division that resulted in two separate concepts of the term in Europe (Kroksmark, 2007). In the
writings of Herbart’s successors, didactics was developed into a discipline in
its own right (Ongstad, 2006).
German didactics was to dominate educational thinking in around 1950,
although pointing in different directions because of shifting views of the
“scientific and ideological aspects of the view of society and of man, the
view of formation, knowledge and learning and of perceptions of content
and goal of the school”24 (Ongstad, 2006, p. 22 with reference to Gundem,
1998, p. 28). This understanding of the ways that different ontological and
epistemological grounds have formed the different directions and interpretations of didactics is of importance, since one basic supposition in this thesis
is that all didactic decisions are dependent on such assumptions, be they
conscious or subconscious.
Attempts to map the contemporary use of the term ‘didactics’ in Swedish
research form a broad field in which contemporary researchers or research
groups emphasize different theoretical starting points and assumptions
(Kroksmark, 2007). For example, Kroksmark (2007) thinks that contemporary Swedish didactics are divided into several fundamental didactical approaches, such as philosophical, sociological and psychological ones. He
also points up the significance of emerging fields, such as postmodernism,
feminism, multi-ethnic and culture-specific theoretical approaches.
Englund (2000) identifies two parallel didactic research traditions that
have been divided over ‘the content issue’ that has emerged in Sweden since
1980. Whereas some theorists have focused on curriculum, understood as
“the study of the historical and social struggle on the content of curricula,
educational materials and teaching” (p. 48), others have focused on teaching
methods, which concerns the study of learners’ management of specific contents. To some extent, this division within didactics has been overcome because of a relatively recent ‘communicative turn’ in the form of a shift away
from describing interaction, and thus also teaching an object of knowledge
(understood as information alone) that is transferred from a sender to a receiver towards a notion of students as active and meaning-making human
beings searching for knowledge and at the same time creating it.

Didactics and Didaktik
Translating the term ‘Didaktik’ by the English term ‘didactics’ may be considered problematic in relation to an international research context (Dyndahl
& Ellefsen, 2009; Hanken & Johansen, 2011). In English speaking countries
didactics may be thought to be synonymous with Pedagogy and Education,
24

My translation.
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and could also mistakenly be interpreted as an older form of instructional
teaching (Hanken & Johansen, 2011). However, according to Nielsen (2010)
there is no English term that readily corresponds with the concept Didaktik,
as is in common use in the Scandinavian countries and Germany. To explain
the difference in meaning, Hanken and Johansen (2011) suggest that the
terms ‘theories of teaching’ and ‘curriculum studies’ are close to what is
encompassed by the continental European concept. Broström (2012) suggests that the German understanding of ‘Didaktik’ goes beyond both the
English terms ‘didactics’ and ‘curriculum studies’, because of the way it
focuses on “both democratic aims and content with a liberation perspective”
(p. 1).
Furthermore, Nielsen (2010) claims that Didaktik is closely connected to
theories of Bildung that imply the formation of the personality. In this sense,
some approaches have been subjected to criticism for: being conservative
because of their emphasis on socialization within the (hidden) values underlying the Bildung ideal; for being too centred on content, and for being unclear about goals and methods (Hanken & Johansen, 2011). One attempt to
develop Bildung theory has been made by Klafki (2005) who critically reflected on societal issues in a broader approach to Didaktik, including goals
and questions of method. In his critical-constructive Didaktik his focus is on
the transformation of society through Bildung. Lately, the critical potential
of Bildung has been gaining ground, because of the way it aims to form autonomous minds. A useful description of these approaches to Bildung, in the
form of a distinction between different kinds of socialization, has been provided by Hellesnes (1976, referred to in Nielsen, 1994), whereby one form
of socialization is likened to ‘learning the rules of the game’ so as to adapt
oneself to a system, without acknowledging that the rules could be questioned and changed. The other form of socialization is people’s adaptation to
certain issues or problems of relevance within the social conditions that they
find themselves in. However, according to Nielsen (2007) there is no need to
make a dichotomy between these different approaches to Bildung (simplified
in this case as the dichotomy of Bildung to music, or Bildung through music). Instead, a combination is desirable and also unavoidable, since content
and human activity are always present simultaneously.
I interpret the concept of ‘Didaktik’ in a broader sense, comprising content, goals and method whilst being in line with Nielsen’s (2007) understanding of the term as “analytically reflective, philosophically interpretative
and critical” (p. 266). From this standpoint, music (and other teaching subjects), should continuously be legitimized and “brought up to date as means
of achieving Bildung” (Nielsen, 2007, p. 270). Despite possible linguistic
confusion between the terms ‘Didaktik’ and ‘didactics’, I have decided to
use the latter term ‘didactics’ in the continental European (German) meaning
of the word. I do this for two reasons; (i) because I am using Dyndahl and
Ellefsen’s (2009) concept of ‘music didactic identity’ it seems appropriate to
58

follow their use of the concept of ‘music didactics’ in which they incorporate
an understanding of what ‘didactics’ mean within ‘Didaktik’; and (ii) I consider the English term ‘didactics’ to make a better fit within English texts.
Hopefully, the reader will have my use of the concept ‘didactics’ clear
enough by now to keep the definition in mind throughout this text.

The relation between Didactics and Pedagogy
Before continuing, I want to make some comments about the relation between pedagogical and didactic questions. Attempts to determine what differentiates Didactics from Pedagogy25 have been made by, among others,
Kroksmark (1989), who claims that the former should be called ‘Science of
Teaching’ (Undervisningsvetenskap in Swedish) and the latter ‘Science of
Education’ (Utbildningsvetenskap in Swedish). Didactics then becomes a
sub-subject within pedagogy. Hanken and Johansen (2011) argue that didactics is at the core of pedagogy, which has a slightly different meaning, since
thereby didactics is then situated within pedagogy and not ‘below’ it. Furthermore, according to Kansanen (1995), what distinguishes didactics from
pedagogy is their research questions. He claims that pedagogy asks questions
of a political and organizational character, while didactics addresses philosophical questions (which may be traced back to Comenius’ philosophical
basis). Traditionally, didactics has also posed questions concerning teaching
and learning within institutional settings (Arfwedson, 1996), and more recently has produced studies of informal learning and learning outside institutions (Folkestad, 2006). Hanken and Johansen (2011) claim that “[d]idactics
puts focus on the actual activity of teaching and learning – on the conditions
of the activity, the choices made and the grounds for such choices”26 (p. 19).
They argue that pedagogy is wider and cross-disciplinary – encompassing
psychology, sociology, philosophy, anthropology, and aesthetics.
Although these authors are not entirely consistent, they emphasize didactics’ close link to research questions that are directly connected to the actual
teaching and learning context. Thus, whether or not answers are found in the
theories of other disciplines or by examining and analysing empirical material at different levels, the connection to practice must be maintained. In this
thesis, the research approach to didactics is consistent with this more flexible
understanding of the term.
To sum up: throughout this overview of the different demarcations and
definitions within the field of didactics and pedagogy respectively, and what
distinguishes them from one another, I have attempted to find frames for
what can be considered as a thesis within (music) didactics. The overview
25

The following short discussion is made within a Scandinavian framework of reference,
since the concept of pedagogy in an Anglo-American context is closer to the term ‘education’.
26
My translation.
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shows that the demarcation line between these two disciplines is not crystal
clear, but that a close connection to practice is at the core of didactics. In my
work, all research questions depart from the preschool music practice that I
study, and hence I consider my research to be essentially didactic.

Education and learning as meaning making
Despite the communicative turn, the conception of teaching in terms of
transmission of information and facts is still alive and well (Martinsson,
2014). This dominant notion is a problem in (Swedish) schools, because it
creates an image of an active sender – the teacher, and a passive receiver –
the student/child. This view of teaching helps to reproduce “an unproblematized understanding of the power structures that are constantly reiterated in
the ongoing construction of the categories children and adults” (Martinsson,
2014, p. 121).
To exceed such traditional metaphors of teaching and learning, Englund
(2000) puts forward an alternative perception of teaching and learning, and
knowledge in general. By bracketing the concepts of education and learning,
as “what we call education and learning” (Englund, 2000, p. 44, italics in
original), he intends to go beyond current metaphors as mentioned above.
His suggested definition of education (and of teaching and learning) in terms
of the mutual communicative actions of meaning-making and the formation
of knowledge, opens up new understandings of these processes in practice.
Hence, Englund’s crucial point is that these processes do not have to be labelled (or thought of) as education. The underlying assumptions of his
thoughts come from the ‘Sociology of knowledge’ (Berger & Luckmann,
1966) and the ‘linguistic turn’ that followed up their theory, that is, the notion of language as having the power to constitute ‘reality’ (see chapter 3 in
the current work). Another contributory cause of Englund’s ideas about education is the ‘perspectivization’ of knowledge, that is, knowledge as socially
and historically constructed. Englund refers to Mannheim, who states that:
… every historical, ideological, sociological piece of knowledge (even should
it prove to be Absolute Truth itself), is clearly rooted in and carried by the desire for power and recognition of particular social groups who want to make
their interpretation of the world the universal one (Mannheim, 1968, p. 196,
cited in Englund, 2000, p. 46).

Therefore, Englund (2000) suggests that traditional approaches to teaching
and learning need to be complemented by methods of analysis that focus on
the link between power and knowledge, as is always present in didactic
choices of content and teaching methods.
Here, I conceive of “education and learning as communicative meaning
making processes with embedded value conflicts, and at the same time as
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‘perspectivized’ and ‘perspectivizing’ processes (Englund, 2000). What follows from this complex of ideas is that teaching and learning processes may
be seen as constantly negotiating meaning, as is also the case in Englund’s
endeavour to challenge the contingent concept of education, as well as in
processes of intersubjectivity.27 Thus, teaching and learning are, in this thesis, understood as discursive processes: a notion that is consistent with the
view of music didactics as cultural didactics, which latter is described in a
subsequent section.

Subject specific didactics and General didactics
One traditional way of perceiving ‘subject specific didactics’ is as being
constituted by a combination of the specific subject (school subject, teaching
subject, or scientific subject) and ‘general didactics’ (Selander, 1999;
Molloy, 2007), in which the latter is concerned with comprehensive issues
about teaching and learning. This perception has been more and more abandoned in favour of views which consider specific didactics in relation to the
special demands and characteristics of the particular teaching subject. For
example, it is not obvious that one learns math in the same way as one learns
music. However, these two forms of didactics cannot be completely separated, but can be seen as a way of applying two perspectives on the same basic
phenomenon (Sjöholm, et al., 2011) – the student in focus, from the perspective of general didactics, or in terms of subject specific didactics with the
teaching subject in focus, (Bengtsson & Kroksmark, 1993, in Ferm, 2004).
This demarcation between the subject and the student is also mentioned by
Hanken and Johansen, (2011), but within subject specific didactics, and as an
example of different approaches to the teaching subject of music, taking
their departure either from the student or the teaching subject.
According to Ongstad (2006), the perception of subject specific didactics
has changed dramatically over the last 10-15 years (that being said in 2006)
with the field now encompassing several tracks. But in 1996 Arfwedson
claimed that the complexity of its research questions demanded a whole
range of approaches, due to the different subjects, stages of education and
the specific assignments and kinds of questions attached to them. She gives
as an example how didactic research into music, drama and the visual arts
often turns towards aesthetic theories; and she emphasizes the need to balance between overall subject specific didactics and the specific problems and
interests within a certain area, in this case preschool music. General didactics
and subject specific didactics are in practice inseparable, since both of them
are dependent on underlying conceptions and suppositions about a range of
issues that affect educational practice. Moreover, both of them are closely
connected to the didactic question of ‘who’, since didactic questions cannot
27 For an explanation of the concept, see chapter 3: Theoretical frame of reference.
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be treated outside a specific context, whether they are characterized by the
age of the students or by other variables. This issue brings us to the next
section and the specific didactic content of music in preschool contexts.

Music didactics as Cultural didactics
Dyndahl and Ellefsen (2009) argue that music didactic practices always take
place in a specific culture in time and space, and are therefore dependent on
the historical and societal production of meaning. Hence the authors insist
that music didactic practices should benefit from being studied as cultural
practices and, consequently, music didactics should be studied as cultural
didactics, that is, “studied in a broader context than just pure school matters
isolated from the external sociocultural environment” (p.15). Studying music
didactics as cultural didactics is grounded in the assumption that teaching
subjects can never be seen as neutral phenomena, since they will always be
embedded in discursive practices. Similarly, Odenstad (2014) claims that
one important task of subject specific didactics is to insert the teaching subject into a broader context, historically, philosophically and politically,
which gives pedagogues tools for reflection in order to enhance awareness of
the teaching subject’s perspective. In sympathy with both Odenstad (2014)
and Dyndahl and Ellefsen’s suggestions to examine subject specific didactics
within the broader framework of cultural didactics, this thesis explores preschool music practice as a cultural ‘phenomenon’, whereby culture should be
understood from an action-oriented perspective. This means that the cultural
is sought in people’s everyday shared actions that are always based on values and conceptions (Ehn & Löfgren, 2001).

Negotiating a didactic identity within the preschool subject of
music
One ambition of this thesis of examining the potential for children’s participation in alternative ways of staging music in a specific preschool is
achieved by exploring, analysing and discussing a specific music practice as
a social construct in terms of the question: ‘how is music constructed as a
teaching subject in this specific preschool music practice?’ One central tool
of analysis in this endeavour is the concept of didactic identity as proposed
by Dyndahl and Ellefsen (2009). This concept builds on Dahlgren’s (1989)
formulation of a further didactic question (in addition to the basic didactic
questions of what, how and why), concerning identity. The didactic ‘identity
question’ applies to what can be considered to distinguish a specific teaching
subject at a specific time and in a specific context.
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The concept of ‘didactic identity’ should be understood as metaphorical
and analogous to the ways in which people present themselves as coherent
narratives, by organizing a decentred and distributed subject into an apparent
whole, as a temporary, situated stabilization of meaning; as ‘identity work’.
This concept of ‘identity’ gives prominence to the dynamic and contingent
aspects of the subject of music in a certain time and place, instead of perceiving teaching subjects as having a natural and stable core.
However, according to Dyndahl and Ellefsen (2009) the concept of ‘identity’ can bring about certain problems because of the many different meanings attached to it. In short, ‘identity’, as in the concept of a ‘didactic identity’, is considered to be both discursively negotiated and temporarily closed,
which is to say that identity can be imagined both in singular and plural
terms, but identity in the sense of a ‘stable, inner core’ is not what is intended.
In my understanding of Dyndahl and Ellefsen (2009) this concept applies
to processes or questions concerning a broader (teaching) subject field.
However I also find it useful when studying the negotiation of a local (music) didactic identity, since it provides tools with which to examine the various discursive connections between phenomena in the music didactic practice. Since processes of change and variation form an important part of the
concept, I use it in order to grasp “where and how … changes emerge in the
teaching subject music” (p. 24), and also to show how this instability can be
observed in a teaching subject (of music). Furthermore, Dyndahl and
Ellefsen themselves stress the importance of examining this ‘instability’ in
the ‘construction’ of identity, and hence advocate research into how various
didactic identities impact on how music activities are staged in institutional
settings. This is of significance because different identities entail differences
of power relations between who is to dominate and who is to be marginalized. This matter lies at the core of this thesis, which is an attempt to examine some dimensions of this ‘instability’ in which negotiations of a (music)
didactic identity are performed.

Different concepts of music and their becoming
The purpose of this section is to consider how concepts of music come into
being, and to explain why they are of concern to this thesis.

An ambiguous, elusive and important concept
Despite the fact that people within one and the same culture seem to have a
common sense understanding of what is meant by ‘music’, most would agree
that the concept does not have a generally accepted definition. Consequently,
over time and contexts, its meaning varies. In relation to this, Ruud (1996)
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argues that if we accept that there is not just one ‘correct’ way to answer the
question of what music ‘is’, we have to “choose more pragmatic arguments
for why we give priority to a specific definition of music” (p. 19). Focusing
on the consequences of using specific concepts, or on what different concepts of music do in a specific context and for specific agents, is at the heart
of this current work. What we incorporate into our concept of music is particularly important in relation to choices of goals, methods and the content of
music education. Similarly, Varkøy (2014) maintains that the nature of the
concept of music that teachers bring into their music education settings highly affects their practice, because teachers’ notions about music may both
“open rooms and close rooms for the student’s musical experiences” (p. 45).
Also, according to Rønningen (2010), the concept of music is closely interconnected with the teaching subject of music, for which reason it is an important conceptual tool for music pedagogues (and also for researchers in
Rønningen’s reasoning). The concept of ‘music’ is nevertheless often taken
for granted, and is consequently treated as obvious and unquestioned (Rønningen, 2010). This observation is at the heart of the current work, as is a
statement that could also be seen as a possible critique of didactics as often
“operating with given concepts around knowledge and learning” (Asp, 2012,
p. 131).

‘Organizing musical realities’ – conceptualizing music
It is of importance for my intentions in this thesis to focus on the emergence
of concepts of ‘music’, that is, the act of ‘conceptualization’ itself. In his
book Music and values,28 Ruud (1996) illustrates some problematic aspects
of determining what music ‘is’, that is, the operation of conceptualizing ‘music’.
How we perceive of music and what we conceptualize through language is not
necessarily one and the same. When we conceptualize the object of music, we
rely on the metaphorical character of language. We are forced to designate
this audible thing we call music through some linguistic images, which we
download from another area of life. We let the metaphors create coherency
and organize this musical reality in such a way that it becomes meaningful to
us (p. 17).29

Ruud (1996) proceeds to explicate the establishment of a concept of ‘music’
that he argues always has its origin in encounters in present time with the
phenomenon of music ‘itself’. These experiences are then put into words and
placed into linguistic categories, and sometimes these categories develop
into collective and coherent theories about what music ‘is’ or what function
28
29

The Norwegian title of the book is Musikk og verdier.
My translation.
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it ‘has’. These ideas are concomitant with Berger and Luckmann’s (1966)
theories of how people construct ‘reality’, by making categorizations and
typifications.
Ruud (1996) also suggests that this naming is always grounded in specific
ideas about music, and that “[a]n aesthetic experience produced by music
entails a possibility to create a new category of experience, that is, the potentiality to experience the world in a new way” (p. 17). Consequently, he highlights both the difficulty of conceptualizing new experiences of ‘intensities’
that have no ready linguistic categories and the promising possibilities attached to this. Furthermore, Ruud (1996) speaks about conceptualization as a
discourse of power, that is, the power to define concepts, or the power of
“putting names on the world” (p.115). As I see it, this aspect is especially
relevant in an educational context, wherein there is always a power relation
between teacher and pupil, and when the teacher’s naming of the world is
most probably the hegemonic one.
Music as a ‘black box’
Another aspect of conceptualizing music is pinpointed by Rønningen (2010),
who reminds us that scientific tools such as concepts, have been transferred
from assumptions and speculations to established, accepted and incontestable truths, that is, to black boxes – a concept he borrows from Latour. In
physics, a black box refers to ready and established truths, concepts that are
no longer involved in discussions, because they are not doubted any longer
and therefore are in no need to be explained. Also, they are too complex to
be explained, and since their content no longer is questioned, they are just
used. By comparing the concept of music to such a black box, Rønningen
insists that the content of the box – the concept of music – is still open to
questioning and negotiation, even if it appears natural and solid. What is
even more important, he wants us to recognize that there are not only many
‘musical components’ in the box, but also other elements in the form of values and power relations that have contributed to the formation of the concept
in the first place, for example economic and ideological circumstances,
which are now made invisible when no longer discussed. Thus, the content
has now been naturalized.
However, our Western concept(s) of music cannot suit or accommodate
all ‘musics’. This is a problem because things that are not recognized as being of any importance within Western thought might be devalued or neglected when processed through the concept. Rønningen (2010) calls for us to ask
questions, such as: Who owns the music concept? What power relations are
hidden in the black box of music? He advises us to listen to the actors to find
out what they are doing in order to make sure that the concept of music gets
“filled with the content that the social practice relates to” (p. 95). His claims
are highly relevant to the current work because of its focus (partly) on chil-
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dren’s’ influence on music activities in preschool. Also, his claim that the
concept of music is too often taken for granted lies at the core of this thesis.
Two attempts to question the concept of music in relation to children30
In accordance with Rønningen’s (2010) advocacy of posing questions about
who can be considered to own the concept of music, it may be appropriate to
mention that there are scholars who have questioned our (Western) concept
of music, trying to replace it with alternatives that are particularly suitable
for children, or should one say, to scholars’ anthropological view of children
(and adults). In their efforts, they have suggested other terms in attempts to
affect our thinking about, and acting within children’s music activities.
One of them is Bjørkvold (2005), who doubts the pragmatic usefulness of
the term ‘music’, as it is misaligned with children’s (and adults’) means of
expressing themselves through all the senses. He advocates a replacement of
the term ‘music’, in favour of the term ‘musikía’, which is composed of the
terms ‘muse-ical’ (musisk in Swedish) and ‘sikía’ (approximately ‘to experience with all the senses’), which should in a better way mirror the ‘museical’ character of human beings.
While discussing reasons for the absence of music activities in preschools, Uddén (2001) claims that by replacing the concept of ‘musical activities’ with ‘muse-ical play’ (musisk lek in Swedish), preschool pedagogues might associate music to child play, instead of associating it with the
more value-laden concept of ‘musicality’. In this way, Uddén argues, pedagogues could dare to use music as a pedagogical tool.
Bjørkvold’s and Uddén’s attempts to displace the meaning of the concept
of ‘music’ by changing the term represent efforts to disturb the habit of
thinking in accordance with certain trajectories. This is of importance, since
language from a social constructionist perspective constitutes our understanding of specific phenomena. Thus, (music) concepts have consequences
through the actions ‘generated’ by them, for example in preschool where
they are put into pedagogical and didactic action.

