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The embedding of informal practices in music education in school relates to significant
issues concerning students’ engagement, participation, inclusion and the role of the teacher.
This article addresses these issues by presenting and discussing current music education
in compulsory comprehensive schooling in Sweden. It does so by drawing upon music
pedagogical research, music education studies conducted during the last 10 years and
national evaluations. Examples of practice from upper secondary schools are also used to
clarify and illustrate the issues under consideration. It has been said that Swedish music
education has gone from ‘School Music’ to ‘Music in School’. This development has been
characterised by greater influence of students on curriculum content resulting in increased
use of popular music, and, consequently, teaching strategies acquired from informal music
playing contexts. The curriculum states that the core of the subject is practical music
playing, through which personal development can occur — both musically and socially.
Music education in several other countries is developing a more practical approach, and
the role of popular music in schools, and what is sometimes called informal learning,
is featured in international music pedagogy debates. This article considers the musical,
pedagogical and democratic consequences of this pedagogy from a Swedish perspective.
As a result of a sharp focus on personal social development and individual students’ musical
interests, music education in Sweden has become relatively limited in terms of repertoire,
content and teaching methods. Recent evaluations and studies also demonstrate that music
education lacks direction, and is short of creative engagement with music. The role of the
teacher is unclear and sometimes lacks validity in a practical music education situation.
Viewed from an international perspective, the kind of music education that has developed
in Sweden is unique. Thus, when the possibilities and limitations of music education in
Sweden are discussed, it has the potential to be of interest to international music education
research.

Introduction

In a number of countries there has been a trend over the last 10 years to develop pedagogical
strategies for the classroom informed by musical learning and engagement in informal
contexts usually beyond the school. Informal pedagogical strategies have been regarded
as a tool for students’ increased motivation, participation and inclusion with music in
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schools. However, experiences from music education in Sweden, stretching back over a
considerable number of years, suggests caution in making such assumptions.

One objective with an informal pedagogical approach is to emphasise the individual
student’s personal experiences and his/her freedom to choose. Although Swedish music
teachers’ general intention is to take account of the students’ ‘own’ music, studies have
shown that this purpose is not fulfilled since not all students’ musical life worlds are
represented. Swedish students generally enjoy music in schools, but at the same time they
find the subject to be old-fashioned and lacking in range of genres (Skolverket [Swedish
National Agency for Education] 2004a, 2004b). Accordingly, not all students feel their
musical preferences are included in music education.

Studies concerning music education in Sweden also reveal that there is a focus on
musical activities, skills and reproduction, rather than on the development of artistic
and creative competencies by means of activities such as composition and improvisation
(Georgii-Hemming, 2005; Georgii-Hemming & Westvall, 2010).

In addition, recent studies demonstrate that music teaching often lacks direction
(Georgii-Hemming, 2005; Georgii-Hemming & Westvall, 2010). It could be debated
whether this is due to a sharp focus on individual students’ interests and personal
development, supplemented with an openly formulated curriculum. This raises questions
concerning the role of the teacher in learning processes.

Although educational researchers and national evaluators of education agree that
a variety of students’ personal experiences should be included in the school context,
questions are raised concerning whether music education has become too limited in
relation to repertoire, content and teaching methods. For that reason, the main issue in the
ongoing debate on a national level is whether the objectives of participation, inclusion and
democratic values are achieved through the current Swedish approach to music education
(Georgii-Hemming & Westvall, 2010).

Music education in Sweden: A brief history

Over the past 40 years the music curriculum in Sweden has undergone major changes.
These have been described as a transition from ‘School Music’ to ‘Music in School’
(Stalhammar, 1995). This transition represents a shift from music as being a distinctive
school subject towards a subject with a significant inclusion of students’ own musical
experiences and preferences from outside of school. The shift does not exclusively concern
music education, as there is an increased emphasis on democratic values and students’
participation in the general curriculum.

