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Abstract

Music in the primary school has long been a subject of debate. Advocates from thefields
research and polieynaking have frequently stressed its importance, campaigning for time
and resources within the packed primary curriculum. However, for individual teachers,
music continues to create divisions: whilst some educatoeseatremely pagenate about
ensuring regularinclusivedelivery of the subject, there are others who find it anxiety
inducing and question the ability of generalshctitioners to even attempt to engage with
it. Investigating the perceptions and beliefs of currentdlars, who are actually involved in
the dayto-day delivery of music becomes vital, in order to add their oftgrored

perspectives to the debates sudgy RAy 3 YdzaA 0Qa LI I OS Ay LINAYI N

This thesiexplores the issues surroundipgmary schooli S OKSNA Q NBalL}R2yaSa
through the lensof motivational theoriesin particular sefefficacy theories and value

judgements In particular, lexahy' S K2 g (S OKS N#eksubfesf Sdm3a oSy i &/
a complex interaction of both personahd socal factors, considerinthe relativeand inter
dependentimpact of these. Through the use of an exploratory pilot survey and extensive

narrative interviews, an eigkoint modd of motivation is proposed. Thmmplex nature of

these eight dimensiosy whid span both personatognitive elements and sociakyjtuated
elements,suggessthat it may well bepossible for school® impactpositivelyon the

ostensibly personal motivain of teachers; an Hilepth investigation of oneasestudy

school demonstratd thiscould occureven wherthe practitioners themselves may have

had negative experiences with musidhre past. Through engagement with this institutidn,

make explicit the circumstances through whtbirs was madeossible, highlighting their

whole s£hool approach which encourageélogue reflection, autonomy and collaboration

Ly GKA&a gteées GKS (GKS2NBOAOFf dzyRSNRGFYRAY3 2

the potential to improve realife practice.
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1. Introduction

Across the world, individuals are enjoying music, and striving to learn and to share the
power and uniqgueness of music with others. Music education has the panadiaw us all
to reach our musical potential and maximise our birthrigMcPhersm & Welch, 2012a, p.
2)

Music in the primary school occupies a complex andestet position in education. Within
thisresearch field, there are many passionate advocates of the subject who have repeatedly
strived to communicate its importance and vajseich as McPherson aidelchfrom

whose seminal handbook the above quote was taken. The subgstieen labelled
inspirational, enritiing and even magical by sorpelicymakers, who are keen to ensure its
continuing place in the National Curricul{fE, 2011; DfES, 2004; Ofsted, 20H)wever
their cause is @én subject to challenge, ilight of increase@&mphasis ondctual knowledge
within the core subjects; in this context, music is ofti&ely to become marginalised and
neglectal in favour of other, ostensli more important, areas of learnii@owman, 2012)

It can be a struggle within schools to find the time apdceto teach musi@and many
practitioners themselves experience anxiety over their delivery ofthigect. Garly music

has the potential tanvokestrong responseffom practitioners both positive and negative.

This research project stems initiafpm my own experiences of this unusual duality. When
reflecting on my own education, music stands out aball else; my school experiences
inspired meto be involved in music in many ways throughout my life. Howeveenwh
commenang my teaching careel found myself failing to teach thaisject regularly,
experiencing anxiety over its deliveand feelingat a loss as to how to encourage others to
become involved. How could this be, when music was such a vital part of my life beyond the

classroom?



My career as a researcher began, therefore, with the questiby. Underpinning my work

was adesire tofully understand why music should ese such difficulty in schoolehy were

many teachersoreluctant to engage with the subject when they were confidand

outstanding practitioners in all other areas? The context of my own institution also intrigued
me, where music occupied confusing and contradictory roles; whilst it was considered a vital
part of communal celebrations, it had almost no place withasstoom teaching. | started

to realise that my colleagues were simply not motivated to include music themselves,

despite its ostensibly high status within the broader school confieéxains, 2010)

Although the research question®ged in this thesis haveeen refined over time, the issues
that prompted me to ask these questions remain of fundamental interest vatide
explored here. Whilst my work attempts to unpick and understand motivationcasrgplex
theoretical constuct, an underlying aim throughaus to provide some recommendations
that can be of use by teachers in rdié situations. The divide betweehe ivory towers

and the more compleworld of real life is never an easy one to bridge but it has been an

important personal ainthat this workshould attempt to do so.

