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This study examines the information practices of
folk music students in Swedish higher education
through qualitative interviews with 5 students from 4
artistic folk music programmes in Malmo, Gothen-
burg and Stockholm. An abductive, theoretically-
sensitised analysis of the interview data was made,
with coding drawing on a practice theoretical
“toolbox” (Nicolini, 2012), including attention to
Lloyd’s (2010) modalities of information as well as
themes found in the empirical material. The study
shows that participants' information practices are
oriented towards five distinct focuses: information
for repertoire building, information for historical and
socio-cultural understanding, information for tech-
nical development and understanding, information
for creativity, and practical information. Further, it
shows that the students engage with information in
epistemic, social and corporeal modalities, with the
two latter, and especially corporeal modalities being
central to the ways in which the participants access,
process, conceive of and value information.
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1 Introduction

This thesis explores the ways in which folk music students in Sweden interact
with information. While university students are a widely studied user group in
Library and Information Science (LIS), the informational requirements of folk
music education diverge in significant ways from dominant conceptualisations
of information use in higher education. LIS research on interactions with infor-
mation within higher education has traditionally focused on the identification,
location, and use of text-based documents. Music information, by contrast, is
inherently multimodal, encompassing forms such as recorded sound, notated
scores, and descriptive texts, each of which resists full translation into the other
modalities (Rousi et al., 2018). Furthermore, music education differs from most
higher education programmes in its emphasis on developing embodied forms
of knowledge, including technical skills such as finger placement, and socially-
based skills, such as ensemble playing, which remain underexplored in many
accounts of student information use.

While multimodality and an inclusion of social and embodied knowledge char-
acterise musical education more broadly, folk music education introduces an
additional dimension that is significant from a LIS perspective. It brings into
the university a musical tradition with a long history that in some interpreta-
tions and manifestations exists in tension with the socio-cultural and informa-
tional structures of formal higher education (see Weissenberger, 2015b). As
one participant in this study reflects:

[Folk music is] music that ordinary people have practiced throughout
all times. Not something that the higher social classes have practiced,
but rather everyday music, work music, functional music [...] which I
now practice in a way that might be quite different from how it was
originally practiced [...] in an institution that is perhaps a bit more [of
a] refined setting. (Patricipant 5)

This threefold informational complexity - multimodality, embodiment, and cul-
tural-institutional tensions - makes the information practices of folk music stu-
dents a valuable site of study. It is a topic which can expand, nuance, and even
challenge existing scholarly understandings of student information practices, as
well as contribute to the fairly limited field of research into the role of infor-
mation in musical learning and creation.

Within this context, this study uses semi-structured interviews with five folk
music students in Sweden to produce an account of the information practices
that support their education. This involves developing an understanding of the
ways in which the students engage with, access, produce, share and value in-
formation, as well as of the ways in which these practices are intertwined with
and shaped by different material and social contexts. Attention is also paid to
how information practices vary across different educational tasks and learning
aims, and to the different uses and values that the students assign to different
information sources, forms and practices. In this way, the study begins to
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closely map the specific ways in which information contributes to (folk) musi-
cal learning in higher education, as well as to explore relationships between in
formation practice and artistic practice within this context.

The study is underpinned by a practice-theoretical approach, based upon the
premise that constellations of shared and routinised actions, understandings,
objects and spaces are central to the production and reproduction of social life.
Within LIS, practice-informed research tends to emphasise the situated, social
and material nature of the interactions between people and information and to
conceptualise information interaction as a broad range of “actions comprising
the seeking, using and sharing of information” (Pilerot and Limberg, 2011, p.
314). The practice perspective is particularly appropriate for the study of the
ways in which folk music students engage with information both because of the
breadth of its definition of “information”, which extends far beyond the written
document (see Lloyd, 2010), and because of its emphasis on the ways in which
material and social context, in this case, the university and the broader folk mu-
sic community, impact upon actions and understandings.

This chapter continues with a brief introduction to folk music and its institu-
tionalisation within Swedish higher education, followed by a presentation of
the research problem and the research questions that guide the study.

1.1 Background

This section serves as an introduction to two main concepts that this thesis
deals with, namely the concept of “folk music”, and its introduction in Swedish
higher education as a part of the artistic faculties.

1.1.1 Folk Music

“You don't know where it started, when, or by whom, but it's music that's been
brought on by people [...Jmusic that ordinary people have practiced through all
times.” (Participant 5)

The above quotation is a description by one of the students interviewed for this
thesis of the music that they play, and it sets the stage for this thesis rather
beautifully. The term “folk music” has been used by folklorists since the late
1700s and is closely linked with herderian ideas of “Volksgeist” (the spirit of
“the common people”), and the budding national romanticist currents that
spread over Europe at the time (Ling, 1989). Since then, the term has come to
signify a wide range of music all over the world, and definitions of what folk
music is and is not are probably as many as there are folk musicians, enthusi-
asts and musicologists. The above quotation, however, pinpoints a few com-
mon denominators for many branches of folk- or traditional music. One is the
question of transmission, the ways in which the music is being “brought on by
people”. Folk music is to a very large extent orally transmitted and, as stated by
professor of musicology Jan Ling (1974, p. 9), “lives without the help of print
or writings”. This, however, does not mean that folk music cannot be written
down, or that music written down cannot be folk music, there are many exam-
ples of written records of folk music that have had great impact for generations



of folk musicians and researchers (in a Swedish context, the work Svenska
Ldtar (Andersson and Andersson, 1922 - 1940) is an example of this).

Another aspect mentioned in the quotation is that of origin. Folk music is often
viewed as originating from a collective creative process, a community with a
shared repertoire, the more isolated, the more locally specific (Ling 1974).
This, too, of course comes with a lot of exceptions, as you can find many cases
of specific individuals being sources of tunes and songs (Ling, 1974). While an
isolated community can maintain a very locally specific music, migration and
exchange between cultures can also create locally unique folk-musical
branches. An example of this is described in ethnomusicologist Marija Dumni¢
Vilotijevi¢’s (2019) research on urban folk music in Serbia, characterised by a
mix of influences from the Ottoman and Austro-Hungarian empires, and the
meeting between urban music culture and a local rural repertoire.

Folk music is also often considered to have and have had, historically, a func-
tional role in people's lives and in society. Singing and playing have often been
used to ease heavy or repetitious chores, to put children to bed, to herd cattle or
simply to play games and dance (Ling, 1989), and much of this music is what
has come to be called “folk music”. Religious, calendric and life-cycle rituals
such as weddings and funerals have often also been accompanied by folk music
in similar ways, and folk music has also had a function of storytelling, such as
cautionary tales, hero-songs and educational songs of historical events or news
(Ling, 1989).

This very brief introduction of some aspects of folk- and traditional music
hopefully will grant some more understanding of the cultural and informational
landscapes this thesis is navigating. The following section presents a historical
overview of the development of folk music in Swedish higher education.

1.1.2 Folk music in Swedish higher education

The context in which the first academic program in folk music was established
in Sweden in the early 1970s was shaped by several different currents that may
have contributed to its emergence at that particular time. On the one hand, folk
music itself experienced an enormous surge in popularity during this period
and was closely associated with the Green Wave movement and the progres-
sive (“progg”) music culture. Folk music was viewed as a democratic, popular,
and anti-commercial counterforce to American cultural imperialism (Ahlbéck,
2009). On the other hand, this period also saw an increasing institutionalization
of independent musical life and an academization of practical professions
(Ahlbéck, 2009).

In the early 1970s, the Organisational committee for higher music education in
Sweden (OMUS) was established with the task of reforming university-level
music education to include popular, jazz and folk music. Up until then it had
only been possible to study Western classical music in higher education. The
committee developed a pilot program that was taken into practice in the Gote-
borg Academy of Music in 1971, in Malmé in 1973 and in Pited in 1976, called
SAMUS (subject-specific teacher education in music) (von Wachenfeldt,
2015).



In 1976 OMUS then commissioned the Royal College of Music in Stockholm
to launch what came to be known as “Advanced Pedagogical Training in Vio-
lin for Active Folk Musicians” (Fiolpedagogisk fortbildning av verksamma
spelmdn) (Ahlbéck, 2009). At the same time, a program for jazz musicians was
also established.

In Stockholm, folk music university education was initially established as a
teacher training program intended to give folk musicians the same opportuni-
ties as classically trained musicians to teach in the municipal music schools.
Until then, the labour market for music educators with backgrounds other than
classical Western music had been partly closed off, although it was possible to
obtain employment without formal qualifications, albeit at a lower salary
(Hjort, 2009). Thus, when the program was first established, the teaching was
not focused on folk music, but rather on teaching fiddle players classical music
so that they could work as violin instructors (Ahlbéck, 2009). In the early
1980s, however, the program increasingly began to focus on folk music-spe-
cific instruction, and the classical norm was challenged for the first time fol-
lowing pressure from students in the program — active folk musicians — in
collaboration with Ole Hjort, who was responsible for the education at the time
(Ahlbéck, 2009).

In 1995, a separate department for folk music education was established at the
Royal College of Music in Stockholm, and the program became more similar
to the one that exists today. The entrance examinations were adapted from a
classical norm to better suit the qualifications required in folk music practice,
and all subjects (ear training, music theory, etc.) were given a folk music-ori-
ented foundation (Ahlbéck, 2009). In the early 2000’s the institutions opened
up applications for musicians from non-Nordic folk music traditions, and non-
European art music traditions.

Parallel to the 1970s gradual entry of folk musicians into academia, folk high
school programs specializing in folk music were established, along with local
concert and dance venues in many parts of the country and a new wave of
bands on the folk music scene, many of whose members had emerged from the
new folk music education programs (Ahlbédck, 2009). This marked the begin-
ning of a professionalized folk music scene in which musicians and dancers or-
ganized together within Riksforbundet for Folkmusik och Dans (RFOD), rather
than within the previously separate fiddlers’ associations and folk-dance
groups.

Today, there are four undergraduate programmes in folk and traditional music
offered at Swedish universities:

- Bachelor of Music programme in Folk and World Music (Malmo)

- Bachelor Programme in Contemporary Traditional Music (Gothen-

burg)

- Bachelor Programme in Swedish Folk Music (Stockholm)

- Bachelor Programme in Non-European Art Music (Stockholm)
There are also four Master’s programmes:

- Master’s in Performance: Swedish Folk Music (Stockholm)

- Nordic Master in folk music



- Master’s in Performance: Folk Music/Art Music from Other Cul-
tures (Stockholm)
- Master of Fine Arts in Music with Specialisation in Improvisation
and World Music Performance (Gothenburg)
And a one-year independent course on advanced level:
- Performance Studies — Folk and World music (Malmg)

The information practices of students on these programmes are the focus of this
thesis.

1.2 Research Problem

While students are among the most extensively studied user groups in LIS, folk
music students constitute an important, and largely overlooked, site for re-
search on academic information practices. This is because both (folk) music in-
formation and musical learning diverge markedly from dominant accounts of
student information needs, behaviours, literacies and practices (see, for exam-
ple, Mayer 2015, Weissenberger, 2015), while the implications of these diver-
gences remain underexplored. As noted above, music information is defined by
an ontological plurality and multimodality that runs counter to the text- and
document-centric accounts of information that are dominant in educational
contexts. As elaborated by Rousi, Savolainen and Vakkari (2016, p. 265), mu-
sic information exists in “enactive” (embodied), “iconic” (notated) and “sym-
bolic” (descriptive) modes. Moreover, each of these modes are communicated
through a range of information types, from unique archival photographs to var
ious notations to live performances and, in more recent years, digital record-
ings accessed via streaming services. Mayer (2015, p. 413) has observed that
the multimodality of information related to “performing arts” disciplines, in-
cluding music, introduces a significant level of difficulty for students navi-
gating the information retrieval tools of their university library.

Furthermore, while music is a well-established academic discipline, it is also
unlike the majority of academic subjects in that education rests heavily on em-
bodied skills and knowledge; on training and rehearsal, performance and crea-
tion. Such practices further diverge from dominant models of information in
higher education, which often presuppose that students’ educational and infor-
mation needs are primarily met through textual, institutionally curated and
peer-reviewed, documents. Focusing on information literacy, Lloyd (2010)
notes that:

In higher education and library contexts, information literacy
is...strongly connected with the tools of learning (i.e. library cata-
logues, print media and digital technology sources). Therefore, descrip-
tions and definitions focus on the individual’s ability to develop skills
and competencies in the navigation of information through textual and
technological forms” (p. 41, emphasis added).

She describes a closely related “Cartesian approach to learning [in which] the
mind becomes the focus of learning and other forms of information access (e.g.
body and oracy) are considered as relatively minor players” (Lloyd, 2010, p.
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37). As Mayer (2015) implies, this is an asymmetry that is repeated in different
forms across a range of craft-, performance- or creation-based educational pro-
grammes, which train embodied skills alongside more traditional academic
work. Lavranos et al. (2016, p. 1071) also observe that music information re-
search tends to be “geared towards the theoretical rather than the practical as-
pects of music work as creative process” and note the lack of scholarly explo-
ration of the role of information within creative and craft-based practices.
Taken together, these divergences suggest that dominant LIS accounts of stu-
dent information practices, and, indeed, music information practices, may be
poorly equipped to capture how students in embodied, creative, and tradi-
tion-based disciplines actually engage with information in higher education.

Both of these issues seem likely to be particularly pertinent to the user-group of
folk and traditional music students, as folk music is characterised by traditions
of oral transmission, community practice, adaptation and appropriation that are
in many ways “outside of” or even resistant to formal modes of documentation,
particularly as it is understood in academic contexts (Weissenberger 2015b, p.
290). Weissenberger (2015b, p. 291) describes a “problem of evidence” in tra-
ditional and folk music information, in which the transfer of knowledge often
occurs orally and aurally rather than through documentation, and argues for the
importance of “alternative document types” including “memory, metaphor and
storytelling” within traditional musical learning. Furthermore, research in the
field of music information tends to be characterised by a strong bias toward
Western commercial or certain forms of classical music (Serra, 2011; Seeger,
2003), which has led to the term “music” within library and information sci-
ence being implicitly predefined and delimited in quite narrow, standardised
ways. This narrow account of “music” information, Weisenberger argues, risks
losing important understandings of information practices that differ from or ex-
ceed those surrounding Western commercial or classical music. In the case of
traditional or folk music, such practices might include the oral transmission of
tunes or the alphabetisation of song lyrics in non-written dialects. It might also
include issues around “knowledge attribution or ownership” which Weissen-
berger (2015b, p. 294) demonstrates to be particularly complex within folk and
traditional music traditions, noting that “relationship types available within bib-
liographic control may need to be expanded in order to accurately express rela-
tionships that do not neatly fit within Western Classical music’s concept of
composer”.

This thesis thus aims to contribute to the fields of both music information and
of information in higher education through the study of a user-group whose in-
formation practices seem likely to exceed the dominant paradigms of both. It
seeks to develop not only a close account of the specific information practices
associated with traditional and folk music education, but also of the ways in
which these practices negotiate and navigate the context of formal higher edu-
cation and its text- and document centric “information landscape” (Lloyd,
2010). The study’s theoretical grounding in practice theory facilitates greater
attention to the non-textual forms of knowledge and information that make folk
music so different from many others within the academy and, in doing so,
makes a border case for consideration of these forms of knowing and infor-
mation within scholarship on student information practices.
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1.3 Research Questions
This study seeks to answer the following research questions:

RQ1. What characterises information practices among folk music stu-
dents in Sweden?

RQ2. What obstacles and opportunities do students encounter when
navigating the information landscape of folk music in an academic set-
ting?

RQ3. How do participants characterise and navigate the relationship be-
tween academic and non-academic information environments in their
musical learning and practice?

RQ4. What role(s) does information play in the musical learning and
practice among folk music students?

1.4 The Structure of this Thesis

The thesis is structured as follows: this introduction is followed in chapter two
by an overview of relevant scholarly literature within the fields of music infor-
mation and information behaviour and practices that functions to position this
study within its scholarly context. This is followed in chapter three by a deline-
ation of the practice theoretical perspective, its influence on LIS, and its value
to this study. Chapter four elaborates the methodological approach and meth-
ods of the study, which employs semi-structured interviews followed by theo-
retically sensitised coding and analysis as means to gain an understanding of
the information practices of the participants. Chapter five presents the findings
of data analysis, while chapter six presents a concluding discussion in which
our research questions are answered, the success of the study assessed, and ar-
eas of further research suggested.



2 Literature Review

This study draws upon and contributes to two fields within Library and Infor-
mation Science: music information and information behaviour and practice.
The following presents a broad overview of relevant scholarship in these areas
in order to set the contributions of this thesis within their scholarly context. It
begins with a short overview of focuses and debates within LIS research on
music information in general, before presenting a more thorough discussion of
existing research that explores the ways in which various user groups interact
with information in relation to musical activities.

2.1 Music Information (retrieval)

Scholarship in the field of music information formed broadly around the issue
of music information retrieval (MIR), an area of research focused on develop-
ing “ways of managing the collection of musical material for preservation, ac-
cess, research, and other uses” (Futrelle & Downie, 2003 p. 121). In this way,
note Futrelle and Downie (2003, p. 121), it is an area that applies the problems
and solutions of “traditional library science” to the domain of music. One of
the central ways in which music challenges and exceeds the paradigms of tradi-
tional library science is in its complex ontology (Smiraglia, 2001; Downie,
2003; Rousi et al. 2016). Music exists simultaneously as sound, notation, per-
formance, and metadata, and, as Rousi et al. (2018, p. 1001) observe, transla-
tion between these modalities is inherently partial. In a foundational text on
MIR, Downie (2003 p. 297-302) describes music information as containing
seven “facets”: pitch, temporal, harmonic, timbral, editorial, textual and biblio-
graphic. He describes a “representationally complete” music information sys-
tem as one which successfully includes “all the music information facets (and
their subfacets), in both audio and symbolic forms” (p. 308). As we will see,
however, this foundation assumption of MIR research has come under critique
from later scholars.

While the practice of music information organisation and retrieval has a long
history, research into the subject expanded significantly in the early twenty first
century with the advent of digital technologies that allowed for “networked
collections of musical material in digital form” (Futrelle & Downie, 2003 p.
121). In 2000, the International Society for Music Information Retrieval was
founded as a way to bring together scholars from different disciplines and con-
texts working on the topic and, indeed, much of the work in this field seems to
be presented in the form of conference proceedings rather than in more tradi-
tional academic journals. Early research in the field focused on technological
developments and issues including: representation of musical information
(Good, 2000; Pardo & Birmingham, 2002), indexing and retrieval (Chen, 2000;
Jin & Jagadish, 2002), user interfaces and recommendation systems (Fernstrom
& Maidin, 2001; Pauws & Eggen, 2002), and the detection of different musical
features (Ismirli, 2000; Whitman & Smaragdis, 2002).



As the field developed, scholars began to argue for the necessity of greater con-
sideration of user behaviour in the design of music information systems. Cun-
ningham et al. (2003, np), for example, argued that music retrieval systems and
digital libraries were being constructed “based on anecdotal evidence of user
needs, intuitive feelings for user information seeking behaviour, and a priori
assumptions of typical usage scenarios”. They implemented an ethnographic
study and semi-structured interviews with users of music stores and a public li-
brary, arguing that such user-focused insights should play a role in “the design
of useful and usable music digital libraries" (np). A similarly early, though
larger scale, study was made by Downie and Ha (2004, np), who used exten-
sive surveys in order to “eradicate false assumptions” and “provide an empiri-
cal basis for MIR... system development”. Laplante and Downie (2011) also
present their qualitative, user-focused study of music information seeking as a
corrective to the experimental, quantitative nature of most MIR research.
Within MIRs system-centric paradigm, they argue, “[study] participants are
[often] assigned a specific task that might not be representative of the tasks
people need to accomplish in everyday life, not to mention that real interac-
tions with MIR systems might not even be task-driven at all” (p. 202). The role
of information behaviour and practice research in this context becomes to
“bridge [the] gap” between system design and user, and to “examine the com-
plete music information-seeking experience from the user's perspective” (p.
202). In a qualitative study of fifteen young adults, Laplante and Downie found
that “users searching for music for everyday life purposes are often motivated
by vague or ill-defined needs”, which run counter to the task-centred approach
of much MIR research (p. 209).

Within the field of folk music, Inskip et al. (2008) undertook such a user-fo-
cused approach to system design, performing a qualitative user study at a spe-
cialised folk music library in London in order to support the design of a digital
library system. The authors discovered the centrality of librarians to users of
the folk music library, citing their “depth of knowledge of the tradition and col-
lection”, as well as their “interpretive” role in helping users to translate their
needs into usable resource queries or recommendations (p .658). Participants
also described the social significance of the specialised library as a site at
which to meet users with shared interests and relevant knowledge, and the im-
portance of a browsable collection (p. 659). The researchers conclude that
“[t]he picture of a potential digital library that emerges from this work is one
that is much more fluid and user participatory than the more static online ware-
houses of information that one normally associates with digital libraries” (p.
660). While only touched upon by Inskip et al, the social elements of infor-
mation seeking and sharing that emerged in this study of folk music-infor-
mation are further explored in this thesis.

A second critique that has been directed towards the tradition of MIR research,
and that has particular relevance to this study, explores its implicit basis in
Western classical and pop music. Weissenberger (2015a) challenges Downie’s
influential framework for defining “representational completeness” in terms of
the seven facets of music information. She argues that this approach ignores
the multicultural, multi-domain, and multi-experiential dimensions of music
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that Downie’s foundational text itself acknowledges (the five challenges”, see
Downie 2003, pp. 297-305) and that it is particularly poorly suited to repre-
senting “musical objects” that fall outside of the norms of Western classical
and pop music (p. 920). Instead, Weissenberger proposes an approach to music
classification that is attentive to music’s differing definitions, characteristics
and documentation traditions across cultures. This employs three “meta-clas-
ses” of music information: the “symbolic” (encompassing all “types of charac-
ter or image representation” of a given Music Information Object), the interpre-
tive (encompassing all “actualisations of the MIO through sound”) and the “de-
rivative” (such as metadata about origins or the tradition in which the MIO is
located) (p. 931). Such a framework for music representation, Weissenberger
argues, is broad enough to accommodate non-Western musics without forcing
them into the conceptual language of Downie’s facets and thus facilitate a
broader, more “culturally diverse” approach to music classification and re-
trieval.