Music as a school subject achieved its subject status in 1955. Prior to this the subject
was called singing. Singing was dominated by hymns and aimed at strengthening church
singing, morale and national identity (Stalhammar, 1995; Sandberg, 2006). In the 1960s,
a 9-year compulsory comprehensive school education was introduced for all children.
Previously, in the 1946 School Commission’s report (SOU, 1948:27), which laid the
foundations for this reform, the role of education to support democratic values was
emphasised. Advocating a progressive interpretation of ‘citizenship education’, it was said
that school had to pay attention to children’s participation and inclusion. At the same time
the School Commission claimed that democratic teaching should have an objective and

22

https://doi.org/10.1017/50265051709990179 Published online by Cambridge University Press


https://doi.org/10.1017/S0265051709990179

Music education — a personal matter?

scientific basis. Therefore the primary purpose of music education according to the first
curriculum was on aesthetic education with a starting point in Western Classical music.
The subject focused on sight-reading music, singing in harmony and knowledge of Western
music history (Lgr 62; Stalhammar, 1995).

As a result of the emergence of popular music and youth culture during the 1960s
the curriculum was revised in 1969. The new curriculum took the first step away from
‘traditional” music education and music teachers were encouraged to use ‘teenage music’
(Lgr 69; Sandberg, 2006). The repertoire was further widened in the subsequent national
curriculum (Lgr 80). This curriculum was designed around three main themes; To play
together, To create music, and Music in society and the world. The latest curriculum was
introduced in 1994 and revised in 2000 (Lpo 94; Kursplan, 2000). In this curriculum, music
as a means of creating identity and for personal development is emphasised, and the core
of the subject is defined as the act of playing together.

Since the 1990s, a decentralised education system has been introduced. This means
that teachers can teach in a variety of ways based on centrally defined criteria. Thus,
there can be a great deal of variation in music education between schools, resulting from
resources in individual schools, individual teachers’ knowledge or prioritisations (Forsberg,
2000; Englund, 2005).

Music education in Sweden today - content and design of lessons

Large group singing and playing in pop- and rock bands dominate Swedish music education
according to both research studies (Georgii-Hemming, 2005) and the national evaluation
from 2003 (Skolverket, 2004a, 2004b, 2005). The musical material is derived from pop and
rock genres and teachers are striving for as much authenticity as possible in their teaching.
One can never escape the fact that a school is an institution with some, more or less,
defined frameworks and conditions. Despite this, it appears that music teachers in Sweden
are striving for an experience of music and playing music which is as close to the musical
practice outside of school as possible.

Usually, the students are relatively free to choose which songs they wish to play and
with what students to play or ‘form a band’. The process resembles as far as possible
the methods of pop- and rock bands; basically listen, test and play. Students have the
opportunity to make their own musical decisions, cooperate with one another and the
music learning is mainly peer-directed. Singing and playing can be said to be the content,
the method as well as the objectives (Lilliestam, 1995, 2001; Georgii-Hemming, 2005).

The teaching reflects the aims of the curriculum, which emphasises practical skills,
singing and playing (Kursplan, 2000). The importance of teaching and learning being
rooted in the individual student’s needs and motivation is reinforced in openly formulated
documents that do not regulate teaching strategies and curriculum content in detail. The
idea is that the teacher should, together with students and according to local conditions,
plan and implement the teaching and learning that goes on in the classroom. Recent
research studies reveal that implementation of music education varies greatly between
individual schools. Furthermore, there are few music teachers that use the texts available
in different guidance documents, which are the starting point for teaching. Instead, they
design ‘their own curriculum’ based upon openness towards students’ leisure music and the
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individual competencies of the teachers (Ericsson, 2001; Skolverket, 2007, p. 34; Georgii-
Hemming & Westvall, 2010).

Music education in Sweden today - music teachers’ goals and ambitions

When music teachers are asked what their teaching should give to the student, ideas
of personal and social development dominate, rather than musical communication and
experience. The teachers want musically engaged students who extend this interest beyond
the scope of an educational institution and apply it for individual or cultural needs
(Skolverket, 2004a, 2004b; Georgii-Hemming, 2005, 2006). The function and use of music
is playing, a skilled process with its foundation built upon practice (Varkay, 2001; Elliott,
2005).