This openinghapter to the thesisets he scene for the current projecFirstly, | make the
case as to why music teaching in the primary school is worthy of research (section 1.1),
citing ts peripheral status within the curtidum and provision in schoolg/hichis often far

from consistent. Whilst my own experience is one tenet upon which the justification for the
project rests, there has been much literature surrounding its place within theobcetting

and it is important © acknowledgehis context.

| then explain briefly how this research fits in with the wider policy context and themur
educational situationgection 1.2). The period of data collection proved to be a time of

10



change and uncertainty for musand, indeed for the whole curriculumAlthough many of

the teachers involved in this research questioned the impact of higher level policy shifts on
their daily practice, this broadecontext is important to acknowledge, in terms of how
schools are regulatednd organised, andhow their priorities are to an extent determined

by broader societal and politicedrces However, the voices of real teachers can often be
conspicuously absent from polidocumens, an issue which is addressed in the following

section(1.3) where | consider the divide between research and practice.

Finally, section 1.4 sets bthe structure for the thesis, briefly outlining the content of the
forthcomingchapters. Whilst the overall organisation inevitably appears to preaent
straightforward, linear viewof the research process, the journey upon which this project has
taken me has been a complex and winding path, which at times has led me to question my
own assumptions. The intensive period of engagement with this topic has been an
illuminatingand involvingexperiencewhich | envisage to ban importantfirst step in my

involvement with music education research.

1.1 Music in the primary school z Why bother?

Music can be magic. It calls for and calls forth all human virtues: imagindismipline,
teamwork, determination. It enriches and inspires... music has a unique contribution to
make to edeation. (DfES, 2004)

Music is very intimidating, embarrassing and downright scary. | do not like performing and
singing in public and | have no¢ercome these feargRogers, Hallam, Cree&hPreti, 2008)

adzaA0Qa LRaArAldAz2y Ay (GKS LINRAYIFINEB aoOKz22f KIFa f
educators and researche(Mark, 2002)As the above quotes demonstrate, the subject has

the power to trggerextreme reactionsboth pasitive and negative. From one perspective

music is a fundamental part of everyday life and a musical education can provide pupils with

11



lifelong skills in cognitive, social and personal doméitenley, 2011Ball, 2010)It has the
power to influence mood and emotiofstorr, 1992)and participation in musical activities
can lead to rewarding personal and social experieridessen, 2000engendering skills

such as teamwork, cooperation and sdi$cipline(Ofsted, 2012Henley, 2011)

However the prospect of engaging in music in the classroom, particularly for generalist
primary teachers, can be far removed from this positive vision. Whilst music as a curriculum
subject has many avid supporters, there are also those guestion its legitimacy and

value, for example by failing to see how it can be useful in the future lives of pupils. This is
underscored with the debate over whether it should actually be taught by generalist
teachers at al(Mills, 2005) leading some paitioners to engage with the subject to a

lesser extent than other areas, or even omit music completelypbopinity allows. As the
second quote, taken from Rogestal (2008)illustrates for sane primary school

practitioners the teaching of musicperceived as intimidatingnd arxiety-inducing, with

manybelieving themselves to lack the appropriate level of sifllsil, 2007)

Whilst still highly relevant today, such issues surrounding the teaching of music are far from
new. There have longbge |j dzZSaGA2ya 2@SNJ YdzaAOQa LI} | OS
many advocates of the subject feeling the need to put forward the case for its inclusion in
the curriculum(McPherson, 2007; Mark, 200Ritts, 2000) Even within these circles

however, there renains disagreement: should music be studied because it is valuable in its
own right(Koopman, 1996)or because it can have a positive impact on other areas of
learning and developmer(flensen, 2000)Is the aim ofricluding music in schools linked to

a way of increasing academic achievemé@atterall, Chapleau & Iwanaga, 1999)? Or is its

12
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purpose thepersonal and social developmeat pupils for example by instilling self

discipline and commitmen{Seith, 2013)