Different concepts of music
Within musicology, the usual way to map the concept of music has been to
distinguish between the phenomenon of music as an aesthetic function or as
a practical function (Nielsen, 1994).31 The first could be described as an encounter between aesthetic (musical) objects and aesthetically experiencing
human subjects, a notion which, in its most ‘pure’ or radical form, can be
30

This section is a translation and modification made by me of text from Study I.
This section is a very simplified description of a complex field within musicology and
music education. As such, it merely highlights some main positions and tensions within the
field.
31
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said to be represented by Reimer (1970) and his ‘absolute’ understanding of
music as having an innate meaning in itself. Remer focuses on ‘great musical
compositions’ wherein music is seen as a goal in itself. This way of understanding music as a phenomenon differs radically from considering it as a
resource to achieve something outside itself, be it for amusement, therapy,
language acquisition, or as a means to lull a child to sleep. This functional
approach is particularly oriented towards the performative aspects of music.
Two representatives of this view are Elliot (1995) and Small (1998), who
have both coined the concept of ‘musicing’ and ‘musicking’, respectively.
Elliot proposed a ‘praxial’ philosophy of music, highlighting musicianship,
whilst Small emphasized how music comes into being through relationships
in the moment of ‘musicking’, as an ensemble comprising of the webs between human beings and the webs between sounds.
According to Tivenius (2008), the central distinction between the two
main positions described above as the ‘aesthetic’ and ‘practical’ functions of
music, may be understood by their different focus on the relation between
human beings and music – the former focusing on ‘what music does to human beings’, and the latter concentrating on ‘what human beings do with
music’. One important contemporary contribution to the last category is the
work of the music sociologist DeNora (2000), who explores how people use
music in their everyday lives to constitute aesthetic and affective agency.
DeNora highlights how people articulate different identities by means of
music, whilst at the same time acknowledging that music has agency in itself. Consequently, these ideas of aesthetic and practical functions, as outlined above, do not necessarily imply an opposition, because even if music is
merely used for functional purposes, there are always aesthetic connections
between musical objects and the human subject in such circumstances (Nielsen, 1994), thus, the aesthetic function in music is always present. From this
short overview of different ideas about the object ‘music’, I will now return
to the main position that I use in the current work – Small’s (1998) concept
of ‘musicking’.

Christopher Small’s concept of Musicking32
This thesis concentrates on children’s and music pedagogues’ negotiation of
a music didactic identity, which entails focusing on interaction and language,
in addition to norms and values. In this respect, I find Small’s concept of
music, or musicking, helpful. Similarly to Bjørkvold (2005) and Rønningen
(2010), Small (1998) questions the Western concept of music, and instead
develops an alternative way of thinking about music.
In chapter 3, I referred to Berger and Luckmann (1966), who showed how
communication between people is facilitated through categorizing experi32

This section is a translation and an elaboration of a text from Study I.
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ences and phenomena by means of linguistic concepts. However, Small
(1998) claims that taking the essence of a phenomenon in this way, by categorization and by labelling it, is risky, in that such abstractions get taken for
granted, and even come to be perceived as more ‘real’ than the experiences
they actually stand for. To exemplify this, Small puts forward the concept of
‘love’, which is a specific experience that in reality requires someone performing loving deeds, and thus love cannot exist without an actor. Still, we
talk about love in the form of a noun – a thing called love, as if it exists independently of human actions. Small claims that the concept of music has
undergone a similar alteration as the concept of love, since we think of music as something that exists independently of actors (performers). According
to Small, music is experienced in specific situations in the here and now, but
we treat it as if it were a noun thereby reifying it. However, as Small argues,
music is something that people do. Therefore he replaces the noun ‘music’
with a verb ‘musicking’, which emphasizes performance and activity. Examples of musicking events could be when you are cycling to work whilst
listening to music through headphones, a father putting his baby to sleep by
singing a lullaby, people working out at a gym by dancing to Zumba, a hotel
employee humming the theme song to ‘The Godfather’ as he makes the
beds, or when a teenager goes shopping for food in a supermarket that provides muzak. In short, musicking could mean all the situations wherein music is part of our daily social life. To clarify what the term stands for, Small
suggests a definition:
To music is to take part, in any capacity, in a musical performance, whether
by performing, by listening, by rehearsing or practicing, by providing material
for performance (what is called composing), or by dancing (Small, 1998, p.
9).

Small also includes people who are involved in concerts – putting instruments in order, or the ticket collector, all of whom take part in the event,
because they affect the character of it by means of their actions.
What is of more importance from a social constructionist perspective is
Small’s claim that, because the meaning of the musicking event arises in the
connections or relationships created during the course of it, meaning is not
immanent in the piece of music. Inspired by Bateson and his theories about
‘the pattern that connects’, Small means that these relationships constitute a
complex network of multiple planes. For example, the relationship between
the participants in the event, between the sounds of the music, and also between these webs of sounds, the participants and the room are also of great
significance. In this network, all connections are important, because they
contribute in their specific ways to the event. The question of why actions
within a music event can be seen as parts of it expands from one way communication (between musicians and listeners in a concert) to the participa68

tion of various characters, all of which contribute to the event’s meaning in
their own way, as has already been exemplified above. Small (1998) states:
“The fundamental nature and meaning of music lie not in objects, not in the
musical works at all, but in action, in what people do” (Small, 1998, p. 8).
Consequently, the concept of ‘musicking’ shifts the piece of music from its
central position, depriving it of inner meaning and placing the relations of
the event at the centre.
What is of more importance in relation to this current work and its social
constructionist foundation, is Small’s idea that certain values are generated
within musicking events, because when involved in musicking, people affirm, explore and celebrate certain “ideal relationships” (Small, 1995, p. 5).
This means that within these webs of relations, certain ethics and principles
are put to work as patterns of ‘how life should be lived’, or in Small’s words:
as “model[s] for living” (1995, p. 5). Also, since Small (1998) encompasses
preparation and organization of the spatial, material and temporal environment in musicking events, and thus regards these as having impact on the
events, his theory is both suited for, and compatible with, my use of a discursive approach that views discourse as being embedded in the environment in
which events take place.

An integrated application of the concept(s) of music
In this dissertation I use several of the concepts of ‘music’ described above.
In Study I, I primarily use the concept of ‘musicking’ (Small, 1998) when
analysing how these specific children and music pedagogues do music in
preschool. In the same study I also acknowledge the aesthetic function of
music when describing how meaning is created through interactions between
musical objects and human subjects. To be able to describe this communication in detail, I use the conventionally established basic elements of music,
such as rhythm, dynamics, form, accents and so forth. Note that using such
categories can be considered compatible with an essentialist view of music.
But, from an interactionist perspective, music could be described as how
these sounding and culturally organized signs are given a particular meaning
in a specific time and context.
In Study II, the concept and conceptions of music in themselves are in focus as part of the research question. Different conceptions of ‘music’ are
analysed from the perspective of legitimization. The analysis of the different
concepts and conceptions of ‘music’ also encompass questions of ontology
and function, together with their consequences when ‘used’ in practice.
In study III, music is treated as action in a twofold sense, since I combine
the concept of ‘musicking’ (Small, 1998) with Arendt’s (1958) concept of
‘action’. Music is also treated as an aesthetic object in relation to the preschool subject of music, the identity of which is negotiated within the public
sphere, wherein it is created by children and music pedagogues.
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In this chapter I have outlined my understanding of didactics and affiliated concepts, and have positioned my work within the field of subject specific
didactics. I have also proposed an understanding of music didactics as cultural didactics. Furthermore, the central concept of ‘didactic identity’ has
been defined, together with my way of using it. Likewise, I have touched on
the issue of the conceptualization of music, or the ‘process of becoming’ of
(different) concepts of music, thereby highlighting a social constructionist
approach. Finally, I have explained how I use the various concepts of music
in the different studies, and have elevated Small’s theory of musicking to be
the basic concept of music in this thesis.
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5. Design of the thesis

Earlier in the text I established social constructionism as the theoretical
foundation for this thesis. As a consequence of such an approach, research
itself must be seen as socially constructed, as well as socially constructing,
and not as a value-neutral practice with the ability to uncover ‘truths’ about a
world ‘out there’. Consequently, no universal knowledge claims can be
made. Instead the researcher acknowledges this non-neutral character of the
research, and makes the research process as transparent as possible, so as to
allow the reader to assess whether the interpretations are reasonable and
substantiated, and whether the provided ‘versions’ of the world are applicable. In line with this, the overarching purpose of this chapter is to describe
and discuss the methodological and practical decisions made during the research process.
I will start out by presenting the preschool in which the empirical material
was generated, and then continue by describing the studies and their methodological approaches. I will end the chapter with an account of ethical considerations.
In chapter 1, I provided the reader with a simplified visual overview of
the studies, which may be a useful picture to return to in this chapter.

Three studies
This thesis explores one and the same preschool music practice by means of
three interrelated studies, thereby illuminating the music practice from different angles, and thus highlighting different dimensions in which meaning
and power are negotiated when constituting a local music ‘didactic identity’
(Dyndahl & Ellefsen, 2009). The thesis came into being in two parts regarding affiliation of academic discipline: a first part, in the form of a licentiate
thesis (Wassrin, 2013), a monograph written to be examined as part of Child
and youth studies, and a second part, consisting of two articles and this
‘Kappa’, written for a degree of Subject specific didactics with specialization
in aesthetics. The different academic traditions of these two parts are not a
major problem from the perspective of cultural studies, they being an interdisciplinary field in the first place.33 However, it may require a larger work
33 See chapter 3: Theoretical frame of reference.
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to ‘translate’ some of the examined topics to other disciplines, which is partly the purpose of this chapter. Another intention of this chapter is to connect
the different studies to each other and to clarify their specific function in
relation to the overarching purpose of the entire thesis.
As mentioned earlier, all three studies draw on empirical material from
the same preschool practice, but differ regarding the form of empirical material and the methods of analysis used. The studies thus employ specific
methodologies related to the particular research questions. For more comprehensive descriptions of the publications see ‘Summaries of studies (chapter 6).

Selection of preschool34
In Swedish preschools, music is performed in much the same way – singing
together during circle time. According to Holgersen (2008), music activities
are often led by pedagogues with little or no knowledge at all in the field,
which often results in meagre music practices. As a consequence of this, one
of the criteria for selecting a preschool for the fieldwork was to find one in
which the pedagogues had knowledge about, and had experience of working
with music. Another important criterion was that musical expressions other
than singing, like for instance, playing instruments, active music listening
and movement, should be present, though these ways of making music are
virtually absent in preschool (Still, 2011). In sum, I wanted to find a preschool that was investing in music, and that offered additional ways of making music, other than singing. My intention was to not be constrained to
study merely what I had already seen before, and which had already been
documented in previous research, but rather I wanted to examine something
‘new’, that is, other ways of staging music in preschool than the traditional
ones.
After some time, I found a suitable preschool that could be of interest for
my purposes and requirements. This one employed music pedagogues to
lead a variety of music activities with children of 1-3 years old on a daily
basis (75-100 % employment).
After two initial information meetings in the preschool, one with the preschool director (October, 2010), and one with the music didactic group.35
(February, 2011), it was decided that I should collect data in the two groups
of the youngest children. We agreed that I should document the activities
when moving between these two groups.
34 This paragraph is an adaptation, elaboration and translation of text from the theory section
in study I (Wassrin, 2013). The section extends through to the heading ‘Study II’.
35 The music didactic group included the preschool director, and pedagogues who were responsible for the music activities at the preschool, one of whom had specific responsibility for
digital media.
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The preschool and its approaches to work
In this section I describe the preschool localities, and give a general introduction to their music activities.

Localities
The preschool, which accommodates 80 children in four units, is located in
the centre of a big city in Sweden. The unit for the 1-2 year olds and their
pedagogues consists of an entrance hall, two rooms and a nursery room. One
of the rooms is a music room, which has been divided up to make a smaller
room where the children can take a nap after lunch.
During my year at the preschool, the furnishing changed slightly, but basically the interior was the same. There was a square wooden drum (approximately 60 inch/1.5 m in diameter) built of plywood boards, around which
there was room for many children to play at the same time. Also there were
about eight small drums, some of which were made by the staff out of big
tubes with drumheads, and some African-style ones had been purchased. In
one drum, placed upside down, different kinds of drumsticks, mallets and
lengths of plastic tubing were placed, which were used to play the drums and
other instruments. Rubber boots equipped with bells were lined up in a row,
and there were two keyboards at the children’s height. At adult height there
was a computer which was used as music/sound system. On hooks along the
walls (also at children’s height) there were ukuleles, and on the floor there
36
was an Amadinda, placed at an angle from the wall, so it could be played
from both sides. There were also scarves in different colours and eggshakers that were brought out by the pedagogues on special occasions.
The children also had access to books made by the pedagogues, containing in particular pictures of animals. These books were used by the children
to show pictures to the music pedagogue, and in this way select songs.
Moreover, there was a light board with plastic figures made of different geometric forms, and big cushions made of rubber foam, some of them in the
form of animals.
The unit for the 2-3 year olds and their pedagogues was similar to the
previously described one, though it also accommodated an atelier with tables
and chairs and equipment for working in the visual arts. In this room there
were also toys like model railways, Lego and animals made of plastic. The
music room in this unit was similarly furnished as the younger children’s
room, with instruments deployed at the height of the children. In both units
there were also guitars for adults to play.

36 A big Xylophone originating from Uganda. It is made of wood and tuned in a pentatonic
scale.
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Music activities
From the beginning of my field work in the preschool, visual arts were seen
to hold a strong position, insofar as employed atelieristas37 were responsible
for developing pedagogical work in the arts. Later, when the subject of music was implemented in the preschool as a ‘language’38 that was considered
by the preschool director and staff to be close to young children’s (1-3 years
of age) ways of expression, music pedagogues were employed by the preschool director to work with these young children on a daily basis. In order
to be able to focus on, and to fully implement their mission to incorporate
music in the preschool, many of the ordinary responsibilities that usually
belong to preschool staff were removed. Specifically, the music pedagogues
were relieved from obligations to deliver so called ‘qualitative reports’ to the
municipality, which had been a substantial and time consuming task. Furthermore, staff members were urged not to focus primarily on the national
curriculum for preschool (Skolverket, 2010) when planning the content of
their didactic work. The main reason for these decisions was that the preschool director maintained that too much emphasis on a fixed curriculum
would give the wrong focus to the work with the children, since it would
draw attention away from the children’s own choice of activities.
During the day, the main activity in the two units was music. Some of the
children were outside, playing in the courtyard, while one group was inside
with the music pedagogue. This group usually consisted of two to four children, a number that gradually increased during the time before lunch, as
more children wanted to come inside, often because they were cold. The
number of participating children varied between one and fifteen, and the
music activities were for approximately one to one and a half hours.
Although the music pedagogues and the children did not routinely label
the music activities themselves in this specific manner, I created categories
for the purpose of describing them. In practice during the events, the different categories were intertwined, and often transformed into one another.
The character of the music activities was as follows:





Music listening (with movement allowed);
Singing, playing and performing chants, combined with children
role-playing;
Exploring musical instruments and iPads; and
Singing and playing instruments.

37 A profession similar to ‘Arts pedagogue with pedagogical education’. The term originates
from preschools in Reggio Emilia, Italy.
38 ‘Language’ is a term that the music pedagogues used to refer to different aesthetic means
of expression, such as the ‘language’ of dance, or the ‘language’ of visual arts. I use their term
and distinguish it from the term which connotes verbal language, by putting it within quotation marks.
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In the music events, the children were allowed to decide if, when, and in
what way they wanted to participate; thus the structure allowed for different
participatory strategies (Holgersen, 2008). The pedagogues allowed children
to move around the room, which gave them access to musical instruments
and other objects. The musicking events evolved multi-modally and were
improvisatory, involving both musical and extra-musical actions, such as
role playing and drawing.

Study I: Musicking – Creative improvisation in
preschool
The point of departure for Study I was the lack of interactional studies of
young children in music activities in preschool (Still, 2011). It was also an
attempt to fill in gaps in terms of the youngest children’s interaction in music
activities in preschool, since previous research has focused more on didactic
questions and the profession. Thus, my ambition for Study I was twofold.
Firstly, I documented empirically an alternatively organized music practice,
wherein musically educated pedagogues worked on a daily basis. Secondarily, I studied interaction by means of methodological tools, through which it
was possible to describe their multimodal interaction in detail.
The overarching aim of Study I was to study interaction between the children (1-3 year olds) and the music pedagogues during the music activities in
this preschool. More specifically, I examined how the participants coconstructed the music activities, that is, how they constituted and sustained
the activities in their use of semiotic and material resources. The participants
in Study I were 1-3 year-old children and three music pedagogues, working
on a daily basis in the two units where the data material was generated. The
research questions were formulated as follows:





What initiatives are taken by the participants?
Which resources do the participants use to build and sustain the music activities? (Discursive and material resources.)
How do the children and the music pedagogues position themselves
and other participants?
What possibilities do the children have to contribute as participants
in the constitution of the music activities in various ways?