Weissenberger (2015b, p. 290) further explores the ways in which folk and tra-
ditional musics pose a challenge to the conventions of musical categorization
and retrieval systems. She elaborates upon the importance of “alternative docu-
ments” - memory, metaphor and storytelling - that are central to knowledge
transfer in folk and traditional music but which occur in “formats that are out-
side what might be considered typical” and which often exceed or enter into
conflict with the assumptions and practices of academic and institutional infor-
mation systems. This includes instances in which “expectations of secrecy or
privacy make knowledge disclosure problematic; when documentary evidence
to support knowledge claims are missing [...and] when knowledge attribution
or ownership issues present problems for bibliographic control” (p. 291). As
noted in the introduction, the implications of the translation of folk music into
the more formal informational organization systems and practices of the uni-
versity for the information practices of folk music students is a central concern
of this study. Drawing upon Weissenberger’s observations this thesis ad-
dresses, among other questions, the ways in which students experience and
navigate information organisation and retrieval systems both within and be-
yond the university.

For a more technical, MIR based approach to folk music retrieval see, for ex-
ample, Sales Mendes et al. (2025) who explore the extraction and digitisation
of folk music lyrics using Vision Language Models.

2.2 (Music) Information Behaviour and Practice

While (folk) music forms the informational backdrop of this study, our critical
intervention is located primarily in “the subfield of information studies that fo-
cuses on people’s interaction with information” (Pilerot and Ekstrom, 2025, p.
462). Case et al. (2023, p. 19) note that “information behaviour” emerged as a
distinct field within information science in the 1980s, but that the study of the
intersection between people and information has a much longer scholarly his-
tory (for an extensive overview of the field, see Case et al., 2023). They also
observe that the field has undergone significant development over the course of
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its history, from “an emphasis on institutional sources of information and
search strategies, towards a focus on how people encounter and make sense of
their environment” (p. 20). This latter approach aligns with what we in this the-
sis describe as “information practice” - an understanding of people’s interac-
tions with information as inextricably bound with the social and material con-
text in which they take place. While this perspective is sometimes posed as an
alternative theoretical tradition to the more cognitively focused information be-
haviour (see, for example Savolainen, 2007; Pilerot and Ekstrom, 2025), the
term “information behaviour” is used here to refer to a broad field of study, of
which explorations of information practice are a part. As Pilerot and Ekstrom
(2025, p.468) observe, “the concept of information behaviour... widespread
and deeply established in information studies, is mainly used not as a theoreti-
cal concept but as a label denoting a research field”. While this remains an ac-
tive site of debate, it is in this broad, descriptive way that the term is used in
the discussion below, while explicitly practice-based studies are also high-
lighted. A wider discussion of the practice perspective and its importance for
this study is presented in chapter three.

2.2.1 The Information Behaviour and Practice of Music Scholars

One way in which research in the broad field of information behaviour and
practice is sub-divided is by the user groups studied. Case et al. (2023, p.58)
note that the field began to take shape in the mid-late twentieth century with
studies that focused on the ways in which scientists navigated the “informa-
tional boom” following substantial Cold War investments in scientific research.
This scholarly focus was slowly expanded to cover studies of social scientists
and, slightly later, the information behaviours of humanities scholars. The early
2000s saw the first publications within this area to focus specifically on music
scholars. Brown (2002, p.73) used qualitative interviews followed by a con-
firmatory quantitative questionnaire to propose a “model of the music scholar’s
research process”. She found that while the stages in this model (“idea genera-
tion, background work, preparing and organising, analysing, writing and revi-
sion and dissemination” (p. 90)) largely aligned with previously described pro-
cesses of humanities researchers, music scholars also employed some research
elements, such as original data collection through interviews, observation and
survey research, that aligned more closely with those of social scientists.
Brown also explored the significance of different information sources for mu-
sic scholars, noting that monographs emerged as the most significant source,
while scores, concerts or performances, and teaching emerged as less signifi-
cant (p. 83).

Within studies of music-scholars, those that come closest to the concerns of
this study address the work of ethnomusicologists. “Ethnomusicology” is de-
scribed by Liew and Ng (2006, p.60) as “the study of music within its cultural
context”. It is a discipline that is often interested in non-Western musical tradi-
tions and in music that might not be documented in ways that are compatible
with institutional organisational systems. Describing the information “pro-
cesses and sources” of a selection of ethnomusicologists in New Zealand, Liew
and Ng (2006, p. 62-3) point to the importance of unconventional and non-in-
stitutionally organised information sources. They note that “formal search” in
11



institutional libraries is complemented by “undirected viewing” and “condi-
tioned viewing”, such as “attendance at...festivals and ethnographic perfor-
mances” and that oral narration and “observation” are key informational activi-
ties within this discipline. The article also explores barriers to information
faced by the ethnomusicologists, noting that a number of respondents “‘stated
that the classification systems used in libraries were frequently a barrier be-
cause the systems for classifying music materials were perceived as not suita-
ble for these materials” (p. 66). It also cites issues of “copyright” and “cultural
protocols” around contexts in which traditional musical forms can be per-
formed or reproduced (p. 66). Summarising the findings of their study, Liew
and Ng note that “participants have learned to work around the library systems
because these systems do not meet their needs” (p. 66). In this way, Liew and
Ng empirically illustrate some of the shortcomings and incompatibilities be-
tween folk, traditional and world music and the information organisation sys-
tems of academic institutions that are theorised by Weissenberger (2015a and
b), as well as the ways in which ethnomusicologists compensate for or “work
around” these shortcomings. Such issues, and their implications for folk music
students are a central motivation for this study. While Liew and Ng focus pri-
marily on identifying alternative sources of information used by ethnomusicol-
ogists and Weissenberger makes the theoretical case for a new approach to
MIR, this study’s focus on the information practices of folk music students ad-
dresses in greater detail the nature of this negotiation between institutionally
organised and alternative information.

2.2.2 Music Information in Everyday Life

The research described above explores the needs of music scholars within an
academic context in which the information sought contributes to a specific
task: the production of a written “product [to be] disseminated within the schol-
arly communication circuit” (Brown, 2002, p. 88). A second area of music in-
formation behaviour research explores the activities of general audiences and
the seeking of music information within the context of everyday life. This is an
area of research that developed significantly in the wake of technological ad-
vances, such as online music catalogues and streaming services, that altered the
ways in which a general audience interacts with music information. More spe-
cifically, as noted above, it emerged in dialogue with research in the field of
Music Information Retrieval (MIR) that explores and seeks to optimize new in-
formation retrieval possibilities related to music (see, for example, Cunning-
ham et al, 2003; Downie and Ha, 2004; Laplante and Downie, 2011; Lee and
Waterman, 2012).

Laplante and Downie’s 2011 study of the “everyday” music information seek-
ing behaviours of Canadian young adults mentioned above is significant not
only as a critique of the system-centric nature of MIR research, but also in its
complication of the concept of an “information need” in the context of musical
information seeking. This is done by drawing upon the categories of “utilitar-
ian” (practical, goal-oriented) and “hedonistic” (affective, pleasure-driven) as-
pects of the information seeking experience. Laplante and Downie (2011) artic-
ulate the importance of affectively motivated, undirected “hedonistic” musical
information seeking in everyday life and argue for greater consideration of
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these motives within MIR design. These categories are also employed as an an-
alytical tool by Kostagiolas et al. (2015) in their study of the information seek-
ing activities of community band musicians. Kostagiolas et al. demonstrate that
hedonistic and utilitarian motivations coexist and are intertwined in the music
information behaviour of a group of participants that included amateur players,
music students and music teachers. They note, for example, that participants
were motivated to engage in musical information seeking for a number of dif-
ferent reasons, from the utilitarian intention to prepare for a performance to the
more "hedonistic" desire to build a personal music collection (p. 13). While
Kostagiolas et al.’s survey methodology means that the different “motivations”
or contexts behind music information seeking remain distinct, their findings
also underscore the complex, multifaceted and shifting roles that music and
music information can play in the lives of both professionals and non-profes-
sionals. This is a question that this study explores further through its interroga-
tion of the ways in which folk music students understand and navigate the rela-
tionship between their musical informational activities inside and outside of the
formal context of their education.

In light of this illumination of the ways in which everyday, undirected musical
information seeking can interact and intertwine with more directed, utilitarian
information behaviour, Laplante and Downie (2011) introduce some further
observations that are of relevance to this study. One is the social role played by
musical information, and the ways in which musical knowledge and infor-
mation can function as ways of forming and signifying social identity (p. 205).
Another is the ways in which participants described the role that information
played in “enriching listening experiences”, claiming, for example, that an un-
derstanding of the context of a song (“why and when a particular song was
composed, what it means, etc”) allows for greater enjoyment and engagement.
Indeed, one participant claimed that without certain contextual information
“the music alone is empty” (p. 207). This relationship between different forms
of musical information is a question this study explores in the information
practices of folk music students.

2.2.3 Information and Creation

A third important category within the field of music information behaviour is
studies that explore the ways in which musicians themselves interact with in-
formation. The question of the relationship between creation and information
was introduced into Library and Information Science scholarship in the late
1990s when Susie Cobbledick (1996) published her qualitative interview study
of the ways in which four different artists made use of information in their cre-
ative practice, arguing that this was a category of user who had been “ne-
glected” by information professionals (Cobbledick, 1996, p. 344). Within this
context, Cobbledick proposed a five-part model categorising the information
needs of artists as: inspiration, visual information, technical information, infor-
mation about the art world, and business information (p. 347). Cobbledick’s
model was adapted by Hemmig (2008), who expanded the model to include
“information on subjects unrelated to art” (p. 694) and in 2009 used a survey of
visual artists to propose a model of their information uses which comprised: in-
spiration, specific visual elements, knowledge of materials and techniques, and
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marketing and career guidance (Hemmig, 2009). While this practice-based
study does not seek to create a model of the information uses of folk music stu-
dents, the broad spectrum of information and information uses discussed by
Cobbledick and Hemming has significantly informed the approach of this
study, which also attempts to understand the range of ways in which infor-
mation contributes to the musical education of participants.

Cooper (2023) takes a more practice-based approach to the ways in which vis-
ual artists engage with information in her study of artists navigating the transi-
tion out of university programs after graduation. Based on four qualitative in-
terviews, she describes three broad but distinct information practices of emerg-
ing artists which she terms “sharing” (seeking and providing feedback and ad-
vice within informed networks or communities) “feeding” (the active and pas-
sive accumulation of information to inform creative work) and “balancing”
(making judgments about which information is to be engaged with, and in what
ways) (p. 24). Cooper describes, for example, network formation and the
“pooling” of information as central information practices for artists who have
emerged from the more structured, institutional networks of the university (p.
32). Another significant practice is that of informational avoidance. Half of
Cooper’s participants described avoiding information around other art works at
certain stages in their own creative processes (p. 34).

Cooper also explores information practices around inspiration, which she for-
mulates as “binging” and “looking”. The former describes consuming high
amounts of information “over short spaces of time to quickly find inspiration
and stimulate art making”, and Cooper argues that it functions for participants
as a “mitigating behaviour as to avoid stagnation” (p. 36). She notes that such
informational “binging” is combined with a self-trust among participants that
they are able to “passively absorb the important parts” of the informational
flood (ibid). “Looking” describes the ways in which the emerging artists used
their own work as a source of information, particularly in the understanding of
individual pieces as part of a “body of work” and in returning to pieces after a
pause in order to “see something new” (p. 37). Cooper’s practice-based ac-
count of the role that information plays in both artistic creation and in navi-
gating the different (social, institutional and economic) worlds that artists oc-
cupy has informed this study’s attention to the different worlds and institutions
navigated by folk music students and encouraged attention to the various ways
in which context shapes information practices.

Rachel Fleming-May (2025) conducted a meta-ethnographic review of LIS
scholarship into the information behaviour of creative artists (a category that
includes visual artists, musicians, performing artists and creative writers),
where she found a number of similarities between the ways in which these
user-groups engage with information. A central observation of this study is that
“artists' views of information reflect an expansive interpretation of the con-
cept”, which includes “emotions, memories, observations and their lived envi-
ronment as sources of information to support their craft” (p. 557). Fleming-
May also observes the importance of “internal” and “embodied” information
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among creative professionals. This takes many forms including the act of crea-
tion as itself a means of producing information, personal introspection such as
diary writing, the practice of “shadowing”, as well as sensory experiences in-
cluding smell, touch, “‘drugs ..., ‘exercising’ and ‘laying in a warm bed; going
to sleep’” (p. 558). The use of personal connections, dialogue and engagement
with the work of other artists also emerged as significant information sources
(p. 559). Drawing upon these observations, Fleming-May argues that the ma-
jority of studies found that information and “inspiration” were closely inter-
twined categories in the responses of creative professionals (p. 560 See also:
Cobbledick, 1996, Lavranos et al, 2015, Lavranos et al, 2016). She thus pro-
poses that the ways in which artists engage with information challenges the
dominant theoretical understanding of the “information need”, posing the ques-
tion: “is it possible that artists view engaging with information as an oppor-
tunity for engaging in creative dialogue rather than addressing a deficit?” (p.
557). The relationship between information and creativity is a central concern
of this thesis.

A further observation that emerges from Flemming-May’s “meta-ehtnography”
is the varying degrees of informational complexity required by artists who “are
experts in many aspects of their work, requiring highly specialised and domain-
specific information, while also needing very basic information about other
subjects of interest” (p. 559). As a result, she notes, “artists seek information
from a wide variety of sources, sometimes in service of a single creative out-
put” (p. 559). Like Cooper (2023), Fleming-May also observes that the man-
agement and organisation of “information-as-a-thing” played a significant role
in the work of creative artists, with strategies including “self-archiving” and
collecting materials for later use, a practice which Rowlandson-O’Hara, in a
Master's thesis terms the construction of “creative insight storage units” (2022,
p. 2). This question of the ways in which folk music students select, store and
organise information related to their music is a significant concern of this the-
sis.

While Flemming-May seeks to find commonalities between the information
practices of creative artists as a general category, a number of studies have fo-
cused specifically on the ways in which musicians conceive of and interact
with information. In a theoretical study Lavranos et al. (2015) explore the rela-
tionship between information and musical creativity. This is done not through
empirical research, but through the combination of Wilson’s 1999 model of in-
formation seeking behaviour - defined as activities driven by a problem or need
and closely intertwined with social roles and contexts - with the “music crea-
tive thinking model” proposed by Webster (2002), which takes account of
“specific enabling skills and conditions that affect an individual’s creative po-
tential” (p. 1077). The composite model is used to demonstrate that different
types of information seeking behaviour characterise all stages of the musical
creative process, and that this process is also shaped by the availability of in-
formation resources and “environmental/ personal barriers” (p. 1084). Thus,
the authors conclude that “music information needs and information seeking”
[lie] at the centre of the musical creative thinking process [and] a relationship
exists between the different layers of musical creativity intentions (such as
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composition, performance, improvisation) and the utilization of different infor-
mation resources” (p.1084). While it adopts a very different method and theo-
retical perspective, this study also aims to shed light on the question of the
role(s) of information in different aspects of musical practice and to elaborate
upon the ways in which interactions with information shape the creative pro-
cess.

Lavranos et al. (2016) further develop this theme through a systematic litera-
ture review of research relating to information seeking in relation to musical
creativity published between 1972 and 2015. Their study reveals that the infor-
mation needs of musicians tend to fall into the three categories of (a) those re-
lated to “knowledge and learning”, including “learning about music, obtaining
information on software and hardware, reviewing others’ music, and compar-
ing one’s own music to that of others”, (b) those related explicitly to music,
such as “finding new music, distributing and publishing music, having one’s
own material listened to by others, getting feedback for one’s own music” and
(c) those related to socializing and communication, including “reviewing mu-
sic, interaction and communication, meeting new people to make music with...
finding musicians with similar interests, publishing and receiving sound files
over the Internet” (p. 2112). They also present three significant categories of
information sources used to meet these needs: internet and media technologies,
music libraries, stores and other institutions and, finally, sources related to so-
cial settings (p. 2015). Much like the work of Cobbledick (1996), Hemmings
(2008) and Fleming-May (2025) this research indicates the breadth of infor-
mation that underpins, shapes and facilitates musical creation. While this
breadth is thus well-established in scholarly literature, this thesis seeks to pro-
vide a richer description of the ways in which different information types, pur-
poses and sources interact in the practices of folk music students.

While there seems to be little research that explicitly explores the information
behaviour or practices of folk musicians, Vamanu and Terronez (2022) explore
informational forms and practices related to folk performance in their study of
two folk dance groups practicing the Mexican folk dance, ballet folklorico in
the US. This article is worth describing in detail as it explores a number of in-
formational forms and practices that overlap significantly with those of the folk
music students described in this study. A central finding of the paper is the im-
portance of “sociocultural information” to the performance and teaching of the
dance style. Employing the terminology of Schatzki’s practice theory, the au-
thors argue that in addition to a “script” of movements, dancers must also ac-
quire “general understandings” including of the history of the dance and its so-
cial role and meanings, without which the artform cannot be fully understood.
They observe that their participants “suggested that interacting with the rele-
vant sociocultural information is fundamental not only for learning how to
dance, but also for gaining a deeper understanding of the meaning of dance” (p.
1219).

A second informational form coined by the authors of this paper, is “ambient
information” (p.1222). The concept is used to illustrate “contextual information
that affects participants in a social practice and to which they feel compelled to

16



respond in physical and affective ways built into the practice itself” (p.1224).
This includes the dancers’ responsive attunement, during performances, to
“music”, “setting” and “audiences”. Much like folk music, for example, ballet
folklorico performances are built upon interaction with an audience who might
clap along, shout interjections, and offer encouragement after particularly chal-
lenging parts of a routine. We have found both the concepts of “socio-cultural”
and “ambient” information particularly useful for understanding and analysing

the responses of participants in this study.

A second concern that closely overlaps with that of this study is the relation-
ship between information, tradition and creativity. As in folk music, tradition is
a central value underpinning ballet folklorico, and Vamanu and Terronez ex-
plore the tension between preservation and innovation (or “authenticity” and
"creation”) within the form. They note that while the dance can incorporate
some variation and adaption, “innovation is not [...] acceptable when it violates
the overarching spirit of keeping the tradition of the dance intact. In that sense,
general understandings also prescribe the extent to which one can diverge from
(i.e. be creative with) the rules of the dance” (p. 1217). This offers an interest-
ing site of comparison for the discussion of the relationship between infor-
mation, creativity and tradition in the practices of folk music students.

The paper also describes three central informational forms through which danc-
ers access and communicate sociocultural information: “enacted”, “expressed”
and “recorded”. Enacted or “kinetic” information is central to the process
through which the bodies of experienced dancers enact and communicate the
“rules” that novice dancers must master. It also plays a central role in the col-
lective or shared act of dancing, in which ““as most ballet folklorico dances in-
volve couples, the dancing partners must synchronize their movements” (p.
1219). The authors also describe the “non-verbal” cues of instructors, such as
foot stomping and hand clapping, and the dancers continual informational at-
tention to their own bodies (“proprioceptive information”) using, for example,
wall mirrors in training (p. 1219). “Expressed” information includes spoken in-
struction and spoken narrative around the form, and “recorded information” in-
cludes videos, static images and choreographed steps (p. 1221). Vamanu and
Terronez (2022) conclude, however, that while they have differentiated be-
tween information types involved in ballet folklorico, “dancers interact with
these information types integrated into an experiential whole”, in which one in-
formational form cannot communicate all of the information required to under-
stand and practice the ballet. As is elaborated in the following chapter, such a
broad account of the forms that information can take and the ways in which it
can be transferred characterises the practice-theoretical approach in infor-
mation studies, and is a key analytical tool and concern of this thesis.

2.2.4 The Informational Behaviour of (Music) Students

A final, significant site of study within the field of music information behav-
iour and practice explores the ways in which students interact with information.
This is a very broad field, in which much research is tied to practical aims
around ensuring and improving the quality of university library for students.
Collins and Stone (2014) used quantitative data about library resource usage
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combined with anonymised student registry data in order to explore the pat-
terns of library use among students from different disciplines. They found that
while music students used library resources much more heavily than other stu-
dents from “arts” disciplines (music, architecture, fashion, 2D design, 3D de-
sign), the broader category of arts students used the university library signifi-
cantly less than students in social sciences, humanities or computing and engi-
neering (p. 56).

Applying a qualitative approach to this problem, Mayer (2015) explores the in-
formation needs and behaviours of “performing arts students” with the explicit
intention of finding ways in which the university library could improve its ser-
vices to this “unique population” (p. 409). The study took the form of focus
group interviews with students from three subdisciplines in the performing arts
- music, dance and theatre - completed in order to gather information about the
“information needs and research methods” of these populations (p. 411). The
focus group interview with music students revealed that the students tend to
use the internet, including more general searches such as Google and Wikipe-
dia and specialised sites and databases, before turning to the university library.
A number of students described the importance of primary sources such as
“manifestos” written by musicians (p. 413). While the music students valued
the university library for its cost-saving role (“I just love that there are so many
things I have access to that I would never have enough money to buy them for
myself.” p .414) and facilitation of browsing, Mayer found that a number of
them had problems locating material, particularly through the SuperSearch/ pri-
mary discovery layer of the university library interface, to the extent that “one
student has such a difficult time finding music scores that she resorts to buying
scores by default” (p. 415). Mayer’s participants agreed that “a more efficient
method for searching for scores and audio is clearly needed” (p. 415). A final
observation that emerged from Mayer’s focus group interview with music stu-
dents emphasises the multi-disciplinary nature of their information needs and
the act of tracing connections between music and other disciplines, particularly
philosophy. The study concludes with several suggestions of ways in which the
university library could help to improve its services to performing arts students.
These centre around changes in information literacy training, which, Mayer ar-
gues, should be delivered in a form tailored to the learning preferences of the
students such as a series of short online tutorials, or even credit-bearing classes
which underscore the importance of such knowledge (p.425-7).