Music as a phenomenon is not focused on, and music is certainly not seen as an
autonomous object. However, the meaning of music is perceived as a unique source for
personal and social development. Therefore every student must be respected, learn to
cooperate, be given opportunities to find their identity and become a fulfilled human being
with self-confidence. They must also be made aware of — and take responsibility for — what
he or she learns, discover their own abilities and the potential value of aesthetic knowledge.
Music is the uniting link between these ambitions. Music and human experiences belong
together; through positive musical experiences human beings can feel joy and solidarity,
develop self-esteem and discover that different forms of knowledge have a value (Georgii-
Hemming, 2005; Skolverket, 2007).

Music education in Sweden today — what is not being prioritised?

It appears that singing and playing mainly pop- and rock music dominates music teaching
in Sweden. Western Classical music, jazz, folk music or music from other cultures is only
marginally integrated into the teaching. The selections of styles within pop- and rock genres
are also limited.

Popular music is today a large and global musical field that can contain both old and
new music, from traditional bands to music produced through different types of digital
technology. Regardless of whether students or teachers choose the repertoire, it often
involves music that students know well. Despite the intentions of the curriculum, few
teachers actively work towards teaching in a way that reflects several cultural and musical
fields — irrespective of whether they work in a school in a larger or smaller city or in
a school with or without ethnic diversity (Kursplan, 2000). A new form of school music
based on easy-to-play pop- and rock songs seems to have emerged. This includes both
current hits (e.g. I'm Yours with Jason Mraz), traditional songs (e.g. Tom Dooley) and
also songs by groups such as Creedence Clearwater Revival, Kiss and Oasis (Karlsson &
Karlsson, 2009).

Even though some music teachers utilise computers in their classes (e.g. sequencer
programmes) and allow students to mix music or work with D) equipment, these instances
are mainly an exception. Particular teaching strategies for creating music with the help of
digital media are rare, as are discussions about the role of music in advertisements, films,
dance and movement. Activities where music listening is the focus are also scarce.
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Creative work involving music is emphasised in the compulsory comprehensive school
curriculum (Kursplan, 2000). One can of course argue that playing covers based on existing
music is a creative process, but the artistic aspects of music in terms of creating new music,
using sounds for interpretation, composing or improvising have had little impact on the
teaching (Thavenius, 2002; Skolverket, 2007). Teachers inform students of opportunities to
create their own music and the teaching schedules are flexible enough to allow sufficient
time for this. However, few students actually embrace this offer and few teachers apply it.
Creating is not a central goal (Georgii-Hemming, 2005, 2006).

Thus, repertoire, content and teaching methods are relatively limited. Reasons given
by music teachers for why creating music does not occur include that groups are too
large, a lack of time, space, instruments and, chiefly, a lack of computers. Teachers also
argue that it is a matter of prioritisation (Skolverket, 2007). These perceived barriers often
do not exist in upper secondary school (for students aged 16-19), but studies suggest
that lessons are still similar to those of compulsory comprehensive schools (for students
aged 7-16). However, the reasons given for why there is often a lack of the inclusion of
music from various cultures and music listening are expressed differently. It seems that
the primary goal is for every student to be offered the opportunity to discover his/her own
musical preferences rather than widening their knowledge about different forms of music
and different ways of engaging with music. Teachers speak of music lessons as the students’
‘breathing space’ in the everyday school environment. The central aspect expressed is that
students should be able to experience joy and comfort, that they are shown respect and will
be given opportunities to succeed in their attempts. Positive experiences in a comfortable
environment are therefore seen as more important than encouraging students to play music
from other cultures or to compose their own music (Georgii-Hemming, 2005, 2006).

General principles behind the implementation of informal
music pedagogy

The motives for implementing informal pedagogy in schools often stem from a desire
to compensate for limitations in the content or methodology of the formal curriculum
(Jeffs & Smith, 1990). Furthermore, informal music pedagogy may be a way to address
some students’ lack of engagement with music education in schools.