Video ethnography as method
As mentioned above, the purpose of Study I was to examine interaction in
the understanding that they are always multimodal (Goodwin, 2000; Goodwin & Goodwin, 2004; Melander & Sahlström, 2010). Another issue taken
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into consideration in the choice of research method was the focus on very
young children – communicating primarily bodily. Because of the children’s
limited verbal repertoire, communicative strategies other than simply verbal
ones needed to be documented, so field notes would not be sufficient for the
analyses. These reasons resulted in the decision to video record the music
events.
However, to be able to interpret the conditions that are part of the interaction it is important to have knowledge of the institutional context in which
the interaction takes place (Evaldsson & Sparrman, 2006). Consequently, in
order to get a more comprehensive knowledge of the practice, I decided to
combine the video recordings with the research methods of ethnography.
Therefore, I have also put great emphasis on a more broad description of the
practice – a ‘thick description’ (Geertz, 1973) involving empirical material
that includes field notes, photo documentation and informal conversations
with the music pedagogues. The data, which was documented across approximately one year, includes 24 hours of video films involving 30 musicking
events.
One significant hallmark of ethnography is that the study’s design is not
decided on beforehand, but is developed as the researcher’s questions deepen
and evolve (Hammersley & Atkinson, 2007). Video ethnography has some
common characteristics with ethnography. For example the researcher’s aim
is to understand practice from the participants’ perspective, though as an
‘outsider’ (Clifford & Marcus, 1986). At the same time, video ethnography
differs somewhat from traditional fieldwork, since the researcher is not studying the totality of a culture, but focusing on specific aspects, like practices,
activities, or processes within a culture. Video ethnography is therefore
sometimes labelled ‘micro ethnography’ (Ochs et al., 2006).
As already mentioned, the fieldwork was carried out primarily through
video recordings, which is a method of generating data that in recent years
has become common in various branches of social science research, when
the constitution of social life ‘here and now’ is studied (Heikkilä & Sahlström, 2003; Mondada, 2006). The method has many benefits, since the researcher is able to return to the details constituting the situation, and is not
only dependent on her/his memory of what happened (Ochs, 1979; Ochs et
al., 2006). The method thus entails a possibility to ’preserve the
’Flüchtigkeit’39 of social events and their temporality’ (Mondada, 2006, s. 5).
Another advantage of video recordings is that a detailed study of semiotic
resources, such as, gaze, facial expression, gesture and bodily orientation is
facilitated through micro-analyses, provided that certain principles are taken
into account when filming (Mondada 2006), which I will describe below.
According to Heikkilä and Sahlström (2003) researchers often neglect to
describe choices and considerations made when recording, for example con39

In English ‘fleeting quality’.
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siderations such as recording methods and angles. I will therefore highlight
some of my guidelines below.
Video recording, transcription and analysis as a whole
One of the important methodological underpinnings of this study is the view
of analyses as starting at the very moment of data ‘collection’. Analyses thus
include a number of central elements, of which the transcription of the material is but one of significant importance.
Generating data
From a social constructionist perspective human actions constitute specific
practices, which means that the video recording in itself is an action that
forms the research practice (Heikkilä & Sahlström, 2003). Thus the researcher, in part, constitutes her data through her recordings, and her data are
therefore not an unambiguous depiction of an observed independent world
‘out there’.
Video recording is not only a methodological resource, but also a practice
in itself that starts from certain basic assumptions. In this study, I depart
from a view of interaction as being not only multimodal, but also sequential,
reflexive and situated in character. These characteristics demanded paying
attention to certain principles when video recording. These are connected to
an overarching ‘availability principle’ (Heikkilä & Sahlström, 2003, s. 5),
concerning how the researcher shall best manage to capture relevant details
in the situations, and through the lens of the aforementioned assumptions
about interaction. This is important, because selections of camera angle may
be crucial to what analyses could be made of generated data (Heikkilä &
Sahlström, 2003; Mondada, 2006; Sparrman, 2002). One overarching aim
during my video recordings has been to capture as much as possible of the
room so as to be able to see towards what the participants were oriented.
However, capturing the entire room often turned out to collide with another
important principle: to see the participants’ facial expressions (rather than
their backs). Consequently, I quite often had to change position and camera
angle. Most of the music activities were recorded in one sweep, without interruption; and I could thereby catch transitions between different types of
activities, together with their beginnings and ends. Sometimes I recorded, or
took photographs of the room, to document the material conditions for the
activity. On other occasions, I followed the child group and the music pedagogue outside the music room to document how the pedagogue prepared the
children for the activity. In those cases when objects were used (for example
instruments and books) I tried to catch them on film as well, so as to be able
to analyse their significance in the interaction later. Since the children were
often moving around in the room I also used a handheld camera to follow
their rapidly shifting activities.
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Transcription procedures
Ochs et al., (2006) argue that making transcripts is an important part of analysis in video ethnography. This work, consisting of ‘translating’ multimodal
interaction from a medium such as video recordings to readable text and/or
image, is associated with many different decisions. A transcription is therefore no ‘cut-out’ of an objective reality, as it appears on a special occasion.
On the contrary; transcriptions are incomplete and partial reconstructions
(Bucholtz, 2000). So, in line with Hammersley and Atkinson (2007), I did
not have the ambition ‘to tell it like it is’ with my transcriptions, but conceived of them as aspects of meaning, with details of the interaction chosen
from amongst my analytical interests and theoretical standpoints.
Transcribing is a time consuming process, especially when the films contain many participants and the interaction encompasses a great deal of
movement (Ochs et al., 2006). Therefore, transcribing all my material was
not possible for practical and temporal reasons. Instead, my approach has
been to watch the films thoroughly on several occasions, in order to, later on,
select interesting sequences in relation to my research questions. When transcribing these sequences I identified certain patterns and themes, which in
turn became indicative of the selection of new sequences in an ongoing process (Heath, Hindmarsh & Luff, 2010).
The sequences were transcribed and analysed in detail with inspiration
from conversation analysis (Sacks, 1992). To transcribe a video sequence in
this meticulous way bestows other ‘glasses’ for noticing particular details in
the interaction. What at first sight seems like an action of no importance may
later prove to be of great significance for the organization of the interaction.
To stay open to interesting sightings it is thus important to keep a high level
of detail in the transcriptions, which however, may result in unreadable transcripts with too much information (Ochs, 1979). I solved this by making
‘work-transcriptions’ with a very high level of detail, which I then presented
in readable form, once I knew what aspects of the interaction I wanted to
point out: a technique adopted from Heath, Hindmarsh and Luff (2010).
Analytical considerations
In ethnographic studies, as in all qualitative research, there are no general
applicable methods of analysis, and the researcher has to adapt her methods
to the empirical material and the research questions (Kvale, 1997). In terms
of analyses, Study I stands on two legs. The main material whereupon I base
my conclusions, is the micro-analysis of the recordings, as explained above,
while the field notes, including notes from informal conversations with the
pedagogues and information about the activities, together with the photo
documentation, provide complementary material concerning my knowledge
of the preschool music practice as a whole. Something worth pointing out in
relation to this is that my video recordings are raw data whereas the tran-
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scriptions are secondary (Evaldsson & Sparrman, 2006). It was important to
go back and forth between the transcript and the films during the analysis. In
a second step I connected the transcripts to theories about creativity and aesthetics (Sawyer, 1997; 2003; Small, 1998) in order to interpret them within a
wider frame. A ‘thick’ description has been used to support the interpretation
of the films and the transcriptions, so as to establish a broader base for my
analyses of the different dimensions of the practice. My goal has thus been
to “seek relationships across the whole corpus” (Hammersley & Atkinson,
2007, p. 163).
To perform research within a familiar field may be associated with certain
challenges for the researcher. Being a preschool teacher with experience
from working in preschools since the eighties, I have a closeness to the field,
which involves certain pros and cons in the sense that I possess substantial
knowledge about the research area, but can easily become blind, because the
preschool practice could be experienced as ‘taken-for-granted’, which could
cause me to risk missing out on important understandings. Therefore, I found
the method of micro-analysis to be helpful for making the familiar become
unfamiliar. During this process, I have many times been surprised that what I
thought the children and the pedagogues were up to came to be reassessed
through the micro-analyses; and when I analysed the events turn by turn, the
participants’ actions were often shown to be more complex than I first
thought.

Study II: Rethinking music activities in preschool –
exploring links between conceptions of the child and
conceptions of music
The origin of Study II is found in Study I. As expected, the observed music
practice had an unusual approach towards the preschool subject of music in
terms of the variety of musical activities offered. The children were allowed
to choose for themselves if, when and how they wanted to participate in the
activities, which caused dissolution of the limits between ‘teaching subjects’
in the preschool’.40
Another matter of interest, shown in Study I, was that the music pedagogues treated the children as able participants in the musicking events, that
is, as legitimate singers, instrumentalists, and dancers, and not as emergent
musicians, or musicians merely in the becoming. These circumstances led to
questions of what specific conceptions of the ‘child’ and of ‘music’ were
under negotiation, and how these conceptions related to each other.
40 The issue of ‘teaching subjects’ or ‘preschool subjects’ was previously mentioned in chapter 1.
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From this, the specific aim of Study II was to analyse how conceptions of
the child and conceptions of music interrelate, and how these conceptions
mutually influence music pedagogues’ didactic decisions about how music
activities should be shaped in preschool. One extended ambition was to explore how these conceptions can be seen to legitimize children’s participation in preschool music activities.
The primary empirical material used in Study II is a group interview with
music pedagogues from the preschool. This interview was preceded by individual stimulated recall interviews41 with two of them,42 in order to narrow
down my research questions. Four music pedagogues from the preschool
participated in the group interview. They were asked about their didactic
motivations, incentives and the didactic goals of the music practice, which
was in response to my first intention to examine why they organized the
music activities in these specific ways. (This examination of the practice’s
didactic goal(s) is a matter that I explore in study III.)
Although I had a somewhat different focus of interest during the interview, the dialogue with the pedagogues enabled an analysis of their conceptions of the ‘child’ and ‘music’. Because these conceptions were uppermost
in the pedagogues’ conversations, they offered material for analysing how
certain conceptions of the ‘child’ and ‘music’ were talked into being. To
ensure that I covered the topic areas that I had planned, I used a checklist
during the interview; and, in the spirit of an unstructured group interview,
the conversation drifted from topic to topic.

Analysis
The group interview was transcribed verbatim. I first listed the pedagogues’
utterances about the ‘child’ and about ‘music’. The focus of this analysis was
on ‘variations’ (Potter & Wetherell, 1987) in the pedagogues’ discussion of
these matters, in order to identify recurrent patterns.
These fragments of talk were subsequently grouped and categorized,
which then formed the basis for the different ‘interpretative repertoires’ (Potter & Wetherell, 1987; Wetherell & Potter, 1988). The focus was on what
interpretative repertoires the pedagogues used, and their social and political
consequences (Wetherell, 1998); or in other words, it was on to what extent
41 Stimulated recall interview is a research method whereby video-recordings or other media
are used to document a person or a group’s activities, for the purpose of letting them take part
of this documentation later, in order to comment on their acting, thoughts and decisions in the
film, together with the researcher. The method has no specific manual, but is conducted in
different ways in accordance with research interest, and therefore the procedure may differ
considerably (Haglund, 2003).
42 These two music pedagogues were working at the preschool at the time of the stimulated
recalls and also at the time of the group interview, while the other two music pedagogues
participating in the group interview had left for other employments.
80

the children could become particular kinds of musical subjects as an effect of
the use of different repertoires. In line with this, the aim was also to distinguish different ‘subject positions’ (Davies & Harré, 1990; Wetherell, 1998),
by defining ’who’ were implied in a particular statement (Edley, 2001).
A second step in the analyses was to compare these repertoires with a historical backdrop of larger historical and cultural discourses about children
and music. The theoretical tools used for this purpose consisted of the historical background of conceptions of the child, outlined by James, Jenks and
Prout (1998), in addition to overviews of conceptions and positions within
the teaching subject of music and their origins, respectively (Hanken & Johansen, 2011; Nielsen, 2010).

Study III: Challenging age power structures – creating a
public sphere in preschool through musicking43
None of the first two studies indicated that the music events in the preschool
were exclusively about teaching and learning music. If teaching and learning
were explicitly outspoken, then what was at stake? The pedagogues and the
children seemed to just ‘be together’ in their musicking.
During my work with the empirical material, an allegory of the music
practice in the form of a metaphoric image of an encounter slowly emerged.
In this image, the children and the pedagogues explored ways of being together in music, whilst at the same time exploring the subject of music itself.
Specific features of this work were the pedagogues’ creation of conditions
for the children to make their ‘voices’ heard, whilst striving for equality with
the children, a matter described in detail in Study III. Also, the group interview made in connection with Study II had given me extended knowledge
about the music pedagogues’ procedures and approaches when implementing the subject of music in the preschool. This knowledge was now of great
importance for the accomplishment of Study III. In study I, I had already
touched on the democratic aspects of music activities44 when describing relations between the child group and the individual child as two entities of
equal importance in the negotiation of the emerging event. This democratic
aspect is elaborated further here.
The purpose of Study III was to examine the specific music practice from
a philosophical and political perspective, or, more specifically, to find out
whether the activities could be understood as contributing to the creation of a
public sphere, and if so, how this was achieved, and what contents may be
43 This study was first introduced as a paper, presented at the ISPME conference in Frankfurt,
2015.
44 Study I, Wassrin (2013), chapter 6: Musicking-event som demokratiskt forum (Musicking
event as democratic forum).
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said to be negotiated within it. My comprehension of the music practice as a
whole is used to create a temporary closure of meaning. Barker (2000) designates this as a ‘cut’ in language – that is, “a cut in the flow of meaning, so
that while identities and identification are fictions, they are necessary ones”
(p. 358). I formulate this ‘cut’ in the shape of a narrative, which can be understood as a forging of new languages: “new ways of describing ourselves,
which recast our place in the world” (p. 376). This specific way of writing
can be described as ‘performative writing’ (Ehn & Löfgren, 2001, referring
to Denzin, 1996), since it evokes reality rather than depicts it. Through this, I
aim to develop theoretical tools – “instrument[s] or logic for intervening in
the world” (Barker, 2000, p. 33). According to Börjesson (2003), from a
social constructionist perspective there are reasons for the researcher to escape already known categories and basic descriptions of the world, and instead offer alternative interpretations derived from the empirical material.
The analysis has been made by means of applying the Arendtian metaphor of a ‘public sphere’ as a way of understanding the empirical material,
that is, the material and the analyses from study I and II. This approach can
be described as a reinterpretation of previous descriptions and ideas in order
to situate them within a new frame (Alvesson & Sköldberg, 1994). I am thus
interpreting my knowledge about the music practice on a meta-level, through
the lens of Arendt (1958) and her theory of ‘action’, in order to examine the
potential of such an encounter in music as described above. I have here inserted the material into a discourse of citizenship, in order to explore children’s opportunities to be considered as citizens here and now.

Different dimensions of negotiation
In this chapter, I also want to clarify some important methodological issues,
in order to remind the reader of some central matters from the theory chapter. My first remark concerns studies I and II and the concept of discourse,
which should be understood as both constitutive and constituent, that is, the
participants are seen as both restrained by structure, whilst nonetheless using
discursive resources in a productive way. The use of the concept of ‘discourse’ varies between the two studies in relation to the focus of analysis and
the ‘level’ of discourse.
The empirical material used in study I consists of ‘naturally occurring
talk’ (Goodwin, 1990), and it focuses on the participant-level in ‘face-toface’ interaction. The sequential, turn-by-turn character of the interaction is
analysed in order to describe emerging events. The focus here is on discursive features like ‘activity frames’ (Goffman, 1974; Sawyer, 1997, 2003),
‘participation framework’ (Goffman, 1981; Goodwin, 1979, 1981, 2000),
and on the discursive and material resources that the children and the pedagogues use to construct a mutual ‘reality’ here and now, which I consider as
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one dimension wherein a music didactic identity is negotiated. The function
of Study I is to describe, in detail, these jointly designed actions in discursive
practice, and the negotiations about what kind of character the subject of
music will have in any particular moment.
In study II, the analysis is focused exclusively on the music pedagogues’
various discursive constructions of the categories ‘child’ and ‘music’, categories which connect to discourses also present in other fields (Börjesson,
2003). This means that the focus of analysis is on talk about the practice,
which, to a greater extent than study I, comprises ‘larger’ discourses about
the child and about music ‘circulating in society’ (Winther Jørgensen & Phillips, 2010). The empirical material used in this study, namely a group interview, can be labelled as ‘elicited’ talk, that is, talk evoked by the researcher,
for example, by asking questions. The dimension of negotiation examined in
Study II concerns the process of how discursive conceptions about the
‘child’ can be considered to compete about being true (and in the same way
– how certain conceptions about ‘music’ can compete for space in music
practice), and how these two child/music conceptions obtain meaning in
their interconnections with each other.
In contrast to the first two studies, Study III does not follow a discursive
approach, but is nevertheless directed towards the negotiation of a music
didactic identity, now explored from a political-philosophical perspective,
which is a dimension of negotiation that can be seen as a space wherein the
‘micro’ and the ‘macro’ perspectives meet. Here, the findings of Study I, and
to some extent those of Study II, are explored within an Arendtian frame by
means of her theory of ‘action’; and thus, in relation to her notion of ‘genuine politics’ (Arendt, 1958), and the specific ‘quality’ of the children and the
music pedagogues’ negotiations. The music practice as a whole is hereby
connected to a wider societal perspective. This is done in order to investigate
what specific music activities and processes could be said to facilitate the
creation of public spaces that also involve very young children in such negotiations of mutual and local political matters.

Ethical considerations in a mixed method thesis45
Ethics is not just about considerations and dealings in the initial phase of the
research, but something that is to permeate the entire process (Nilan, 2002).
In this thesis, which comprises different methods, this guideline entails various ethical foci and approaches in the different phases of research. Overall,
the important ethical rule involving participants giving their consent when
45 This paragraph is an elaboration and translation of a text from the theory section in Study
I.
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partaking in studies of research has been addressed (Vetenskapsrådet, 2011).
The formal procedure of giving informed consent, concerning the caregivers
of the children as well as the pedagogues participating in Study I and II was
conducted. Since the children due to their age could not sign any forms
themselves, it was of particular importance for me as researcher to be attentive to their reactions towards the camera and to their experience of being
filmed. Children as young as the ones participating in this study cannot always understand why they are being filmed, nor give their written consent,
so the effort to get the children’s trust and consent was an ongoing process
during the period of data generation. I also tried to find ways in which they
could be ‘gate keepers’ (Hammersley & Atkinson, 2007) for themselves.
Aarsand and Forsberg (2010) write about the closed door as ‘a gate keeper’
in research performed in homes, making it possible for participants to exit
from the observation or the recording. This was also partly possible for the
children in the music activities in the preschool. At the frequently occurring
activities characterized by singing and playing instruments where many children participated at the same time, the door to the adjacent room most of the
time stood open, and so the children could come and go as they wanted. Another opportunity for the children to react to being filmed was to express
bodily that they did not want to be filmed, for example by getting out of
camera focus or by saying ‘no’. When this happened, I always turned the
camera towards another direction.
To return to the topic of informed consent, the data generation was performed at a preschool that already had established research cooperation with
Stockholm University. All parents having children at the preschool signed a
consent form in which they approved of the child’s participation in documentation that could be used for “scientific research and the like”. According to this agreement, the documentation may, for example, apply to children’s doings and talking, drawings, paintings, and other forms of everyday
activities. The agreement applied to documentation of regular educational
activities that did not to any significant extent disrupt or interfere with everyday activities. The parents were well aware of the university’s following
the preschool activities through participant observation, photographing, audio and video recordings, since the pedagogues continuously informed them
of on-going research via e-mail newsletters, as well as by means of the preschool’s web-site, on which it was stated that researchers were documenting
daily activities. Similarly, the parents were on several occasions informed
through e-bulletins about me generating data at the preschool by means of
video recordings. Also a document of consent was signed by the parents,
concerning the use of the films in educational situations and research conferences.46

46 For documents see appendix in Study III, the licentiate thesis (Wassrin, 2013).
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The pedagogues who participated in Study I, that is, those who might be
filmed working at the units where I was video recording, signed a consent
form, which stated that their participation was optional and that the participation could at any time be interrupted. This applied to both music and general pedagogues. In addition, on several occasions I pointed out that the pedagogues could interrupt their participation in the study, or tell me to stop my
recordings at any time in the activities. This was also the case for the music
pedagogues participating in the group interview, who also signed a consent
form.47
All participants in the studies have been given fictive names, and I have
deliberately avoided describing the preschool exhaustively in terms of for
example socio-economic area of location and the like, in order to make it
harder to identify.