A similar study, focusing only on music students, was undertaken by Dougan
(2012). Dougan used a mixed method approach of surveys and focus-group in-
terviews to explore the ways in which music students at the University of Illi-
nois at Urbana-Champaign School of Music go about identifying, locating and
acquiring relevant information materials for their studies. Her study focused
particularly on scores and recordings, which lie outside of the university li-
brary’s central area of expertise in written documents and thus challenge cata-
loguing and meta-data systems (p. 558). Dougan found that the music students
tended to prioritize recordings over notated musical scores (p. 561). While it
was relatively uncommon to search for specific recordings, important distin-
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guishing criteria included performer (96% of 79 survey respondents) and en-
semble(s) (87%), followed by conductor (66%) (p. 561). She also found that
the majority (96%) of respondents turned to the university library catalogue
when looking for scores and performances. This was heavily supplemented by
search in websites such as YouTube (95%) and iTunes (72%) as well as other
“music websites and blogs” (p. 564). Dougan found that music databases made
available via subscriptions from the university library were under-used com-
pared to these other websites (p. 564). Dougan also explores the ways in which
music students' “information practices” around such materials varied along
lines of educational level and musical sub-discipline. She found that newer stu-
dents are more likely to use library resources, while more advanced and gradu-
ate students tended to “gravitate away from library resources” (p. 568). Like
Mayer (2015), Dougan concludes her article with a claim for the value of infor-
mation literacy training:
As students become more set in their research ways it is more difficult
to convince them to use new tools, even if those tools may be more
beneficial than the ones they have been using. Attempts should be made
to incorporate information literacy sessions across the curriculum and
not just in introductory classes (p.568).
This is especially important, she argues, in light of music’s nature as an inher-
ently “complex discovery entity” (p. 568). Here the questions of MIR and the
nature of the “Music Information Object” (Weissenberger, 2015a) discussed at
the opening of this chapter interact with issues of student information practices
and university facilities in a way that might be fruitful for further research.

Music information literacy is further explored by Christensen (2004), and
Abromeit and Vaughan (2004), who explore various ways in which music in-
formation literacy can be “woven” into the university level study of music.
Cary and Samspel (2006) outline a set of “informational literacy instructional
objectives for undergraduate music majors”, based upon the American Library
Association’s Information Literacy Competency Standards for Higher Educa-
tion as a way to standardise this practice across undergraduate music education
(p.663). Literacy skills they propose as necessary for music students include
the ability to formulate information needs, to “efficiently and effectively” ac-
cess, critically evaluate and use information, and to understand the economic,
social and legal frameworks within which (music) information exists (p.669-
679). While it is not the primary concern of this thesis, our study incorporates
questions that explore participants' use of and familiarity with university librar-
ies and other facilities.

While the research discussed above has focused heavily on resources, infor-
mation literacy and the role of the university library, Rousi et al (2018 and
2019) explore the role of different forms of music information in different edu-
cational components, tasks or aims of music students. Rather than starting from
traditional descriptions of resource types, both studies build upon the typology
described in Rousi et al. (2016), which codifies the ontological complexity of
music into “enactive, iconic and symbolic modes”. In the later articles, this ty-
pology is used as an analytic framework to explore the information behaviour
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of music students. Rousi et al. (2018) explore the ways in which Doctor of Mu-
sic students use each of these informational modes in the context of their dis-
sertation projects, as well as what specific tasks within the dissertation projects
each mode is used for. The article thus provides a detailed account of how
study participants interact with the multimodality and plurality of music infor-
mation within the context of their studies. It tells us, for example, that they pri-
marily use notated scores (iconic mode) when creating new arrangements, un-
dertaking musical analysis and exploring performances (p.1016). It also de-
scribes problems the students experienced in navigating between musical
modes, such as the attempt to transform “gestural language present in other
musicians’ playing” (enactive mode) into written text for analysis, communica-
tion or archiving (symbolic mode) (p. 1017). In this way the authors illuminate
not only which informational sources are used by the music students, but the
ways in which they contribute to specific tasks within their education. They
also demonstrate the ways in which the information practices of music students
are shaped by a navigation of the ontological complexity of music information.

A 2019 paper by the same authors (Rousi et al., 2019) introduces a temporal
perspective into this exploration of the ways in which the different modalities
of music information are used by students. Three groups of music students
(students of performance, pedagogy and theory/ composition) completed ques-
tionnaires about the progress of their thesis project 130 days apart. At both
stages they were asked about the importance and the use of each of the music
modalities. Results showed that the modalities of information that were viewed
as most important did not change very significantly across the stages of com-
pleting the task, but that the modalities of information that were seen as im-
portant differed according to the task or focus area of the students. Students fo-
cusing on music education employed more information sources in the symbolic
mode, while students focusing on performance, theory and composition pre-
ferred information in the enactive and iconic modes. One significant observa-
tion that emerges through the work of Rousi et al. is that music education en-
compasses a range of tasks, each of which entail different information needs.
Like Rousi et al, this study is interested in the informational diversity of music
education - which includes both a range of informational modalities and a
range of tasks - and addresses the question of the ways in which different in-
formational forms and approaches contribute to different elements of musical
education. While Rousi et al. divide music information into modalities, and
show how these modalities are preferred in relation to different musical tasks,
they give less consideration to the different qualities and interactions with in-
formation afforded by the different modalities. This is a question that the thick-
descriptive and practice-theoretical approach of this study facilitates.

While this chapter has explored scholarly work on the subject-matter of music
information and (music) information behaviour and practice, the next chapter
presents a brief overview of the practice-theoretical perspective, its influence
on Library and Information Science, and its value and relevance for this study.
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3 Theory

In this thesis, we approach the relationship between information and the uni-
versity-level study of folk music from a practice theory perspective. This chap-
ter begins by briefly outlining the central characteristics of this theoretical per-
spective, followed by a brief account of its impact upon and adaptation within
Library and Information Science. Following Davide Nicolini’s (2012, p.239)
conception of practice theory as a “toolbox” of “sensitising” concepts and ap-
proaches through which to better understand a given object of study, the chap-
ter then goes on to elaborate a set of concepts and analytical focuses that make
practice theory particularly suited to understanding the ways in which folk mu-
sic students interact with information during their training.

3.1 The Practice Perspective

The “practice perspective” refers to a broad theoretical reorientation within the
late twentieth- and early twenty-first-century social sciences that emerged in
critical response to earlier theoretical approaches to understanding the social
world. Rather than locating the foundations of human life and behaviour pri-
marily in individual agency and rationality, or in overarching, deterministic
structures, theorists such as Giddens (1984), Bourdieu (1984) and later
Schatzki (1996; 2002; 2005; 2012.) sought to “steer a path between individual-
ism and societism” (Schatzki, 2005, p. 469). They did so through focus on
shared and routinised actions, ideas and understandings, as well as objects and
material spaces, arguing that these constellations are central to understanding
the production and reproduction of social life.

Nicolini (2012) emphasises that, while the term “practice” characterises a
broad theoretical shift in the study of the social world, it denotes not a single
coherent theory, but a constellation of theories that share some basic assump-
tions about and approaches to the social world. A central shared characteristic
is a broadly constructivist ontology, which sees “the world that we inhabit as
something that is constantly made and remade in practice using tools, discourse
and our bodies” (Nicolini, 2012, p. 2). That is, human actions and the social
world or context in which they occur are co-constitutive. Crucially, for practice
theorists, this co-constitution occurs not at the level of individual cognition or
intention, but at the level of the social, through “shared understandings, [ac-
tions] and language” that produce and reproduce the modes and sites of our ex-
istence (Schwandt, 2003, p. 305).

As a corollary of this, practice theories share an interest in the role of actions
and activities - “doings and sayings” (Schatzki, 2002, p. 87) - in the constitu-
tion of social life, as well as an interest in the material world and the objects,
including bodies, that facilitate, constrain or otherwise shape the enactment of
activity. While the practice perspective decentralises psychologised explana-
tions of the social world, many theorists also emphasise the importance of
shared ideas, understandings, values and ends within the socially constitutive
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nexus that it describes. In the words of Gherardi (2009a, p.538), “there is a
recognition in practice writing that doing is not simply carrying through a task;
rather there is an awareness of the intellectual, passionate, ethical and aesthetic
attachment that ties subjects to objects, technologies, the places of practices
and other practitioners”. Doings and sayings, that is, are often tied to ideas, val-
ues, emotions and understandings.

Another defining characteristic of practice theory is its emphasis on the situ-
ated and specific nature of practice, which is “embedded in its context of oc-
currence” (Savolainen, 2007, p. 120). While some empirical applications of
practice theory focus on practices as situated within relatively delimited physi-
cal settings, other theorists conceptualise practices as forming a “horizon of in-
telligibility” that can link activities and meanings across multiple spatial loca-
tions (Nicolini, 2012, p. 173). Schatzki (2002) labels such broader contexts
“sites”: nexuses of practices and material arrangements through which action
becomes intelligible. Regardless of scale, practice theorists are united by the
assumption that the meaning of actions is irreducible from the context in which
they take place. As Cox (2012, p. 178) observes, “the meaning of an action is
defined within a practice; the same action can mean something different in an-
other practice”. As we will see, following Nicolini’s “toolbox” approach al-
lows this study to pay attention both to specific physical locations and to more
diffuse “sites” in our analysis (see section 3.3.6 below).

Practice-based perspectives also place particular emphasis on the question of
agency and its relationship to broader structuring patterns. Nicolini (2012, p. 5)
captures this duality by describing “homo practicus™ as a being that both “car-
ries” and “carries out” social practices. While the enactment of practices that
make up the social world opens space for agency, he argues, such action is al-
ways situated against a “stable [and stabilising] background of other practices”
that provide a “horizon of intelligible action.” In the words of Schatzki (2002
p. 277), actors operate within “the accountability of a shared way of doing”, a
taken-for-granted practical order that both enables and constrains action. Fi-
nally, practice theories share a critical reformulation and re-evaluation of the
nature of knowledge, including a sustained attention to practical and pre-articu-
lated forms of knowing. This critical expansion provides a key theoretical
foundation for this thesis and is explored in detail below.

3.2 The Practice Perspective in LIS: “information
practices”

The turn towards practice theory in the late 20th and early 21st century has had
a significant impact on a number of disciplines within the social sciences. An
early proponent of the approach within Library and Information science is Cox
(2012, p. 185), who argues that a practice perspective can enrich the discipline
through a reminder to information scholars that “information activities are wo-
ven through all social practices”, including those that are not centred around
traditional information-based activities.
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The practice perspective has also been particularly influential within the field
of LIS research that explores the ways in which users engage with information.
An early argument for the importance of the practice perspective within this
field was presented by Reijo Savolainen (2005; 2007; 2008). In a 2007 article
Savolainen identifies two key strands, or “umbrella concepts”, within studies of
interactions between people and information, underpinned by different onto-
logical and epistemological premises. He defines “information behaviour” as
the dominant conceptual approach within the field, arguing that it is character-
ised by attention to the individual and to decontextualised cognitive processes.
The second “umbrella concept”, and “critical alternative” to information be-
haviour is “information practice”. This term, Savolainen argues, represents a
scholarly approach that “assumes that the processes of information seeking and
use are constituted socially and dialogically, rather than based on the ideas and
motives of individual actors” (p. 121). In this way, the practice perspective in-
troduces a shift in focus “away from the behaviour, action, motives, and skills
of monological individuals” and towards an understanding of information-in-
teracting agents as “members of various groups and communities”, as well as
towards specific contextual factors that impact upon information seeking, use
and sharing. (2007, p. 120).

While Savolainen (2007) argues that both “umbrella concepts” tended to be
used uncritically and often “monologically”, the last twenty years have seen
LIS scholars further explore the assumptions, affordances and challenges of the
two perspectives (see, for example, Pilerot et al., 2016; Nicolini et al., 2023;
Pilerot and Ekstrom, 2025). In an updated comparison of the relationship be-
tween the two “umbrella concepts,” Pilerot and Ekstrom (2025) examine how
practice theory has been, and can be, applied to deepen understanding of the
ways people engage with information. They argue that one key strength of a
practice-based approach lies in its capacity to trace processes of shift and
change within established modes of information interaction. Because practice
theory attends not only to individuals but also to constellations of actors, ob-
jects, activities and shared understandings, they argue, it provides a particularly
useful lens for analysing the evolution of information practices. They give the
example of the ways in which the practice of searching for information within
a card catalogue has been “transformed” “through changes in material, compe-
tence and meaning” into that of internet search (pp. 467- 468). Pilerot and
Ekstrom also emphasise the value of a practice approach in uncovering and un-
derstanding shared “rules and norms” within different information contexts and
practices that guide and constrain individual activities and understandings (p.
448). They further argue that a practice approach impacts upon the methodol-
ogy and analytical approach of LIS scholarship, including a movement away
from static and decontextualised “models” and towards “thick description” and
analysis that captures the tension between structure and agency underpinning
the practice approach (p. 469).

3.3 The “Toolbox” of this Thesis
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As a number of practice scholars have noted, “there is no such thing as a uni-
fied practice approach” (Nicolini, 2012, p. 214). In light of this, Davide Nico-
lini (2012) argues for the value of a “toolbox approach”, in which concepts and
areas of focus from different strands of practice theory are combined in order
to produce the “thickest” possible description, understanding and multi-faceted
analysis of a given practice. He further proposes the method of “zooming in
and out,” which pairs detailed analysis of situated activities with an examina-
tion of how these activities connect to, and are shaped by, a wider nexus of
practices. The specific “toolbox” presented by Nicolini is curated for the study
of organisations and is thus not directly applicable to this study of the infor-
mation practices of folk music students. The following section therefore identi-
fies the particular practice-theoretical perspectives and concepts that are used
to inform and “sensitise” our understanding of the ways in which participants
in this study seek, use, evaluate, share and otherwise interact with information.

3.3.1 Practice Theory’s Account of Knowledge and Information

As noted above, a central impulse behind the development of the practice per-
spective was an attempt to understand and describe the social world without re-
lying too heavily on either individual rationality and logic or immovable struc-
tures as primary shaping forces. One corollary of this is an interest in modes of
knowledge and motivations for acting that exist beyond individual logic, ra-
tionality or ideology. As Thévenot (2001, p. 56) observes, “‘practice’ brings
into view activities which are situated, corporeal, and shaped by habits without
reflection”. One influential articulation of this idea is Bourdieu’s concept of
habitus, which he presents as a basis for action that is neither grounded in pure
rational calculation nor in adherence to explicitly articulated rules, but rather as
“a way of knowing inscribed in bodies” and acquired through processes of so-
cialisation (Nicolini, 2012, p. 56). More recently, Gherardi (2009b) has argued
for a shift within the field of organisational studies, from a focus on
“knowledge” as stable, external and objective to “knowing”, as an “activity sit-
uated in space and time” (p. 353). Such embodied, practical and pre-articulated
types of knowledge are of particular interest in this study, as music-making is
an activity that depends heavily on embodied skill and social understanding in
addition to more formalised ways of knowing.

If practice theory is characterised by such an expansion of the concept of
knowledge, this is explicitly extended into the discipline of Library and Infor-
mation Science in the work of Annemaree Lloyd (2010). In her account of “In-
formation Literacy Landscapes”, Lloyd transforms the attention to embodied,
routinised, socially situated, and tacit knowledge underpinning practice theory
to an account of the types of information that can support and transmit diverse
types of knowledge. Lloyd presents three “information modalities” that de-
scribe the ways in which various types of knowledge can be communicated and
attained: epistemic, social and corporeal (pp. 161-165). “Epistemic modalities”
align closely with traditional accounts of information as codified in documents,
“distinguished by use of the written word as text”. Within this modality, “infor-
mation and knowledge are experienced by their user as universal, generalizable
and abstract” (pp. 161-162). Lloyd further argues that “universities...are cen-
tralized around epistemic modalities and their information practice activities
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and skills are shaped by epistemic forms of knowing, through disciplinary
knowledge often seen as fixed and invariable in time and space” (2010 pp.161-
162). Information literacy in these settings, she notes, is often equated with
skills in locating and using sources in this modality. As noted in the introduc-
tion, this is the modality that tends to dominate in LIS research on the infor-
mation behaviour and practices of higher education (see, for example, Rousi et
al.; 2019, Mayer, 2015; Dougan, 2012).

Social modalities of information are “sourced from the situated experiences of
collective participation, practice and reflection on action” (p. 163). Because
they are specifically located within the actions, interactions and experiences of
a specific group or community, social modalities of information are also “con-
text-dependent and value-laden in relation to truth and competing interests” (p.
164). Lloyd argues that social modalities of information are particularly valua-
ble in shaping collective or “intersubjective” identities and developing “shared
understandings about [a given] practice” (p. 163). They are accessible through
interaction and “narrative” or “storylines” around group identity. This modal-
ity of information occurred fairly infrequently in the literature reviewed for this
study, but is touched upon by Inskip et al. (2008), in their description of the
community aspects of a folk music library, as well as in Laplante and Downie’s
(2011) short observation of the ways in which musical knowledge and infor-
mation can function as ways of forming and signifying social identity and
Cooper’s (2023) account of the way in which emerging artists collectively
“pool” information.

Finally, Lloyd describes the “corporeal modality” of information, which is
“tacit, or contingent [...] disseminated through demonstration and observation
of practice or accessed through the tactile and kinaesthetic activity associated
with actual practice” and often exceeds or evades verbal or textual articulation
(p. 165) Examples of this modality that have been explored in LIS literature in-
clude the information practices of refugees (Lloyd, 2014), for whom observa-
tion was seen to be central to understanding in a new environment, actors (Ols-
son, 2010) for whom bodily training and the observation of fellow profession-
als emerged as central information practices, and archaeologists (Olsson,
2016), for whom initial interactions with artefacts were seen to be based on
“haptic” interaction and sensory understanding. Moreover, Lloyd argues that
the corporeal modality is also central to interpersonal knowledge. She draws
upon Sheets-Johnstone’s (2000) concept of “joint attention”, which describes
learning that results from “the body being turned towards other situated bod-
ies” (Lloyd, 2010, p. 167). Lloyd and Olsson (2017, np) use the example of
nursing to illustrate this, describing the ways in which

nurses recognised that it was not only their own bodies which acted as a
source of information, but also the bodies of other nurses and of pa-
tients. Over time and through practice, nurses began to recognise the
important sensory cues [...] that came from the bodies of patients, and
they began to trust their sense of smell and touch.
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This modality emerged in Fleming-May’s (2025) “meta-ethnography” of the
information practices of artists, which describes a range of bodily activities,
from bathing to shadowing a colleague, as informationally relevant to creative
artists.

In addition to outlining the three modalities of information, Lloyd’s account of
“information landscapes” is explicitly underpinned by the observation that the
ways in which the term “‘information’ is understood will be a reflection of the
context in which the phenomenon is being explored and defined” (p. 10). This
account of information as a multi-modal and context dependent entity plays a
foundational role in our understanding of the information practices of folk mu-
sic students, providing a providing a sensitising vocabulary through which to
attend to and interpret the various information sources described by partici-
pants and to explore the ways in which “doings and saying”, values and objects
relate to each different informational modality.

3.3.2 Practice Theory’s Emphasis on Spaces, Objects and Bodies

While different practice theorists conceptualise the significance of the material
world in different ways (see Nicolini, 2012, pp. 168—171), they share the as-
sumption that a practice cannot be apprehended or understood without taking
account of the material contexts within which it occurs. As Nicolini (2012, p.
171) argues: “When we examine the world in terms of ... practice, we cannot
avoid taking into consideration the central role of artefacts and the entangle-
ment between human and nonhuman performativity.” He goes on to observe
that practices and objects are inextricably intertwined, and that the meaning of
objects shifts in relation to the practices they are involved in. Lloyd and Olsson
(2017) remind us that many important ways of knowing, or “shared, practical
understanding is derived from becoming/being embodied in context (in situ)”,
and thus is inseparable from the social, material and embodied context in
which it takes place. In this study, this perspective informs close attention to
how folk music students’ interactions with information are shaped by the mate-
rial contexts and arrangements in which they work and study, and the different,
potentially shifting, informational uses and constellations that might be associ-
ated with specific objects.

3.3.3 Practice Theory’s Account of Values, Meanings and Under-
standings

A third important perspective emerging from practice theory concerns the role
of shared understandings, values, and ends among participants within a given
practice. Schatzki (2002, p. 87) describes practices as organised sets of “doings
and sayings” that are linked together by four types of organising principles
which together structure what is intelligible, appropriate, and valued within a
practice: practical understandings, general understandings, teleo-affective
structures, and rules. “Practical understandings” refer to, often pre-articulated,
forms of know-how within a specific practice such as knowing how to behave
and how to carry out the actions that constitute competent participation in that
practice. “Teleo-affective structures” describe the common ends, purposes, and
projects that participants may or should pursue, together with the emotions,
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moods, and normative orientations that make certain actions matter more than
others. “General understandings” refer to shared senses of what a practice is
about, including what kinds of actions are appropriate and meaningful within it
and which are not. Finally, “rules” present more codified trajectories and
boundaries for action within a given practice.

Within Library and Information Science, Pilerot and Lindberg (2018, p. 256)
describe practice as comprising:

a set of interrelated, routinized actions (including linguistic statements);
more or less established and shared ways of understanding the world;
more or less pronounced rules (“one must...”), norms (“one
should...”), and conventions (“one usually...”); as well as the material
objects people interact with, including the places in which they are lo-
cated. (emphasis added)

Building upon these two accounts, this study seeks to identify the assumptions,
norms and values surrounding information within the educational practice of
folk music studies. It explores what types of information are recognised as rele-
vant, legitimate and valuable by the students, as well as seeking to identify
types of information that seem to carry less legitimacy or value. The study also
explores whether and how shared understandings and values among these stu-
dents are related to, or shaped through, engagement with particular information
sources.

3.3.4 Practice as Underpinned by Learning

Relatedly, Nicolini (p. 226) describes the importance of “learning” in the per-
petuation of practices, noting that: “methods for accomplishing practice, its ori-
entation, and normative force, need to be learned [and] are acquired in the so-
cial process through which novices become progressively proficient practition-
ers”. The importance of learning in relation to information practices and “liter-
acies” has also been extensively explored by Lloyd (2010). The role of learning
in the transmission of a practice is particularly relevant to this study as univer-
sity education is, of course, a learning-centric practice, part of which includes
training in information practices. We therefore explore the form that learning
about information takes in the information practices of our participants and ex-
amine the extent to, and ways in which, students learn new ways of interacting
with information within their education.

3.3.5 Practice as a Navigation Between Creativity and Normativity

A closely related area of interrogation and analysis within practice theory is the
relationship between creativity and normativity, and the ways in which this
constant negotiation produces both stability and shift within practices. As Nic-
olini (2012, p. 165) observes, practices both “perpetuate and continually extend
[...] temporally [so that they] inevitably entail irregularities and unexpected ele-
ments [and] cannot be reduced to regularity and routine alone”. Each enact-
ment of a practice thus offers potential for “bounded creativity”, in which new
elements enter into negotiation with established ways of saying and doing (p.
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225). This is a particularly relevant focus of this thesis both because, as we
have seen in the literature review, the relationship between creativity and infor-
mation is a significant site of LIS research and because the education and mu-
sic-making of folk music students explicitly entails balancing the acquisition
and preservation of a specific musical tradition with the continuation and de-
velopment of that tradition in ways that allow for innovation and personal ex-
pression. One analytical strand of this thesis, therefore, focuses specifically on
the role(s) that information and ways of thinking about and interacting with it
play in this process of “bounded creativity”.