Paynter(2002)attempted to answer the ctk O&4 Ay KA & | $thioal Qufri®ulusa dza A O
2 K& 0 2,ilforsvihiknhe title of this section is basedslhard to imagine the

responsethat would greet this phrase were one to replageusicith an alternative

subject; one would notexpecet 4 S$S= F2NJ SEI YLIX ST Wal GtKa Ay
020KSNKQ FYR @S GKSNB |INB Ylye StSySyiata 27
equally, if not further removed from da-day lif¢. Regardless of whether one has

engaged in its formal studyusic clearly does permeate society (Ball, 2010), with huge

amounts being easily available to all. Technology has led to exponential increases in the

number of young people engaging with music regularly, for example threlighes,

Spotify and other enusic outlets; indeed, recent research suggested that more people are
listening to music regularly now than ever bef¢kdcPherson, 2013}t is unlikely that these

children would be voluntarily engaging in other subject areas to such an extent, yet in

schods it is music whose place is questioned.

| am not, of course, arguing here that maths or other core subjects should not be part of the
curriculum; rathe | am making the point that theplace in the curriculum is rarely

guestioned, particularly at primgrlevel. To some extent, this completely shuts the door on
any debate over its legitimacy because teachers know thagtdeliver the subject,

meaning any flexibility over its inclusion is completely curtailed. For subjects such as music,

however, which finds itself competing for both time and funding on the periphery of a

! Although | have contrasted the way in which the two subjects are perceived, there are, in fact, many parallels
between the teaching of maths and music, with many practitioners feeling similar levels of anxiety towards
them. This issue will be discussedtfier in Chapter 2.
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crowded curriculum, such debates as to its impor&ace rife and its position is frequently

perceived as being under thre@ialters, 2012)

Indeed, the importance of these debates is currently heightened, as the arts seem to be
increasingly squeezed out Myackto-basic§ronceptions of educatiofWalker, 2013)

Despite previous assurances to the contrary, the arts were completely excluded from the

core group ofGCSE subjects which the Secretartate forEducationattempted to

promote as the prestigious English Baccalateegkeading to claims thahey were thus

perceived- & AYFSNAZ2NIP 5So0lGdSa o2dzi YdzaA O0Qa LX I OF
music education literature more extensively now than perhaps at any other time

(McPherson, 2013)

This research is therefore positioned within these delsaand, to arextent, addresses

somekey questions: what is the value of music and why should pupils study it? Should it

remain compulsory for all? Is there an argument for an alternative kind of provision? In

LIF NI A Odzf F NJ L Y 1 S Swybices 8 the debatesiol tBesdiigalaBdk S NE Q 2 &
explore their perspectiv&in detailwithin the discussion chapters of this thesis éBters 6

9). The fact that there is current debate surrounding masitially allows for the

SELJ 2 NI ( A 2 giotiztbn fér Sié DIKeSiMdrisely because there is not origye

fixed idea abouits role. /A long as music is marginalissad its position questioed, there

is space forvariety Y R 02y UNI RAOQUGA2Y Ay (S lbaiésS NA Q | LILINE

exploringté OKSNA Q NB a LJ2 y a Sy kéyareavotexploftion. K dza T 2 NI &
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1.2 Policy context

The data collection process took place between January 2011 and®0uRewhich is
important to recognisenvhen situating the research within the policy context of the time.
Although the teachers themselves often decried the influence of government policy shifts,
emphatically citing the disconnect between themselves and educational leaders, all
practitioners remain necessarily constrained, at ldassome degree, by the Natiah

Agenda and the expectations to which schools must confoffhese relate both to the
coverage of diffrent curriculum subjectsas well as the criteria by which institutions will
themselvede judged successful, with the actions of all teachers beiaxtricablylinked to

the targetsfor which each school must strive. For this reason, the broader political climate

remains important to examine and to bear in mind throughout this thesis.

As mentioned above, the period at which the research took placeavsmsnewhat

turbulent time formusic education, witla number of significant initiatives occurring. A key
development was that contraf provisionwas shiftingawayfrom the traditional format of
music services controlled by each Local Etion Authority(LEA). The creatiasf a series of
Ydza A O WK dzo & Q dwihgdhe datatollettidn peldiqdvith e bidding process for
these occurring whilst | was working with my sample schddigse bids emerged from a
range of sourcesncluding the previoususic services, other collaborations from Local

Authoritiesor specialised private companies.