Respectful critique
Another aspect of the ethical considerations concerns how I, as a researcher,
relate to the work of other researchers and to the field of practice as a whole;
that is, how my production of narratives impact on how their work will appear in the light of my writing. In this thesis, I take as a point of departure,
the one-sidedness and adult-centred character of the preschool subject of
music, as has also been documented by other researchers. In doing so, there
is a risk of relegating other scholars and pedagogues working within more
traditionally frames as supporters of ‘obsolete methods’. This is not my intention. Although the image that I outline of the preschool subject of music
might seem somewhat dark, one dimensional and simplified, I have done this
in order to form a narrative background against which I explore how other
ways of staging the teaching subject of music in preschool could look. In
other words I mean to say that I do not aim to degrade the work of researchers coming before me, or pedagogues working with traditionally designed,
and, what are for me, only partly questioned methods. My intention is to
pass on the discussion already present in other fields about children’s participation and the extent of their actual influence, and to apply this discussion
to music education in preschool.
As an end to this chapter, I borrow some words from Kincheloe’s introduction to Canella’s (2008) Deconstructing early childhood education, in
which he formulates himself around this ethical dilemma, and expresses her
appreciation of those who have gone before: “those who advocate the traditional view are typically individuals who have dedicated their lives to making life better for children” (p. vii).

47 For this document see appendix A.
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6. Summaries of studies

This thesis consists of three studies: a licentiate thesis and two articles, all
three exploring different aspects of the same preschool music practice.

Study I: Musicking – Creative improvisation in
preschool
The overarching aim of Study I (written in Swedish),48 is to examine the
interaction between the 1-3 year-old children and their 3 music pedagogues,
working on a daily basis with music activities in this alternative, Swedish
preschool. The more specific purpose of the research is to study how the
participants co-construct the music activities, that is, how they constitute and
sustain them by their use of semiotic and material resources. The study is
made in the form of a video ethnography, and the empirical material was
generated during approximately one year and includes 24 hours of video
films (altogether 30 musicking events), field notes, photo documentation and
informal conversations with the music pedagogues.
The research questions are formulated as follows:


What initiatives are taken by the participants?



Which resources do the participants use to build and sustain the music activities? (Discursive and material resources.)



How do the children and the music pedagogues position themselves
and other participants?



What possibilities do the children have to contribute as participants
in the constitution of the events in various ways?

The study is inspired by conversation analysis (Sacks, 1992) and the video
material was transcribed and analysed by means of micro-analysis. Other
theoretical inspirations were found in linguistic anthropology and work on
48

The title in Swedish of Study I is Musicking – Kreativ improvisation i förskolan. In the
summary above, the research questions, the names of the chapters and the like are translated
by me.
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aesthetic processes (Duranti & Black, 2012; Sawyer, 1997; 2003), as well as
sociocultural theories (Lave, 1996; Rogoff, 1995; Wenger, 1998).
The results of the study are presented in four chapters, entitled:





Spatial and temporal conditions for improvisation;
Negotiating the music activity;
Bodily dialogue with musical elements;
Musicking-events as democratic forum.

In Study I it is shown in detail how the musicking events sequentially
evolved by means of an explicitly improvisational interaction, and one main
contribution of the study is a detailed documentation of how this was
achieved. The children had a large impact on the events because of their
access to instruments and other artefacts which were placed at their own
height, and because movement around the room was allowed. The instruments and the songbooks, which were available at all times to the children,
constituted important resources for their possibilities to take the initiative,
due to their relative lack of spoken language. Another crucial condition for
the children’s participation in the events was the music pedagogues’ responsive uptake of their, often bodily, initiatives which were often answered in
different modalities and not merely verbally. The children could also decide
if they wanted to participate in the events, and different participation strategies were allowed to negotiate musical meaning in the moment (Holgersen,
2008). Thus, singing, dancing, music listening and playing instruments were
most often taking place at the same time.
The music pedagogues functioned as coordinators of the events by highlighting individual children’s initiatives in order to make them visible to the
other children in the group, who could then join in, elaborate on the initiative, or suggest a totally different activity as an alternative path for the event
to develop. This shows that the individual child and the child group can be
regarded as resources for each other, and thus do not need to be seen as
competing units, but instead as inspiring preconditions for each other. Individual children contributed suggestions about how the events might evolve,
which in turn provided inspiration for the other children to respond to. Thus,
it could be argued that there are benefits in allowing different participation
strategies in music activities, in comparison to activities in which all children
are supposed to participate in the same manner.
Furthermore, the particular character of the events was achieved by means
of specific pedagogical strategies, as for example a waiting and a listening
approach by the pedagogues in order to be able to take up the children’s
initiatives in the moment, and not drive events forward by themselves alone.
Music making was also open to other activities than purely musical ones,
for example drawing, role-playing, building, all of which were incorporated
into musicking events both by the children and the pedagogues. Thereby a
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concept of ‘music’ with porous borders towards other doings than merely
musical could be noted. The music pedagogues positioned the children as
legitimate singers and players and not merely would-be musicians, a condition that is similar to what Small (1998) expresses in his phrase ‘all musicking is serious musicking’. The content of the music events could be categorized as:





Music listening (with movement allowed);
Singing, playing and chanting combined with children role playing;
Exploring musical instruments and iPads; and
Singing and playing instruments.

Consequently, the musicking events assumed different formats, but the
frames were open to new ideas and projects. In practice, the activities therefore often overlapped with each other, and one activity could easily transform into another, depending on the children’s and the pedagogues’ initiatives. In the musicking events, the music genres represented were varied and
included children’s songs, classical music, jazz and popular music. However,
children’s songs were often transformed by the pedagogues changing their
lyrics to suit the target activity and the children’s actions. Thus interaction
were often made through the music, and not merely verbally, both through
improvised lyrics and by varying the dynamics, tempi and the like, thereby
suggesting how the event could evolve. By these means, the activity frames
for the music activities were negotiated and renegotiated continually by the
participants (Goffman, 1974, 1959/2000).

Study II: Rethinking music activities in preschool –
exploring links between conceptions of the child and
conceptions of music
This article analyses how certain conceptions of ‘the child’ interrelate with
corresponding conceptions of ‘music’. By means of a group interview with
four music pedagogues in an alternative preschool, the article explores how
these conceptions in various ways legitimize children’s participation in music activities, and how these conceptions may have an impact on music pedagogues’ didactic decisions about how music activities are shaped in this
particular preschool. The article thus aims to identify and explore fundamental ideas about the child, and about music as a phenomenon and as a teaching
subject that the pedagogical thinking and acting is based upon.
The research questions addressed in the article are:
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What conceptions of the child are presented in the music pedagogues’ talk?
How do these conceptions relate to conceptions of music?
What are the didactic implications of these different interrelating
conceptions of children’s participation in music activities?

The origin of the article is found in study I, in which it was shown that the
practice indicated an unusual approach towards the preschool subject of music in terms of the variety of musical activities offered and the children’s
possibilities to choose for themselves if, when and how they wanted to participate. On this basis, the music practice over time changed towards dissolution of the limits between teaching subjects, or ways of expression. Another
matter of interest was the music pedagogues’ treatment of the children as
able participants in the musicking events, that is, as singers, instrumentalists
and dancers, and not merely as emergent musicians, or musicians in becoming. These circumstances led to questions of what specific conceptions of the
‘child’ and of ‘music’ had guided the music pedagogues when performing
and shaping their practice together with the children in this way. In summa,
the article is an attempt to understand more about the underlying assumptions of the practice.
The underlying methodological assumptions of this article are that discursive conceptions about the category ‘child’ have an impact on what is possible to think and say about children (Ericsson & Lindgren, 2012) in the context of didactic situations such as music activities. Conceptions are expressed
in practice in various ways; through action in the form of ‘performed theories’ about children’s needs, learning and development, which are also visible in the material that is chosen for children’s activities (Nordin-Hultman,
2004, p. 41); and through those conceptions of the child that are materialized
in the physical environment in terms of furnishing, scheduling of time and
partitioning of space.
In a similar manner to how conceptions of ‘the child’ are constructed, diverse conceptions of the preschool subject music can be said to be “created
and negotiated by means of, and in relation to, culture, meaning and power”
(Dyndahl & Ellefsen, 2009, p. 9). In this article, a poststructuralist understanding of the preschool subject of music is presented that avoids assuming
a stable and essential character. Dyndahl and Ellefsen stress the importance
of observing this ‘instability’ of identity, and maintain that different music
didactic identities49 impact on how music activities are staged in institutional
settings. This is of significance because different identities entail variations
in terms of power relations between who is to dominate and who is to be
49 Identities are here to be understood from a poststructuralist perspective, as fragmented and
under constant negotiation, and not as essential and fixed entities.
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marginalized. Therefore, in this article a specific focus is put on power relations between pedagogue and child, and as connected to different conceptions of music (as a preschool subject and as phenomenon) and interrelated
conceptions of the child.
The questions in the group interview were centred on topics related to the
music pedagogues’ didactic motivations and incentives, and on the didactic
goals of music practice. The interview was transcribed and analysed by
means of critical discursive psychology (Wetherell, 1998), and specific attention was given to the pedagogues’ different ways of referring to and thus
producing the ‘child’ and ‘music’. Thus their specific ‘interpretative repertoires’ (Potter & Wetherell, 1987) and their ‘subject positions’ (Davies &
Harré, 1990) were identified. Further theoretical tools used in the analyses
were, what James, Jenks and Prout (1998) would call discourses of ‘the socially constructed’ child’, which in the analysis functioned as an analytical
tool with which to identify constructions of the child in the local preschool.
Such an approach does not recognize an essential child, but a child “built up
through constitutive practices” (James, Jenks & Prout, 1998, p. 212), which
allows different discourses to become visible through deconstruction. Also,
corresponding historical overviews of conceptions and positions within the
teaching subject of music were used as an analytical tool (Hanken & Johansen, 2011; Nielsen, 2010).
The result displays particularly conceptions of a competent child as talked
into being by the music pedagogues. In the analysis five interpretative repertoires of the child emerged: a ‘muse-ical child’, a ‘child with rights,’ a ‘constantly learning child’, a ‘child uninscribed in culture’. In addition to these
categories a conception of a ‘child in need of support’ emerged. Among
these, the ‘child with rights’ can be seen to encompass the other four, which
entails improvisational ways of making music, as the child should be allowed to have impact on the events. Consequently, several different narratives about the child could be said to co-consist in practice, which all correspond to specific ‘preschool subjects of music’. As an example the ‘museical child’ can be seen to long for music as expression.
All these five conceptions largely agree in their approval of ‘the child’ as
bodily active in their participation in music events, and, regardless of whether the function is seen as expression, exploration, communication or learning, the child has the right to decide over its own body. One exception to this
is the ‘child in need of support’, who occasionally needs to be helped to concentrate, by having her/his body ‘disciplined’ by being told to sit down,
which somewhat restricts bodily expression and delimits the subject of music from other actions and ‘languages’.
In the analysis it was also shown that the relation between the child and
the adult were fundamental, since the rights of the child often involved the
transfer of power from the adult to the child, for instance when it comes to
choosing means of expression. This consequently entails the pedagogue’s
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voluntary loss of control over the didactic outcome, which, in extension,
brings about a conception of music with boundaries that are open to other
‘languages’.

Study III: Challenging age power structures: creating a
public sphere in preschool through ‘musicking’
The purpose of Study III is to examine the specific music practice from a
philosophical and political perspective, or more specifically, to see if music
activities can be understood in terms of creating a public sphere. The more
specific questions asked are about how this is achieved, and what contents
that could be understood as being negotiated within it. To explore these
questions, an Arendtian conceptual framework is applied to the material.
The empirical material derives from the video ethnographic and micro analytic study (Study I), and from the group interview with four music pedagogues from the preschool (Study II). In the micro analyses (Study I), it was
shown that the children in the specific preschool had a large impact on the
music events, partly depending on their access to instruments, and the pedagogues legitimization of other ways of expression than merely verbal ones,
with which to communicate their initiatives in the events. It was also shown
that something other than merely teaching and learning music was at the
centre of the music practice: the children and the pedagogues simply seemed
to be together in their musicking. What was going on could also be described
as a strong emphasis on the participatory aspects of the events, as the pedagogues applied a listening approach towards the children.
In the group interview (Study II), the development of the music practice
over time was described by the pedagogues, together with the reasons for the
transformation of the music didactic practice. In this process of change, the
pedagogues considered the children to have had a crucial role, since the
changes derived from their bodily suggestions of what doings could be considered desirable to be included in the category ‘music activities’. The transformation had been made as a change from the pedagogues having staged
the subject of music as a more demarcated phenomenon, occurring in a
closed music room, to the pedagogues subsequently broadening the music
practice by opening up the music events to include several other ways to
participate, including offering the children more extra-musical material and
keeping the door between the music room and the adjacent room open.
On the basis of these characteristics, the analysis in Study III applies Arendt’s (1958) theory of ‘action’ and her metaphor of a ‘public sphere’ as a
lens on the empirical material, and the text is formulated as a narrative about
the practice, through a kind of ‘performative writing’ that evokes reality
rather than depicts it. Through this approach, the study aims to develop [the91

oretical tools – “instrument[s] or logic for intervening in the world” (Barker,
2000, p. 33) – in order to understand a phenomenon like music activities in
new ways. By rereading the empirical material (in the form of the findings of
Study I and II), through the lens of Arendt, I have tried to examine the potential in such an encounter within the media of musicking. Here, the material is
inserted into a discourse of citizenship, in order to explore children’s opportunities to be considered as citizens in the ‘here and now’.
The analysis shows that specific interaction resources were provided due
to the age of the children and their limited vocabulary. The implementation
of music as language in this preschool, and the organization of spatial and
material resources to facilitate initiatives and communication through bodily
actions could be seen as constituting complementary resources in order to
establish more equal forms of communication between pedagogues and children. Hence, this preschool’s music-activity practices challenge the hegemonic view of speech as superior to other forms of expression. In line with
this, the study also stresses that this preschool practice challenges hegemonic, adult ways of making music, including who has the right to determine
what music is or might become within a preschool institution. Furthermore,
the analysis shows that the children and the pedagogues were exploring ways
of being together through music in plurality, since the music pedagogues
affirmed and highlighted the individual child’s initiative in order to let all the
children’s unique ‘voices’ be heard in the group, whilst at the same time they
explored the subject of music itself.
Also, the children’s suggestions about how the preschool subject of music
should be staged were transferred to outside the specific preschool through
the pedagogues’ lectures in different contexts, thereby communicating the
children’s ideas beyond the preschool, and thus impacting on other people’s
worldviews. From this, it is argued that young children can be perceived as
legitimate citizens in the ‘here and now’ and not only in the future as
grownups.
The study maintains that the ways in which the members of this preschool construct the preschool subject of music, creates a genuinely political
public sphere. By organizing time, material and space for equality and plurality, the possibilities for the children to act as equals compared to the
adults increase, and consequently age power structures are challenged.
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7. Concluding result and discussion

My ambition in this thesis has been to highlight and explore the constructed
character of ‘the preschool subject of music’, and as a consequence also the
constructed character of the phenomenon of what we in the Western world
often call ‘music’ (Rønningen, 2010).
This constructed character is of importance since a multitude of teaching
subjects (of music) can thus come into being in which agents are given different amount of power, and are represented in various ways (Kumashiro,
2001). Also, this emphasis on the constructed character of the preschool
subject of music is important because of the fact that not everybody is in a
position to define what music ‘is’ or ‘can be’.
The central conceptual tool for achieving the purpose of this thesis has
been to explore, analyse and discuss the continuously ongoing negotiation of
a local music ‘didactic identity’ (Dyndahl & Ellefsen, 2009) in a Swedish
preschool. This discursive approach understands the negotiation of a (didactic) identity as never being completed and thus always in process (Hall,
1996), or even as process (Ruud, 1996). The purpose has also involved the
identification and investigation of specific dimensions of negotiation within
this discursive work.
From this perspective, the negotiation of a local music didactic identity
encompasses areas other than the musical, and in the studied preschool several areas were defined as being involved in the process. Not only was the
concept of music questioned and renegotiated, but also discourses about the
child, relationships between adult and child in the preschool music practices,
together with discourses about how preschool music practices are usually
staged were questioned. Furthermore, questions about what counts as music,
what counts as children’s music, how children learn and how learning situations should be organized were negotiated.
In sum, the pedagogues in the studied music practices challenged prevailing discourses about the staging of music in preschool, but did not “throw
the baby out with the bathwater”, which is to say that they did not totally
abandon the old content, as they continued singing children’s songs and
playing singing games, albeit in slightly new ways, as has been shown in the
three studies. I now turn from the research question of how this negotiation
of a music didactic identity was performed, in order to direct the focus towards the ‘identity’ itself and its didactic consequences.
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However, treating ‘the teaching subject of music’ as having an identity
and thus being a construction of discourse in an arena of negotiation, and
thereby being in constant flux, does not easily lend itself for discussions of
didactical matters. When everything comes down to discourse and the permanent flux in people’s meaning-making, is it then possible to say anything
about this practice that does not lock it in, making the conclusions depict the
practice in an essentialist view? Here, one could say that the “antiessentialist arguments are of no practical value” (Barker, 2000, p. 191, italics
in original), and so in the following sections, for practical purposes, I will
use a strategic essentialist approach (Barker, 2000), which will enable me to
describe this ‘identity’ and its unstable character as if it were stable or fixed,
in order to highlight certain strands of interest. In order to make salient this
change of perspective from the arenas of negotiation towards didactic discussion, instead of the concept of a ‘music didactic identity’ I now put forward that of the ‘preschool subject of music’, that is, the didactical form that
the subject ‘has taken’. By making this distinction between concepts I intend
to make a clear break with the analysis of a ‘temporary closure of meaning’
(Barker, 2000), in the form of an articulation of a teaching subject of music
with specific characteristics in the local preschool.
The purpose of the thesis has been completed by means of three studies.
In this chapter I will elucidate certain significant issues about their results
taken together as a whole, with particular emphasis on the results’ significance for children and pedagogues in preschool. Furthermore, I will outline
their importance in relation to preschool teacher education and policy making. I end the chapter with suggestions for further research and some personal reflections.

From a ‘bottom-up’ to a ‘top-down’ description
By means of the three studies, I have made a voyage with my research questions in a bottom – up manner,50 that is, from the music practices and the
actions of the children and the pedagogues, documented by means of microanalysis, to visiting the pedagogues’ area of reflection – between their ‘here
and now’ talk and larger discourses, in order to finally arrive at a politicalphilosophical ‘macro-level’. In discussing the result as a whole it seems
more natural to look at it the other way round in order to frame the music
practice, and I will therefore begin with politics and end up in the music
didactic practices, wherein the co-construction of events really ‘takes place’,
and which is the single place where one can make a difference in children’s
50 The ‘bottom-up/top-down’ metaphor is here used only as a rhetorical device. The discursive levels are in practice connected and should be seen as a whole, as I have already described in chapter 3.
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opportunities to influence their everyday lives, at least it is the place where
influence is most noticeable to the children themselves. I also want to emphasize that this discussion applies to specific aspects concerning the youngest children in preschool, 1 – 3 years old, and should be related to their context. The didactic question of who is thereby equally important as the other
didactic questions.