The idea is that through informal music pedagogy, students will be empowered to
influence and control the content, as well as the pace, of their own learning. The students
choose the music they want to practise and perform, and it is learnt by listening and aural
copying rather than from notation. This form of education takes place through self-directed
learning, peer-directed learning and group learning, yet with moderate involvement from
the teacher. This is considered to provide the students with a sense of recognition and
a greater ownership of their learning experiences. The expectation is also that students
gradually will become aware of other music genres outside their own experience. Therefore,
informal education aims to offer students opportunities to try out new things, take risks and
extend their experiences (Green, 2008).

So far, these objectives mainly concern what is happening in the schools. In the
general debate concerning informal learning practices, there are, however, also issues and
objectives discussed which go beyond school (Green, 2008). This has also been discussed
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by Wright (2008), who — with reference to Freire (1972) and Folkestad (2006) — argues
that through drawing on informal learning and inclusion in music pedagogy, students will
have the potential to develop social consciousness. In line with the principles mentioned
above, informal music pedagogy has a broader range and scope which stretches further
than the classroom situation. It intends to provide students with opportunities to participate
in their societies as active citizens, both on a musical and more general level. This is
a part of students’ life-long learning processes, including a preparation for democratic
decision-making. It emphasises the importance of recognising other people’s views and
opinions respectfully, and equally to be treated with respect from others. If informal music
pedagogy in practice will facilitate these aspirations, students have the potential to benefit
from personal, musical as well as social development within the frames of compulsory
music education.

Opportunities and issues with individualised and informal
music pedagogy

There are significant issues relating to the inclusion of informal practices in school.
Experiences from music education in Sweden today raise questions regarding the process
of learning, the roles and functions of music and education, as well as the role and function
of the teacher in the students’ learning processes.

The thoughts and reflections that are currently arising in music education in Sweden
can be described as originating from an ambition to acknowledge students” musical interests
and experiences. What are the musical, pedagogical and democratic consequences of this?
Who and what are included in the reality of this pedagogy? Is this music pedagogical
strategy leading to participation, inclusion and emancipation?

Opinions among music pedagogues and music researchers are many and varied, but
no one argues that schools ought to re-introduce a curriculum which is entirely teacher-
directed or excludes popular culture. Rather, questions arise concerning whether education
has become too individualised and informal, and — if this is the case — whether there may
be a more useful balance between the informal and formal learning situation; between the
everyday and the unfamiliar. Can there be a teaching context that can include children’s and
young people’s life worlds as well as widen them, without becoming normative? (Zackari
& Modigh, 2000; Boman, 2002).

Music education in school and students’ motivation

A highly legitimate motive stated for the use of informal teaching strategies is to increase
students” engagement with and motivation for music education in school (Green, 2002,
2008; Folkestad, 2006).

The image of Swedish students’ motivation that has emerged through the national
evaluation and previous research is partly contradictory. Students enjoy the music subject
and appreciate being able to play music in groups (Skolverket, 2004b). Music curricula
have increasingly become characterised by current music culture, and — at least parts
of — popular music are being integrated into the subject (see above, Karlsson & Karlsson,
2009). Despite this, it appears that students experience the subject as old-fashioned and
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that it lacks breadth of genres (Skolverket, 2004a). Variations between different schools are
large, but it can equally be assumed that variations within the subject in a school are small
(Skolverket, 2004b).

The role of the teacher in individualised and informal (music) pedagogy

Connecting with students’ experiences is a difficult task in a time of a multitude of norms,
values, symbolic codes, and cultural and social backgrounds. Variations become endless
(Giddens, 1991). Many argue that in order to facilitate students’ personal development
as individuals and nurture them towards responsible citizenship, which are the main
aims of schools, supervised and individualised pedagogy appears to be the only solution.
Individualisation in terms of individual projects has had a major impact on schools in
general. This demands that teachers possess a wide range of knowledge in order for the
supervision of projects to be adequate. If there is a lack of knowledge and competence,
students risk being left to their own perceptions and experiences (Madsén, 2002).