3.3.6 “Zooming Out”: Practice Theory’s Account of the Social
World as a Network of Practices

In addition to the above lenses for “zooming in” on a specific practice, Nicolini
(2012) describes strategies for “zooming out”, which function to locate a given
practice within a broader network of other practices that collectively make up
our social world. He observes that all practices are inextricably intertwined
within broader webs of yet more practices. For this reason, he argues, “the
study of practices... requires... that we also strive to appreciate how the local
activity is affected by other practices; how other practices are affected or con-
strained or enabled by the practice under consideration” (p.229). “Zooming
out” on this border network allows researchers to pose questions concerning
the ways in which the practice under study relates to other practices, and to a
“wider picture” - in this case, the question of how the information practices in-
volved in the study of folk music relate to the practice of folk music, and per-
haps also to higher education, more generally. Zooming out also allows for
questions around the ways in which the practice under consideration repro-
duces or challenges “existing social arrangements” and how it establishes a
“social world of interactions, scenes of action” (p. 229). As noted in the intro-
duction, these questions are particularly relevant when exploring folk music
students, as folk music in higher education involves the meeting of two poten-
tially incompatible social worlds, with attendant information practices.

In this study, the zooming out approach functions as a useful perspective to
begin to explore the ways in which the specific context (or “site”’) of university
folk music education and its information practices interacts with the broader
“site” of folk music both in Sweden and internationally. Nicolini (2012, p. 230)
suggests that one technique for zooming out is to “follow the actors, tracing an-
alytically the work that goes into making associations come about, and observ-
ing the effect produced by the ensuing socio-technical arrangement”. While we
do not physically “follow” or observe the participants in this study, the inter-
view questions - which explore musical-information activities both within and
outside of the university - are designed to produce a discursive movement be-
tween the two sites, allowing for comparisons across all of the above areas of
investigation.

Drawing on a practice-theoretical “toolbox” (Nicolini, 2012) comprising the ar-
eas of focus and “sensitising concepts” outlined above, this thesis employs a
definition of “information practice” that draws upon and modifies the work of
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Pilerot and Lindberg (2018). In this study, an information practice is under-
stood as:

a shared and routinised configuration of actions, ways of knowing,
norms, and material objects and arrangements, through which infor-
mation is produced, accessed, communicated, and valued, and which is
situated within a wider nexus of social and information practices.

The following chapter outlines the methodological approach used to develop an
understanding of the information practices of folk music students in Sweden,
including how this definition and its constituent concepts are operationalised as
analytical tools.
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4 Method

In the previous chapter, we defined an information practice as a shared and
routinised configuration of actions, understandings, norms, objects and ar-
rangements, through which information is produced, accessed, communicated,
and valued, and which is situated within a wider nexus of social and infor-
mation practices. Within this study, we attempt to attain an understanding of
the information practices of folk music students in Sweden through the method
of extended, semi-structured interviews with a small number of participants.
This chapter presents the methodological reasoning behind our use of semi-
structured interviews, followed by a detailed description of how the study was
implemented, including a short description of the participants, their back-
ground and current context. The chapter then goes on to describe the analytical
framework used for making sense of the data created and concludes with a dis-
cussion of ethical considerations and our own relation to the field studied.

4.1 Methodology

As our research questions are interested in the doing, sayings and understand-
ings of actors within a specific context, a qualitative methodology is best suited
to our study. As opposed to the interest in generalisability and quantifiability
that characterises quantitative research, qualitative investigations are interested
in gaining a rich, analytical understanding of a specific situation. Qualitative
research, as Bryman (2012, pp. 399-404) observes, is interested in approaching
a given social situation “through the eyes” of its participants and in deepening
this understanding through a detailed understanding of context.

Interviews, and particularly semi-structured interviews, are “probably the most
widely employed method in qualitative research” (Bryman, 2012, p.469), par-
ticularly appreciated as a means of gaining access to “the world from the sub-
ject’s point of view” and to “unfold the meaning of their experiences” (Brink-
mann and Kvale, 2015 p. 3), as well as for their flexibility and limited intru-
siveness for participants (Bryman, 2012, p.46). While this is true, however, in-
terviews have been somewhat sidelined, and even critiqued as a method within
practice-theoretical research (Halkier, 2017). One reason for this is that many
of the actions and understandings that practice theory seeks to access, describe
and analyse are understood to be, at least partially, pre-articulated, routinised
and semi-conscious. Nicolini (2012, p. 64) argues that:

Because practical knowledge does not contain knowledge of its own
principles, when asked to translate the principles of their practice back
into a communicable form, agents revert to representational modes al-
ien to that of their practice and their accounts usually prove to be poor
and unsatisfactory. Agents need to struggle just as much as - or perhaps
more than - observers to perceive what governs their practice and to
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bring them to the order of discourse.

As a result of this focus on the routinised and pre-articulate elements of the so-
cial world, the technique of ethnographic observation, where researchers expe-
rience the events, actions and habits they are studying, has emerged as some-
thing of a “golden standard” of practice theoretical research (Halkier, 2017).

A case for the value of interviews in practice-theoretical research has been
made, however, by scholars including Halkier (2017, p.198) and Atkinson and
Coffey (2003). Atkinson and Coffey (2003) challenge the assumption that ob-
servation can grant superior or less mediated access to practices, noting that
just like the statements made in interviews “what research participants do is not
so easily observed and is in need of several layers of interpretation” (in Halk-
ier, 2017, p.198). Drawing upon Schatzki’s famous account of practice as con-
sisting of “doings and sayings”, Halkier (2017) further observes that practice-
theoretical studies are interested in both the embodied and the discursive ele-
ments of practice, and that this interconnected focus makes important methodo-
logical space for interviews and participant description and reflection. Martens
(2012) illustrates this point in her study of kitchen hygiene practices in British
households, noting that interviews offered the best insight into the “understand-
ings, procedures and engagements” behind actions such as dishwashing.

As is elaborated below, our interview guide (see Appendix 1) was designed
and interviews undertaken with these practice-theoretical methodological con-
cerns in mind. The semi-structured format of the interview, which combined a
carefully designed interview guide with probing follow-up questions, was uti-
lised to create opportunities and spaces for participants to think about and de-
scribe a range of actions (sayings and doings) related to information within the
context of their education in potentially new ways. As a suggestion of the suc-
cess of this strategy, one participant observed at the close of the interview “It
was quite impressive where my thought was going in this process [...] I'm not
admiring myself. I'm admiring what you did to myself.” Moreover, in line with
Halkier’s practice-methodological observations, this study is interested in the
shared values and understandings of the participants, areas that interviews are
particularly well suited to explore.

4.2 Semi-Structured Interviews for Data Creation

Folk music students form a quite small group compared to students of other
subjects, including students of other musical genres. In Stockholm, the largest
of the three institutions, around 40 students in total are enrolled in the four dif-
ferent programmes, bachelor and master’s. We wanted to get as detailed an ac-
count as possible of the information practices of this group and found semi-
structured interviews with a few participants to be the best-suited method for
this. This way we could center the conversations around the main themes of the
thesis, while keeping the structure flexible and open to unexpected themes that
might appear in the course of the interviews. Semi-structured interviews have
the twofold advantages of allowing participants to elaborate upon areas that
they think are important and allowing interviewers to ask follow-up questions.
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The latter was particularly useful to us when working with interviews from a
practice perspective, as many of the actions and understandings we wished to
access are routinised and taken for granted (see Nicolini 2012, p.39). Nicolini
(2012, p.48) observes that “actors are always capable of reflexively monitoring
their conduct [but] the verbalization of their conduct only happens in particular
circumstances”. Carefully placed follow up questions thus played an essential
role in helping us to bring to articulation descriptions of actions, assumptions
and understandings that characterise the information practices of our partici-
pants.

4.2.1 Designing the Interview Guide

The design of the interview guide was informed by the research problem and
research questions outlined in chapter one, with the intention of providing as
thorough an understanding of the ways in which the participants interact with
information as possible. As noted in chapter one, musical learning relies heav-
ily on forms of embodied, social and practical training, knowledge and infor-
mation that significantly exceed the dominant textual or “epistemic” (Lloyd
2010, p. 161) informational landscapes of higher education, and a key purpose
of this study is to explore how students navigate this potential informational
tension within their education. This is reflected in the interview guide through
sets of questions that revolve around a number of different aspects of playing
folk music, which might potentially involve different information practices:
musicianship as craftsmanship, musicianship as entrepreneurship, the musi-
cians as creating artists, as academics, and as tradition bearers. The choice of
these themes was informed by the curricula of the programmes, which helped
to give us an idea of what elements of musicianship the students are formally
expected to learn in the course of their education.

Our interview guide is also theoretically informed, inspired by Nicolini’s
(2013, p. 229) account of practices as enmeshed and intertwined within broader
networks of practices. This perspective informed a set of questions in the inter-
view guide that addresses the ways in which the students’ information practices
within the context of their university education are connected to broader con-
texts of, for example, a Swedish and international folk music scene. This set of
questions addressed differences and similarities between these contexts, as well
as clashes and opportunities that arise when navigating between and within
them.

4.2.2 Recruiting the Participants

In the recruiting process we were helped by teachers in the folk music pro-
grammes of Malmd, Gothenburg and Stockholm in forwarding an invitation to
be part of the study to their students (for invitation letter, see appendix 2). Ini-
tially we limited participation-criteria to students in the Swedish artistic bache-
lor programmes in folk music, but, as the entire pool of folk music students in
Sweden is fairly small, we soon realised that we needed to expand the partici-
pation-criteria in order to recruit a sufficient number of participants for the
study. We therefore also extended invitations to masters students in Sweden
and to students from corresponding programmes in Oslo, Voss and Helsinki.
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The Norwegian and Finnish programmes were included after comparing their
curricula with the ones of the Swedish programmes and estimating them to be
equivalent enough. Our initial aim was to interview at least 6 students, but we
began to undertake interviews after having received only five positive re-
sponses, all from students in bachelor’s and master's programmes in Sweden.

After completing these interviews and beginning preliminary analysis of the
material, we discovered that the interviews were extensive enough to allow us
to present a detailed and analytically rich account of the information practices
of these students and to answer our research questions, thus we decided not to
recruit more participants to the study. In this way, we employ a definition of
data saturation that aligns with that of Janice Morse (1995 p. 148), that under-
stands saturation as the point at which the data collected is sufficient to enable
the development of well-elaborated categories and theoretically grounded anal-
ysis and explanation. Exploring the complexity of the concept of data “satura-
tion” in qualitative methods, Morse (1995) further argues for the importance of
“richness” of data over the number of respondents or the repetition of themes.
Complexity and “variation” within data, she argues, is central to achieving the-
oretical saturation and to high-quality analysis within qualitative research. The
open questions of our interview guide, coupled with participants’ generally en-
thusiastic and extended answers provided a detailed and varied wealth of em-
pirical material that enabled the development of nuanced analytical categories
and facilitated careful theoretically sensitised answers to all of our research
questions.

Our relatively small sample size and focus on rich, complex data is also con-
sistent with a number of influential and interesting contributions to the field of
information behaviour and practice that rely on a limited number of partici-
pants. Cobbledick’s (1996) influential exploration of the musical behaviour of
creative artists relied on interviews with four different participants. Similarly,
Cooper (2023) interviewed four emerging artists as a means of exploring their
information practices as they navigated the shift from university to the profes-
sional art world.

4.2.3 The Participants

The five participants interviewed in our study come from four different pro-
grammes: the master's programme in Gothenburg, the bachelor's programme in
Stockholm, and both bachelor’s and master's programmes in Malmo. Two of
them play traditional wind instruments, one plays fiddle and two are singers.
Four of the participants have previous experience of being in some form of folk
music education, whereas one comes from previous education in classical mu-
sic. Four of the participants are professionally active as performing musicians,
whereas one is more active as an organiser of folk music events. Two of the
participants mention that teaching also plays an important role in their career as
musicians.
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4.2.4 The Interviews

Four of the interviews were held in Zoom and one as a physical meeting. The
interviews lasted between 45 and 90 minutes and were held in Swedish (4) and
English (1). Both researchers were present at each interview. During the inter-
views, one of us focused on using the interview guide to structure the flow of
the interview and ask our pre-designed questions, while the other was asking
most of the follow up questions. This allowed us to take advantage of the flexi-
ble nature of the semi-structured interview while also making sure the most im-
portant aspects of every theme in our interview guide were covered. The inter-
views were recorded using the recording function in Zoom, except for the one
interview that was held on site where we used a Zoom H2n handheld recorder.
In total we recorded six hours and thirty-one minutes of material.

All interview data is stored in the OneDrive of the University of Borés, as rec-
ommended by the institution. The transcriptions were made using the auto-
matic transcribing function in the OneDrive Word, after which a careful review
and editing was carried out by listening to the recording and correcting the au-
tomatic transcription when needed. The total duration of the interviews was 6,5
hours, and the transcripts in total rendered approximately 152 pages.

4.3 Analytical Approach

In line with the practice-theoretical underpinnings of this thesis, we employ an
abductive, theoretically sensitised method of analysis when working with the
interview material. “Abductive”, here, describes an approach to understanding
that is closely rooted in the empirical material but draws upon a theoretical per-
spective or concept in order to draw out specific areas of focus and enhance un-
derstanding (see, Brinkmann and Kvale, 2015, p.225). It describes an iterative
movement between empirical material and theoretical perspective that allows
the latter to illuminate the former. The nature of this iterative process in this
study is elaborated below. “Theoretically sensitised” emphasises that while our
study draws on a specific theoretical approach, our analysis is firmly grounded
in our data, which is illuminated and opened up through theoretical lenses
without being made to fit into, confirm or disprove prior theoretical ideas.

4.3.1 Coding and Categorisation

Coding describes a process of labelling different elements of interview tran-
scripts to identify sets of features that emerge at various places across and
within interviews. Codes function to break down interviews into such sets of
themes or features which can become the basis of larger categories, or of analy-
sis (Brinkmann and Kvale, 2015, p. 226-229). In this study we employed a hy-
brid coding approach, in which the data was coded first using the theoretically
sensitising lenses of our practice-theoretical toolbox, and then more induc-
tively.

Data was first coded using codes that largely align with the practice-theoretical
“toolbox” described in the previous chapter. These include focus on statements
and articulations that tell us something about:
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. Types and Modalities of knowledge and information.

. Spaces, objects and bodies.

. Values, meanings and understandings.

. Processes of learning.

. Moments of tension between creativity and normativity.

. The broader context and nexus of practices that contextualise the

information practices of our participants.
These “tools” were identified through an initial reading of our interview mate-
rial in dialogue with practice-theoretical literature and relevant empirical stud-
ies in order to arrive at a set of practice-theoretical focuses that are also directly
appropriate to our material and research questions.

The first round of coding through these broad theoretically sensitising lenses
facilitated close contact with the material through which new, more empirical
or inductive codes and categories arose. These were identified in a second
round of coding. They took the form of, for example, different informational
focuses that occur within the students education (including a socio-cultural fo-
cus, an inspirational focus), and a number of different information practices
(including the practice of listening, the practice of information collection, the
practice of embodying information and the practice of experiencing). These
more empirical codes and categories align more closely with our research ques-
tions and helped us to organise and make sense of our data in a way that ad-
dressed these central concerns of the study. Simultaneously, however, our mul-
tiple-coding approach meant that these more empirical categories had already
been coded with reference to our practice-theoretical toolbox. This facilitated a
nuanced, theoretically sensitised account of the data, that takes account of, for
example, the informational modalities, role of objects, bodies and space, and of
the ends and values that underpin each identified practice. Inductive coding
also included identification of concepts that aligned with empirical findings
that emerged in our literature review (chapter two). The concepts of “socio-cul-
tural information” and “ambient information” presented by Vamanu and Terro-
nez (2022), for example, proved particularly useful. Adopting this multiple-
coding approach, which explicitly combines and moves between empirical data
and theoretical concepts, enabled us to focus on developing theoretically sensi-
tised answers to our research questions, rather than simply restating empirical
evidence, or treating the material primarily as illustrative examples of theoreti-
cal concepts.

4.3.2 Interpretation

Brinkmann and Kvale (2015, pp.231- 235) note that “while coding breaks the
text down into smaller units, interpretation [...] goes beyond what is directly
said to work out structures and relations of meaning not apparently immediate
in a text”. In this study, our interpretive work focuses on building a rich under-
standing of the shared and routinised configuration of actions, ways of know-
ing, norms, and material objects and arrangements through which our partici-
pants produce, access, communicate and evaluate information, as well as the
ways in which these practices are situated within a wider nexus of social and
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information practices. This is done by exploring points of commonality, con-
nection and repetition across interviews (while also taking account of points of
divergence) and using the sensitising concepts of practice theory to extend the
students’ utterances into a detailed, analytic understanding of their information
practices. In line with practice theory’s interest in shared and taken-for-granted
aspects of a given social world, our interpretation pays particular attention to
themes that are repeated and rearticulated across the interviews and thus indi-
cate shared aspects of their information practices. As such, the interviews are
primarily analysed collectively, as a choir of voices, rather than as discreet in-
dividual accounts. Simultaneously, however, points of divergence between par-
ticipants are also explored, particularly in light of the “bounded agency” that
practice theory brings to light.

In line with this study’s focus and intention, our interpretation and analysis fo-
cuses on the meaning of what is said by our participants (as opposed to paying
particular attention to the form and language through which it is expressed)
(Brinkmann and Kvale, p.222). That is, we approach participants’ statements as
attempts to articulate their experiences and understandings of the word as truth-
fully and transparently as they are able. When approached with this interpretive
focus on meaning, interviews become a valuable and efficient method in prac-
tice-theoretical analysis, allowing for particular attention to the ways in which
participants' (shared and routinised) actions relate to their (shared and rou-
tinised) values and understandings.

4.3.3 Reporting of Findings

The findings that result from the process of coding and analysis described
above are reported in the next chapter of this thesis. Findings are illustrated by
quotations taken from the transcribed and coded interview data. All quotations
reported in the thesis are given in English. Quotations from the four interviews
that took place in Swedish have been translated by the authors.

4.4 Research Quality and Ethics

One of the main principles for research ethics is the question of research qual-
ity, which is reflected in all stages of the research, from design to publication
(Swedish Research Council, 2024). There are many ways of measuring the
quality of a study. This section of the chapter focuses on the aspects that we
have found to be the most useful to ensure quality and trustworthiness in the
methods, design and scope of this thesis as well as other ethical considerations
in the process of conducting this study.

Good research practice requires that research questions, design and methods
are well informed of the current state of research in the field investigated (Swe-
dish Research Council, 2024), which in this thesis has been ensured through a
thorough review of previous studies in a broad definition of the field, reaching
from music information retrieval to the information behaviour of music stu-
dents and scholars (see chapter 2). The literature review has yielded insight
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both into the findings of previous studies and into what has not yet been inves-
tigated, which have both been crucial when developing the research questions
of this thesis. An important aspect of good research practice is also, of course,
making sure that the ways we engage with and represent the work of other
scholars is fair and accurate (Swedish Research Council, 2024) and that the
works cited are referenced correctly, which in this thesis is ensured by careful
proofreading by ourselves, our supervisor and in by our fellow master students
for the 75% seminar.

Further, Bryman (2018, p.465) notes that a central question in ensuring the
quality of research is: “are we observing what we claim to observe?”. For this
thesis, the methodological discussions from the practice theoretical field pre-
sented above have been important sites of reflecting upon the validity of the
study and what measures to take to ensure that the study meets its aims. One
important procedure has been studying the curricula of the programmes before
designing the interview guide. This allowed an understanding of the context of
the participants and helped center the questions around themes that had a high
chance of being relevant for the participants in their everyday information
practices. That is not to say the interview guide ignored themes that were not
represented in the curricula, rather the opposite, since another important inter-
est of this thesis is to investigate the role and significance of participants' infor-
mational activities outside the university. Further, when designing the inter-
view guide, we were cautious to center the questions around the everyday ac-
tions of the participants, for example asking the participants to describe a nor-
mal day and their preparations for different activities in- and outside of the uni-
versity, if they preferred certain ways of dealing with information over others,
why, etc. The addition of follow-up questions, allowing the participants to fur-
ther elaborate their thoughts on the topics discussed helped in keeping the fo-
cus on the participants perspective, which is the lens through which the re-
search questions must be understood in this thesis.

Another aspect of evaluating the research quality of a study is whether the find-
ings can be transferred to other contexts than the specific group or situation
studied. When it comes to the transferability, qualitative research generally
tends to focus on what is contextually unique in the particular social reality
studied (Bryman 2018, p.468). However, in the case of this thesis, some results
might be relevant for future studies of other contexts or groups. Accounts of for
example practices related to oral information found in the results of this thesis
might be transferable to various other contexts, as well as findings on embod-
ied information practices among musicians might be transferable to studies of
other groups such as dancers, actors, physiotherapists and more.

A final important issue in the production of high-quality work is reflexivity, in
which researchers both make clear and critically reflect on their relation to the
material studied. In the context of this study, the two researchers have very dif-
ferent relationships to the world of folk music education. Ebba has previously
studied the undergraduate programme in folk music at Malmo University, and
it was her experience of the informational complexity involved in this educa-
tion that first inspired this study. Laura, by contrast, has no previous musical
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training, and has an experience of higher education (within English Literature)
that sits unproblematically within the document-centric information landscape
described by Lloyd.

The dual perspective of the two researchers offered certain advantages when
undertaking the interviews. Occasions arose, for example, when participants
used terms, such as “plankning”, with which Ebba was familiar, but Laura was
not. In pausing to ask for definitions of such terms - which might not have hap-
pened if the interviews were undertaken by two researchers that were familiar
with the terminology of music education - we discovered important nuances
and differences in the ways in which students understand and use this infor-
mation practice. Simultaneously, Ebba’s musical understanding and expertise
allowed for nuanced, specific and technical follow-up questions that would be
inaccessible to researchers without this kind of experience.

It is important when conducting research to take questions of research ethics
into account during the entire process, from the planning stage to reporting the
results (Brinkmann and Kvale, 2015). One very important aspect for this study
has been respect for the participants regarding informed consent, the handling
of personal data and confidentiality in the presentation of the data (Swedish
Research Council, 2024). It was quite clear from the beginning that no collec-
tion of any sensitive information was needed, however, conducting interviews
still comes with several ethical considerations. The nature of our research prob-
lem allowed us to give the participants detailed information beforehand without
risking the participants knowing “too much” about the study to be able to give
an independent account of their thoughts and experiences. This, together with
written information about the participants rights was emailed to the partici-
pants, who then sent us their written consent to the premises of partaking in the
study.