The new structure of music education hubs was linked to the publication of the National
Plan for Music EducatiaiDfE, 2011)This was an extensive document which set out the

future for music in schools, crucially ensuring that although funding would gradually be

% Recent developments in terms of academies and free schools may have added to this sense of disconnect,
whereby schools could develop greater autonomy than was previously possible. However, such institutions
and the further issues assiated with them are not covered in this thesis.

15



reduced, a certain amount of financial support for music would be protected during its early
stages of operation. Teiwas generally received positively within the field as there had

previously been fears of much more substantial budget cuts in music (Spruce, 2012).

The rhetoric of the National Plan can be viewed as highly positive in terms of the

importance of music adcation, and particularly stresses its aim to ensure #dbpupils

receive quality opportunities throughout their time at sch@bfE, 2011)However, there

are some who question its underlying values. The model of teaching and learning it presents
isvlNE GNI RAGAZ2YLIES oFaSR 2y GKS(Shineylzondt yos 27
there are thus fears that this may exclude some pupils (and possibly teachers) whose ideas

and interests in music do not correspond to such an understanding of whatdshe

taught and how it should be deliverd@pruce, 2012)

At the time of the data collection therefore, music education in primary schools was in
something of a state of limbo; the bidding process was underway but the hubs themselves
would not be estalished until September 2012. However, what constituted a major policy
development on a government level had surprisingly less impact in schools than | had
originally anticipated. The local authorities with whom | worked tended to have secured
some form of ontinuity for their schools during this transition year, with many of the
teachers not having noticed any observable change. Equally, although the National Plan
represented a major development in the field of music education, teachers working in the
schoos involved were almost all entirely unaware of it. The policy context in terms of the

National Plan is therefore important to recognise, whilst acknowledging that for teachers

% This would go on to feed into the new National Curriculum for music, where the ideology moves from a
creative, learnercentred approach to a focus on the acquisition of knowledge, in particular relatdégbto
composers from the classical, Western canon.
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themselves, there was an element of distance from this and the Plan itselfovaléractly

impacting on their daily practice at this stage.

Perhaps of greaterelevance to the practitioners were the judgements from OFSTED as to

the standard of provision for music in the primary school. The previous Labour government

had provided extasive funding for specialist instrumental tuition, for example, through

2 ARSNJ hLILIR2 NI dzyAGASa aOKSYSa o03ISYySNItfte GSN)YS
learn to play an instrument, usually for up to one year. However, in terms of classroom

music teabing, which is the main focus of this study, the initiatives did not always have the

desired impact on pupil learning. Whilst performance and singing had been thriving, the

standard of actual teaching in schools remained goasble and inconsistenwith almost

half failingtoNB OS A @S | NI (aivgiiing® Righ Winde? & pupilé failinddto

make the required amount of progress, especially in Key Sté@ésied, 2009)

A further report in 2012 echoed some of these criticisms, claimingrttaaty of the same

problems persi®d three yearsonan A 3Kt AIKGAYy3I (GKS FIF 04 GKIFG 0
were actually failing to include sufficient music (Ofsted, 2012). The key problem was that

the teaching focus itself was not always musical, witlre® objectives being directed

towards other, noAmusical skills. Many of the observed activities also comprised basic,

surface approaches to music learning that would be of questionable educational value, such

as simply playg a CD and assuming thislte sufficient(Ofsted, 2012)

In the current economic climate, such assertions provide cause for concern, given that the
funding for specialist musicians is inevitably decreasing and more schools are finding
themselves having to rely on generalist teachergeliver music; many of these

practitioners may not feel confident with the subject or may not have been in the habit of

17



teaching it for an extended perid@\rdzejewska, McMaugh, & Coultts, 2010)s estimated
that approximately 90% of primary musassons in the Kl are taught by nospecialists
(Biasutti, 2012and if the funding fotWider Op@ i reducedthen this figure could
increase furtherIn this researcttherefore, | intend to examine the challenges which
generalist teachers face when athpting to teach music. This involves gaining a deep
understanding of how practitioners actuafgrceive music, which elements of thelgect
may prove problematic tthem and how thewider school environment might influence or

interact with the indivik dzt £ G S OKSNEQ Ay G SNLINBGIGA2ya | yR

In order to gain a broaddtJA OG dzNB 2 F (S OKSNEQ LISNOSLIWiAZ2yax
both schools in which music may prove problematic, as well as those in which the subject is

being delivered successhul In addition to the criticisms outlined above, the initial Ofsted

(2009) report did highlight certain schools in which provision for music was outstanding; by
investigating what is significant about the practitioners within such institutions it may be

possible to highlight examples of good practice that can serve as models to other schools.