Politics need housing
In Study III, I showed that the implementation of music in the particular
preschool was made with a specific purpose – to give the children opportunities to express themselves through a ‘language’ other than the merely verbal,
thereby taking advantage of their ability to communicate bodily, and in so
doing, complement their limited speech. I also argued that a range of different considerations were put to work that enabled a public sphere to be created, in which these young children could be seen as citizens here and now and
not in a distant future when ‘ready’ for politics. Departing from the micro
analysis made in Study I, and in part also from knowledge about the practice
derived from the group interview made in Study II, I showed in Study III
how the creation of a public sphere was enabled by the quality of interaction
between the participants in the musicking events. I depicted how this was
enabled by certain ways of nourishing plurality, and by enhancing equality
between children and adults, or as Arendt says “[t]he equality attending the
public realm is necessarily an equality of unequals who stand in need of
being “equalized” in certain respects and for specific purposes” (Arendt,
1958, p. 215).
Nevertheless, there is another dimension, or level, concerning the question of how a public sphere may come to be established and made possible in
this specific preschool, and here I want to dwell on some important preconditions that enable the specific strands of the didactic practice to be realized.
One of Arendt’s main concerns is the decreasing number of public spaces
for encounters between people in modern society and, in relation to this, the
threatening increase of interest in merely private concerns (d’Entreves,
2014). Also, according to Arendt, (1958) political ‘action’ is fragile and thus
needs to be protected and framed by some kind of structure to make it come
into existence. In line with this, certain decisions and arrangements may be
seen as creating conditions for ‘action’, because the housing of the political
is the ”artificial structures, that are more rigid and durable than the actions
they accommodate” (Waldron, 2000, p. 203). These structures, or ‘enablers’,
could be likened to “[t]he organization of the polis,51 physically secured by
51 The polis indicates the ancient Greek city-state, but in Arendt’s use “[t]he polis, …, is not
the city-state in its physical location; it is the organisation of the people as it arises out of
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the wall around the city and physionomically guaranteed by its laws”, and
could also be seen as a “stabilizing protection” (Waldron, 2000, p. 198). As I
interpret this, the metaphor of the protection of the polis and thereby the
public sphere, can be used to describe the creation of conditions that are
important to make ‘action’ possible. Hence, the establishment of a public
sphere was due to certain preconditions, arrangements and preparations.
Also, this organization for politics is of importance, because public
spheres, in order to exist, need to take place somewhere, both figuratively
and literally. So, what were the protective and constitutional preconditions
that framed political action in this preschool?

Arranging for politics
Waldron (2000) also states that in Arendt’s writing, her metaphor of organizing and arranging for politics “is less of bricks and mortar than of the furniture that enables us to sit facing one another in politics, in just the right way”
(Waldron, 2000, p. 203, my italics). The last phrase mirrors what I claim to
be what the preschool has sought to accomplish and also succeeded to
achieve, not only in providing conditions for ‘equal talk’, but also by such
things as the organization of time, the policy about which kind of pedagogical qualifications would be desirable for the employed staff, the theoretical
approaches presented in the service training for the pedagogues, the experimental atmosphere and so on: all strategies aiming to create and maintain
dialogue and experimentation.
In many respects, these and other preconditions stem from initiatives taken by the preschool director, a circumstance that indicates the significance of
a dedicated and visionary person in charge. This corresponds well with what
Ehrlin (2012) found in her study of the implementation of a music profile in
three Swedish preschools. Ehrlin noted that the commitment of a supportive
leader was seen to be very important in order to encourage the pedagogues in
their work.
Many of the initiatives with significance for the music practices that were
taken by the director concerned the music pedagogues and their working
situation. For example, they were given room for manoeuvre by giving them
free hands to experiment and time for reflection (circumstances shown in
study II). They were also asked to read philosophical texts to challenge their
(and the director’s own, one may assume) taken for granted thoughts, a
move that, according to the pedagogues, aimed at making them think ‘outside the box’. Taken altogether, all these efforts to enable an experimental
and innovative practice heading for radical change also confirm a practice
directed at what Dahlberg and Moss (2005) call ‘Utopian thinking’. Utopian
acting and speaking together” (Arendt, 1958, p. 198). And Bowring (2011) interprets her use
of the polis as “the space created by people in public interaction” (Bowring, 2011, p. 275, n1).
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thinking could in this case be said to acknowledge that preschool ‘reality’
could be otherwise, and it thereby challenges the status quo of the current
state of music in preschool. This is a task that requires time and effort:
“[t]ime to read widely and look into different areas, time to listen and discuss, time to think” (Dahlberg & Moss, 2005, p. 187). To create a preschool
environment wherein discussions are seen as essential is to reform preschools as public spaces. Arendt (1958) states: “Wherever people gather
together, it [the space of appearance] is potentially there, but only potentially, not necessarily and not forever” (p. 199). In sum, to facilitate both speech
and action to take place certain arrangements had to be made in the preschool, and with this followed an experimental approach in relation to the
conditions in the preschool when trying to change the staging of music for
young children. Moss (2009), drawing on a concept from Unger, terms such
a joint challenging of the status quo ‘Democratic Experimentalism’, defined
as “innovation-friendly co-operative practices” and “collective experimental
practice from below” (Unger, 2005, cited in Moss, 2009, p. 31). Such an
experimental approach could be applied at different levels – national, regional and local – and also at the most local level of the particular preschool,
which is the context wherein the concept should be understood here. Moss
provides the following definition of the concept of ‘experimentation’.
Experimentation is about bringing something new to life, whether that something is a thought, knowledge, a service or a tangible product. It expresses a
willingness, a desire in fact, to invent, to think differently, to imagine and try
out different ways of doing things. It is driven by the desire to go beyond what
already exists, to venture into the not yet known, not to be bound by the given,
the familiar, the predetermined, the norm (Moss, 2009, p. 30-31).

From this definition, we now turn our focus to how such experimentation
could be put into practice in preschool.
Engaging in philosophical experimentation
Much of the work required to change practice seems to be done on the basis
of mutual reflection on what the pedagogues observed and documented in
their work with the children. Connected to these joint reflections was the
uncommon practice of reading philosophical texts, a matter that had the purpose of making the pedagogues ‘think outside the box’. Even if the texts that
the pedagogues were presented with by the preschool director seemed demanding, and sometimes beyond the pedagogues’ limits in terms of their
previous knowledge, they seemed to result in raising awareness that other
ways of thinking are possible from both ontological and historical perspectives. Consequently, one way to understand the benefits of a philosophical
input could be to disrupt the habit of thinking in ways that ‘just seem natural
and normal’, not just for the disturbance itself, but because this disruption
may have a significant effect on the ways in which we offer music to (in this
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case) young children, and thus also on power relations within the preschool
subject of music. Such a critical stance is also advocated by Ruud (1996)
who states (in a broader frame than preschool) that “[a] critical music education is a democratic music education, which will benefit all groups and individuals, whatever their background, class belonging or intellectual preconditions” (p. 60). In this approach, Ruud also includes what he calls ‘analytical
music didactics’ through which pedagogues may get the theoretical tools to
critically analyse their own music practice, in an approach similar to that in
the studied preschool.
Critical thinking could include questions of a philosophical character, for
example scrutinizing concepts of ‘music’ and ‘the child’ among other things,
issues which have been addressed to a great extent by these music pedagogues, as well as in this thesis. This could also be connected to questions of
social justice, and as a way to perceive pedagogy as creating the context for
“constant interrogations of ‘assumptions and definitions’, thereby becoming
part of cultivating democracy” (Kanellopoulos, 2010, p. 132).
Furthermore, challenging one’s assumptions through philosophical thinking is seen by Biesta (2011) as a means for a provisional suspension of one’s
position as adult and as a ‘fully developed’ and ‘complete’ person with fixed
answers.
…when engagement with philosophy leads to interruption and hesitation, it
puts us, in a sense, in the position of the child as the one whose seeing, thinking and doing is not yet ‘filled’ with the knowledge, categories and ways of
speaking of others. I am not referring here to a kind of romantic unmediated
wholeness-with-the-world, but to a situation in which we cannot rely on existing knowledge, patterns, structures and traditions so that it is up to us to invent a unique response and thus to reinvent ourselves uniquely in and through
this response (Biesta, 2011, p. 318).

Through philosophical texts the pedagogues received material to think with,
and so, once again, we see the permeating principle of experimentation in
this preschool practice as a whole, here as ‘thought experimentation’ and as
an improvisatory approach to joint reflection.
I now turn to descriptions of the different traits of the local ‘preschool
subject of music’, and I want the reader to see ‘democratic experimentalism’
as the background against which the results may be understood.

Democratic principles in the local preschool subject of
music
In all three studies the preschool subject of music has shown to rest particularly on democratic values. These values can be found in the preschool curriculum, for example, justice and equality, individual freedom and integrity,
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rights and obligations (Skolverket, 2010). Similarly, Moss (2009) describes
fundamental democratic values to be “plurality, respect for difference, dialogue, listening, deliberation, shared enquiry, critical judgement, cooperation, collective decision-making, individual freedom, the common
good, [and] participation”. Democratic values can also be seen to encompass
a political dimension in relations between adults and children as citizens of
equal status (an issue treated in study III).
One concept that covers all these values has been provided by Karlsson
(2014) and this is the notion of ‘lived democracy’. This understanding of
democracy includes processes, such as deciding mutual issues together; and
consequently it also includes rights and obligations in the relations between
individual and group, both between the individual child and the child group,
but also between children and adult pedagogue. Karlsson notes: ”Democracy
in preschool, as in other contexts, is about how people, in this case children,
acquire influence on the activities that they participate in” (p. 23).
As we will see below, these values were visible in the different traits that
permeated the preschool subject of music, and I argue, by means of Small
(1998), that these ideal relationships were affirmed, explored and celebrated
in this preschool practice in and through musicking. Here, I particularly like
to emphasize the word explored, since it mirrors very well how the pedagogues and the children experimented with how these values could be understood and put to practice in and through musicking.

Between formal and informal (learning) situations
As a consequence of this focus on mutual decision making (discussed particularly in Studies I and III) and through the pedagogues’ view of the children
as having certain rights, such as to decide over their own body and their own
learning processes (Study I and II), the practice was permeated by improvisatory and experimental traits, which made the events evolve as highly informal (learning)52 situations, as opposed to more formal ones (Folkestad,
2006). In the following I will use the concept of informal (learning) situations as the frame through which I present the different traits of the preschool subject of music.
According to Folkestad, concepts of formal and informal (learning) situations are often equated with learning taking place inside or outside institutions, but he argues that these categories should be seen as processes of different characteristics that could occur in either place. Furthermore, these
different situations should not be seen as entirely distinct and separated, but
as a continuum between two poles within which they could be seen to shift
even during one and the same event (Saar, 1999, referred in Folkestad,
52 I will in the following bracket the term ‘learning’ since “learning … takes place whether or
not it is intended or wanted” (Folkestad, 2006, p. 141).
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2006). Characteristic53 traits of informal (learning) situations are that they
are voluntary, self-chosen, not adult lead, and not sequenced before-hand.
Other characteristics used when describing informal (learning) situations are
connected to questions about ownership of the activity and what the participants are directed towards: learning to play, or towards playing (Saar, 1999,
referred to in Folkestad, 2006).
In the studied preschool, the pedagogues and the children owned the music events together, through collective decisions about “what to do as well
as, how, where and when” (Folkestad, 2006, p. 142, italics in original). In
terms of the didactic where-question, obviously events were taking place
inside the music room (or sometimes outside in the yard), but the children
could decide where in the room they wanted to be, and sometimes move
between the rooms, so the events were thus voluntary and self-chosen. Lawrence’s (2010) reference to ownership as “the unusual expanse of ‘agentic
space’ in which to ‘music’” (p. 251) is thus an important aspect of achieving
ownership of one’s musicking. Such ‘agentic space’ was seen to come about
in the preschool. Still, the pedagogues were always in charge, and had ethical responsibility for the situation.
In Study I, the criteria of informal (learning) situations as activities that
were not being sequenced beforehand was clearly shown to be present in the
pedagogues’ work. Through sequential analysis it was shown how the events
instead emerged as an improvisational process, which is also another criterion for informal (learning) situations, as opposed to more formal situations
that end in a pre-planned product. This meant that mutual decision making
became necessary, and was also facilitated by the pedagogues, by their highlighting of different children’s initiatives.

‘Slow musicking’
In most informal situations in general (maybe mostly recognized in situations associated with events occurring outside institutions), there are no strict
controls on how much time should be spent on an activity, or part of an activity, or when it is supposed to end. In the preschool music practices, such
an approach was present and the time was not limited for the music events.54
The loose time schedule seemed to be a precondition for the children’s participation, since much time was spent on preparations and discussions about
what to do and how to do it and then staging the event in an ongoing process
of new suggestions and new negotiations. These processes reminded me of
preparation in child play. Sometimes when children play, the important part
53 This should not be interpreted as if such situations are either informal or formal. Instead, it
is a question of degree.
54 The music activities ended because it was time to eat, and not because of diaper change,
which took place within the events if needed.
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of play is not the playing itself, so to speak, but the arranging of the situation
by planning together, framing the play situation, distributing roles and furnishing the setting. The planning phase is as enjoyable as the playing itself,
and no efficiency is therefore needed in order to reach the goal for the moment. The long time span assigned to music activities in the preschool
throughout the day was a significant precondition for such a creative approach to be realized. The activities did not have a distinct beginning or end;
that is, their openings and endings were not being indicated by means of
ritual marks, such as a recurrent ‘starting song’ or a common ‘ending chant’,
or other signs that demarcated the activity from other occurrences in the
preschool. Neither were the pedagogues bound to relate to an upcoming activity to take over at a certain time. Instead, the events evolved as incessantly
ongoing musicking. This organization of time (or unorganized time) highly
affected the events insofar as it brought an atmosphere of ‘we have all the
time in the world’ to them. I think that this, perhaps simple issue should not
be belittled. With confidence the pedagogues could experiment and create
together with the children, relying on this non-stressful circumstance. They
could take their time to prepare the frame and the practical organization together with the children, and also wait for their suggestions without hurrying
them, in order to fulfil a pre-planned agenda. There is a close connection
between negotiation and having time enough to take in different opinions in
a group, which also applied to the music events. Time was needed in order to
react to the children’s initiatives; and one could argue that what is essential
for democratic dialogue and negotiation is uninterrupted time – time that is
not always present in preschools, because of routines that split up the day
into smaller parts. Here, I claim that the preschool challenges the efficacy
and pressure of time in society, which is analogous to how various societies
have spawned movements such as ‘slow food’ and ‘slow cities’. By creating
longer uninterrupted and undivided periods of time for just being together in
music, the pedagogues constituted the events as ‘slow musicking’ and informal jamming sessions.
Furthermore, informal situations are self-chosen and voluntary activities,
and no pedagogue ‘leads’ them. Of course the pedagogues in this preschool
arranged the events, but once there, they approached it as a collaborative
process, in which they participated as one of the group members, but in a
promotional role and not as leaders in the sense of their being the only ones
driving the event forward and deciding its directions. Their complex role
was instead associated with a multitude of choices about how to connect the
children’s initiatives, which obviously impacted on the way things worked
out. This way of working is not recognized in Holmberg’s (2014) study of
music activities in three Swedish preschools, in which she documented just
the opposite: that children’s initiatives in music activities rarely affect or
influence each other, which is rather the strategy used by the pedagogues in
this current work, both here and now and over time.
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Moreover, through the informal character of the events the individual
child could enter or walk out, as it suited her/him. The children were seen by
the pedagogues as participating in the activity when they were within reach
of it spatially; and in being within reach of the event and its impressions of
sound, music, and amidst the acting of others, it became possible for the
children to connect again more physically and ‘visibly’ when being inspired
by something exciting that was going on.

Improvisation as a precondition for children’s influence
Taken together, the informal character of the events enabled the children to
have influence over them. Children’s participation is one of the main goals
in the curriculum of Swedish preschool, and is a concept that is closely connected to democracy (Karlsson, 2014). The documentation and analysis of
the pedagogues’ work made in the three studies show the inherent complexity of giving children the opportunity to influence music activities, and to act
out democratic values in practice. As mentioned earlier, one precondition for
democratic dialogue is having enough time. Another (at least within a preschool context together with young children) is to provide an improvisatory
approach, through which different inputs may have impact on each other in
an ongoing negotiation. However, to work in an improvisational manner like
these pedagogues do, presupposes that pedagogues are willing to put themselves at a certain risk, by giving up control of how the events evolve, a matter I documented in depth in Study I. This improvisatory approach included
musical, bodily and verbal resources, and required high concentration and
presence in the moment for the pedagogues to be able to notice the children’s different initiatives.
An additional possible explanation for why the pedagogues seemed so intensely present’ might come from the fact that the music activities were not
pre-planned (also a characteristic of informal (learning) situations), and so
the pedagogues did not have to ‘protect’ the purpose of the activity. Instead,
they could direct all their attention towards what the children found to be
meaningful to them in the moment. Consequently, there was no emphasis on
end products, but instead the concentration was on the process, which was
focused on the connections between the children’s initiatives.
The informal character of the events also comprised a non-hierarchical relationship between the pedagogues and the children through their equal opportunities to contribute to the activity (a matter addressed in Study III). This
is not to say that the pedagogues and the children had the same roles or assignments in this process, but in terms of their equal possibilities to initiate
changes in the events, the same rules applied for both. This can be connected
to the pedagogues’ view on how children learn. In the interview, which was
analysed in Study II, it appeared that the pedagogues perceived of learning
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as being impossible to control, and, furthermore, they thought that what the
children learned could seldom be determined or observed.
Participation in a democratic functional55 sense can be hard to enable
when working with very young children. Questions about what the children
want to do during the day or how they want their rooms to be furnished are
not always easily answered. Therefore, it gets particularly important to look
at how participation in the moment may be achieved in different ways – how
children want to be included in an ongoing activity at a specific moment.
Staging music activities as improvisatory informal (learning) situations
seems to enable this. I will confine myself here to ascertaining that there was
a highly improvisatory approach in the practice, as has already been treated
in depth in the studies. I will discuss later the issue of improvisation in relation to its implications for practice.

Music as a mono-, inter-, and trans-disciplinary subject
In preschool practice, the music pedagogues arranged, organized and developed the environment in specific ways. In my description and analysis of the
different aspects of this process throughout the three studies, I discerned a
difference in their approach with reference to organization, and the associated reflections on issues regarding the preschool subject of music that sharply
contrasted with their didactic approach when interacting with the children in
the music events. During their work to develop the music practice, the pedagogues related to the preschool subject of music in three different ways
(consciously, or sub-consciously), which I here refer to as music’s monodisciplinary, interdisciplinary and transdisciplinary character as a teaching subject.
These dimensions were not explicitly expressed as categories by the pedagogues, but could be discerned as the underlying features of their talk, and
thus they could be seen as utilized by the pedagogues as different thought
dimensions related to didactic requirements in music practice.
Being in, or using the dimension of music as a monodisciplinary teaching
subject, was obviously a natural approach for these pedagogues, since music
as a demarcated category belonged to their profession as music pedagogues.
They were also employed explicitly for the purpose of implementing and
developing a form for music in relation to the youngest children in the specific preschool. The music pedagogues were indeed committed to their assignment to find their own specific approach to music in relation to other
55 The ‘functionalist’ aspects of democracy concern knowledge about how decision making
may be achieved, for example through the establishing of councils and voting, while ‘normative’ aspects of democracy refers to overarching democratic values (Jormfeldt, 2011).
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aesthetic ‘languages’, and this ‘positioning’ protected their specific
knowledge area, together with the specific benefits and affordances of the
‘language’ of music which they were representing.
The approach to music as an interdisciplinary subject, that is, music as included in interdisciplinary relations, was reflected by the way that the pedagogues arranged the furniture of the music room. In the organization of
space and material they attempted to facilitate encounters between different
‘languages’, since they (in the latter phase of the development of the music
practice) furnished the environment in the form of a set of ‘islands’ consisting of material affiliated with other aesthetic ‘languages’, still, with music at
the centre. Here, the pedagogues were inspired by the philosophy of Glissant,56 and his theories of the creolization of verbal languages. According to
Glissant, encounters between languages can result in new hybrid forms, and
this mix of languages, cultures and forms of expression are what constantly
remodel us. I interpret this furnishing of the music room as a way to enable
such new ways of understanding and constructing common life.
Taken together, in utilizing this dimension of music, the pedagogues
talked about demarcated preschool subjects or ‘languages’, and emphasized
the desirability for the children of possible encounters between them.
The third dimension – music as transdisciplinary ‘subject’, could be likened to specifically musical characteristics, as integrated into a whole in
children’s exploration of the world. This dimension was utilized for music
activities to suit the specific needs of young children, who, according to the
pedagogues, had not yet divided life into disciplines or subjects.
This view of children as being not yet inscribed in cultural categories is
supported by Young (2005), who, from her more psychological point of
view, argues that young children’s experiences have not “artificially subdivided into separate art forms” (p. 296). She also refers to Finnegan, who
advocates perceiving children’s ‘being in the world’ as a “multidimensional
spectrum of acting and experiencing” (Young, 2005, p. 296, with reference
to Finnegan, 2002).
The transdisciplinary approach to music was mostly discernible in the
pedagogues’ interaction with the children in the ‘here and now’, the purpose
of which was, according to the above, to organize an exploration of the
world that enabled the children to experience some kind of whole.
Consequently, this transdisciplinary approach may be considered as a way
to apply a child’s perspective. By making it possible for the children to participate in music activities cohesively and linked, and not keep music apart
from other aesthetic means of expression and play, the pedagogues avoided
56 I have no specific references to Glissant’s texts, since my knowledge about him originates
from the talk of the pedagogues and from reading some articles about him. I mention him as
an example of these pedagogues’ use of different philosophical inspirations for experimenting
in practice.
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dividing different actions into categories. The opportunity for simultaneous
actions was core to making it possible for the children to draw and make
music at the same time, or to construct something with building blocks,
while simultaneously listening to music played on the computer, or performed by friends in the room.
This could be seen as an extended view of the anthropologian Faudree’s
(2012) challenge to the socially constructed demarcation between communicative ‘systems’. She states that the constructed demarcation between music
and verbal language is not always meaningful to communicating persons
because the two ‘systems’ are in practice intertwined: “Rather, music and
language are socially determined constructs that arbitrarily divide, in fundamentally cultural ways, a communicative whole” (Faudree, 2012, p. 520). In
line with this, Faudree advocates an alternative approach to language, music
and text as one semiotic field.
By viewing the boundary between language and music as even more thoroughly constructed and placing the burden of analysis on signs regardless
from our own assumptions about the division of categorical distinction, we
(…) move away from our own assumptions about the division between language and music… (Faudree, 2012, p. 520)

Even if Faudree discusses the matter in relation to research, it is highly relevant also within preschool contexts, in which the formulation “placing the
burden of analysis on signs regardless from our own assumptions about the
division of categorical distinction” could mean to listen to children’s ‘communicative whole’, regardless of which ‘system’, ‘discipline’, or ‘teaching
subject’ that we consider to be the medium, or in which discipline we place
their deeds. In the music pedagogues’ interaction with the children, the
communicative content of the activities were the important thing, and they
did not treat musical and other ‘signs’ as being separate so much as fitting
more or less well in the activities. All initiatives (if noticed) were affirmed
and taken into the activity frame (Goffman, 1974), regardless of their affiliation to a specific category of action.