Another aspect of respect for the participants of the study is confidentiality
(Swedish research council, 2024). For this thesis we have had to weigh two as-
pects against each other. On the one hand, the group of interest in this study is
quite small, and just knowing what instrument a participant plays might give
their identity away, since there might only be one student playing that instru-
ment in all programmes represented. On the other hand, some individualities
might be relevant for the study, so changing certain details to ensure confiden-
tiality might not be an option. Since the study focuses more on themes and pat-
terns in the information practices of the students, we have chosen to keep the
description of the participants quite general, but without changing any details,
and analysing their accounts thematically, rather than individually, even if
some differences between the participants occur within the themes. When cit-
ing the participants in the following chapter they are pseudonymised as Partici-
pant 1, Participant 2, Participant 3, Participant 4 and Participant 5.

The following chapter will present the analysis of the data created, as well as
the main findings of the study.
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5 Findings

This chapter presents the findings that emerged through analysis of the data
collected in five semi-structured interviews. It first outlines the informational
focuses of the students; the areas of information their practices are oriented to-
wards within their education, as well as the motivations, reasons and ends asso-
ciated with each focus. The chapter then moves to present the different forms
and modalities of information the students interact with, and the different aims,
activities and values associated with each modality. Finally, the chapter de-
scribes a range of information practices that characterise the ways in which
participants access, process, store, share and otherwise interact with infor-
mation. These practices are primarily actions and interactions (with objects,
spaces and people) that recur throughout the data, and that play a significant
role in the ways in which the students approach, encounter and use infor-
mation.

5.1 Informational Focuses among Folk Music Students

Analysis of the data collected during this study reveals that folk music students
engage with a wide range of information in diverse and multifaceted ways, and
for a variety of purposes. Data showed that participants information practices
are oriented towards five distinct focuses: information for repertoire building,
information for historical and socio-cultural understanding, information for
technical development and understanding, information for creativity, and prac-
tical information. The following section describes these informational focuses
as they emerged through analysis of the data, paying particular attention to the
relative importance and values students attribute to each.

5.1.1 Information for Repertoire Building

The building of a broad personal repertoire of folk music emerged as one of the
most important informational focuses across the data. Significantly, the act of
“repertoire building” was not articulated directly in the data. Rather, its central-
ity became apparent through repeated references to locating, listening to, and
“learning” a wide range of folk music tunes. Students describe activities such
as “scanning in Svenska Ldtar, so that I have it on my iPad” (Participant 1),
taking courses in order to “get specific tunes from that course leader” (Partici-
pant 2), as well as learning tunes from a friend: “you might be somewhere, just
sitting and listening and thinking, ‘Oh wow, what a great tune, could you teach
me that one?’” (Participant 2). They also describe collecting recordings, with
claims including: “I have around 800 recordings on my phone or something”
(Participant 5). In this way, a focus on repertoire building emerges through data
analysis as implicitly underpinning many of the informational activities de-
scribed by the students.
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Moreover, the act of repertoire building itself has a clear developmental struc-
ture. While participants describe different ways of collecting tunes - amassing
recordings, consulting notated music and producing their own digital or hand-
written transcriptions - analysis reveals repertoire building to be closely linked
to the internal memorisation of tunes: “knowing” them and being able to play
them without reliance on documented support. Other forms of collection func-
tion as a means towards this process, as “support” for learning “by heart” or as
a “reminder” or an “answer sheet” (facit). Music stored as recordings on digital
devices, for example, was presented as a means to “learn” music. This distinc-
tion emerges particularly strongly in a description of a project in which a par-
ticipant notes that most of the tunes used:

I have had in my repertoire [from earlier but] I’ve maybe used the
Svenskt Visarkiv to look up these pieces written down in notation, to
make it easier for myself[...] So I’ve... I’ve had the tunes with me, but
used material from the Svenskt Visarkiv, for example, to get them
properly written out in full. (Participant 5)

Here we see an implicit distinction between repertoire as something one “has
with” one, and documented sources as a form of support that is not synony-
mous with one's own repertoire.

Thus, while repertoire-building emerges as a significant informational focus
across the data, analysis reveals that this focus is further oriented towards the
development of an internalised repertoire. Moreover, the reasons for develop-
ing such a broad, internalised repertoire are rarely explicitly articulated in the
data. Instead, the aim appears as self-evidently central to what it means to be a
folk music student for all of the participants. The sources and practices that stu-
dents turn to in repertoire building are elaborated in section 5.3.1 Acquiring
Practices.

5.1.2 Information for Historical and Socio-Cultural Understanding

A second, highly significant informational focus revealed through analysis of
the data is information for historical and socio-cultural understanding. As de-
scribed above, our interview guide was partially structured around the different
tasks described in the course plans of folk music programmes in Sweden in the
hope that this would allow us to cover all of the different informational focuses
that might occupy students. While our interview guide did not directly address
socio-cultural information, it emerged as one of the strongest themes within the
data, which contained repeated articulations emphasising the importance of
connection to, and knowledge of, the traditions and history of folk music.

The importance of socio-cultural and historical information emerged particu-
larly strongly in the ways in which students describe the folk music genre.
These include articulations about the importance of understanding “how things
were done in the past” as well as of the tradition of folk music as “orally trans-
mitted music that is written down later”. It is exemplified in claims such as:
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For me—well, [I study and play] Swedish traditional music that has
been passed down through the ages. You don’t really know when it be-
gan, where it comes from, or who it originates with, but it has been
handed down from person to person...and it’s music that ordinary peo-
ple have made throughout history. It hasn’t been the upper classes or
anything like that who practiced it; it’s been everyday music, work mu-
sic, functional music. (Participant 5)

In this quotation, a sense not simply of musical tradition, but of the social con-
texts in which this music was created and performed is placed at the heart of
folk music as a genre.

Similar answers were given in descriptions of what it means to be a good folk
musician, in which articulations about “tradition”, “respect” and “history” were
particularly prevalent. Examples include claims that being a good folk musi-
cian entails having “some sense of the tradition, an idea of its origins and what
it is shaped by” (Participant 3) and “having this kind of respect for the past, for
where the music comes from, and always being aware [...] that you carry a kind
of heritage with you” (Participant 5). Furthermore, data analysis reveals that
encounters with socio-cultural and historical information are strongly con-
nected to positive emotions and values. Students describe feelings of “enjoy-
ment”, “connection” and “reward” in relation to encounters with information
about the history of folk music and musicians. Thus, analysis indicates that par-
ticipants share an understanding of the importance of situating folk music
within broader social and, particularly, historical contexts beyond the univer-
sity. Knowledge of these contexts is consistently described as integral to both

individual musicianship and the practice of folk music more broadly.

While the importance of socio-cultural and historical understanding thus
emerges as a significant shared understanding among the students, data also re-
veals significant differences in the types, levels of specificity and means of ac-
cessing socio-cultural information described by participants. Definitions range
from fairly vague descriptions of folk music as rooted in historical rural life (“it
has been everyday music, functional music, working music” (Participant 5)), to
those that describe the more recent history of folk music (You know, like, in
the 60s, 70s, 80s there was that folk wave, so a lot of it comes from that, but
there’s also the older fiddler tradition further back™ (Participant 1)), to those
that emphasise folk music’s contemporary social role in “weddings”, “festi-
vals” and various dance occasions. The ways in which participants access so-
cio-cultural information also range from encountering anecdotes by accident
when listening to recorded sources, to finding and reading books about “how
people lived in the past”, to active ethnographic observation, recording and
data collection. Thus, while data shows a strong consensus among participants
that an understanding of folk music as a tradition rooted in a history (and, to a
lesser extent, a present) outside of the university is central to the practice of
folk music, and that participants associate interactions with socio-cultural and
historical information with feelings of enjoyment, connection and respect, it
also illustrates significant breadth and variation within this shared understand-
ing and valuation.
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5.1.3 Information for Technical Development and Understanding of
Tradition

A third informational focus that emerged during data analysis is information
for technical development and understanding. General statements illustrating
the importance of this informational focus include: “I believe that to be a musi-
cian is a really technical job. It's like being a plumber or electrician, right? You
have to learn the fundamentals.” (Participant 4) Similarly:

I think music is really a craft. [...] craftsmanship really means spending
time in the practice room [...] and I think that’s a good metaphor for
music: to think of it as a craft. You need to spend a lot of time with how
it’s made, understanding it, and being able to articulate what’s going on
in the music. That also makes it possible for me to work together with
others who share the same kind of understanding...It doesn’t hurt to un-
derstand what you’re doing. (Participant 1)

In these quotations, technical knowledge or “know how” emerges as both ena-
bling students’ own participation in folk music education and facilitating com-
munication among students via shared understanding and expertise.

Data analysis also shows that development of technical skills and understand-
ings takes two central forms: working with one’s instrument to improve tech-
nique and listening to old recordings in order to gain a deep, structured under-
standing of a tune and of folk music more generally. Repeated descriptions of
time spent alone in a practice room “playing, playing” were identified across
the data. So, too, were descriptions of individual and group-lessons with teach-
ers, where students work on technical skills such as “bow technique, finger
placement and so on” or vocal techniques. This is particularly well illustrated
in a description of training with a vocal coach on breadth placement in song, so
that: “before I used to place the sound very much in my throat, so I would get
very tense there. And now I’ve worked on finding a placement so that I can be
relaxed [...] I focus more on breath support” (Participant 5). In such quotations,
working with a teacher becomes a significant source of building technical in-
formation and understanding in instrument-based skills.

A second focus for technical understanding and development emerges in the
ways in which students engage with existing folk music. Students describe pro-
cesses of “detail-listening” and “plankning”. An example of a plankning exer-
cise includes a description of:

[listening to a recording of a tune], writing the melody down in nota-
tion, but also noting more specific elements, like ‘here she sings with a
lot of glissando’ or ‘with many pickups,’ or aspects of tone, like ‘she
had a very bright voice,” or that the sound is placed very far forward.
And then, from that, trying to imitate those stylistic features. (Partici-
pant 5)
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Here, listening becomes a way of “breaking down what is actually happening
[...] to give you a deeper understanding of what is going on behind the way it's
played” (Participant 2).

In the data, such “breaking down” takes the form of simply listening, listening
and imitating, listening and transcribing to musical notation, or all three. One
description of plankning describes the sort of technical information and quest-
ions that can arise through this work: “Is it intentional that this is a quarter
tone, that it’s not a pitch you’d find on the piano. Or is it just that she’s singing
a bit ‘out of tune’ from a modern perspective?” (Participant 3). In this way,
analysis of the data suggests that technical development and understanding for
folk music students encompasses not only the acquisition of instrumental skill,
but also the cultivation of a detailed theoretical, technical understanding of folk
music, expressed through a shared vocabulary, an understanding of musical
tradition and the ability to articulate musical structure through notation. Such
technical understanding and development can also be seen to be facilitated spe-
cifically through the university context, in the form of a community with a sha-
red language, extensive time for practice, and technique-based training with te-
achers.

5.1.4 Information for Creativity

Creation also emerged in data analysis as an important element in the students’
education and musicianship. Students described creativity as playing an im-
portant role in all aspects of their musical work, claiming, for example, that:

Whether you’re playing tunes that are created in the moment or music
that already exists, there’s always some kind of creative impulse in-
volved, whether it’s jamming with someone, adding a second part, cre-
ating an accompaniment, or simply varying the tune. That, too, is a kind
of creative impulse, so it’s really central to making music. (Participant
2).

And that “really, everything is creative. Even if someone gives me a finished
score or says, ‘do this,” there’s still creativity in it: in how I interpret it, make it
my own, and express it in my own way” (Participant 5). Data analysis also re-
vealed creativity to be closely tied to information. Specifically, it suggests that
for the students interviewed, creativity is both facilitated and structured by
knowledge of and information about the folk music tradition, particularly rep-
ertoire and the multifaceted technical understandings of folk music described
above.

One repeated description of creative practice that occurred in the data was the
writing of original songs guided by the existing tradition of folk music. This is
illustrated in the following description of developing a creative practice within
folk music education:

So I started writing my own tunes in this style fairly early on [...] But

the more I gain information on the listening level, and also read a bit

and learn more about things like, ‘okay, there is triplet polska,” or ‘this
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is something that’s quite typical for this region,” or ‘Varmland sounds
more like this today,” you could say.” [...] It feels sometimes like I have
a kind of map - like, ‘this sounds like this, and this sounds like that...’
and also how things are structured, or how people would describe them
- like, ‘this is a polska from Sméland.” So it all has to be placed in a
context. And everything you can know like that also informs my crea-
tivity. So if I understand which scales are common, then I can use that
when I write a tune myself. (Participant 1)

This quotation illustrates the ways in which students articulated a deep connec-
tion between their ability to be creative in their practice of folk music and their
knowledge of the Swedish folk musical tradition. Here, this tradition becomes
a “map” that facilitates movement and creativity for the speaker.

The support to creation that arises through knowledge of tradition is also illus-
trated in this description of an assignment involving working with an existing
folk song, creating a new tune by using the structure and the theme of the origi-
nal to write new verses. Working with this assignment, the participant ob-
serves:

It was just like, ‘wow, suddenly it felt like the creativity just kicked in
and started to flow.” So the lyrics really came out in a flow. I started
writing [...] and then everything just came within a few minutes. And it
was a really powerful experience, it was sort of a balanced mix between
having some structure to relate to and at the same time being able to
create freely [...] I think it was a good way for me to work. (Participant
8))

Here, once again, creativity is facilitated by and based upon an information
source (the original tune), which functions as “a framework for creativity”.

Less formal approaches to creativity found in the data are equally rooted in in-
formation about folk music. This emerges in statements such as:

When you’re working with traditional music, there are so many differ-
ent phrases that keep recurring across various pieces, so suddenly a
phrase might just appear. And then you walk around humming it, and
gradually larger motifs start to grow out of it. Often it’s music that’s
quite clearly connected to something you’ve heard or played a lot, but
other times it’s more about breaking things apart, thinking, ‘no, I don’t
want to play in 3/4 anymore, [ want to play in 5/4,” and then you have
to approach it differently. (Participant 2)

Here, creativity in folk music is described as both rooted in knowledge of rep-
ertoire, and supported by a technical knowledge and confidence to identify
“break apart” the component parts of a tune - you have to know the rules in
order to bend them” (Participant 3). A similar use of existing material and tech-
nical knowledge was described in relation to writing harmonies to existing folk
tunes. Writing alongside existing tunes was described as “even more artistic,
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because I decide how much I allow myself to either write a harmony that is
more traditional, like moving in thirds or sixths, closely following the melody,
or, as I’ve done, to write something more contrapuntal, a freer and more inde-
pendent part” (Participant 1). In these statements, even divergence from tradi-
tion is posited as rooted in strong knowledge and understanding of that tradi-
tion. The repetition of such statements across the data suggests that the connec-
tion between creativity and tradition underpins and organises the ways in
which students think about and understand as legitimate, appropriate and suc-
cessful creativity within their music making.

While creativity’s dependence on knowledge and information about folk music
thus emerged as a general understanding underpinning participants' work with
creativity, data analysis also revealed that participants often found it difficult to
navigate between their own creativity and the rules and norms of the broader
musical tradition in which they practice. This emerges in statements such as:

I’'m inspired by archive recordings and by listening to older singers who
have performed this music before, but within that I’m also trying to fig-
ure out, ‘what is them and what is me?’- and to distinguish between the
two. And that can be difficult as well - to draw inspiration from others
without feeling like you’re losing yourself. Because there’s also a
strong desire to find your own artistic expression and to ask, ‘who am I
as a musician?’ (Participant 5)

This tension is neatly summarised in the articulation:

[It’s] something I’'m really struggling with right now, having the cour-
age to do my own thing and trust that it will become music, and that it’s
good enough. At the same time, I also find it comforting [...] to have
these frameworks or to have this material that already exists from a
long tradition to work from, like, I don’t have to reinvent the wheel.
There’s something there to build from. So it works both ways, I think.
(participant 5)

In this way, creativity’s link to rules, tradition and information can be seen to
be simultaneously a significant shared understanding among folk music stu-
dents, and a site of negotiation and tension that the students sometimes struggle
to successfully navigate.

Data also showed that creativity was closely coupled with the site of the uni-
versity, where the bending and negotiation of tradition is actively “encouraged”
by teachers and in assignments. Students are encouraged by teachers to under-
stand that “there are other ways of doing this, I can do it on my own”, “to take
my own [creative] ideas seriously” and to “experiment”. Conversely, data also
showed that students perceived some non-academic contexts, particularly
online forums and Facebook groups, to take a more conservative approach to
tradition and innovation, and to offer harsh critique of the independent interpre-
tations or bending of conventions that are largely encouraged in the university
context.
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5.1.5 Practical Information

A final informational focus that emerged through analysis of interview data is
practical information. As a participant articulated: “[there is] a lot of [...] work-
ing with music that isn’t really music, and some parts of it you find enjoyable,
and other parts you don’t” (Participant 3) - some of these aspects of working
with music were directly addressed in interview questions, others became evi-
dent through analysis.

A site of practical information directly addressed in the interviews is infor-
mation about entrepreneurship, a module included in the course plans for all of
the undergraduate music programs. In contrast to the detailed descriptions of
working with instruments and tunes, participants described this module - and
the subject of entrepreneurship more broadly - in fairly unspecific and even
distanced terms. Responses included that the entrepreneurship course was
“very general” and covered a range of topics, as well as the claim that:

Yes, we take courses where we’re introduced to practical tools, like en-
trepreneurship: how to write a budget, how to prepare an open budget
for different projects, and so on. So there are definitely courses de-
signed to prepare us for that. (Participant 2)

This answer, speaking from the perspective of the group (“we”) rather than the
individual, reflects the relatively low level of personal engagement with entre-
preneurship and, particularly, with the ways in which it is addressed at the uni-
versity, that emerged across the data. In fact, analysis revealed what might be
called a spectrum of disinterest, from a description of the entrepreneurship
course as an introduction to “a whole world that I hadn’t really had the energy
to explore before [...but]I’m not really that active with my entrepreneurial side
yet” (Participant 5), to the (lighthearted) claim, “entrepreneurship! I will start
cursing! I will start cursing!” (Participant 4). In this way, information about
entrepreneurship emerges in analysis as significantly different to the other in-
formational focuses identified above, in that it is not integrated into students’
everyday university activities, and is presented by them as largely external to
their musical education.

Simultaneously, however, participants described other ways in which they de-
veloped entrepreneurial skills, enabling their music-making to contribute to-
wards “paying my rent”. Significantly, this concern tended to be posited as al-
most entirely separate from students’ education in music at the university. In
contrast to the disinterest towards the “general” course, a participant observes
that:

Especially here in [my city], where there’s quite a large folk music bub-
ble, you also meet people outside of [the university], people you can
connect with. And then you establish contacts there and build relation-
ships. And that can also lead to opportunities and help shape your ideas
about what you can do and how you might continue your professional
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life. (Participant 2)

In this quotation, entrepreneurial information is something that emerges most
usefully through social interactions outside the university, rather than through
taught courses and exercises within it. Other experiences of entrepreneurship
include finding gigs, touring with bands and handling the related administrative
work. In this way, the specificity of practical experience emerged in analysis of
the data as a much more useful source of practical information about entrepre-
neurship than the abstract and generalised information provided by university
courses.

Data analysis also revealed other forms of practical information that were ac-
quired during the participants’ education. Primary among these are skills of
time-management. The data contains recurring mentions of time constraints
and deadlines that play a role in participants' education. For example:

[W]e often talk about wanting to create real performance situations,
what we call ‘high-stakes situations.’ Like, if you have an idea you
want to try out, you should book a concert date, because otherwise it
won’t happen. If you feel like you have all the time in the world, then
nothing really gets done. You need a concrete situation, a date, a time,
where you just have to go for it. We also have a lot of that built into the
programme. There’s concert activity and things like that, designed to
create these kinds of real situations continuously. (Participant 3)

Students also describe juggling the requirements of the programme with other
musical commitments, and discuss prioritising the information and informa-
tional focuses that they engage with because of time constraints. Time-manage-
ment thus emerges in data analysis as both a challenge for students to negotiate
and a skill that is trained.

Finally, students describe the development of interpersonal skills that occur in
jam, ensemble and concert playing. For example:

Having a band is kind of like being married, it feels like you constantly
have to... well, not necessarily adapt yourself, but [...], you have to take
other people into account, of course. And the more you do that, the
more you realise... I enjoy having discussions, but we don’t necessarily
have to agree completely in the end. I’ve come to feel that if I get to ex-
press what I want, and someone takes my idea seriously, even if they
then say, ‘no, I don’t agree,” I’m actually quite satisfied with that. So
that’s been a kind of learning process... and I think that’s also some-
thing the school gives you, because when there are 30 people in a room,
you can’t always get your way. (Participant 3)

As with entrepreneurship, such forms of practical information are rarely ad-

dressed as independent informational focuses of the students, but instead, they
seem to be embedded within, and accessed through, other activities.
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5.2 Modalities of Information in the Information Prac-
tices of Folk Music Students

As was outlined in chapter three, Lloyd (2010) describes three modalities of in-
formation based on form as well as associated modes of access and processing:
the epistemic modality, which takes the form of publicly shared, recorded and
searchable information; the social modality, which is created and shared
through person-to-person and in-group interactions in a specific context, and
the corporeal modality, which describes information accessed through embod-
ied senses such as observing or listening, as well as through kinesthetic activ-
ity. Data analysis reveals that students engage with each modality of infor-
mation within the context of their studies, but that the extent of their engage-
ment with each modality, as well as their level of familiarity with and under-
standing of the value of each modality differs significantly. The following pre-
sents the uses and values related to the different informational modalities in the
information practices of the participants.

5.2.1 Epistemic Modalities in the Information Practices of Folk Mu-
sic Students

While epistemic information traditionally holds a central place in the infor-
mation practices of the university and of university students, we found that it
had a fairly limited role in the information practices of our participants. Data
revealed that the most central use of epistemic information was in the location
and access of tunes, documented either as notation in songbooks such as Sven-
ska Ldtar and the online, searchable catalogue Svenskt Visarkiv or as recorded
tunes, most commonly found through online catalogues. Asked about their use
of epistemic sources (“did you use many books or texts in completing this pro-
ject?”), a student replied that “what I’ve actually used, in terms of books or in-
formational material, has really been in the search for repertoire” (Participant
5).