The comparison of how the subject is delivered will therefore prove a useful avenue for

exploring how schools can create a successful learning environment for mudiehat

condtions may be necessatyg achieve this.

Although the focus of this project is individual teachers and wistihs, it is important to

remember the impact thawvider policy context and the broader educational pitas will

have uporthe practices taking place in schoqMoore & Young, 2010yVhilst teachers

themselves may consider this an area of disconbectd KS NX It A& Aa GKIF G
culture and ethos developsithin the context of the National Agenda, and is thus

constrained bythis. Music struggles for power and legitimacy within the curriculum,
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because of the various structures that guide the actions and practices of institutions; these
are inevitably intertwined with national priorities and structures, meaning such higher leve
concernswk f t O2y dAydzS (2 AYyTFTALGOGNI GS G(Rdchtérd ydzi Al S

2000)

1.3 Reaching for the dream: attempting to bridge the gap between

research and practice

In many of the claims for advocacy, which have come from botharekers and policy

makers, | was struck by the fact that the voices of teachers themselvésaodten absent.

This point was reinforced to me at a recent conference (Music Learnin2Di/2), during

which a primary practitioner stood up in a room efveral hundred individuals to ask how
many teachers were present and participatinghis debate. The answer? Fewviban five.

As she emphatically pointed out, what is the use in discussing the future of music education
when the voices of the teachers themselves, who are responsible for the delivery of the

subject, are completely absent?

A crucial desire for this resezh was therefore tajive priority to practitioners themselves
this debate. All too often the chasm between research and practice is too wide to breach,
meaning that the potential impact of the research remains limited. As Jorgd@6d2,
p.639)pointsout, & ldere is an ethical imperative for scholarship to benefit practice, be it
immediateB 2 NJ 2 @S NJ {.BBignbridgy/tti Sdicksipfpiddiitioners themselves
and failing to focus on how research might actually improve practice, educational

researchers risk perpetuating this divide.
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Indeed, educational research as a discipline has often been criticised for existing in isolation

from actual classrooms and practising teachers. Theepfeated claim is that research finds

itself caught up in the tnicacies of theory but remains ignorant of and separated from the

real concerns of teachefslammersley, 2002)WVhilst one might expect research into

education to be clearly linked to policy and practice, thareften a divide between them

whereby resarch is solely concerned with improving on existing theories rather than

practicesT | & . SyySaGid wSAYSNI y2iGSax vYz2aild NBaSINDOK

whose influence is negligible and will never reach practising tea¢Reisner, 2012p.680.

There are certainly many potential problems between translating research to practice and

this has been raised as one of the greatest challenges faced by ndusiation research in

the presenttime (McPherson & Welch, 20120ne particular concern isdhthere has

been a huge amount of research conducted recently into the question of musicality with

OSNE tAGGES SOARSYOS 2F || OKFy3IS Ay FGGAGdzZRS
musical is something unattainable, only accessible to ast&ented few(Burnard, 2003;

Hallam, 2008 | 2 6 SOSNE RSALIAGS YlIyeé RSOIFIRS&AQ 62NJ =
classrooms and can present problems to the delivery of music (Ms8e2013). Indeed,

this understandingertainly manifested itséthroughout my interviewsand had the

potential to impact upon practicésee Chapter 6).

The problem of academic research failing to impact upon practice was actually highlighted
directly by the teachers involved in my own study, who explicitly questidhedelevance
of both research and policy with reference to their own teaching. As one practitioner

commented:
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LiQa fA1S 6KSYy @&2dz KSHENJ 1KSe Q@S R2yS (KAA &dz
RARY QUG | &1 |y évwhyde they aking2 AnB | tHinR with thigs like

SRdzOF iA2ys AdGQa 2dzad GKS Y2ad FTNHzAINI GAy3a TS
I Oldz- ft& GKSNB Ay GKS OflaaNR2Y gAldK (GKS (| AR:
they come up withare so unrealist. (Bella, Upper Key Stage 2 teacher in Bramley Pfinary