Madsén (2002) argues that the ideas of ‘teachers as supervisors’ and students as seekers
out of knowledge, leads to teachers simply becoming ‘administrators’ of students” work.
Teaching is not simply about the transmission of information, but also about individuals
actively constructing ideas of the world through interaction between the known and the
unknown. In order to create new knowledge, an active dialogue — between teacher
and student, between student and student — based upon awareness and understanding
is required. Teachers must therefore be able to comprehend students’ experiences,
understanding and thinking in order deliberately to be able to challenge it (Madsén, 2002).

Sociologist and youth researcher, Ove Sernhede (2006) also argues that the necessary
abstraction- and reflection processes of knowledge development are being made more
complicated if boundaries between school and everyday life become too blurred. Instead,
he states that school must be allowed to become a designated space for learning, if it
is to be a place where young people feel that their realities are being taken seriously.
School must be an arena for vital discussions concerning life where students, teachers
and experienced adults meet, discuss and challenge preconceived beliefs, opinions and
prejudices. The teacher’s task is to make the classroom a platform for democratic discussion
and equal participation and to ensure that everyone’s voice will be heard, considered and
recognised.

In a recently conducted study of student music teachers’ perceptions of their ongoing
teacher education (Georgii-Hemming & Westvall, 2010), some criticism emerged of music
education in compulsory comprehensive school. Student teachers who participated in
the study had, at the time of data collection, undertaken placements in schools on six
occasions. As a result of these experiences, student teachers argued that music education
in school lacked progression of knowledge. Perceptions of the student teachers were
that teachers ‘plodded along’ without awareness of goals and without considering the
curriculum. Instead, what actually happened during the lessons appeared to be influenced
by what the teachers ‘had always done” and by spontaneous conversations with students
(Georgii-Hemming & Westvall, 2010).

The opinions that music lessons were characterised by temporary solutions and
improvised discussions, influenced by makeshift trends and a kind of ‘what shall we do
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today?” methodology, have been confirmed in the results from the national evaluation. The
evaluation stated that teaching tended to be short-term in character, as well as unplanned
and populist (Skolverket, 2004).

As discussed earlier, the curriculum for music education is open as well as non-linear
in character. Goals related to social and personal development are emphasised ahead of
musical knowledge. This makes local variations possible, which is also one of the aims with
the decentralised education system. This article does not allow sufficient space to discuss
political and ideological reasons behind this development. However, it is impossible to
completely ignore the fact that the character of music is situated and that every educational
situation is unique. The scope for local influence and variation can be viewed as positive
in a school where the music subject has strong traditions, is a part of the local identity
and is an appreciated and integrated part of a wider context (Ericsson, 2002). The fact that
teachers and students can select working methods and educational content according to
their own situation can increase general satisfaction.

A counter-argument to the above is that development of musical knowledge and skills
demands repetition, continuity and practice aligned with a deliberately well-structured
material that gradually increases in complexity. An open and non-linear curriculum
also results in difficulties with grading and issues with creating a nationally comparable
education, which complicates student mobility. A student who wants or has to change
school should be able to recognise teaching methods and content, as well as have relevant
knowledge in order to participate in the activities (Skolverket, 2007).

Participation and inclusion

Teaching methods, activities and educational strategies that belong to ideas of informal
learning are not only aimed at connecting with students’ experiences in everyday life.
Participation and inclusion - in and beyond school - are important goals with informal
learning (Green, 2008; Wright, 2008).

Previous cultural hierarchies between ‘high” and ‘low’ have, if not entirely dissolved,
at least adopted a different shape (Sernhede, 2006). Many music teachers in Sweden
are connecting with students’ music preferences, leisure-related knowledge and interests
(Stalhammar, 2006; Bergman, 2009). The problem is that this mainly appears to benefit
those students who play instruments during leisure-time (Skolverket, 2004a, 2004b). The
national evaluation has not investigated the instruments, genres or experiential contexts to
which this applies. However, experiences from pop- and rock bands were partly useful in
school, whereas skills in creating music with the aid of computers or mixing music were
not at all reflected in the grading. The national evaluation also stressed that the majority
of those who missed computers for music-making were boys from an ethnic background
(Skolverket, 2004b).