Other epistemic resources occurring in the data are textbooks and related aca-
demic material. These were generally mentioned in passing and with much less
enthusiasm or detail than when the students talked about other information
sources or activities. For example:

I don’t think I’ve ever seen a reading list. But we have had some things,
I mean. In music history, for example, we had some thick book we were
supposed to read, which I never actually read...and, there’s also a
slightly thinner book about Swedish folk music and things like that.
(Participant 3)

Asked to describe a situation in which they were required to use “academic
skills” to complete a task within their education, the data reveals mostly fairly
vague, general and even and disinterested answers, such as: “Well, it depends
on the assignment, but for example when we studied classical music and Ro-
manticism and so on, you have to look up the information you need in order to
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write about it, especially when it’s not your strongest area.” (Participant 2).
Here, the switch to third person suggests a lack of interest in the assignment
that contrasts significantly with the detailed, enthusiastic and first person ac-
counts of working with social and embodied modalities of information (see be-
low). This is articulated even more explicitly in the claim: “Here, especially in
the university, many guys are really proposing books and titles, etc. But I'm not
into reading about music. I don't know why” (Participant 4).

This disinterest in epistemic information seems to reflect the priorities and
structure of folk music programmes as described by the students, in which
much time is given to the physical playing of an instrument. As a participant
describes it:

Music history was [...] one of those cross-disciplinary courses, so there
we actually had, well, I think we did have a reading list, in fact, and it
was that big Music of the World book. So that was really just straight
lectures with PowerPoint presentations and that kind of thing. But oth-
erwise, it’s been a lot of... well, trying things out in sound, like playing
and showing things to each other. (Participant 3)

Similarly, when asked about how they learnt and accessed the specific termi-
nology relevant to their genre of music, participants tended to reference “teach-
ers” rather than documented definitions, noting, for example, “I don’t know
who actually coined the terms” (Participant 5).

While such disinterest or discomfort with classical epistemic informational
sources was a prevalent theme within the data, there simultaneously emerged a
theme of desire for stronger engagement with epistemic information and with
some of the skills associated with academic information literacy. When partici-
pants were asked about information sources that they would like to use more
often, epistemic sources were foregrounded. A participant commented: “it
would be nice to have more solid literature on the different themes, and also
a... well, a broader basis for discussion” (Participant 3).

Similarly:

Well, really it’s just...there’s so much interesting material out there
that’s been published to read, and it really just comes down to time and
motivation. So there’s absolutely a lot you could really dive into, and
that’s something I’d like to get better at. I mean everything from re-
search - fairly recent research articles - to just a small book about how
people lived in a particular locality in the past, where there are interest-
ing details that can be relevant for folk musicians. So... reading more.
(Participant 2)

This quotation simultaneously describes an intuition that further engagement
with epistemic sources such as books and articles could expand both historical
and socio-cultural understanding and technical understanding and illustrates
the ways in which the speaker prioritises informational focuses and modalities.
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When time is limited it is this epistemic-form of information that is depriori-
tised.

One issue surrounding epistemic modalities of information that arose through
data analysis is a lack of confidence in information searching and retrieval.
While participants describe a familiarity with music archives (particularly
online), and an ability to search for and locate information (tunes) within them
developed over the course of their studies, they expressed much less confi-
dence in locating, and using text-based information related to their studies or
musicianship. This can be seen in claims such as “the main reason I don’t use
[academic literature] is probably that I haven’t found that it really exists” (Par-
ticipant 3). Descriptions of searches for such information sources, however, are
notably sparse in the data. In terms of their use of the university library, partici-
pants loosely describe an introductory tour at the beginning of their education,
before going on to claim they use the university library fairly infrequently
(“We have a really nice library at the school with a lot of literature, and I’ve
borrowed a few books from there, but not very many” (Participant 5), “I rarely
use the school library” (Participant 2). Similarly, data shows that when a spe-
cific written or scholarly text is required within the education of participants,
this is often directly provided by teachers. Thus, the locating, accessing, as-
sessing and using of text-based epistemic information, which Lloyd (2010) ar-
gues is a central component of information literacy in most higher education
settings, emerges in data analysis as a skill set that is deprioritised within the
information practices of these students.

Moreover, analysis gestures towards some problems or obstacles introduced by
the lack of epistemic information involved in the information practices of the
students. This can be seen in the description of a situation in which a student
could not follow a lesson because they did not understand the terminology used
by a teacher:

I remember that in the first year especially, I felt like a lot of terms were
being thrown around in a way that suggested they were common
knowledge. I remember sitting in a theory class where they were talking
about ‘gallvenstrak,” and I was like, okay, well, that sounds like a spe-
cific term? So I went on my computer during the lesson to google it,
and it wasn’t anywhere on the internet. And then it’s like... I couldn’t
even take a note and catch up later, so I was already falling behind from
the start. And then you start thinking, ‘am I stupid for not knowing
this?’ or ‘why did they admit me if [ don’t have the prior knowledge
that I’m apparently supposed to have? (Participant 3).

Here, the lack of, or inability to locate, a published definition of the term had a
significant negative impact on both the student’s ability to learn and on their
confidence of and experience within the education. They go on to note that ac-
cess to more written documentation might have the function of introducing
“more voices” or perspectives into their understanding of folk music, noting
that the education is based very much on the specific skills, experience and
ideas of the teachers who are a central source of information: “I mean, I think

51



that the more voices there are, the better, in a way, because... [ don’t agree
with everything [our teacher] has written... or, well, it ends up being his way
of seeing it, after all” (Participant 3). This understanding that epistemic infor-
mation might play a valuable supplementary role in the education and the mu-
sicianship at the same time as this modality was deprioritised in the actions and
activities performed by the students is an interesting complexity that emerged
that analysis uncovered throughout the data.

It should be noted that one exception emerged within our five interviews.
While the above-described general tendencies within the data, the statements of
one participant contradict these findings. One participant described “academic
knowledge” as playing a “very” significant role in their music-making and edu-
cation, and described highly advanced skills in archive searching for historical
documents. It is perhaps significant that this participant had previous academic
education in classical music and thus carried with them a slightly different set
of music and academic information practices into the context of folk music ed-
ucation.

5.2.2 Social Modalities in the Information Practices of Folk Music
Students

Social modalities of information play a much more significant role in the infor-
mation practices that emerged through data analysis than epistemic. One of the
primary uses of the social modality that emerges in the data is learning from a
teacher. As has been suggested above, much of the technically focused infor-
mation the students engage with, such as specific terminology, instrument grips
and practice techniques are communicated to them in the context of instruction
with a teacher, either within a group lesson or one-on-one training. This can be
seen in a description of working on a specific plankning exercise with a
teacher, where:

it’s often about [my teacher] being there as a kind of coach in that pro-
cess, which is really helpful, having someone who listens with different
ears. And we don’t always agree either, it can be like, ‘I hear this note
as a bit lower, and you hear it as a bit higher,” or ‘I perceive this pas-
sage like this, and you perceive it like that.” So everything is subjective.
(Participant 3)

Here, technical information emerges through the sharing of ideas and the build-
ing of shared interpretations and understandings. This dynamic is similarly pre-
sent in descriptions of working with a teacher with the aim of improving “bow
techniques”.

Participants also specified teachers by name as having an important influence
on their progress as musicians, such as:

[my teacher is] a folk singer and a voice pedagogue, [and] is extremely
skilled and knowledgeable. She has really helped me understand how to
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use my voice so that I don’t strain it. And it’s been ... incredibly in-
structive, because last year [ had a lot of problems, and then I started
working with her this autumn, and we began working together, and it
has really made a difference. (Participant 5)

Similarly:

Right now, I’'m doing some composing and writing harmonies for fin-
ished songs, so [ have a supervisor [who] provides a lot of input in
terms of composition and harmony. He’s also one of those people that
[...] no matter which course you have him in [...]he’s very generous
with his knowledge and really able to see things from different perspec-
tives, and just nudge things slightly, and suddenly a whole new world
opens up. (Participant 3)

These quotations illustrate the importance to students of information both that
is accessed through interaction with teachers rather than through published
documents, and that is collectively produced through such interactions.

Lloyd (2010 p.163) describes social modalities of information as playing a par-
ticularly significant role in shaping “intersubjective” identities and “shared un-
derstandings about a practice”. This emerges particularly strongly in the stu-
dents’ articulations about the role of their teachers as information sources, and
in shaping the content and identity of the education programme. Such state-
ments include descriptions of the process of succession in which students be-
come teachers within their institution:

The teachers we have have gone through this path themselves, so it’s
not just that they have knowledge that they pass on to us, they’ve also
gone through the same process of [...]dealing with the same kinds of
struggles that we have. So it becomes a kind of carrying or transmission
of tradition, in a way. (Participant 3)

Similarly, a participant describes the value of “the people who have taken this
path before you, so they are leading you, they are your teachers”, going on to
describe “the academy” as “a cloud of people that have the same interest” (Par-
ticipant 4). These statements, alongside the examples above, indicate the im-
portant role played by the social modality of information in the form of
teacher-student communities and interactions in both musical learning and in
identity formation within folk music programmes.

While much of the data presents the role of teachers in a positive light, some
statements reflect upon the implications of this centrality of teachers as an in-
formation source. For example:

There are many [teachers] who have been students, but there’s always
someone who came before. I don’t know how much one should name
people, but for example someone like [x], who is a professor of [x] and
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has written these music theory booklets...Many of the teachers we have
now were also his students, so it’s very much [...] just a kind of pipeline
of knowledge transmission. And that’s really good, because everyone
speaks the same language. But at the same time, it can also lead to a
somewhat one-sided view of folk music, since everyone has been
trained in the same tradition in a way. And I feel a bit like, it would be
nice to have some different perspectives as well, so that not everyone
just agrees all the time. (Participant 3)

This quotation articulates ideas that align with Lloyd’s (2010) description of
social modalities of information as simultaneously important in shaping “inter-
subjective” identities and “shared understandings about a practice” and as
“context-dependent and value-laden in relation to truth”. It describes the ad-
vantages of a “shared language” which allows students to communicate freely
and directly with one another, while simultaneously gesturing towards the po-
tentially value-laden, biased or incomplete nature of information associated
with this modality.

Another important use of the social modality described by the students can be
seen in descriptions of playing and performance, and particularly of playing
with others or for an audience. The data contains a number of statements in
which live performance is coupled with description of feelings of community
and togetherness between musician and audience: “folk music is really, in a
way, emphasizing and spotlighting the happy moment of being together, of
gathering us together” (Participant 4). Moreover, analysis shows that this sense
of community and togetherness in folk music functions not only as a value or
general understanding for participants, but also as an important means of ac-
cessing and processing information. When asked how they work to improve
technical skills in their music practice, for example a participant noted that “of-
ten, my favourite thing is just to play, to jam and kind of explore... well, to
practise this, like developing good interplay (samspel) and a good vibe” (Par-
ticipant 2). Similarly, one statement describes “responsiveness (lyhordhet)” and
being present as central to being a skillful folk musician (Participant 3). Here,
interplay with other musicians is presented as both an important skill to be de-
veloped and a source of information.

One particular context in which this type of social information is found across
the data is that of playing for dance. This was described both as a formal part
of students’ education, and as a musical practice pursued outside of the univer-
sity. In both contexts, “interaction” with other players and dancers is emphasi-
sed as an important skill that is both necessary for and developed through play-
ing for dance: “having a good swing and a solid groove is obviously important
if you’re playing for dancing” (Participant 2). Participants described the im-
portance to being a good musician of “going to listen and to dance [...] to be
part of it, to play together with others.” (Participant 1). Similar concerns emer-
ged in the context of the “jam”, where musicians play and improvise together.
This type of learning through doing-together-in-context can be further under-
stood with the help of a Vamanu and Terronez (2022) concept “ambient in-
formation”, which conveys the ways in which actions are influenced by the
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specificities of a given live context or environment. Such responsiveness can
be seen in the articulations of the students, who describe the essential col-
lectivity and community of folk music, as well as training and practice in inte-
raction and responsiveness. While the interactions with teachers described
above functioned as a means of forming shared identity and understanding wit-
hin the university context, the interactions with ambient information described
here function more as a means to the rapid formation of collective or group
identity in specific performance and dance contexts and spaces. Through rea-
ding the “vibe” of a given performance space, the students are able to tailor and
adjust their playing to that particular situation.

5.2.3 Embodied Modalities in the Information Practices of Folk
Music Students

While social modalities of information thus play an important role in the infor-
mation practices of the participants, it is embodied modalities - forms of infor-
mation that are accessed and processed through sensory perception and bodily
engagement - that emerge in our analysis as particularly central to the ways in
which the participants access, process, conceive of and value information. The
centrality of embodied information is particularly evident in statements about
the nature of folk music and what it means to be a good musician, which de-
scribe the genre as inextricably tied to learning “by ear”. This can be seen in
statements such as: “Folk music is very much based on learning by ear, and tra-
ditionally [...]it’s been passed on from mouth to ear, so to speak”, or the de-
scription of folk music as a genre that is “orally transmitted and written down
afterwards” (Participant 2). A participant described the importance of “acquir-
ing more information [about folk music] at the listening level (pd
gehorsnivan)” in the development of their skills and knowledge within this
specific genre (Participant 1). As these quotations suggest, listening emerged as
a particularly significant and multifaceted information practice employed by all
of the participants.

Embodied modalities of information also emerged through data analysis as key
means of addressing most of the informational focuses outlined above. As
noted, the development of repertoire is directly connected to the internalisation
or learning-by-heart of a range of tunes, for which the collection of docu-
mented or recorded information is described as a stepping stone or a support.
Embodied modalities of information also play a particularly important role
when students work on the development of technical skills and understandings.
Perhaps the most common way in which students described improving their
technical skills is through time spent alone in a practice room, “with my instru-
ment”. This is reflected in a description of the process of learning to play a
novel, historical version of an instrument as a process that involves “just play-
ing scales or playing tunes while focusing more on tone and developing pitch
accuracy and so on” (Participant 1). It also emerges particularly clearly in the
claim that “90%” of a participant’s time is spent “alone” in a practice room,
“playing music” and "listening to music” (Participant 4). These two aspects are
brought together in the technique of plankning that reoccurs in the data as a key
information practice for the development of technical skill and understanding
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of tradition, “to listen and imitate, listen and imitate”, in “a kind of interplay
between producing sound yourself and listening” (Participant 3). In these state-
ments a combination of kinetic and aural forms of information can be seen to
occupy much of the student’s time and attention within the context of their ed-
ucation, highlighting the extent to which learning is structured around embod-
ied engagement.

Students also describe learning new ways of working with their own bodies.
This can be seen particularly clearly in articulations around working with
teachers, which describe their use of embodied metaphors: “imagine you’re
hugging your spine”, “think that you are smelling something good” or “’imag-
ine you have a long pearl necklace that you’re gently gathering in like this’, to
create a sense of flow and continuity in the musical line” (Participant 3). It is
also evident in descriptions of training in “bow techniques” and voice place-

ment, such as:

I worked a lot with different vocal exercises [...] I’ve worked on finding
a different placement [for sound] so that I can stay relaxed. I focus
more on breath support and think of the placement as being quite far
forward, like in the nose, rather than far back in the throat, which makes
the sound feel strained or creaky. (Participant 5)

In this way, data shows that university training offers students new ways to ac-
cess, process, use and even create embodied information. The same is true for
the process of “detail listening”, in which students learn and train new ways of
listening to recorded tunes and of processing aural information in a more de-
tailed and specific way.

The embodied modality of information also plays an important role in the crea-
tive work of the students, who describe “experimentation”, as well as playing
and listening as important ways to create new music. Central to creativity is
“testing, testing [...] experimenting with sound [...] trying things out, recording
yourself and then singing the other part along with yourself” (Participant 3)
This is reflected in the description of approaching a creative task by “just im-
provis[ing] on the flute along with the tune, and if | found something I liked,
something that felt good, I’d write it down and then keep developing it.” (Par-
ticipant 1). Here, once again it is the combination of embodied instrument play-
ing and listening emerges in the data as a central information practice.

Indeed, embodied modalities even emerged in some articulations around en-
gagements with socio-cultural and historical information. While most of the
statements relating to this informational focus describe epistemic (books, re-
cordings) or social (anecdotes) modalities, the data also contained descriptions
of actions through which socio-cultural information was taken into the body.
For example:

when I’m teaching [...] pipe students I'm really dedicating myself. I'm
really disconnecting myself [...] from the material I work with on other
days. And I'm really into listening to a lot of old recordings [from
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the...] environment where the bagpipes are. And [...] sometimes I’'m
making a local food [...], I want to be like a living example to my stu-
dents that, okay, this guy has smelled a bit of the really fresh goat skin
that now if you buy a bagpipe, the goat skin will smell of vanilla be-
cause nobody can stand the smell of goat skin. So I'm trying [...] to
maintain these small elements [of the past].. (Participant 4)

These articulations conclude with the culinary metaphor:

it's like ...when you are making a dough for making bread, you can use
yeast or you can maintain your mother dough. So I'm trying to maintain
a few things that are refreshing this dough every time in order to sepa-
rate a part of my soul and make the new dough for my student. (Partici-
pant 4)

In these quotations, socio-cultural and historical information is understood as
an embodied modality. In the act of eating (or fasting), cultural knowledge is
symbolically and materially taken into the body and internalised.

While this approach to socio-cultural information is specific to one participant,
it reflects a broader emphasis on the consumption, internalisation and embodi-
ment of all types of information that reoccurs throughout the data. Participants
describe a number of the different informational practices of their education as
ways to bring music “into the body”, they describe “bathing in” and “absorb-
ing” socio-cultural information, and the importance of “learning” tunes “by
heart”. In this way, the information practices of the students seem in many
ways to be oriented towards the conversion of other modalities of information,
particularly epistemic information, into something that is known internally, and
can be accessed without external support. Further metaphors of the “back-
pack”, “toolbox” and even a collection of “seeds” are used to describe this in-
ternalised way of knowing.

5.3 Information Practices of Folk Music Students

In the analysis, practices related to the informational focuses of the students as
well as the information modalities presented in 5.2, emerged. These practices
were then loosely divided into the 5 groups of related practices presented be-
low: Acquisitional Practices, Collecting and Storing Practices, Embodying
Practices, Creating Practices and Communicative Practices. While the order in
which they are presented is not to be seen as linear or determinative, it does de-
scribe a loose trajectory of processing and handling information that emerged
through data analysis.

5.3.1 Acquisitional Practices

Acquisitional practices describe some of the most common practices through
which students located and gained access to information. These include: Get-
ting Songs/Tunes, and Listening, as well as the more library and archive based
activities Exploring and Searching.
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“Getting songs/tunes” refers to descriptions from the participants of situations
where they are taught a song or a tune in a social situation. It can be a one-to-
one lesson with a teacher, a course, a jam session or playing with just one
friend or colleague. Getting a song from a friend is likened to “getting a little
present, kind of” (Participant 5), emphasizing the relational aspects of this
practice. A large amount of the music in participants' repertoire are songs that
they have gotten from teachers and friends and this practice are found to be a
highly preferred way of acquiring information, regardless if the situation is
more formal (“you get a crazy hard tune from your teacher, like ‘this is good
for your bowing technique’.” (Participant 2)) or being taught a really nice tune
from a friend's repertoire in an informal setting.

Different practices for acquiring information are found in the analysis of our
data to fulfil different ends: one participant compares qualities of learning a
tune from a friend with qualities of finding and listening to music on her own,
where she notes that she might pay attention to “details [...] that I wouldn’t
have heard, or I wouldn’t have paid attention to maybe if I had learnt it in a jam
or from a friend” (Participant 5). The different practices are both highly valued,
but the ends are rather different as this participant describes the qualities of
learning a song orally from a friend as something that goes beyond the mere
acquiring of the information of the song itself, but also as a practice closely
linked to the social dynamic between the two musicians, aligning this practice
of “getting songs” with Lloyds (2010) account of social modalities of infor-
mation.

“Listening” is a multi-faceted practice, with inspirational and creative ends, as
well as repertoire-building and acquiring socio-cultural knowledge. The partic-
ipants describe listening to produced music, archive recordings of both music
and anecdotes, recordings of themselves and live music. Different levels of ac-
tive, analytical and detail-listening seem to be tied to different ends, with par-
ticipants mentioning being inspired by elements such as the expressiveness and
interpretation of the musician listened to when listening more “casually” to ar-
chive recordings, while having a more analytical approach to memorizing a
new song or tune from a recording.

In libraries and archives participants apply practices of intentional searching and
more open-minded exploring to acquire information for various purposes. Par-
ticipants describe visiting online archives searching for something specific, and
then ending up sticking with completely different material than planned, whereas
other times visiting the archive with a more exploratory mindset, saying “let's
listen to some, you know, old tapes and old recordings and what can we find
today?” (Participant 4). Both these practices occur throughout the interview data,
with participants stating that at the library, in a similar way, they usually have
something they want to get “but then I get home with five books instead of one”
(Participant 3), or describing that they like to “go in and randomly search for
something” in a digital archive, but that they most of the time searches more
intentionally to find “as good an original source as you can” for a specific reper-
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toire (Participant 2). Participants describe similar ways of exploring and search-
ing at the library, saying that they sometimes would take the time to “just go and
be in the library, and see [...] “what can I find?’”, but most of the time they have
already searched in the catalogue beforehand and know what they will get from
the library (Participant 1). The practices of searching and exploring are con-
nected with the epistemic modality of information and directed particularly to-
wards old recordings and collections of written music, with the exceptions of
participants mentioning subject-specific literature on music psychology and
sources on instrument playing technique. Generally, participants describe using
the library confidently, but find using archives difficult and would use them more
if they were easier to navigate.

5.3.2 Collecting and Storing Practices

This group of practices consist of practices related to recording, collecting,
memorizing and organizing information. We have found the most central prac-
tices to be memorizing, sound recording, transcribing and collecting. As dis-
cussed in 5.1.1., building repertoire emerged as a significant shared end
throughout the interview data, and these practices are in many ways tied to that
end, as well as information for socio-cultural understanding and creativity.
Sound recording refers simply to the recording of a sounding source in the mo-
ment, such as recording a teacher or a colleague playing or singing the partici-
pants a tune or song, recording a meeting with an experienced musician or
teacher, or recording their own playing or sketches of ideas. This statement re-
flects one aspect of recording meetings with tradition-bearing musicians:

I recorded a few of them, because when I started actually meeting peo-
ple for these purposes, I wasn't, from the first - at least - meeting, really
prepared [...] I was never in a way actively preparing myself to gather
this thing. So in a way I was getting better [...] to have a better commu-
nication with them by building up this habit of meeting old people, es-
pecially old musicians that, especially that generation...they were never
professional musicians. [...] I think I have a lot of, let's say, personal ar-
chive from such meetings, but not as much as I could have, regarding
the amount of meetings I had. So yes, there are many things back in my
mind. (Participant 4)

This statement brings us back to practice theory’s account of learning and how
Nicolini (2012) describes how “the sense and meaning of a practice are ac-
quired in the social process through which novices become progressively profi-
cient practitioners.” (p. 226), seeing how this practice is acquired through a so-
cial process of getting used to communicating with the older musicians and
thus learning how to prepare for the meetings and when to record and not.
There is actually more than one practice at play here, recording, memorizing
but also collecting. The practices in this group can be seen as reflecting internal
and external memory, where memorizing includes strategies to remember new
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music, or as in this case, remembering the experience of meeting an old tradi-
tion-bearer. Another example of such strategies can be to “make one's own lit-
tle lyrics, if there aren’t any, [...]then maybe it will stick easier” (Participant 2).