Despite the fact that these teachers had themselves volunteered to participate in my

research, this view was common across the intergiewith practitionerdrequently

dismissing research &gingirrelevant to their daily practice. As one teacher pointed out, if

AG A& a2YSOKAY3a AYLRNIIFIYGd Ad YAIKEG aS@Syidz
impact or use (Amy, UKS2). This is particularly disbeig, considering that voluntary

participants in research might be expected to show a greater interest and enthusiasm for its
outcomes and valudt presents something of an anomaly, therefotieat individuals might

actively participate in research batso be so completely dismissive & itnpact.

As someone who frequently crosses betwdmath sides of the researchgaractitioner

divide, | feel there is a genuine need for research to provide something which may be of
concrete use to teachers working in the field. In this way, it is aargoal of this project

that | should be able to draw some conclusions or provide advice which could be applicable
to realtlife situations. Although the specific cases | will discuss in this project will inevitably
comprise a unigue combination of individls and shared, cultural values, there is the
potential for people to recognise aspects of their own circumstances in those of atbers

that they might provide impact upon a wider contgdbhnson, 2012)n this way,

presenting data and redife example of the issues which teachers currently face can

actually move beyond unigue casand can provide knowledge that may prove relevant to

*See Chapter 5 for full details of the schools involved in the narrative interviews. All names have been
changed.
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other situations. It is hoped thdhrough disseminationpotential readers may be able to
recognise some comparablediires and thus be able to draw on thegsecommendations

in their own practicgStake, 2010)

1.4 Overview of the thesis

The structure of this thesis is now describedider to providean overview of the whole

project. Chapter 2, which follows, openghva review of the literature and split into four
sections] am exploring and synthesising somewhat diverse fields, i.e. psychological theories
of motivation on one hand, and music education literature on the other, and it is important

to be clear abouthe different influences on my work. The opening secsiohthis chapter
therefore cover a range ohotivation theories, considering how these may potentially

translate to both teachers and to music as a particular discipline.

The main body of the litature review concerns the potential barriers to teacher motivation
which music may cause. In this section, | connect theoretical constructs to real life problems
faced by teachers in order to bring together the two fields of literature and make potential
connections between the twoln particular | focus upon: beliefs about ability, sefficacy
judgements, performance anxieties and valugsis then links into the presentation of the

initial research questions, which were the starting points for thigstigation.

Due to the sequential nature of the research design, | took the decision to split the
methodological rationale, with strategic details being includetdath Chapters 3 and 5. In
Chapter 3, the quantitative methods will be outlined, whilst tiealitative strategies will be
detailed in Chapter 5. This decision was taken to preséne sequentiatesearch design,

whereby the specific details of the qualitative research were, in part, determined by the
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preliminary findings from the quantitativeugstionnaire. It thus seemed logical to present
these findings before describing precisely how the qualitative phase would be

operationalised.

The third chapter of the thesis therefore comprises the majority of what would be
traditionally included withirea methodology chapter. This includesdiscussion of the
philosophical foundations upon which the study is constructed, as weljustification for
the use of a duaphasedesign, before delving into the specific details of the quantitative
phase of tle research. Altough the design contains both quantitative and qualitative
elements it cannot be considered truly mixed methodke overall strategy is heavily
weighted towards the secondjualitative phase, with the survey research being paniiy

employed as an exploratopilot phase.

Despite this, details of the design aimdplementation of the survey are also includied
Chapter 3, as a precursor to tipeesentation of thesdindings in Chapter 4. Whilst the
open, exploratory nature of the suey provided the opportunity for a number of different
avenues of inquy, time and space dictated a selective appraathe fourth chapter

therefore comprises an examination of two key aspects of the data:

1 The perceived value judgements of music in retatio other subjects

1 ¢ S OK S¢ffapy judgeindnts regarding specific aspects of teaching music
The discussion of these quantitative findings provides the foundatianéqualitative
phase, and underpinthe revision and refining of the researchegiions. This leads into
Chapter 5, which comprises the second section dedicated to research design, this time
incorporating a description and justification of the qtative methods Information is

included about both the participants and schools invdlivwe the mainproject, which can
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serve as a reference guide for the reader. This is particularly important given the significance

placed upon socikgontextual factors throughout the research.