Linear vs non-linear approaches – an incompatible couple?
So, the music pedagogues followed the children’s initiatives to a great extent, rather than following a pre-planned agenda to accomplish learning
goals that were established in advance. Regarding pedagogues’ different
approaches to didactics in practice, Holmberg (2014) distinguishes between
two kinds of procedures – linear (including predetermined goals) and nonlinear (spontaneous catching of the didactic content in the moment). The
procedure of the music pedagogues in the studied preschool exclusively belonged to the latter approach. Broström (2012) argues that such a ‘non-

105

linear’ approach as following the children requires that the pedagogues must
“be able to identify the academic content as it emerges along the way” (p.
10). Broström recommends pedagogues to conceive of children’s exploration
of the world in the form of disciplines, and that the pedagogues must “be
able to identify the academic content as it emerges along the way” (p. 10), in
order to be able to grasp what they are exploring and then catch it in the
moment, so to speak. This approach demands knowledge within a broad
range of disciplines, in order to be able to ascertain what children are exploring.
A supplementary question will then arise – if pedagogues apply an explicit topic-oriented way of thinking, be it pre-planned or caught in the moment,
are they then more likely to miss out new combinations and variants that the
children construct? In this connection Oerbaek (2009) refers to Hetmar, who
claims that “the subject specific, didactical teacher will never hear the student’s voice and discover the student as a disciplinary participant, because
he or she will be looking for the picture of the discipline that he or she has
shaped him- or herself” (Oerbaek, 2009, p. 16, with reference to Hetmar,
1996).
Palmer (2010) claims, in line with Broström, 2012, that pedagogues need
to be aware of teaching subjects as they are present all around in educational
everyday life in order to be able to work with them whenever the occasion
arises. But unlike Broström, she suggests that one way to approach this is to
create new composite categories as tools; “to go beyond logics of division to
bring together different disciplines and create new subjects”57 (Palmer, 2010,
p. 47.) She opens up new ways of understanding relations between different
dimensions and disciplines, and coins new categories of thinking about children’s explorations, for example, ‘thinking-doing’, ‘math-dancing’ and ‘music math’.58 In this way, children can be considered, and thus allowed, to be
physically and mentally within several disciplines simultaneously. This way
of thinking is close to what one of the music pedagogues in the interview
referred to as the possibility to choose simultaneity. Such an approach places
new demands on the music pedagogue to be highly attentive and sensitive to
what children are exploring, and when they are diverting their explorations
into new trajectories and towards new disciplines or subjects.
Here, in relation to the role of the pedagogue, I also want to highlight that
the pedagogues could function at one moment as coordinator, sewing together the children’s initiatives and projects into joint events. At other times
the role could be more of an inspirer – singing, dancing and playing in different ways, whilst at the same time functioning as a mediator of culture –
reproducing singing games and playing classical pieces of music on the
computer. Further functions could be as organizer – arranging material for
57
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music making, or learner (Johannesen, 2013) – constructing alternative
meanings and ways of perceiving the world together with the children.
With reference to the aesthetic means of expression and their mutual interrelations, Young (2005) discusses the problems of staging musical activities as demarcated from other aesthetic means of expression in relation to the
youngest children, and suggests a reconceptualization of musical activities
for them (though, I would rather say with them). In advocating this, she relies in part on results from an arts project with very young children (Young
2005). This arts project has already been mentioned in the section about
previous research (chapter 2), but as a short reminder, in the earlier phases of
the project, the artists felt restricted when only using their ‘own’ artistic expression to interact with the children, for example, by answering the children’s initiatives by playing music, as a musician, or by dancing, as a dancer.
When the project developed over time the expressions used were extended to
encompass also other means of expression, and the artists could interact with
the children in a more varied way. Young refers to one of the musicians who
formulated herself anew when she felt freed from the restriction of music
alone, when for instance interweaving music with play, mini-dramas and
dancing; and in going outside her own discipline answering the children in
whatever means of expression she chose. Young summarizes the project:
With babies and the very youngest, artists increasingly discovered that the
best way to engage them was with playful dialogues using gesture, movements and vocalizations. In practice these dialogues of multi-modal gestures
or mixed media structured patterns were ‘read’ by each artist through the
lenses of their particular art form. They were read as music, as visual arts, as
textures, as story and drama and as dance, and were responded to accordingly
(Young 2005, p. 29).

Some of her results from the arts project show a striking resemblance to
some of the ways in which the music pedagogues’ worked in the studied
preschool. This description from Young’s project is similar to what I described in Study I:
Germinal ideas were extended by repetitions, exact repetitions or repetitions
with variation, usually in turn-taking dialogues between children and adults to
form extended structures (Young, 2005, p. 298).

Young’s (2005) conclusion from the project is also in line with the approach
to music that the pedagogues tried out over time, since she suggests that
“revisions of music for under three year olds, indeed all performance arts
activities, should move towards versions which allow them to engage creatively with generic time-based, multi-modal improvisations that expand into
playful game-like or narrative-like forms” (p. 300). Also St. John (2010)
argues from her own empirical study that such approaches could enable chil107

dren to become part of social and musical experiences in other ways than
those that are delimited by conventions, such as when musical learning and
exploration are often separated from the exploration of other disciplinary
subjects such as physics and mathematics. The value of working across, or
beyond assumed dividing lines between musical and extra-musical exploration with young children thus seems to be substantiated by several studies
within the field.
Connecting this discussion of a trans-disciplinary approach to study III, I
understand Arendt’s concepts of ‘uniqueness’, ‘natality’ and ‘newness’ as
related to deep listening, and as having the potential of renewal again and
again “like a second birth” (Arendt, 1958, p. 176) in relation to, and through
encounters with others. Whilst we are inscribed in discourses, just because
we are, and because of our constant use of typifications (Berger & Luckmann, 1966), we have to encourage ourselves to not know who is in front of
us – who comes into being. And if we do not know who reveals her/himself
before us, is it likewise desirable to put their deeds and messages in a ready
category in the form of a teaching subject? Perhaps the deeds are something
else that not so easily lend themselves to being categorized? Since some
things are marginalized because we do not have concepts to embrace them
with, Vestad (2015) gives the advice to “keep our eyes open to see what we
have never seen before or thought about”59 (p. 57). Similarly, Lindgren
(2013) invites us “to really see, not only recognize by eye”60 (Lindgren,
2013, p. 23). In the same vein we could add that to really listen, rather than
merely hear, would be a way to distance ourselves from prevailing hegemonic discourses that govern our everyday seeing, hearing and thinking.
Now I turn back to the three dimensions of the preschool subject of music
that are the focus of this section. To put it a bit roughly, one could say that
the pedagogues seemed to think and talk through the categories of the teaching subjects, while arranging for trans-disciplinarity. Thus, the staging of the
music activities stood out as intertwined with other disciplines, offering the
children both simultaneity and wholeness in their exploration. In this way,
the three dimensions seemed to be helpful to the pedagogues as classifying
tools, in order not to lose sight of different didactic goals, and to emphasize
different sides of the pedagogical assignment, such as subject specific content, and the obligation to start from the children’s interests, and their participation and influence, as set forth in the preschool curriculum (Skolverket,
2010). The benefits of such a three-fold approach could be that they helped
the pedagogues maintain focus on their own subject (music), while at the
same time not ‘closing the door’ to the children’s possible and unexpected
interpretations of the meaning of the things going on around them, and
which they expressed as a whole. However, the pedagogues did not speak
59
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explicitly of other subjects, such as mathematics or writing, as having possible connections with music, but delimited the encounters to only aesthetic
subjects.

Didactic content in the form of ‘Smörgåsbord’
As already mentioned, one of the characteristics of informal (learning) situations relates to the question of what the participants are directed towards in
terms of playing: a pedagogical framing directed towards learning how to
play music, or an artistic/musical framing directed towards playing music
(Saar, 1999, referred in Folkestad, 2006). In the preschool, there was a clear
emphasis on the latter: playing together. For example, there were no intentions to correct the children’s ways of holding instruments. Neither did the
pedagogues present musical concepts, but instead highlighted what happened
in the music by using metaphors, and/or bodily signs. Nor did the pedagogues explicitly express any ideas of progress or desirable result in the
form of specific ‘learning objectives’. Studies I and II clearly show that the
focus is on playing together, on how to arrange the different activities as
joint events, and thus teaching music is subordinated to collective playing.
The content of the music activities changed according to the children’s initiatives, but in order to be able to choose between different options a varied
content was presented by the pedagogues as described in study I: singing,
experimenting with sound, playing instruments, different forms of dancing,
music listening with movement, music combined with dramatic play or role
play, and more. The content, in terms of different categories of doings, was
similar to what we in Sweden call ‘Smörgåsbord’, consisting of a table overflowing with food which you choose from and also come back to for seconds
of the particular dishes you enjoyed the most. Another metaphor used by the
pedagogues was that the children should be immersed into a “musically
soaked environment”. In this way, as they were socialized into music, they
were also ‘musically socialized’ into a preschool order, meaning that they
were enabled to become musical preschool subjects when they learned music
through constantly participating in musicking.
One may understand the didactic content of music activities as a wide
range of musical ‘affordances’61 (Gibson, 1979), from amongst which children can ‘choose’ content and learning objects for themselves. According to
the pedagogues, learning is not possible to ‘control’ since it happened everywhere and all the time. Consequently children are expected to be in charge
61 Within the field of music education research Vestad (2015) and DeNora (2000) use the
concept of ‘affordances’. This term has been defined and used in different ways by different
researchers. Here, I understand affordances as the opportunities for interaction that a specific
artefact or environment may bring.
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of their own learning so that teachers can devote themselves to playing and
singing with them, without focusing on a specific content to teach. In other
words, their attention could be directed towards what has attracted the children.

Simultaneity
The concept of music put to work in this practice could be described as
composite. On the one hand, it had similarities with Elliot’s (1995) ‘praxial’
philosophy, meaning that “music is something that people do” (p. 39), thereby emphasizing musicianship. This idea is similar to Small’s (1998) theory
of musicking, with the difference that he puts more emphasis on the relations
(between both people and the sounds) that are created in the moment of music making. On the other hand, the aesthetic qualities of music were also
accentuated, for example in music listening and the pedagogues’ uptake of
subtle musical sounds from the children.
Throughout this thesis, I have addressed the concept of ‘music’ in the
light of the empirical material, and I hold that a broad concept of ‘music’62
comes into being in the studied preschool practice, that is, with porous
boundaries against actions and phenomena affiliated with other domains than
the purely musical. The content of the preschool subject of music could be
seen to encompass different genres, including music that is not often thought
to be children’s music.
In this preschool, making music had the characteristics of transdisciplinarity and simultaneity, meaning that different kinds of music making were embraced, and the children were allowed to combine various activities.
Also other areas could be considered as being characterized by simultaneity, such as:


The pedagogues passing on of a cultural heritage in the form of
songs and (mostly) classical works, and at the same time departing from the children’s interests;



The pedagogues thinking both in teaching subjects (or ‘languages’) and offering (learning) situations from a holistic view,
and;



The pedagogues moving on a scale between reproductive and improvisational and experimental ways of working, using both
ready-mades and sound experiments in combined ways.

62 A concept they also referred to themselves.
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The last, but not least important area of simultaneity was the combining of
the knowledge assignment and the democracy assignment in educational
settings, which could be regarded as a challenging quest (Molloy, 2007). In
this preschool, education in democracy was not ‘outside’ the subject of music – limited to its functional aspect, as staged in the form of ‘choosing
time’ and voting about which book to read, or which song to sing, but was
incorporated into the events in the form of values of a holistic learning.

Implications for practice
In this thesis I have shown how a local music didactic identity is negotiated
in several different dimensions. I have also proposed that it is possible for
very young children to be deeply involved and influence music activities,
though under certain preconditions, which are closely tied to particular didactic competencies and the musical knowledge and skills of the pedagogues. Of importance for the children’s opportunities to impact on the
events are the pedagogues’ conceptions of them as being competent and as
having certain rights, together with the pedagogues’ organization of the music activities and environment in accordance with these conceptions. Consequently, making children’s influence on music activities in preschool possible is shown to be a complex and demanding didactic matter. In the following I will outline some potential implications that these results could have in
practice.

Musical material – actual or inaccessible resources?
The most important of all the preconditions for the children’s agency were
the resources provided by the pedagogues, such as a large common repertoire of songs, pieces of music (played on a computer) and common ‘trajectories of movement’ connected to these, in addition to free access to instruments and songbooks, placed at the children’s heights. One further and crucial precondition for the children’s agency was their permission to move
freely around the room, and be able to take advantage of all these resources
themselves.
This directs attention to the need for pedagogues and preschool teacher
students to learn a broad repertoire of songs, together with knowledge of
music genres and instruments, and also for pedagogues to incorporate a kind
of thinking and strategies to offer these as actual resources for children’s
agency. For example, singing songs and playing pieces of music to children
is not enough to let these resources be ‘owned’ by them. For that to come
about, the pieces should be presented by name, and preferably also by pictures to make it possible for the children to ask for, or point at a specific
piece of music to be played, or song to be sung. Consequently, accessibility
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is not only about physical availability, it is also about having ways to communicate with others what you suggest to be a desirable content in a musicking event.
This didactic approach also requires intense listening and a good ability to
be present in the moment, so as to be able to take up the subtle signs of the
children. Since young children’s suggestions are made as much through
verbal as through bodily resources – gaze, facial expression, gestures,
placement in the room – pedagogues also need to develop bodily awareness,
sensitivity and responsiveness – subtle features that to my knowledge are not
taught to any extent within preschool teacher education.

Learning to improvise – an impossible quest?
The didactic approach described above requires an ability to work in an improvisatory way. For example, to take advantage of a plurality of initiatives
demands spontaneity and the ability to act on impulse, as did the pedagogues
when they connected children’s ideas to an event, by picking them up in the
moment. Working in such an improvisational manner shows the significance
of pedagogues putting themselves at risk, by giving up control of how events
evolve. Steinsholt and Sommerro (2006) capture this unavoidable characteristic of improvisation in their sub-heading of their book Improvisation – the
art of putting yourself at stake. Also Sawyer (2003) mentions the uncomfortable feeling of going beyond structured events, and not having the tools to
manage the situation, leading to a fear of impending chaos.
As adult pedagogues, and in our position of representing the superior part
of the binary pairs adult-child and pedagogue-pupil, we can always reject
this risk, by holding the group in a firm grip. By driving our pre-planned
agenda, whether or not it is explicitly planned, we can still effectively clog
up the openings, or ‘decision points’ (Sawyer, 2003) where events could
have taken a new path. By using a more improvisatory way of communicating with children, they are invited to take part in the events that are evolving.
Listening, taking up initiatives and providing material
Improvisation is no ‘let-go-kind of business’. In fact, it is ‘hard’ collaborative work. The pedagogues’ in the studied preschool used (albeit subconsciously), what can be said to be a basic principle of theatre improvisation: the Yes And – rule (Sawyer, 2003), which is designed to avoid blocking other participants’ contributions to the event. Instead, one is obliged to
say yes to their suggestions and build upon them and on what earlier has
been taken up within the frame of the activity. This rule was used by the
pedagogues when taking in all sorts of initiatives, and not rejecting them as
inappropriate. They were also seen to add material as contributions to ‘fuel’
the ongoing event. In line with this, Lobman (2005) advocates drama im112

provisation as a possible way to learn, what I would call, a sensitive approach.
In order to go on a creative journey with children teachers need to be able to
see what is available to be created with, and they need to be able to create
with what is available. Improvisation provides a structure within which it is
not only possible to do these things; it is necessary for the activity. The basic
building block of improvisation, ‘‘yes and,’’ and to develop their ability to
play ‘‘yes and’’ in the workshops and in life. The type of listening that is
needed for a successful ‘‘yes and’’ story challenges what most people think of
as listening. Listening in ‘‘yes and’’ is integral to responding; it involves being able to accept and use all of what your fellow performers are saying and
doing (Lobman, 2005, p. 258).

In her research, Lobman worked with preschool teacher students in workshops and retrospectively interviewed them:
They [the pedagogues] began to listen in new ways – not for what they expected to hear, but for what was being offered” (…) “They said that they had
begun listening to what children were actually saying, rather than assuming
they knew what was being said (p. 270).

What I want to say to this is that it might be a way forward to coordinate
drama and music in aesthetic classes, which could also benefit the exploration of possible links between music and play.
Yet, to learn to improvise can be a delicate task, because it includes personal courage and perhaps also willingness to change, since body, voice and
manner are closely connected to feelings of personal identity. However,
these skills are still didactic work tools, needed to reach the goals of the curriculum, which is to ensure children’s influence of their everyday life situations. So – what distinguishes these skills from other didactical skills and
knowledges? The complex work of being a preschool teacher is hereby given
a yet further task, equally important as other tools and knowledges. To enable children’s involvement in decision making ‘here and now’, an overarching improvisatory approach is needed that also takes into account listening
(which is vital in improvisation), as being not restricted to music making
alone, but open to all means of expression, as already mentioned. The
academisation of preschool education is not a bad thing per se, because we
need analytical preschool teachers. But conceptual knowledge should be
given time and opportunities to become embodied in the concrete meaning
that preschool teacher students should be offered sessions in which they
could explore and develop ways to incorporate the ‘consequences’ of specific conceptual knowledge in communication with others. This should also
include time to discuss and bodily explore how specific concepts, especially
those of an ethical character, could be understood in relation to different
contexts (young children, older children and colleagues), and in relation to
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communicative patterns. In this way, hopefully, the students could develop
sensitivity and knowledge in nonverbal communication, which is especially
vital in relation to the youngest children in preschool. If children’s participation is important, this should have repercussions on the design and orientation of preschool teacher education. Bodily knowledge and practical skills
are most often connected to music, dance and drama, but could also be connected to general didactics. Pedagogues constitute their own tools in their
profession and it takes work and willingness to develop this tool. To do so,
time is needed for the exploration and incorporation of these skills.