Collecting appears in the analysis to be a very central practice for the partici-
pants. They express saving “everything!”, from saving videos from old applica-
tions as a way to be able to follow their own development and processes, to
keeping a very large collection of mobile phone recordings or scanning collec-
tions of folk music sheet music to keep it all in one place. Collecting is often
directed towards a future use of the information, that is often unknown for the
participants when the practice is carried out (“info that I might use in a future
project” (Participant 4), “right now it’s mostly lying in folders on my com-
puter" (Participant 3), “I view it as a bank of knowledge for later” (Participant
3)). Participants also describe collecting information “not for practical reasons,
but because I really like the material” (Participant 4) and viewing collecting as
a way to “own their own material” (Participant 2).

Transcribing, like recording, can be seen as another way to utilize external
memory. Although (as will be discussed in depth in the next section) learning by
heart emerged as a much more preferred way of knowing throughout the inter-
view data, practices of transcribing are also found to a high extent. Participants
describe a range of methods for transcribing, from noting down “the skeleton,
the basic core” of what they hear, avoiding many details (Participant 4) to view-
ing transcribing as a possibility to visualise the little details that they hear in the
music, and creating their own way of notating (“finding one's own language”)
(Participant 3). Transcribing can also be seen as a bridge between embodied and
epistemic information modalities, as the participants use their senses and em-
bodied musical knowledge to create epistemic information in the form of written
music.

5.3.3 Embodying Practices

Several practices that the participants described can be linked to different
forms of “getting information into the body”, whether it’s technical infor-
mation, inspirational information, or, as discussed earlier in this chapter, to
learn songs and tunes by heart. Playing music can be seen as an overarching
embodying practice, including practices that we have seen and will see in other
groups, such as improvising and performing. This shows that our practices are
not separatable by clear —cut boundaries, but rather constitute a spectrum of
practices, where the practices support and bring about each other. However,
some practices seem to have a specific focus on transforming epistemic infor-
mation into embodied information, and these are the ones we are looking at in
this section. One such practice is plankning (here we are using the Swedish
word for “transcribing”, because it doesn’t, unlike "transcribing", require writ-
ing down what you hear). One participant describes plankning as to:
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imitate something or listen to something and transfer it to oneself
in some way [...] It doesn’t have to be that you write it down but it
can just be that you [...] listen to what the other is doing and
mimic that in your voice and kind of tries to get it into your in-
strument. (Participant 5)

While embodying information it to a large extent in itself seen as an end for the
participants, this way of listening, imitating and transferring is described to be
useful for sociocultural, technical and inspirational ends, as well as to gather
new repertoire.

Participants point out the importance of spending many hours alone with their
instrument, a practice that we in this thesis simply will name “practicing”. Re-
peating new practical information and “learn by doing” seems to be a main
way of “creating” corporeal information. Participants describe practicing as a
combination of learning new material, playing for enjoyment and doing repeti-
tive technical exercises.

While /istening was brought up as an acquisitional practice, here we will have a
look at another aspect of listening that is used as a practice specifically to “get
the music into the body”. With plankning already mentioned, indirect listening
is presented here as ways of listening that “produce” embodied information. In-
direct listening can be understood as listening that happens while doing other
things or just being present in an environment where music is played, as being
stated in the title quotation of this thesis: “The more you’re just present with it,
the more music you’ll have in your body” (Participant 3). Other ways of em-
bodying music described by the participants were “sleeping with the recording”
(Participant 4) and going out to dance (Participant 1).

5.3.4 Creating Practices

Creativity and artistic creation have also shown to be central themes for the
participants, and practices of creating are very much linked with the corporeal
modality of information and the embodying practices viewed above, as well as
with socio-cultural information, norms and tradition. One creating practice is
improvisation, which can be seen as a spontaneous expression of embodied in-
formation. Improvisation is used when arranging music (“I had a recording of
the tunes [...] and I would just improvise on the flute to the tune, and if I find
something that I like, I would write it down and continue working.” (Partici-
pant 1)), when playing together (“It’s always some kind of creative impulse to
jam or to make a second voice or doing some kind of accompaniment or just
varying the tune.” (Participant 2)). Another is composing which, as we have al-
ready seen in 5.1.4 is closely tied to knowledge about tradition and socio-cul-
tural understanding, and also characterized by a tension between normativity
and creativity. Participants describe using the structure of a song to compose
their own lyrics (“a good balance between having this framework and being al-
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lowed to create freely” (Participant 5)) and viewing theorizing existing tradi-
tion as helpful for composing:

you need to understand [...] how it works, and why does a folk music
tune sound folky? [...] Ok, it’s a short melody of maybe eight bars, it's
this scale, this kind of rhythm [...]. Then you will have a lot of infor-
mation there, if you just follow that you can easier write a folk-sound-
ing tune.” (Participant 1)

Here it’s really clear how the practices are tied together, information about folk
music theory and tradition has been acquired, then embodied and then brought
into the creative practice of composing.

5.3.5 Communicative Practices

Communicative practices encompass practices related to communicating and
sharing music within and outside the network of the education. They include
teaching/transmitting, publishing and performing. The interview guide did not
contain questions around teaching, yet it emerged in three interviews in relation
to repertoire building, embodied information and inspiration. The participants
who brought it up seemed to view this as an important part of being a practic-
ing musician in the folk music community. As seen in 5.2.3, being a “living ex-
ample” for students is a way of transmitting embodied information through
teaching, why this practice is named teaching/transmitting, to mark out a dif-
ference between, and still include, both teaching/transmitting epistemic and
embodied information. Methods that participants use to transmit folk music
knowledge include sharing experiences (“it’s a little less teaching and more
kind of ‘let’s dance!”” (Participant 1)) and, as stated above, exemplifying val-
ues around tradition and it’s relation to the music (“I want to be like a living
example to my students that, okay, this guy has smelled a bit of the really fresh
goat skin” (Participant 4))

When talking about performing, participants describe connecting with the dif-
ferent contexts of folk music outside of the university:

We have weddings, of course, we have...now there are many clubs, [...]
big dance festivals, etc. so there's another, in a way, more modern way
to approach folk music. There are the traditional old festivals that are
dedicated to some saint, so there's a local celebration of a community.
[...] So the general context is a feast. [...] We have to play, you know, a
certain amount, most of the time three to five, six hours sometimes, of
music. And yeah, most of the time people are dancing. (Participant 4)

This statement describes certain norms of playing for dancing, as is similarly
reflected by another participant:

It’s at a concert scene or at a scene where you play for dancing, and

that’s also how...rules are kind of put together. So when you play for

dancing it’s pretty clear that, ok, you need to be able to dance to it,
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some dance that the people who are dancing know. So if you say in the
microphone ‘ok, now we are playing slingpolska!’, then that must
mean sldngpolska-rules. But if you play in a concert then it can kind of
sound like a sldngpolska but you can also allow yourself to be totally
free. (Participant 1)

In these descriptions the dance aspect of folk music is central for understanding
the context of the music. When playing for dancing, aspects such as continuity
(playing for 3-6 hours) and rule-boundness are valued, as well as “groove”. In
a concert where the audience might be sitting down, listening, more experi-
mental features of the music can be given more room, and the musicians are
less bound to the traditional form of the dancing music.

Performing also constitutes a site where a relation between in- and outside of
the university becomes visible:

Outside of university, it’s most often the context of a concert, and an
audience that would say something like ‘thanks for the music’ and
maybe tell you how they felt about it, what they heard in the music or
what they liked or what they maybe didn’t like. [...] It’s always so inter-
esting hearing people who didn’t study the music talk about that music
[...] because they know anyway. And that always shows me how music
is something bigger than the university. (Participant 1)

Performing here can be seen as an example of the connection between the mu-
sic that the participants study in the university and a broader folk music con-
text, that predominantly consists of practitioners and enthusiasts who are not
professional musicians or trained in music higher education.

The next chapter uses the findings presented above as a means to answer the
research questions posed at the outset of this study.

!'In the south of Sweden “Slingpolska” refers to a dance with a symmetric 3 /4 -beat.
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6 Concluding Discussion

This chapter begins by using the findings presented in the previous chapter to
answer the research questions posed at the beginning of this study. This is fol-
lowed by a broader discussion of the study’s findings in light of relevant schol-
arly literature in the fields of music information, information in Higher Educa-
tion and information practices. Finally, the chapter presents some brief reflec-
tions upon the quality of this study and its potential limitations, and some areas
for further research prompted by the findings of the study are proposed.

6.1 Returning to our Research Questions

RQ1. What characterises information practices among folk music stu-
dents?

Perhaps the most central characteristic of information practices among folk
music students that emerged through this study is their strong preference for
embodied information. This is reflected in the large number of metaphors for
embodiment and internalisation that characterise the articulations of the stu-
dents, as well as in actions and activities such as “plankning”, rehearsing, and
performing. This preference for embodied information also emerges in the
ways in which students interact with spaces and objects. Findings of the study
show that information practices among folk music students are characterised by
extensive use of private rehearsal space, recording equipment and online ar-
chives. These spaces and objects are predominantly structured around the pro-
duction and refinement of embodied knowledge, rather than the accumulation
of external information.

Also significant is the hierarchy of modalities that seems to characterise the
students’ interactions with information, in which, particularly epistemic, mo-
dalities of information are rarely seen as informational ends in themselves, but
rather as a stepping stone on the way to embodied knowing. Significantly,
while this hierarchy of modalities aligns with folk music as a broader practice
and tradition, based on the oral and aural transmission of tunes, it inverts the
dominant "information landscape” of the university in which, as Lloyd (2010)
observes, epistemic modalities of information are prioritised and valued much
more highly than the social and embodied modalities. In this way, information
practices among folk music students are characterised by a significant distance
from the dominant information practices of the university.

This hierarchy is also reflected in the finding that the information practices of
folk music students are characterised by a loose trajectory, in which practices
of “acquiring” information are often interlinked with practices of “storing and
collecting”, which are often, in turn, interlinked with practices of “embodying”
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- in which information is transformed into memory, sensation or kinetic activ-
ity. These can be followed by practices of “creation” or “communication”. Cru-
cially, this trajectory does not determine the actions of students, nor is it strictly
linear. Rather, it is a pattern that seems to characterise a means of processing
and working with and valuing information among folk music students and that
further reflects the valuation of embodied information outlined above.

We have also found information practices among folk music students to be
characterised by a number of “general understandings" (Schatzki, 2002) about
the focuses and types of interactions with information that are appropriate and
important within folk music. These include: the understanding that it is right
and appropriate for folk musicians to have an interest in and understanding of
the social and cultural history of the genre; an understanding that new music
created within the context of a folk music education should have a close rela-
tion to the existing tradition of folk music; an understanding that a good folk
musician has internalised knowledge of a broad repertoire of folk music and,
finally, an understanding that the most appropriate and legitimate way to ac-
cess, learn and understand folk music is through embodied engagement with
information through listening and playing. It is noteworthy that the general un-
derstandings that characterise information habits among folk music students in
the results of this study are shaped by and align with those of a broader folk
music community much more than with the university as an institution, in
which general understandings about information emphasise, instead, the im-
portance of attribution, referencing and stable, epistemic sources.

We also observed an important practical understanding that seems to underpin
the ways in which folk music students interact with information. This involves
“knowing how” to learn by ear. This practical understanding is developed and
trained consistently throughout the students' education but is also a know-how
that students tend to bring with them through prior experiences of playing folk
music. The ability to transcribe music is also a necessary practical understand-
ing among folk music students, but is understood as a secondary support or
tool. In contrast to the ability to learn by ear, which is an important practical
understanding of folk music more broadly (see Carson, 2007), musical notation
is a practical understanding that is more central to the university context than to
folk music more broadly.

Results also point to a key teleo-affective structure in information practices
among folk music students. This is discernible in the tendency to transform,
particularly epistemic, modalities of information into something that is known,
carried inside and can be communicated through the body. The internalised
knowing “by heart”, particularly of tunes, is a significant informational end
among folk music students, closely associated with the skilful practice of folk
music.

RQ2. What obstacles and opportunities do folk music students encounter
when navigating the information landscape of folk music in an academic
setting?
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One of the primary affordances of practicing folk music in an educational set-
ting is the influential input of teachers, who function as an information source
through lessons, provision of tunes for training and repertoire-building and of
references to learning materials, as well as in the provision of a shared vocabu-
lary and specific terminology to talk about folk music. Teachers are also valued
by students as role models, who have walked the same path of developing their
musical practice within the context of the academy. A closely related ad-
vantage of the academic setting is the community of other students, engaging
with the same tasks as well as sharing repertoire, knowledge and experience
and offering opportunities for collaborative learning. The value of teachers and
fellow students is closely linked to a third affordance of the academic study of
folk music: a shared language with which to communicate with others within
the academy, allowing for smoother and more efficient collaborative work.

The academic context also offers several physical and practical resources that
support folk musical learning. Central among these are rehearsal rooms, where
students have the space to work with their instrument undisturbed. This af-
fordance of space is also closely related to the way in which the context of full-
time education provides students with sufficient time to dedicate to their musi-
cal learning. This affordance — particularly in a Swedish context where finan-
cial support for higher education is easily available - may also help to explain
the general disinterest in the topic of entrepreneurship that emerged in inter-
views. The combined affordances of supportive teachers and colleagues, space
and time also contribute to provide students with the security to experiment and
to try new things. Significantly, this study thus shows that the affordances of
studying folk music in an academic setting are more closely connected to mate-
rial, spatial and social conditions than to the informational infrastructures and
literacies traditionally associated with the university.

The study also revealed that students encounter obstacles when navigating the
information landscape of folk music in an academic setting. The primary obsta-
cle is related to the students’ lack of sustained engagement with information lit-
eracy. While students practice folk music within a university context, their edu-
cation includes very minimal interaction with the university's broader informa-
tional infrastructures, posing problems when students wish to independently
find information or to challenge or confirm ideas presented by teachers. Fi-
nally, while full-time education affords time for practice and study, students
also perceive a lack of time as an obstacle, sometimes constraining the extent
of their engagement with information and information sources. Despite these
obstacles, however, the data suggests that the academic setting offers a sup-
portive, resource-rich and valuable informational landscape for folk music stu-
dents.

RQ3. How do participants characterise and navigate the relationship be-
tween academic and non-academic information environments in their mu-
sical learning and practice?
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This question was formulated based on the evidence, discussed in chapter one,
of the ways in which the informational practices of folk music as a genre and
tradition differ significantly from those of the university, and the assumption
that this might pose challenges for the students. The results of this study
showed, however, that the information practices of folk music programmes
draw heavily upon the existing information practices of the broader folk music
field, including a prioritisation of embodied forms of knowledge such as learn-
ing by ear and a focus on the development of repertoire and knowledge of tra-
dition that facilitates jamming and improvisation. It is perhaps for this reason
that the study shows students to perceive very little conflict or tension between
academic and non-academic folk music contexts. Instead, results show students
to understand the two contexts to be largely complementary, with the non-aca-
demic folk music scene providing new contexts for playing - particularly the
opportunity to play for dance - as well as new audiences and colleagues.

Perhaps the most significant conflict between the two contexts perceived by
students occurs in relation to creativity. Results show a belief among students
that some non-academic contexts, particularly online forums and Facebook
groups, tend to take a more conservative approach to tradition and innovation
than the university, and to offer harsh critique of the independent interpreta-
tions or bending of conventions that are largely encouraged in the university
context. Results also suggest, however, that university education provides stu-
dents with a confidence about and ability to defend their innovations, born of
both the supportive, informed community of students and teachers, and of their
deep knowledge of tradition.

Finally, the study shows that students tend to draw a distinction between the
two contexts in relation to information about entrepreneurship. Although the
subject is included in the curricula of folk music bachelors, students tend to
view the university as a site for developing technical, socio-cultural, and crea-
tive knowledge, while the broader folk music world functions as a site for
learning and practising entrepreneurship.

RQ4. What role(s) does information play in musical learning and practice
among folk music students?

The study shows that information plays multiple and significant roles in musi-
cal learning and practice among folk music students. Four informational fo-
cuses were particularly prominent: repertoire building, socio-cultural and his-
torical understanding, technical development and understanding, and creativity.
A fifth focus, practical information, was less highly valued and was often per-
ceived as separate from the core concerns of musical learning.

The study suggests that one of the most significant information sources in folk
music education is existing folk music tunes, primarily in the form of record-
ings, but also in notated form. Existing tunes are central to the ways in which
students engage with most of the informational focuses that arise in their edu-
cation, including learning about the broad tradition of folk music and the devel-
opment of technical understanding through practices of “detail-listening” and
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plankning. Both specific, individual tunes and broader repertoire also provide
the “frameworks” and boundaries that allow the students to engage in creation
and innovation in their musical learning and practice.

Through such findings, this study shows that information - particularly existing
music in the form of recordings - plays an indispensable role in musical learn-
ing and practice among folk music students. The students’ engagement with
repertoire, tradition, technique and creativity is revealed in this study to be
deeply dependent on access to and interaction with existing folk musical mate-
rial. Such material can thus be seen as an informational foundation to folk mu-
sic education, without which many of the central practices of folk music learn-
ing, including detail-listening, plankning and imitation, background listening,
technical development and composition would be significantly altered, or even
impossible.

6.2 Study Results in Relation to Existing Research

The following presents a discussion of the central findings of this study in rela-
tion to relevant research in Library and Information Science, specifically the
fields of music information behaviour and practice, and information in Higher
Education.

The first significant finding of this study is that information practices of folk
music students are oriented towards five main focuses: information for reper-
toire building, information for historical and socio-cultural understanding, in-
formation for technical development and understanding, information for crea-
tivity, and practical information. While this study does not seek to present a
schematic account of information needs, the identification of these focuses of-
fers an interesting site of comparison with models of the information needs of
creative professionals presented by Cobbledick (1996) and Hemming (2009).
The results of this study largely align with these models, showing that folk mu-
sic students regularly engage with information for inspiration, for technical de-
velopment and to deepen understanding of their artform. The results further
confirm the two models by showing that folk music students engage with infor-
mation with practical focuses such as entrepreneurship, reflecting the need for
“business information” identified by Cobbledick. Significantly, however, the
practice-based approach of this study, with its close attention to values, under-
standings and orientations has revealed that folk music students tend not to
conceive of entrepreneurial information as a part of their musical education
within the university context, but rather as information they encounter and in-
teract with in external, non-university settings.

A second significant finding is that information practices among folk music
students encompass a wide range of forms and modalities. This aligns with the
findings of Fleming-May (2025), who observes that “artists’ views of infor-
mation reflect an expansive interpretation of the concept”, which includes
“emotions, memories, observations and their lived environment as sources of
information to support their craft” (p. 557). Indeed, many of the information
practices identified in this study reflect those described in Fleming-May’s
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“meta-ethnography”, including the use of “emotions, memories, observations
and...environment” (p. 557). This study further suggests that such information
sources often contribute specifically to creativity and to socio-cultural under-
standing among folk music students.

The results of this study also allow for further development of Fleming-May’s
observation of the importance of “internal” and “embodied” information
among creative professionals. This study reveals not only the wide range of
practices employed by folk music students that centre around embodied infor-
mation - listening, imitating, plankning, rehearsing, performing - but also the
ways in which embodied information is prioritised in the information practices
of folk music students, particularly over epistemic modalities of information
such as books and articles. Furthermore, this study suggest that information
practices of folk music students are often oriented towards the transformation
of epistemic information, such as a recording of a tune, into embodied infor-
mation, known “by heart” and enacted kinetically. In this way, the study allows
for a more nuanced understanding of the role of embodied information in crea-
tive practice than is introduced by Fleming-May.

A further observation made by Fleming-May (2025) that is developed in this
study is that information and “inspiration” are closely intertwined categories
for creative professionals. Indeed, Fleming-May proposes that this connection
challenges the conception of an “information need”, posing the question: “is it
possible that artists view engaging with information as an opportunity for en-
gaging in creative dialogue rather than addressing a deficit?” (p. 557). The re-
sults of this study pose a tentative, context-specific answer to this question. The
study shows that information, particularly an extensive repertoire of tunes and
information about the musical tradition of folk music, is central to the creative
practices of folk music students, functioning as a set of boundaries and struc-
tures that allow for innovation that is simultaneously locatable within a much
longer tradition. This illustrates one specific form of the “creative dialogue”
posited by Fleming-May. Interestingly, this interaction of creativity and infor-
mation also describes a key element of all practices observed by practice theo-
rists: the ways in which they are constantly reproduced with difference and are
characterised by “bounded creativity” (Nicolini, 2013, p. 225). In the results of
this study, folk music education - in which students are encouraged to experi-
ment and to test the boundaries of tradition - is identified as a key site at which
this negotiation occurs within the border practice of folk music.

The results of the study also help to develop accounts of two other informa-
tional forms within research into information and creative professionals, intro-
duced by Vamanu and Terronez (2022). The first of these is “socio-cultural in-
formation”, which Vamanu and Terronez define as information about the his-
tory, social role, context and meanings of an artform, without which the art-
form cannot be fully understood. This concept inspired the category of “infor-
mation for historical and socio-cultural understanding”, used to describe a sig-
nificant orientation of participants' information practices in this study. Vamanu
and Terronez also employ a practice-theoretical perspective in their analysis,
and argue that, in the context of ballet folklorico folk dance, respect for socio-
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cultural knowledge functions as an important “general understanding” of the
practice, providing a sense of value and identity that underpins the doings and
sayings of its practitioners. The findings of this study suggest that the same is
true within the practice of folk music education, in which the importance of
historical knowledge and awareness of tradition is central to students’ under-
standing of what constitutes appropriate participation and focus in the practice
of folk music, and thus impacts the ways in which they interact with infor-
mation. Simultaneously, however, this study has shown that this general under-
standing among folk music students is also interpreted, accessed and acted
upon in a number of different ways, from a broad sense of folk music as related
to a long history outside of the university, to the undertaking of detailed ethno-
graphic investigations and interviews. This breadth and variety within a single
general understanding aligns with a key insight of practice theory, that shared
understandings include space for variation, interpretation and adaptation across
different situations (Schatzki, 2002).