Whilst Chapter 5 provides key details of the qualitative methdhis is not its exclusive
role. In addition to the methodologicaiformation, | demonstrate the wayia which the
analysis was conducteahd how the potential findings emerged from the data. In this way,
the chapter begins tblendthe description othe analytical processesith actual findings
from the data This involves presentation of the eigkey themes which will be taken

forward to the discussion.

A bridging section is provided prior to the discussion chapters, in order to explain the
structure of these. Due to the complex nature of the data, it was important to outline why
certain aspects were chosen exploreabove othersHowever, a key point made
throughout is thatthe separation of a single individual themeoved near impossible and

there was inevitably interweaving and interdependeram@osshe four chapters.

Chapter 6 focuses on perhgphe most discretearéa g KA OK O2 YLINR &ASa (St O
understandings of themselves and the nature of musical ability. These proved fundamental

to anyfurther discussion of their motivatioand were prevalent across the accounts. In

particular, the notion of beinghusicalt a 'y WSAGKSNk 2N RAOK2{i2Ye
make fixed categorical judgements about themselves, which in some cases proved highly
resistant to change. By looking at how these judgements are formed, through past

experiences and social interactignsis possible to question thexeent to which they are

quite asnaturally embedded as many of the teachers may believe.
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The followingO K I LJGSNJ 6T 0 o6dzAft R&a 2y G(KA& G2 SEIlFYAyYS
of music in the primary schoahd the theories and belisfthey hold in relation to thisA

range of different conceptions emerged, which could be positioned along various gantin
although again these weraften underpinned by fixed, unhelpfdichotomies. These

included understandings relating to what music should provide (basic skills training or
opportunities for creative expressions), what the model of teaching should &éditjfsnal or

progressive) and where authority should be positioned (teadbéror pupitled).

In addition topresenting the different understandings of the teachers in my sample, it is
important to link these hck to the self theories discuess in the previous chapter. This

allows exploation of some of the specifielf-efficacy issues which emergdérom the
guestionnaire and allows me to questiomhy certain elements of the subject may prove
problematic. | also consider the extent to which the differeahceptions of music teaching
may be educationally valuable. Although the aim is to investigate the data from the
accounts, it is also important to make judgements about how practice might be improved. |
suggest that an approach which is positioned tovgatide midde of the continua, and

includeselements from both ends may be the most effective in terms of provision for music.

Chapter 8 tackles the question of value judgements, which has already infiltrated the
previous discussion but now takes centregaaAlthough personaalue judgements are
considered | also start to extend the focus to incluthee potential impact of schools and
the institutional valueghat exist collectivelyThis involves exploring the different purposes
which music may fulfil whin the school, some of which could be positioned externally to
the curriculum itself. Judging from the contextuadiyuated judgements of the teachers

regarding the place of musin their schools, | statb make the case for institution®t
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develop heir own, personalisedpproaches to music, which focus on the perceived needs
of their pupils and take account bbth the sociacontextud characteristics of the school

FYR GKS GSIFOKSNBQ 26y dzy RSNEROFYRAY3IAD

Chapter 9moves from the more theoreticaliscussion to offer some practical

recommendations, considering LISOA FA O a 0N} 6S3IASa 6KAOK YAIKID
motivation for music. | examina case studgf one institution, which has developed a
particularlysuccessful approach, and exmdrow this has been achieved. Througholét

chapter, | build the argument thatt is possible to enhance motivation on an individual level

through various institutionalevel processes. These include:

1 Institutional expectations and obligations
1 Leadershi@nd support
1 Autonomy and the development of simplified resources

1 Collaboration and training

The decision to use an-depth case studyas one whiclemerged from the data, as | had
not beenexpecting to focus so exclusively on one institution. Howetherppportunity to
explore theirhighly successful approach to music was one which could not be missed and
helped to illuminate some of the previous findinggh reatlife exampleslt is hoped that

by highlighting the ways in which the practitioners apptoacusic in this school, it may
inform other institutions of howtheir own provision of the subject could be improved and

redesigned to suit the needs of their staff and pupils.