‘Reading’ the children’s initiatives through (non-existent?)
knowledge of music
If the above said applies to, or could be implemented on, a more general
didactic level, there is another aspect more closely connected to subject specific knowledge. The music pedagogues in the preschool were musically
educated, which affected what they perceived as possible initiatives to take
up, a matter that Young (2005) addressed in an arts project, where different
artists were found to ‘read’ children’s initiatives through their own arts subject. Consequently, knowledge and familiarity with music does something to
your perception and sensitivity.
As is perhaps obvious, music is a subject that requires certain practical
skills. If pedagogues do not possess these skills, it is much more likely that
they will stick to safe and proven traditional ways to approach the subject –
for example as circle time, in which children’s influence decreases and their
bodily initiatives are minimized. Also, when inviting children to be cocreators of the events and thereby as pedagogues intentionally ‘letting go of
control’ of the outcome of them, requires a great amount of knowledge and
skill, both in relation to music activities and handling a group of children.
To work in an improvisational manner like the pedagogues do, demands
skills and knowledge of music, and to achieve this, they have studied for
years. As a comparative and illuminating example it could be mentioned that
in the Program of Early childhood education (education of preschool teachers) at Stockholm University, the students are offered approximately twenty
hours of music all in all during the program. Most of the students are not
acquainted with music as a teaching subject or knowledge area when entering education, and to obtain at least basic skills in music a lot more is needed. If preschool teachers are to work in an inclusive way with music with
professional didactic content, policy makers have to address this lack of
training and increase the financial funding for the purpose.
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Analytical music didactics – discussing relative concepts
One basic assumption in this thesis has been that ‘music’ and ‘teaching subjects of music’ are not neutral phenomena, an approach also held by scholars
like Dyndahl and Ellefsen (2009, 2011), Kumashiro, (2001), Rønningen,
(2010) and Vestad (2015), among others. In terms of concepts in general,
Hall (1996) argues that some of them are in need to be put under scrutiny,
because they are no longer fruitful to think with. He does not mean that they
should be replaced with ‘truer’ ones that more aptly describe the same (essential) phenomenon. Instead he refers to Derrida’s (1981) course of setting
concepts ‘under erasure’, that is, they are still present because we need them
to think with, at the same time knowing that they do not cover what we need
to say and think. Hall emphasizes (similar to Rønningen, 2010), the need to
inform oneself of the emergence of the concept in question (in Hall’s case
the concept of ‘identity’ and in Rønningen’s, the concept of ‘music’), which
often occurred within another period of time and within another paradigm.
Also Vestad (2015) finds it important to take a closer look at the concept of
music when exploring alternative musical practices. Even if she primarily
connects this to research I claim that this should also be an assignment for
pedagogues in practice, because the concept of music is often treated as a
‘black box’ when made use of (Rønningen, 2010), that is, its content is no
longer questioned and instead is taken for granted. The black box ‘music’ is
sometimes used both by practitioners and researchers without reflections
about how it came into being and about the values that were incorporated in
it at the specific time when it was constructed (and which still is partly operating).
Consequently, we can use existing concepts and conceptions of music and
see ‘through’ them, but as Ruud (1996) demonstrates, all music concepts
originate from experiences of music, and thus they highlight different aspects and features of combinations of music and other aspects of life, i.e.
human doings. That is also the reason why new music concepts can come
into being. Along with the children, pedagogues need to explore what other
ways of thinking about and experiencing music are possible. What is important is to constantly examine the construction of musical concepts and the
teaching subjects that are being connected with them, and to scrutinize their
ideological content (Rønningen, 2010).
In terms of the concept of ‘music’, several attempts have been made to
disturb the habit of thinking in a particular way about it, and opening up new
interpretations (Björkvold, 2005; Elliot, 1995; Small, 1998, among others).
Such initiatives are all praiseworthy and more or less groundbreaking contributions, which should be discussed within preschool teacher education. My
question remains: if preschool pedagogues, preschool teacher students, and
teacher educators conceive of the preschool subject of music as constructed
and not as a natural and essential, could they then be more able to imagine
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that it could be constructed differently? And could they then imagine constructing new music subjects with the children, and not for them?
Since the concept of music, from a discourse analytical perspective, gets
its meaning from other concepts/signs (and vice versa) when connected in
different ways, these concepts should be scrutinized. In Study II, I showed
how different discursive conceptions of the child connected to particular
conceptions of music, and in part I also showed how these had impact on the
role of the pedagogue. In the results, it was also shown that how pedagogues
interpret important concepts like children’s rights was crucial for the outcome in practice. To take another example that might highlight the importance of acknowledging that pedagogues probably interpret concepts in
slightly different ways is the concept of ‘children’s participation’. Children’s
participation could be seen from a continuum of grades and dimensions63
and it needs to be highlighted in music education that children’s participation
can be understood in different ways. Some pedagogues may think of participation as choosing between predetermined options during circle time, in the
manner of picking a song card, or picking a card representing the activity
chosen at some kind of ‘choosing time’, while others think of choosing as
what is not known in advance, or to ‘choose simultaneity’, as shown in the
three studies.
These issues are most important for practice, because concepts and conceptions always convey certain values. Since concepts are always relative
and thus open to various interpretations, they should be carefully considered
through mutual reflection of their use, in preschool practice as well as in
preschool teacher education. Here, I will become more concrete and suggest
several areas that I see as being in need to be reflected on, that is, general
didactic questions that should be discussed in connection with music education in preschool, for example: the question of what we incorporate into the
concept of ‘children’s participation in music education, which could generate supplementary questions like: ‘what may children have an actual impact
on; what could they take part in deciding; and how may we perceive the role
of the pedagogue in music activities with 1-3 three year olds? What are the
consequences of our conception of music when put to practice and what
impact do they have on children’s participation? How does our conception of
the child impact on our ways of musicking in practice?
Furthermore, Varkøy (1996) highlights the fact that pedagogues base their
work on a certain educational ethos, and a certain view of music, both of
which will be “of great importance to the quality of teaching and for those
who are exposed to this teaching” (p. 10). In line with this, I suggest that
music didactic questions (and subject didactic issues in general) should be
incorporated in work on one’s educational ethos, that is, to discuss questions
63 See for example Roger Hart’s (1992) ‘ladder’ in Children’s participation – from tokenism
to citizenship.
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like: what do my standpoints mean and do in relation to the teaching subject
of music and its content? These two approaches – joint discussion of concepts and scrutinizing what one’s educational ethos entails for practice –
may be seen as two sides of the same coin, but they are two perspectives that
could be fruitful when challenging prevailing norms about how to stage music in preschool.
As a result, much could be done in preschool teacher education in its current state. The concepts of participation and influence should be problematized in music class, and thus connected to the conception of the child. I
think that even the minor issue of raising awareness of the fact that concepts
of music and teaching subjects of music are historical and cultural constructions can be worthwhile.

Opening the black box of music
Enabling children to influence music activities in preschool requires pedagogues who have complex skills and knowledges: such as improvisational
skills, ability to listen intensely and a broad knowledge of music – genres,
songs and games, knowledge of musical elements, and ability to reflect on
music and other concepts, which should have consequences for the design of
preschool teacher programs. These qualities and knowledges are important
when taking children seriously as having the same rights as adult pedagogues to participate in, and to have influence on the events in which they
take part. All the didactic qualities and knowledges discussed above are features that are important when 1–3 year olds are to make themselves understood in relation to adults in order to gain impact on their daily musical life.
Rønningen (2010) maintains that the black box of music has been opened
once in a while in history, thereby admitting new meanings. When it comes
to the black box of the concept of ‘music in preschool’, my personal feeling
is that it has not been opened for a long time, at least not together with children themselves.

Lived democracy – inconspicuous actions as incentives for
reconsideration and change
One important didactic characteristic of the music pedagogues in the studied
preschool was to trust the individual child as being capable of running a
project of her/his own, how insignificant it may seem. There were no initiatives that were too trivial to be noticed and addressed. If we consider the
concept of democracy in the sense of ‘lived democracy’ (Karlsson, 2014),
our focus will be on how democratic values may be applied in everyday life.
This means to conceive of individual persons’ actions as important contributions in a ‘public dialogue’, despite how small and insignificant they might

117

appear. Otherwise, where do we draw the line between important and unimportant ideas? What issues are big enough to be discussed or to be taken into
consideration? What issues are seen to be too small? Are issues that children
see as important while making music ignored or neglected by pedagogues?
Are musical initiatives missed out, because pedagogues do not listen to certain kind of ideas and suggestions? Are proposals from children for alternative ways of working with music neglected by pedagogues? If democracy
not only should become a grandstanding in music activities in preschool, it
requires adults who pay attention to what children express and get in dialogue with them. This goes not only for verbal expressions, but also for musical, bodily ones, or whatever medium that children choose to express
themselves through in any given moment. From research (and from my own
knowledge) about how preschool music activities usually are staged in preschool, I ask with Kanellopoulos: “Are we listening to children’s critiques of
their music education?” (2012, p. 2). This ‘critique’ or these acts of (often
bodily) resistance could also be conceived of as “ongoing posts in a democratic “discussion”, or “negotiation”64 (Dolk, 2013a, p. 225), in this case
about how the teaching subject of music could be understood and staged in
preschool, in which children also could be seen as citizens as I argued in
study III.
If such an approach is implemented, music activities in preschool could
be seen as truly political, or as Kanellopoulos states: “Politicizing musical
creativity would mean that we are prepared to work, reflect, invent, and experiment with music on the basis of equality” (Kanellopoulos, 2015, p. 331).
In the revised version of the curriculum for preschool (Skolverket, 2010), the
concept of influence was expanded to include children’s real influence. This
same paragraph states that “preschool teachers are responsible for all children having real influence over working methods and contents of the preschool” (p. 12). This is a powerful and demanding attribution that should
also apply to music activities.
In relation to this, we need to scrutinize our concepts and conceptions of
music, in order to question them in terms of their usefulness in the context of
where they are to be put to work, and thus ask ourselves: what are the consequences for children of a particular concept of music? Thinking like this
could open the concept of music to negotiation, though we may not think it
still is. As has hopefully been apparent in this current work, there is a need to
examine also other concepts and conceptions, such as ‘child’, ‘pedagogue’
and ‘preschool’.
However, going beyond our comfort zone of secure ‘truths’ demands courage and to be able to make change, we often have to change.

64

My translation.
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Suggestions for further research
Music in preschool is in this current work understood as being embedded in
discursive negotiations connected to a multitude of areas of meaning making
and power (Dyndahl & Ellefsen, 2009), of which I have only scratched the
surface. It would be desirable to proceed with the task by investigating other
areas. One issue that is treated here to some extent is the relation between
child and adult pedagogue, and this is in need of further investigation. Therefore, I advocate theoretical research on how to understand this binary pair in
relation to music activities, primarily in relation to reproduction and improvisation. Such research could preferably retrieve inspiration from, and be
connected to, (music) philosophical and (music) sociological approaches and
in extant research.
Since current work shows that the children in this preschool music practice have a large impact on events, one interesting investigation could be to
connect the results of this thesis more explicitly to existing theories, and
already performed research into children’s participation, primarily within the
field of Early childhood education, and thus make a re-analysis of the empirical material from this perspective. More research is also needed into how
pedagogues interpret the concept of children’s participation and influence in
relation to specific teaching subjects in preschool, such as music. For example, one investigation could focus on how pedagogues conceive of the practical significance of curricula statements, such as: “Preschool teachers are
responsible for all children having real influence over working methods and
contents of the preschool” (Skolverket, 2010, p. 12, italics added), with the
question explicitly connected to music.
Some parts of the result in this thesis may also be possible to implement
in preschool by non-music-trained pedagogues. One possible way would be
to conduct this as action research, not so as to implement the result as some
kind of method, but by using the result as a way to inspire pedagogues to
organize for children’s non-directed participation in music. The considerable
work that the staff in the studied preschool has conducted should be valued
as important developmental work (as should much work performed within
preschools), and should be spread as a way to connect research and preschool practices, as public outreach. Such a study should be evaluated in
relation to the extent to which it might be possible for general pedagogues
(without music education) to embrace both an ethical approach and specific
ways to relate improvisatory and transdisciplinary to the subject of music.
Much of the musical knowledge that makes the music pedagogues in the
studies fit for their assignment: playing instruments, possessing knowledge
of repertoires, genres and different instruments, to mention only a few, is the
result of years of practicing and of studying the subject of music. The fact
that preschools seldom have access to such specialist competences, raises the
question of how this lack of competence in general preschools affects chil119

dren’s possibilities to make music or to influence music activities. Therefore, it is of utmost importance to map music education in preschool teacher
programs; what does it cover in terms of content and theoretical approaches?
How many hours of music education are preschool teacher students offered
during their entire education? Here, it is important to emphasize that this
issue is not only a matter of making music, (which is not a strongly underlined knowledge area in the curriculum), but that it is related to the highly
emphasized pedagogical assignment to ensure children’s influence on their
everyday life in preschool, in terms of working methods and contents in
practice.
Young (2005) suggests that there might be much knowledge to be gained
for early years’ practices from arts therapists’ ways of working in responsive
improvisatory activities. One possible design for such a study would be to
mutually engage music pedagogues and music therapists in work in preschool settings as action research.
We also need more research into music in preschool from a social justice
approach, for example on how we might work, not only with age power
structures, but also with questions connected to gender and ethnicity in and
through music in an intersectional way.

Epilogue
At one occasion during my data generation, one of the pedagogues expressed
a desire to better manage to make visible what the children really meant by
the concept of ‘music’. I have been reflecting a lot on how to interpret this
utterance within the context of the specific preschool. During the years of
working with this thesis, I have thought about it as an articulation of her
conception of children as having some kind of innate knowledge or sense of
the essential phenomenon of music, or as an expression of a conception of
children as muse-ical beings.
From my point of view, the children could not have a concept of ‘music’
since they were not yet socialized into one. So, how could they then convey
any such concept? Maybe her utterance could be understood as mirroring her
view of children in such a way as described above. Yet, I could not stop
pondering it, asking myself if her utterance could be interpreted otherwise.
Now, being at the end of my work, I think about her statement rather differently. In the preschool context, which was characterized by a specific
propensity for experimentation and change, the utterance might (also) mean
that she was curious about how the children created meanings out of the
different activities that the pedagogues offered them. Her utterance could be
interpreted as an expression of her endeavour to grasp and make more visible the children’s interpretations of the music activities, and thus how they
made meaning of music in order to show what music meant from the per120

spective of these children in this context, in this specific moment. Thinking
like this mirrors these pedagogues’ important question that permeates the
music practice, a question that is also posed by Small in relation to music
performances: What is going on here?
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8. Sammanfattning

Denna avhandling består av tre studier (en licentiatuppsats och två artiklar),
vilka alla utforskar olika aspekter av samma musikpraktik i en alternativ
svensk förskola. Analysernas fokus ligger på hur en lokal ’musikdidaktisk
identitet’65 framförhandlas i ’förskole-musikämnet’ av 1-3 åriga barn och
deras musikpedagoger. Olika dimensioner i detta förhandlande undersöks
med hjälp av videoetnografi och mikroanalys, kritisk diskurspsykologi, samt
politisk-filosofisk teori som redskap.

Musik i förskolan
Tidigare forskning visar att musikämnet i förskolan oftast iscensätts i form
av samlingar där en pedagog leder barnen i reproducerandet av sånger.
Forskning visar också att barns delaktighet i förskolan generellt sett är liten
(Emilsson & Johansson, 2013), vilket också är fallet i musikaktiviteter
(Holmberg, 2014; Still, 2011). I linje med detta tar avhandlingen även sitt
avstamp i forskning om barns underordnade ställning i relation till vuxna, en
omständighet så normaliserad att den ofta tenderar att bli osynlig (Alanen,
1992, 2001, 2011). Mot denna bakgrund av barns obetydliga inflytande i
konventionellt iscensatta musikaktiviteter i förskolan är avhandlingens syfte
att utforska en alternativ musikpraktik för att undersöka hur andra konstruktioner av förskole-musikämnet möjligtvis kan bidra till barns delaktighet och
inflytande.
Avhandlingen bidrar till att fylla flera kunskapsluckor inom forskning om
musik på förskola. Enligt Young & Ilari (2012) saknas forskning om hur
antaganden om barndom och om musik medverkar till hur musikpraktiker
konstrueras, liksom studier som undersöker andra typer av musikverksamheter än de konventionella. Vidare saknas bredare angreppssätt där musikämnet i förskolan sätts in i ett större sammanhang (Young & Ilari, 2012),
inom vilket musikämnet kan ses som inlemmat i förhandlingar om meningsskapande och makt inom många av varandra beroende områden (Dyndahl &
65

Identitet ska här förstås ur ett poststrukturalistiskt perspektiv, som decentrerad och under
ständig omvandling, och inte som bestående av en inre kärna eller som fastlåst helhet.
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Ellefsen, 2009). Med inspiration från ’Cultural studies’ (Barker, 2000) ses
därför musikdidaktik i denna avhandling som kulturdidaktik (Dyndahl &
Ellefsen, 2009), och som sådan alltid innehållande värderingar och normer.
Forskning om musik och de yngsta barnen i förskolan (1-3 år) saknar till stor
del undersökningar gjorda med hjälp av diskursanalys eller politisk teori, och
det saknas också detaljerade interaktionsstudier av förskole-musikpraktiker
och de yngre ålderskategorierna i förskolan (Still, 2011). Sammantaget är
alltså avhandlingens bidrag både empiriskt och teoretiskt.

Avhandlingens frågeställningar
Det grundläggande teoretiska antagandet i denna avhandling är att undervisningsämnen är sociala, kulturella och historiska konstruktioner, och därmed
alltid innehållande specifika värden och normer. Detta antagande för med sig
att olika konstruktioner av ett undervisningsämne erbjuder olika möjligheter
för barn och pedagoger, till exempel när det gäller maktrelationer. Därför
förstås ’förskole-musikämnet’ här som inbäddat i diskursiva förhandlingar
inom en mängd områden av meningsskapande och makt (Dyndahl & Ellefsen, 2009).
Den övergripande ambitionen med avhandlingen är att bidra med perspektiv på hur ett förskole-musikämnes ’didaktiska identitet’ ständigt förhandlas i relation till ömsesidigt förbundna föreställningar om ’barnet’, musikbegreppet och pedagogrollen.
Mot bakgrund av barns brist på inflytande i konventionellt iscensatta musikaktiviteter i förskolan är det mer specifika syftet med avhandlingen att
utforska en alternativ musikpraktik för att undersöka barnens möjligheter till
delaktighet i denna specifika artikulation av förskole-musikämnet.
Syftet kan formuleras i tre forskningsfrågor:




Hur framförhandlas förskole-musikämnets ‘didaktiska identitet’ i
den specifika förskolan?
Hur konstrueras föreställningar om ’barnet’, musikbegreppet och
pedagogrollen i detta förhandlande av ett förskole-musikämnes ’didaktiska identitet’?
Vilka utmärkande drag i förskole-musikämnet i den specifika musikpraktiken får betydelse för barnens (möjliga) inflytande?

Teoretiskt och metodologiskt kan avhandlingen betraktas som flerdimensionell. I tre studier utforskas, analyseras och diskuteras hur en lokal musikdidaktisk identitet förhandlas, genom besvarandet av forskningsfrågor som
rör tre olika diskursiva nivåer, eller förhandlingsdimensioner: (i) mikro-
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nivån och face-to-face-interaktionen ’här och nu’; (ii) pedagogföreställningsnivån; och (iii) den politiska nivån/samhällsnivån.