A second concept, introduced by Vamanu and Terronez (2022, p.1222) that is
developed in this study is that of “ambient information”, which conveys the
ways in which actions (in this case, musical performance) are influenced by the
specificities of a given context or environment as a collection of people, ob-
jects and space (“the soundscape, landscape, weatherscape and humanscape”).
Such responsiveness to the environment, they argue, is both a natural part of
human-being and a skill that is further tuned and developed within the context
of folk dance in terms of responsiveness to the mood of an audience or to a fel-
low dancer. This study shows that such situated, immediate responsiveness to
ambient information also characterises some of the activities of folk music stu-
dents. Moreover, it is both a source of information and a means of accessing in-
formation that the students develop through actions such as live performance,
playing for dance, improvisation and jamming. In this way, this study adds em-
pirical support to the conceptual claims of Vamanu and Terronez. It is through
such cumulative, rich empirical accounts that new concepts can be developed
and nuanced within the field of LIS.

The development of such nuanced accounts of embodied and social modalities
of information is also significant because, as Lloyd and Olsson (2017) observe,
LIS is a discipline in which epistemic modalities of information are heavily pri-
oritised and in which explorations of other forms and modalities information
could introduce necessary breadth, complexity and relevance. This is particu-
larly the case in the sub-field that explores the role of information in Higher
Education, which tends to focus on the ways in which students locate, access,
assess and use written documents (in relation to music students, see, for exam-
ple, Dougan, 2012). While Mayer (2015) observes that performing arts stu-
dents, including musicians, experience a number of obstacles when trying to
access information through their university library, the results of this study go
further in suggesting that not only is the university library a fairly peripheral
resource in the information practices of folk music students, but that the infor-
mation practices of folk music students largely invert the hierarchy of informa-
tional modalities that characterise Higher Education. While university educa-
tion is traditionally understood to be “centralized around epistemic modalities
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[and ...] shaped by epistemic forms of knowing” (Lloyd, 2010, p.161-2), this
study shows folk music education to be largely centralised around embodied
modalities of information, supported by social modalities, with epistemic infor-
mation functioning primarily as a support or stepping stone to embodied
knowledge.

In this way, too, this study might contribute to a broadened account of the
ways in which university education impacts upon the information practices of
its students. This study has shown that the university context plays a significant
and multifaceted role in supporting learning among folk music students, but
that this role does not primarily take the form of the provision of epistemic re-
sources and informational infrastructures such as the university library. Rather,
students are supported in their musical learning by the material, spatial and so-
cial affordances of the university, such as teachers, fellow students, and time
and space for practice. In this way, the information practices of folk music stu-
dents presented in this study gesture towards a much broader account of infor-
mational infrastructures and affordances of higher education than is conven-
tionally presented in LIS, foregrounding space, time and community over the
provision of formal epistemic resources.

6.3 Conclusions

This study has resulted in a rich, empirically grounded account of the infor-
mation practices of folk music students in Sweden. One significant finding of
the study is that information practices among folk music students are oriented
towards five distinct focuses: repertoire-building; historical and socio-cultural
understanding; technical development and understanding; creativity and, to a
lesser extent, practical information. In this way, the study demonstrates the
breadth of information that underpins folk music education, which requires not
only instrumental skill, but also an informationally diverse engagement with
the traditions of folk music and of its social and historical contexts. Particularly
striking is the discovery of the ways in which both technical skill and creativity
within the context of folk music education are inextricably intertwined with,
and built upon, information about the tradition and repertoire of folk music.
This study has also shown that one of the most significant information sources
among folk music students is existing and traditional folk music tunes. These
are accessed in a number of ways, the most prevalent of which are recordings,
“getting tunes” from a friend or teacher, or notated music.

Moreover, the study shows that students engage with information through prac-
tices that are often interlinked within a loose trajectory, in which practices of
accessing information are often linked to practices of collecting and storing in-
formation which, in turn are linked to practices of internalising or embodying
that information. These might then be linked to practices of using the infor-
mation, such as creation or communication. This trajectory does not determine
action and is not schematically followed. Rather, it should be understood as a
loose pattern that seems to underpin many interactions with information among
folk music students. This non-prescriptive, loosely connected trajectory of
practices is mirrored in this study’s account of the ways in which folk music
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students interact with different modalities of information. We found that folk
music students seem to value and to orient towards embodied modalities of in-
formation, to the extent that encounters with epistemic information - through
what we have termed “acquiring practices”- often function as stepping stones
to acts of memorisation and kinetic enactment - what we have termed “embod-
ying practices”, which are much more highly valued by students.

The study’s account of the ways in which folk music students relate to the dif-
ferent modalities of information described by Lloyd (2010) also leads to one of
its most significant contributions to the field of LIS, and particularly to studies
of information in Higher Education. In demonstrating folk music education’s
orientation away from epistemic modalities of information, and towards social
and embodied modalities, the study offers a much broader account of the infor-
mation landscape of Higher Education than is traditionally described. Its ac-
count of the ways in which folk music students work to “embody” information
also gestures towards the need for greater attention to the ways in which all stu-
dents relate to, process and use the epistemic information that they encounter
during their education, as well for further exploration of the role of embodied
modalities of information in academic learning.

The study also contributes to the field of information practices. Methodologi-
cally, it demonstrates the ways in which sayings and descriptions of doings ac-
cessed through interviews can be used to create an analytically rich account of
(information) practice, including significant insights into values and under-
standings about information that emerge through shared, routinised actions.
Analytically, the study brings together a Schatzkian-inspired account of the
values and understandings that underpin practices with Lloyd’s (2010) account
of informational modalities. In doing so, it is able to show how an affective and
value-based orientation towards embodied information emerges through, and is
reproduced within, the information practices of folk music students even within
the epistemically oriented context of the university.

6.4 Reflections on this Study and Suggestions for Fur-
ther Research

While this study makes significant contributions to the study of information in
Higher Education, and in musical creativity, it is also subject to limitations.
Perhaps the most significant methodological limitation of the study is the num-
ber of participants interviewed. A larger number of participants would allow us
to more confidently identify patterns and practices that are shared by folk mu-
sic students. While qualitative studies do not reach for generalisability in the
same way that quantitative research does, a larger number of participants
would have allowed us to more confidently make claims about the shared do-
ings and sayings within a given context that is the focus of practice-theoretical
research. Simultaneously, however, the patterns and practices that are high-
lighted in the analysis and conclusions of this study occurred strongly across
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the data, and can be illustrated by a number of citations and examples, allowing
a high degree of confidence in the claims made.

The use of practice theory, and particularly the analytical “toolbox” outlined in
chapter three, provided useful analytical focuses when engaging with the data.
Concepts and focuses from practice theory allowed us, in particular, to present
analytical accounts of the ways in which students engage with different modal-
ities of information, as well as the different attitudes, understandings and val-
ues about information that emerge through the sayings and accounts of doings
presented in the interviews. As with all theoretically guided research, however,
this framework shaped both what could be seen in the data and what remained
less visible. In focusing on questions of modalities and shared understandings,
less attention was paid to other dimensions of information practice, such as the
detailed mapping of specific tools, platforms, and sources used by students. As
a result, while the study provides a conceptual account of how information is
understood, valued, and engaged within the context of folk music education, it
offers a less comprehensive account of the concrete informational infrastruc-
tures and technologies that support these practices. While the data indicates
that students use online archives more than the university library for example,
this study does not present a detailed account of the ways in which students in-
teract with these resources. One site of future research might thus focus on
providing a more detailed account of the ways in which folk music students en-
gage in (web) archival search when working with repertoire building, a practice
that this study has shown to play an important role in their musical learning.

A second site of potential future research might be to supplement interview
data with participant observation. As noted in chapter four, observation is one
of the most central and well-established methodologies of practice-based re-
search, and is particularly useful in gaining an understanding of implicit, pre-
articulate assumptions, understandings, sayings and doings among participants.
The addition of such a methodological approach would allow us to both con-
firm and to enrich the results of this study.

A third site of potential future research opened up by this study might compare
its findings with a study of the information practices of other music students,
such as students of classical music. This question emerged in this study as one
of our participants had previously studied a Bachelors and a Masters in Classi-
cal and Baroque music, and we found that their answers to interview questions
- and particularly where they directly referenced their previous education - of-
ten formed the most significant sites of variation and deviation from patterns
that occurred strongly across the rest of the data. A study that explored the in-
formation practices of classical music students would also provide an oppor-
tunity to see which elements of the information practices described in this the-
sis are unique to folk music students, and which reflect broader patterns across
music education more generally. In these ways, this thesis has presented an em-
pirically grounded, theoretically sensitised account of the information practices
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of folk music students, which both builds upon and contributes to existing re-
search, and gestures towards directions for study that might further enhance un-
derstandings of the intersection of information, music and higher education.
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Appendix 1a: Interview Guide in Swedish

Inledande fragor

Hur skulle du beskriva den musik du dgnar dig at pa utbildningen? Kan du
borja med att berétta lite om den?

Kan du beskriva din musikaliska bakgrund och hur du bérjade spela folk-
musik?

Vad tycker du det innebér att vara bra pa den sortens musik?
Har du nagra folkmusikaliska sammanhang utanfor utbildningen?
Hur ser en typisk dag ut for dig i ditt musicerande? Kan du beskriva var du

brukar rora dig och vilka aktiviteter du brukar géra under en dag? I och
utanfor skolan.

Kreativitet/konstnirligt skapande

Hur ténker du kring kreativitet och konstnérligt skapande inom din genre?
Kan du beritta lite om det?

Upplever du kreativitet och konstnérligt skapande som centralt for dig i din
utbildning? Varfor tycker du (inte) det?

Kan du ge exempel pa en specifik arbetsuppgift eller ndgot moment i utbild-
ningen som har hjdlpt dig utveckla kreativt/konstnérligt skapande? Forberedde
du dig for den pa nagot sérskilt sitt och hur tog du dig an uppgiften?

Ar det ndgot sirskilt som kan bidra till att du blir inspirerad, och i sddana fall
hur hittar du fram till detta?

Hantverksskicklighet

Vad skulle du sdga utgdér hantverksskicklighet inom den musik som du dgnar
dig at?

Lagger du stor vikt vid det?
Kan du ge exempel pa en specifik arbetsuppgift eller ndgot moment i utbild-

ningen som har hjdlpt dig utveckla hantverksskicklighet? Forberedde du dig
for den pa nagot sarskilt sétt och hur tog du dig an uppgiften?

Entreprenorskap

I utbildningsplanen stér det att en del av utbildningen handlar om att léra sig
om frilanslivet och entreprendrskap. Hur tar det sig uttryck inom din utbild-
ning?

Kénns det som nagot viktigt for dig?



e Kan du ge exempel pa en specifik arbetsuppgift eller ndgot moment i utbild-
ningen som har hjdlpt dig utveckla entreprendrskap? Forberedde du dig for
den pé nédgot sdrskilt sétt och hur tog du dig an uppgiften?

Akademisk kunskap
e Vilken roll har akademisk kunskap for dig i ditt musicerande?

e Kan du ge exempel pé en specifik arbetsuppgift eller ndgot moment i utbild-
ningen som har hjdlpt dig utveckla dina akademiska kunskaper? Forberedde
du dig for den pa nagot sérskilt sitt och hur tog du dig an uppgiften?

Olika former av muntligt traderande

e Vi har ténkt lite pa det hir med muntligt tranderande och att det finns manga
olika sétt att ldra sig 14tar muntligt, t.ex. inspelningar, att lira sig pé ett jam
eller av sin lirare. Hiller du med om detta? Ar det nigon eller ndgra form(er)
av muntligt traderande som du égnar dig mer at eller foredrar?

e Ar det skillnad pa olika sorters muntlighet skulle du siga?
Noter/noterad musik

e Anvinder du noter?
- Om ja, till vilka uppgifter/anvindningsomraden anvénder du noter?
- Varfor till dessa? vad tillfor noterna till den uppgiften?
- Om nej, varfor inte? Har du 6vervégt det ndgon géng?

e  Hur férdndras arbetet nér det finns noter med?
Self-archiving/utgivning

e Brukar du spara sddant som du sjilv har gjort?
- Vad brukar du spara?
- Hur sparar du det?
- Vad gor du med det du har sparat?

e Har du gett ut ndgon musik, noter eller inspelningar?
- I vilket format, digitalt eller fysiskt? Streambart/icke streambart?
- Har du anvént det materialet till nagot sedan?

Bibliotek, arkiv och museer

e Anvinder du bibliotek for att hitta information relaterad till din utbildning?
- Om ja, vad kan det vara som du letar efter dir?
- Brukar du veta pé forhand vad du ska hitta eller mer kolla runt?
- Brukar du fraga bibliotekarien om hjilp?

e Har du fétt ndgon genomgang eller undervisning om hur universitetsbibliote-
ket fungerar? Eller hur man kan soka efter information i stort?

e Anvinder du arkiv for att hitta material?
- Om ja, vilken typ av material letar du efter dér?
- Brukar du veta pa forhand vad du ska hitta eller mer kolla runt?



- Brukar du be arkivarier om hjilp?
- Har du fatt nagon undervisning i hur man kan soka i arkiv?

Navigera i/mellan tva virldar

Vi pratade ju lite inledningsvis om att du héller pa med utanfor utbild-
ningen. Hur forbereder du dig for det? Skiljer det sig nagot mellan hur du
forbereder dig for aktiviteter inom utbildningen?

Tycker du att ditt musicerande utanfor skolan bidrar till ditt musicerande i
skolan och vice versa? Iséfall hur?

Upplever du nagra krockar eller motsittningar mellan ditt musicerande i och
utanfor universitetet?

Om ja, hur hanterar du det?

Finns det nagra skillnader mellan hur du tar reda pa sddant du vill veta eller fa
kunskap om i och utanfor utbildningen?

Finns det nagon skillnad i terminologi eller sprék, hur man pratar om saker i
de olika kontexterna?

Avslutande fragor

Vilka/vilka kéllor/a skulle du séga att du anvénder mest for att hitta infor-
mation till din utbildning?

- Varfor just denna/dessa?

- Och till ditt musicerande i stort?

- Varfor just denna/dessa?

Ar det ndgon information/informationskilla som du skulle vilja anviinda men
inte gor?
- Varfor inte isafall?

Har du ndgot du vill fraga eller tilligga? Ar det nigon frdga du trodde att vi
skulle stélla som vi inte stéllde?



Appendix 1b: Interview Guide in English

Introductory questions

How would you describe the music you engage with in your education?
Could you start by telling us a bit about it?

Can you describe your musical background and how you started playing folk
music?

What do you think it means to be good at this type of music?
Do you participate in any folk music contexts outside your education?
What does a typical day look like for you in terms of making music? Can you

describe where you usually spend time and what activities you usually do dur-
ing a day, both inside and outside the school?

Creativity / Artistic creation

How do you think about creativity and artistic creation within your genre?
Could you tell us a bit about that?

Do you experience creativity and artistic creation as central to you in your ed-
ucation? Why or why not?

Can you give an example of a specific assignment or activity in the program
that has helped you develop creatively or artistically? Did you prepare for it in
any particular way, and how did you approach the task?

Is there anything in particular that contributes to you feeling inspired? If so,
how do you find or access that inspiration?

Craftsmanship / Technical skill

What would you say constitutes craftsmanship within the music that you en-
gage with?

Do you place a strong emphasis on craftsmanship or technical skill?

Can you give an example of a specific assignment or activity in the program
that has helped you develop craftsmanship?

Did you prepare for it in any particular way, and how did you approach the
task?

Entrepreneurship

The course plan states that part of the education involves learning about free-
lance life and entrepreneurship. How does this manifest in your education?

Does this feel important to you?
Can you give an example of a specific assignment or activity in the program

that has helped you develop entrepreneurial skills? Did you prepare for it in
any particular way, and how did you approach the task?



Academic knowledge

What role does academic knowledge play for you in your music-making?

Can you give an example of a specific assignment or activity in the program
that has helped you develop your academic knowledge? Did you prepare for it
in any particular way, and how did you approach the task?

Different forms of oral transmission

We have been thinking a bit about oral transmission and how there are many
different ways to learn tunes orally, for example through recordings, learning
at a jam session, or from a teacher. Would you agree with that? Are there any
form(s) of oral transmission that you engage with more often or prefer, and
why is that?

Could you describe a situation where oral transmission is the most appropriate
way of learning or communicating about music?

Sheet music / Notated music

Do you use sheet music?

If yes, for which tasks or purposes do you use sheet music?
Why for those purposes? What do the notes add to the task?
If no, why not? Have you ever considered using it?

How does the work change when sheet music is available?

Self-archiving / Publishing

Do you usually save things that you have created yourself?

What do you usually save?

How do you save it?

What do you do with what you have saved?

Have you released any music, sheet music, or recordings?

In what format—digital or physical? Streamable or non-streamable?

Have you used that material for anything afterwards?

Libraries, archives and museums

Do you use libraries to find information related to your education?
If yes, what kinds of things do you look for there?

Do you usually know beforehand what you are looking for, or do you browse
more generally?



Do you usually ask the librarian for help?

Have you received any introduction or teaching about how the university li-
brary works? Or about how to search for information in general?

Do you use archives to find material?
If yes, what type of material do you look for there?

Do you usually know beforehand what you are looking for, or do you browse
more generally?

Do you usually ask archivists for help?

Have you received any teaching on how to search in archives?

Navigating between two worlds

Earlier you mentioned that you engage with outside your education.
How do you prepare for that?

Does it differ in any way from how you prepare for activities within your edu-
cation?

Do you feel that your music-making outside school contributes to your music-
making within school, and vice versa? If so, how?

Do you experience any conflicts or contradictions between your music-mak-
ing inside and outside the university?

If yes, how do you handle that?

Are there any differences in how you find out things you want to know or gain
knowledge about inside and outside the education?

Is there any difference in terminology or language—how people talk about
things in the different contexts?

Concluding questions

Which source(s) would you say you use the most to find information for your
education?

Why these source(s)?
And for your music-making in general?
Why those?

Is there any information or information source that you would like to use but
currently do not?



- Ifso, why not?

- Is there anything you would like to ask or add? Was there any question you
expected us to ask but that we did not?



Appendix 2: Recruitment Letter

Vill du delta i en studie om hur folkmusikstudenter soker och anvi-
nder information?

He;j!

Vi dr Ebba och Laura, tva masterstudenter i biblioteks- och informationsvetenskap vid Hogsko-
lan i Borés. Vi skriver under varen en masteruppsats som fokuserar pd hur folkmusikstudenter
hittar och anvénder den information de behover inom sin utbildning. Vi sdker fem till tio stu-
denter som &r inskrivna pé konstnérliga program i traditionell/folkmusik och som vill dela med
sig av sina erfarenheter och tankar genom en intervju.

Varje deltagare kommer att intervjuas en gdng. Intervjuerna ar individuella, 4ger rum under
perioden mars—april 2026 och varar i cirka 45 minuter. De sker via Zoom vid en tidpunkt som
passar dig, och kommer att spelas in och transkriberas. Under intervjun kommer vi att prata om
hur du soker efter och anvénder information i din utbildning och i din bredare musikaliska
praktik.

Den information som du lamnar kommer att behandlas sakert och forvaras inlast sé att ingen
obehorig kan ta del av den. Redovisningen av resultatet kommer att ske sé att ingen individ
eller specifik institution kan identifieras.

Resultaten kommer att presenteras i form av en skriftlig masteruppsats och en muntlig presen-
tation for andra studenter. Nér uppsatsen ar fardig och godkdnd kommer den att finnas tillgéng-
lig i en databas vid Hogskolan i Bords, och du kommer att ha mojlighet att fa en digital kopia.
Inspelningarna och det transkriberade materialet kommer att raderas nér uppsatsen har blivit
godkénd.

Om du &r intresserad av att delta i studien, vénligen mejla oss pa ndgon av adresserna nedan for
att anmadla ditt intresse. Ange i mejlet vilket ar du studerar och om du foredrar att bli intervjuad
pa engelska eller svenska/skandinaviska sprak.

Vi hoppas att fa prata med dig snart!
Ebba Rubensson och Laura Routledge.

Kontaktinformation
Ansvariga for studien dr Ebba Rubensson och Laura Routledge. Handledare &r Ola Pilerot. Har
du fragor om studien dr du vilkommen att hora av dig till nigon av oss.

Ebba Rubensson, student
Mejl: - Telefonnummer: -

Laura Routledge, student
Mejl: - Telefonnummer: -

Ola Pilerot, handledare
Mejl: -



Would you like to participate in a study of the ways in which folk
music students find and use information?

Hello!

We are Ebba and Laura, two master's students in Library and Information Science at the Uni-
versity of Bords. Our master's thesis focuses on the ways in which folk music students find and
use the information they need within their education. We are looking for five to ten students
enrolled in artistic programs in traditional/folk music who are willing to share their experiences
and ideas with us through an interview.

Each participant will be interviewed once. Interviews are individual, will take place in the pe-
riod between March—April 2026 and will last around 45 minutes. They will take place via
Zoom at a time of your choosing and will be audio-recorded and transcribed. In the interview,
we will discuss the ways in which you search for and use information in your education and
wider musical practice.

The information you provide will be handled and stored securely so that no unauthorized indi-
viduals can access it, and results will be presented in a way in which no individual or specific
institution can be identified.

The results will be presented in the form of a written master's thesis and oral presentation to
other students. Once the thesis has been completed and approved, it will be available in a data-
base at the University of Boras, and you will have the opportunity to receive a digital copy of
the work. The recordings and transcribed material will be destroyed once the thesis has been
approved.

If you are interested in participating in the study, please email us at one of the addresses below
to register your interest. In your email, include what year of studies you are in and if you would
rather be interviewed in English or Swedish/Scandinavian languages.

We hope to talk to you soon!

Ebba Rubensson and Laura Routledge

Contact Information

Those responsible for the study are Ebba Rubensson and Laura Routledge. The supervisor is

Ola Pilerot. If you have any questions about the study, please feel free to contact any of us.

Ebba Rubensson, student
Email: -, Phone: -

Laura Routledge, student
Email: -, Phone: -

Ola Pilerot, supervisor
Email: ola.pilerot@hb.se