Thus, an ambition to connect with students is not inclusive of all groups of students
(Stalhammar, 2006). These issues have ethnic as well as socio-economic dimensions
(Lundberg et al., 2003).

This problematic situation is being confirmed, complicated and amplified in a recent
thesis within musicology (Bergman, 2009). In this ethnographic study, a group of youths
were studied both in school and during leisure from 2002 to 2005, as they attended
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the Swedish school years 7-9 (aged approximately 13-15). During this period music
lessons occurred in uniform gender groups and were based on students forming bands
and rehearsing songs. Experiences from informal contexts, e.g. playing in bands, were
thus nurtured. However, it is problematic that these experiences were considerably higher
valued than skills to play an instrument which did not belong to a traditional rock band
setup, e.g. saxophone or violin.

The music teacher in the study aimed toward working in accordance with informal
strategies and to connect with student interests. This strategy led to vaguely structured
lessons designed by questions along the lines of ‘who wants. . .2’ or ‘what do you want. . .?".
The result was that dominant students controlled content and design, and they also had
the courage to try out different instruments. Quiet students, on the other hand, remained
quiet, and those who did not have experience of playing an instrument did not dare to try
either. Differences and problems also increased as the years went on.

In addition to ethnic, socio-economic and social issues, the study also highlights
gender-related problems. According to Bergman (2009), boys who did not play electric
guitar, bass or drums lost interest and started skipping classes during the last year. The
uniform gender groups led to the girls developing a traditionally feminine position during
the classes. Although they had a ‘go and get it’-kind of attitude in other mixed gender
groups in school, they appeared insecure with low self-esteem during the music lessons.

A critical reflection of whom and what is included should contain topics that
encompass students with, as well as without, a personal interest in music. It is not
necessarily a positive thing that students with a personal engagement in music have their
experiences included in the lessons. Music can represent and give rise to identities (Bennett,
2000; Frith, 2002) as well as be a way to explore and visualise life experiences (Ruud,
1996). Music has a strong connection with independence and personal integrity (Ericsson
2002; Stalhammar, 2006). For those young people where certain music is an important and
active part of these processes, a teaching strategy connecting closely to students can turn
students’ private projects into school projects. What was previously private, and perhaps
also secluded, could instead become valued as a public qualification (Skolverket, 2004b).

Future music education

Emancipation and multiculture

So far, this article has highlighted the conception that informal and individualised strategies
do not necessarily result in motivation, participation and inclusion. Music educational
issues, closely related to the knowledge development and content of the subject, have
concerned misgivings about progression and the concern that areas of music creativity,
composition and music listening are not highly prioritised in music education in Sweden.

We have also stressed the fact that decentralisation and an increase in individualisation
have resulted in large differences between schools. As a result of a sharp focus on individual
students’ interests and an openly formulated curriculum — where (music) education is given
opportunities to be situated; the context and traditions of the individual school combined
with the participants’ experiences — it is possible to speak of music education in Sweden
in terms of local cultures.
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Sernhede (2006) draws a parallel between this development trend and a general
increase in ideas of distinctiveness, as well as what is sometimes referred to as ‘tribalisation’
(Maffesoli, 1988), which can lead to problems like marginalisation and class segregation.
Sernhede argues that it is unfortunate if schools are contributing to a strengthening of these
segregating tendencies.

Furthermore, this relates to considerations of the democratic task of schools to develop
tolerance and understanding between geographic, ethnic, social and musical cultures; to
facilitate meetings between people of different generations, gender and who have different
interests. Young people in today’s society neither adopt nor grow unreflecting into their
parents’ life choices, cultures or a particular traditional canon. Meaning and goals must
be created and reconstructed by the individual (Sernhede, 2006). If schools succeed in
their democratic task they will not only develop responsible, aware and unprejudiced
citizens; students will also be able to find alternative and multiple identities, life worlds and
choices — which are referred to as emancipation in critical pedagogy (cf. Freire, 1972;
Wright, 2008).