Studie I
I den första studien (Studie I) undersöks hur musikpedagogerna och barnen
sam-konstruerar musikaktiviteterna genom användandet av semiotiska och
materiella resurser i förhandlingsdimensionen ’här och nu’. Avsikten med
detta är att kunna göra viktiga iakttagelser kring barnens initiativtaganden
utifrån de rumsliga, materiella och diskursiva resurser som praktiken erbjuder.
Studien är en videoetnografi skriven i monografiform och det empiriska
materialet genererades under cirka ett år och omfattar 24 timmar videofilm
(totalt 30 musicking-events), fältanteckningar, fotodokumentation och informella samtal med musikpedagogerna. Videomaterialet transkriberades
och analyserades i detalj med hjälp av mikroanalys inspirerad av konversationsanalys (Sacks, 1992). Studien är även inspirerad av lingvistisk antropologi, forskningsarbeten om estetiska processer (Duranti & Black, 2012;
Sawyer, 1997; 2003), samt av sociokulturella teorier (Lave, 1996; Rogoff,
1995; Wenger, 1998). Det övergripande musikbegreppet som används i studien är Christopher Small’s begrepp ’musicking’, dvs. musik som handling
och relation (Small, 1998).
Centrala forskningsfrågor för Studie I är:



Vilka initiativ tas av deltagarna?
Vilka resurser använder deltagarna för att bygga upp och upprätthålla
musikaktiviteten? (Diskursiva och materiella resurser.)
Hur positionerar barnen och musikpedagogerna sig själva och de
andra deltagarna?
Vilka möjligheter har barnen att på olika sätt medverka som deltagare
i uppbyggnaden av musikaktiviteterna?




Resultaten av studien presenteras i fyra kapitel under rubrikerna:





Rumsliga och temporala förutsättningar för improvisation;
Musikaktivitetens framförhandlande;
Kroppslig dialog med musikaliska element; och
Musicking-event som demokratiskt forum.

Studien visar att musikaktiviteterna sam-konstruerades av musikpedagogerna och barnen genom utpräglat improvisatorisk interaktion och barnen hade
stort inflytande på aktiviteterna. Barnens tillåtelse att röra sig fritt i rummet
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för att kunna ta i anspråk de ständigt tillgängliga musikinstrumenten och
sångböckerna (placerade i barnens höjd), utgjorde förutsättningar och viktiga
resurser för barnens möjligheter att ta initiativ genom kroppsliga handlingar.
På så sätt kompletterade dessa resurser barnens begränsade verbala tal. En
annan avgörande förutsättning för barnens möjlighet till deltagande i eventen
var musikpedagogernas respons eller ’uptake’ av deras ofta kroppsliga initiativ. Dessa initiativ besvarades inte bara verbalt utan också med hjälp av
andra kommunikativa resurser, såsom blickar, gester och kroppsliga handlingar. Barnen kunde också bestämma om, när och hur de ville delta i aktiviteterna och olika strategier för deltagande tilläts för att skapa musikalisk
mening i nuet (Holgersen, 2008), vilket medförde att sjungande, dansande,
musiklyssnande och spelande på instrument oftast ägde rum samtidigt.
Innehållet i musikaktiviteterna bestod av musiklyssning (där dans och rörelse var integrerade delar), musikdrama där sång och instrumentspel, lek
och ramsande samordnades med barnens rollekar. Vidare förekom instrument- och Ipad-utforskande, ljudexperimenterande och sång- och spelstunder. Musikaktiviteterna hade alltså olika karaktär, men ramarna var öppna
för nya idéer och projekt. I praktiken var de olika aktiviteterna ofta överlappande och en aktivitet kunde övergå i en annan, beroende på barnens och
pedagogernas initiativ. I dessa musicking-event var olika musikgenrer representerade – barnvisor, klassisk musik, jazz och populärmusik. Barnsångerna
omvandlades ofta av pedagogerna genom att texten ändrades till att passa
den pågående aktiviteten och barngruppens initiativ och interaktionen skedde ofta med hjälp av musiken, både genom improviserad text och genom
variation av dynamik och tempo, som förslag på hur musikstunden skulle
kunna utvecklas. På detta sätt, omförhandlades musikstundernas aktivitetsramar av deltagarna kontinuerligt (Goffman, 1959/2000; 1974). Genom att
lyfta enskilda barns initiativ och på så sätt göra dem synliga för de andra
barnen i gruppen fungerade musikpedagogerna som samordnare av barnens
handlingar. Andra barn kunde då bejaka och utveckla förslaget, eller föreslå
en helt annan aktivitet som ett alternativt sätt för händelsen att utvecklas. I
linje med detta hävdas i studien att det enskilda barnet och barngruppen inte
behöver ses som konkurrerande delar, men istället som förutsättningar och
resurser för varandra, då enskilda barn bidrog med inspiration och idéer på
hur stunden skulle kunna utvecklas, vilket gynnade gruppen som helhet.
Detta sätt att iscensätta musikstunder krävde särskilda pedagogiska strategier, och för att kunna fånga upp barnens initiativ i stunden, avstod pedagogerna från att ensamma driva händelserna framåt i sin position som vuxen
och använde ett väntande och lyssnande arbetssätt. Pedagogernas bejakande
av barnens initiativ medförde att ett musikbegrepp med porösa gränser sattes
i arbete, vilket stod öppet för andra handlingar än rent ’musikaliska’. Exempelvis tilläts ritande, rollek och konstruktion – sysselsättningar som införlivades i musikaktiviteterna. Vidare positionerade musikpedagogerna barnen
som legitima sångare och instrumentalister och inte som eventuellt blivande
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sådana, vilket liknar vad Small (1998) uttrycker som att allt musicerande är
allvarligt menat och således ’på riktigt’. Förutom resultaten som visar hur
barnens initiativ togs tillvara är ett viktigt bidrag i Studie I att där i detalj
visas hur musikaktiviteter utvecklas sekventiellt och tur-för-tur genom deltagarnas initiativ och ’uptake’, det vill säga hur musikämnet gemensamt framförhandlas ’här och nu’ i små, och många gånger subtila, handlingar.

Studie II
Studie II utgår från frågor som uppstod i arbetet med Studie I, särskilt frågor
som gällde varför musikpedagogerna utformade verksamheten på detta specifika sätt. Framför allt visade Studie I på en ovanlig iscensättning av förskole-musikämnet när det gällde barnens möjligheter att själva välja om, när
och hur de ville delta. Dessa omständigheter ledde till mitt undersökande av
vilka specifika föreställningar om ’barn’ och ’musik’ som var satta i arbete
vid formandet av praktiken, samt hur dessa föreställningar ömsesidigt kan
ses som sammankopplade med varandra.
Underliggande metodologiska antaganden i Studie II är att pedagogers
diskursiva föreställningar om kategorin ’barn’ har inverkan på vad som är
möjligt att tänka och säga om barn (Ericsson & Lindgren, 2012), en omständighet som är av betydelse i didaktiska situationer såsom musikaktiviteter.
Föreställningar materialiseras i praktiken på olika sätt; genom handling som
’förkroppsligade teorier’ om barns behov, lärande och utveckling, och synliga i det material som väljs för barns aktiviteter (Nordin-Hultman, 2004).
Föreställningar om barnet omsätts också i förskolors fysiska miljö i form av
inredning och möblering, planering av tid och i lokalernas indelning (Nordin-Hultman, 2004).
Genom en gruppintervju med fyra musikpedagoger, som arbetade eller
hade arbetat i förskolan, undersöks i Studie II hur pedagogers föreställningar
på olika sätt legitimerar barns deltagande i musikaktiviteter i förskola. Vidare diskuteras hur dessa föreställningar kan inverka på musikpedagogers
didaktiska beslut vad gäller hur musikaktiviteter bör utformas i relation till
dessa föreställningar om barn och musik. Studien syftar till att identifiera
och utforska för-givet-tagna idéer om barnet, om musik som fenomen och
undervisningsämne, i egenskap av de värden och normer som pedagogernas
tänkande och handlande baseras på.
De frågeställningar som tas upp i studien är:
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Vilka föreställningar om ’barnet’ presenteras i musikpedagogernas
tal?




Hur relaterar dessa föreställningar om barnet till föreställningar om
musik?
Vilka är de didaktiska konsekvenserna av dessa olika inbördes förbundna föreställningar när det gäller barns delaktighet i musikaktiviteter?

Gruppintervjun analyserades med hjälp av kritisk diskurspsykologi (Wetherell, 1998) och särskilt uppmärksammades pedagogernas användande av
olika tolkningsrepertoarer och deras positioneringar av barnet och med dessa
sammanlänkade föreställningar om musik. Analysen diskuterades i ett nästa
steg med hjälp av teoretiska verktyg i form av diskurser kring det ’socialt
konstruerade barnet’ (James, Jenks & Prout, 1998), samt teorier om musikämnet och olika musikbegrepp (Hanken & Johansen, 2011; Nielsen, 2010).
Med hjälp av de sistnämnda diskuterades både musikens funktion och ontologi.
Resultatet visar framför allt på diskursiva föreställningar om ett kompetent barn och fem mer specifika bilder av barnet kunde identifieras; ett musiskt barn, ett barn med rättigheter, ett ständigt lärande barn, ett barn oinskrivet i kultur, samt ett mer ömtåligt barn i behov av stöd. Bland dessa kategorier kan ’barnet med rättigheter’ ses omsluta de andra fyra, då de olika bilderna av barnet har olika slags rättigheter allt utifrån deras ontologiska drag.
Flera olika bilder av ’barnet’ kan alltså sägas samexistera i praktiken, och
dessa har också motsvarigheter i olika föreställningar om musik. Som ett
exempel kan ’det musiska barnet’ påstås längta efter musik som uttrycksmedel, medan ’det i kulturen oinskrivna barnet’ enligt kategorin bör erbjudas
holistiska möjligheter att musicera, där gränser mellan ämnen inte tvingas på
barnet. Ett gemensamt drag i alla föreställningarna om barnet är barnets rättighet att få delta kroppsligen och med fri rörlighet i rummet i musikaktiviteterna. Oavsett om musik ses som uttryck, lärande, utforskande eller kommunikation så har barnet rätt att bestämma över sin egen kropp. ’Barnet i behov
av stöd’ utgör här ett undantag, då det i viss mån behöver hjälp för att kunna
koncentrera sig, genom att få hjälp att disciplinera sin kropp och att sitta ner
och inte springa runt, vilket till viss del begränsar kroppsliga uttryck och
avgränsar musikämnet från andra ämnen och göranden. Studien belyser på
dessa sätt den icke-neutrala karaktären i ämnen som musik i förskola och
visar också att vissa föreställningar om barn begränsar eller ökar deras deltagande i barns dagliga aktiviteter, såsom musik på förskola.

Studie III
Studie III undersöker möjligheten att förstå konstruktionen av musikämnet i
den specifika förskolan som ett försök att skapa en arena för offentligt delta127

gande för de yngsta människorna i samhället med hjälp av musiken som
språk. Syftet med denna studie är därmed att undersöka den specifika musikpraktiken ur ett filosofiskt och politiskt perspektiv, eller mer specifikt; om
verksamheten bidrar till att skapa en offentlig sfär som den förstås i Hannah
Arendts (1958) metaforiska användning av begreppet och genom hennes
teori om den ’handlande’ människan. Ytterligare frågor som ställs i studien
är genom vilka medel detta i så fall uppnås och vilket innehåll som kan sägas
förhandlas inom en sådan sfär. Det empiriska materialet har här satts in i en
medborgarskapsdiskurs för att undersöka barns möjligheter att betraktas som
medborgare här och nu.
Studien bygger på det empiriska materialet och resultaten från såväl den
videoetnografiska studien och mikroanalyserna (Studie I), som gruppintervjun med musikpedagogerna på förskolan (Studie II).
Enligt Arendt (1958) kännetecknas ’det politiska’ av en särskild kvalitet i
interaktionen. ’Det politiska’ sker i mötet mellan människor, där varje individ blir till och får behålla sin ’annanhet’, det vill säga inte omedelbart positioneras som ’något’. Andra principer som kännetecknar kommunikationen i
en offentlig (politisk) sfär är mångfald och jämlikhet.
Den ursprungliga anledningen till att musik implementerades i den specifika förskolan var, enligt pedagogerna, att musik ansågs vara ett uttryckssätt
som låg nära barnen och som också kunde vara ett kompletterande kommunikationssätt då barnens verbala tal inte var så utvecklat ännu. Genom att på
detta sätt legitimera andra kommunikationssätt än verbala utmanade pedagogerna den hegemoniska synen på talat språk som överordnat andra uttryckssätt och ökade därmed barnens jämställdhet.
I Studie III står också verksamhetens förändring över tid i fokus. I gruppintervjun hade musikpedagogerna beskrivit hur de förändrade sitt arbetssätt
och iscensättningen av musikämnet över tid, och de beskrev också de didaktiska grunderna för denna omvandling. Från att musikaktiviteterna enbart ha
ägt rum i musikrummet, med nästan uteslutande musikrelaterat material,
förändrades verksamheten till att också erbjuda material som tillhörde andra
uttryckssätt. Dörren till musikrummet hölls också öppen. Barnen hade en
avgörande roll i denna utvecklingsprocess, eftersom förändringarna enligt
pedagogerna härrörde från barnens (kroppsliga) förslag, vilket kan tolkas
som att barnen gav förslag på vilka handlingar som ansågs önskvärda att
ingå i kategorin ’musikaktiviteter’.
Det visade sig också att något annat än enbart undervisning och lärande
av musik stod i centrum, då barnen och pedagogerna helt enkelt verkade
’vara tillsammans i musik’. Vad som pågick kan beskrivas som en stark betoning på deltagande i aktiviteterna, och pedagogerna tillämpade, som tidigare nämnts, en lyssnande och väntande hållning gentemot barnen. Analysen
visar att barnen och pedagogerna utforskade olika sätt att vara tillsammans
på i musik som kommunikativt medium och följaktligen utforskades själva
musikämnet samtidigt. Specifika drag i detta arbete var pedagogernas strä128

van att skapa förutsättningar för barnen att göra sina röster hörda och deras
försök att förhålla sig jämställda i relation till barnen. Ett annat drag var pedagogernas uppmuntran och främjande av mångfald genom att bekräfta och
tydliggöra det enskilda barnets initiativ och samordna detta med gruppens
göranden som helhet, utan att radera det personligt unika i initiativens karaktär. Studien hävdar att det sätt på vilket musikämnet konstrueras i denna
förskola skapar en offentlig sfär genom att pedagogerna bekräftar, utforskar
och i praktiken bejakar jämlikhet och mångfald – värderingar och principer
som enligt Arendt kännetecknar ’det politiska’. Genom att organisera tid,
material och lokaler för jämlikhet ökades möjligheterna för barnen att agera
som jämbördiga med vuxna och följaktligen utmanades åldersmaktsstrukturer. Barnens idéer fördes också vidare utanför förskolan genom musikpedagogernas föreläsningar i skilda kontexter, och barnen kunde därmed i förlängningen sägas påverka andra människors världsbilder, bland annat om var
gränser kan tänkas gå mellan ämnen och om vem som har rätt att bestämma
vad musik är eller kan bli på förskola. Studien hävdar därmed att barn, under
de beskrivna omständigheterna, kan ses som deltagare i en offentlig sfär och
som medborgare här och nu och inte i en avlägsen framtid som vuxna.

Sammanfattande diskussion
Avhandlingen tydliggör, med sitt flerdimensionella angreppssätt, att flera
områden ingick i förhandlingarna av en musikdidaktisk identitet. Såväl olika
diskurser kring begreppet ’musik’, som diskurser kring barn och relationen
barn/vuxna ifrågasattes och omförhandlades över tid i förskolans musikpraktik. Vad som räknas som musik, var gränser går mellan olika ämnen, vad
som kategoriseras som barnmusik, hur barn lär och hur lärandesituationer
bör organiseras var områden som utmanades och omförhandlades. Avhandlingen visar också hur diskursiva föreställningar om barnet, musik och pedagogens roll och funktion är ömsesidigt kopplade till varandra.
Det musikämne som förhandlades fram genomsyrades av demokratiska
principer och en informell karaktär på aktiviteterna, vilka också kan betecknas som ’slow musicking’ då de inte var tidsbegränsade i någon större utsträckning. Ett annat viktigt resultat var pedagogernas olika förhållningssätt
till musikämnet som mono-, inter-, och transdisciplinärt ämne i olika dimensioner av arbetet, såsom positionering av ämnet gentemot andra förskole-ämnen, planering och organisering av arbetet, samt i musicerandet
med barnen ’här och nu’. En princip av ’samtidighet’ kunde skönjas i verksamheten, det vill säga, många olika ingångar till ämnet erkändes. Denna
princip gällde också ett accepterande både av mer reproducerande arbetssätt
(sjungande av barnsånger, om än i andra former än de konventionella) och
experimenterande och improvisatoriska arbetssätt. Samtidigheten var också
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tydlig i accepterandet av barnens kombinerande av sjungande, byggande,
lekande och spelande, vilket sammanfaller med empirisk forskning som förespråkar multimodala och transdisciplinära iscensättningar av musikämnet
för de yngsta barnen (Young, 2005).
Förskolan kan också som helhet betecknas vara genomsyrad av en strävan
efter att prova nya sätt att göra musik, vilket uppvisar drag av vad Moss
(2009) kallar democratic experimentalism, det vill säga en institution där
plats, tid och förutsättningar ges för just ett experimenterande kring andra
sätt att göra förskola på än de gängse. Denna experimenterande och improvisatoriska princip återfanns i alla de förhandlingsdimensioner som undersöktes.
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Appendix A: Informed consent form for group
interview with music pedagogues

Till deltagarna i fokusgruppsintervju
Under mitt arbete med min licentiatuppsats Musicking - Kreativ improvisation i
förskolan hade jag förmånen att under perioder vistas vid förskolan X X där du
arbetar eller arbetade som musikpedagog. Då jag nu fått möjligheten att fort-sätta
mitt arbete som doktorand önskar jag komplettera detta tidigare material med en
fokusgruppsintervju med de musikpedagoger som under min fältstudie arbetade på
förskolan.
För att jag ska ha möjlighet att analysera materialet från intervjun ber jag härmed om
ditt tillstånd att filma intervjun. Deltagandet i den gemensamma intervjun är helt
frivilligt och du kan när som helst avbryta din medverkan utan att ange någon orsak.
Resultatet från fokusgruppsintervjun kommer i den färdiga avhandlingen att redovisas på ett sådant sätt att du inte kan identifieras.

Maria Wassrin
Jag har tagit del av informationen ovan och samtycker till att videofilmas under fokusgruppsintervjun:
Datum:………………………………………………………….
Pedagogens namn:……………………………………………..

Doktorand Maria Wassrin
Centrum för de humanistiska ämnenas didaktik, ERG
Stockholms Universitet
Besöksadress: Frescati backe 19, rum 205
106 91 Stockholm
tel kontor +46(0)8-674 77 81
mobil 073 647 10 43
email adress: maria.wassrin@cehum.su.se
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Samtyckesblankett
Jag har också tagit del av informationen att deltagandet i fokusgruppsintervjun är frivilligt och att jag kan avbryta när som helst utan att
ange någon orsak.
Härmed ger jag mitt samtycke till att bli intervjuad och att intervjun
filmas.

Denna överenskommelse har upprättats i
två likalydande exemplar, varav parterna
har tagit varsitt.
Underskrift av respondenten

Underskrift av doktoranden

_________________________________
Ort, datum

________________________________
Ort, datum

_________________________________
Underskrift

________________________________
Underskrift

_________________________________
Namnförtydligande

________________________________
Namnförtydligande

_________________________________
Telefonnummer

________________________________
Telefonnummer
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