Problems surrounding an individually or locally rooted music education connect to the
relationship between the local, the global and media’s functions in these processes. Media
is an important inspiration in young people’s identity construction. Media ‘teaches’ people
what values are considered to be important, what lifestyles are possible and desirable. It
is sometimes said that young people live in a global music culture, where through media
they both encounter and can ‘conquer’ different genres and cultures (Skolverket, 2004b).

Even though we in this context cannot further examine this complex issue, it is
necessary to stress that the cultural multitude and its role models, through globalisation,
has actually decreased (Giddens, 1990, 1991; Bauman, 2000, 2001; Lundberg et al.,
2003; Smiers, 2003). It is therefore necessary for schools and teacher education to develop
a professional awareness concerning issues related to the role that media plays in young
people’s lives. Undoubtedly, music education needs to address and include popular culture,
but it should also contain a critical and sound discussion concerning popular culture and
media. In that way, music learning has the potential to contribute to a thriving multitude
and will encourage solidarity, acceptance and awareness within the frame of compulsory
music education (Georgii-Hemming & Westvall, 2010).

Undoubtedly, school is a part of the society, as is popular culture. Consequently,
schools need to strive towards an understanding of this culture. Students also need to be
able to have their own experiences of music — physically, intellectually and emotionally —
and be given opportunities to understand cultural processes and structures in society, as
well as in educational settings (Ruud, 1997). Thus, a central issue is what functions and
roles music education as part of compulsory school will and can have in the future.

It may not be productive any more to strive for schools to become more informal
and further approach students’ everyday lives (Sernhede, 2006). Personal development
and construction of meaning both occur through encounters between the known and
the unknown (Gadamer, 1960; Ziehe, 1993). Sernhede argues that young people lack
confidence in the current school system. Not because of too much alienation, but
because schools ‘let them do whatever they want’' (Sernhede, 2006, p. 15). Instead
of deliberately structured and formalised learning, large parts of music education are
currently characterised by informal pedagogical strategies. The original development that
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has influenced current Swedish education had democratic ambitions, but Sernhede argues
that the resulting practices today do not lead to liberation and emancipation. In order
to contribute to young people’s identity work, opportunity to construct coherence and
meaning, schools need to represent a meeting place where questions can be asked from
different perspectives (2006).

Conclusion

Music is a personal matter in the sense that music is created, perceived and experienced
by humans. In schools, there are students with many and various, as well as few, musical
experiences. Students have stronger and weaker personal relationships with music, in
many different respects. Professional music educators can and must respect, understand
and relate to this. Teachers have an ethical, moral and democratic responsibility to help
students to construct meaning and develop their social and cultural foundations so they
will be prepared to meet, understand and collaborate with other people from a multitude
of cultures in the widest sense. If responsibility for music education content and activities
is left completely to students, we risk failing students, music and the meaning that music
can have for people.

Informal pedagogy can be ‘a way ahead’ for music education. However, informal
learning in schools is a part of formal education and must therefore be supplemented and
supported by formal learning. Schools are, and should be, an active arena for democratic
processes in the widest sense. For music educators it is an important challenge to reach
out and include students in active musicianship within the frames of compulsory music
education. Functions and uses of music should no longer mean simply a socialisation into a
dominant culture — either lofty or everyday — but should instead contain a dialogue, and an
exchange organised, initiated and guided by the teacher. This dialogue between different
experiences should be respectful, critical, playful, musical and educational; where musical
creativity in different forms could contribute to the development of individuals as well as
the development of society. Music education could be an exciting encounter between the
familiar and the unfamiliar, between the individual and the collective, and an opportunity
for the local and the global to meet. Music education is both a personal as well as a
collective matter.
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