Thefinal chapter of the thesiscludes some of my own reflections on theeasch process,
as well as an indication of the potential directions for future research. This is particularly

important to highlight as | do not view this thesis as the end of my research career in this
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area. The ideas and theories explored throughitihve coming pages may well stimulate
further investigationput it is hopedhey will provide a useful foundatiompon which to

build.
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2. Literature Review

¢KS 1Se& | NBIF 2F SELX 2 Nlmotvaigh tofedghde witkmusic LIN2 2 SO
The aim is tht by using theories of motivation, and exploring how these can be specifically
relatedto the teaching of music, it shoulzk possible to better understand the ways in

which practitioners respond to the subject in the primary school. This could as8ist in

future delivery of music, for example by suggesting ways in which schoglsupaort

practitioners and increase engagemetfrt particular, | am concerned that generalist

teachers may face specific barriers to the delivery of the subject, which in cases can

prevent them from engaging with music at all. A greater ustbnding of these issuestise

first step to finding and exploring solutions to this problem.

This iterature review involes two broad bodies of research publications, which are ghou
together through these aims. The first is concernethwieories of motivation and
incorporates both psychological and sociological approaches to the study of this complex
construct. The key point made in more recent attempts to define motivatiohasany
comprehensive study must includ®th personal, cognitive elements and socially situated
elements; it is upon this premise that the current project is bidi#trvela Volet, & Jarvenoja,

2010)

Thesecond body of literature concesrthe field of msic education research, which also
comprises a broad spectrum of studies. Tihdudesa range of diverse subdivisions such as
psychology, creativity, performance, technology, history and neuroscience, to name but a
few. The field as a whole has also grmoegonsiderably over the past two decades, as shown

by the recent publication of an extensive, twolume Handbook of Music Education
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(McPheson & Welch, 2012aThis collection ofréicles demonstrates the plurality of foci
within the field, although g@rominent issuerunningthroughout is the desire for advocacy

and a passion for increasing the prevalence and quality of music within education. The aim
is to ensure the consistent and effective deliveryrafsic in schools, whiagkchoes my own

desire whenstarting this research.

The current chapter draws upon both sets of literature, as well as the work of those
researchers who have effectively maa the two areas togethefdr example, Hallam

2006; Austin, Renwick & McPherson, 2006). My specific foougVer, is placed upon the
teachers, and | structure this literature review around the potential barriers to motivation
whichthey may face when confronted with the delivery of music in the primary school. By
unpicking the reasons as to why the subject tiespotential to cause difficulty for
generalist teachers, it may be possiltb develop ways tenhance their motivatioroy

overcoming these problems

2.1 Motivation in the school context
Motivation is a complex and contested term which refers to thecesses that initiate,

guide and maintain the godlirected actions of individual&lliot & Dweck, 2005)There are
several dimensions to this, all of which can be considered part of the overall construct of

motivation (Maehr, Pintrich, & Linnenbrink, 20P2

The initial choice to engage with, or avoid, a particular course of action
The intensity, or passivity, with which this engagement occurs

The persistence shown by individuals, especially when faced with adversity

= =_ =_ =

The actual quality of the engagement
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This project will focus primarily on the first and third elements, i.e. whether teachers choose
to engage with music at all, and then whether they persist with the subject in the face of
adversity. However, an understanding and appreciation of all &specsis essential for

the literature review. Various researchers, for example, have concentratedwloek solely

on specifielemensand have also approached these from different perspectives. A greater
understanding of the complexities of the field is thBre an essential first step to

becomingfamiliar with howmotivation has been conceptualis@dthe literature

This section will commenaceith a briefhistory of motivational studies, providing an
overview of the key ideas and concepts which have lomreloped across thedid.
Although therehas been additiomesearch which has focused up@ay biological needs as
motivational drivers, the focus here isn motivationand engagemenin an educational

setting, thus my work is largely limitegd the ps/chological and social apgaches.

Thisinitial general mapping is important for setting the scene, and points towards the
emergence of a key theory which underpins the whole thesis. This relatesndeachea Q
motivation develops, not just in isolatiomithin the individual, butquallythrough the
socially situated interactions and structures present in the school. Motivation is not
therefore positioned as entirely resident within the individual teacher is it situated
wholly in societyit involvesa complex negotiation betweeloth individual and social

factors.

2.1.1 Motivational dissonances

Motivation is an area of research that has inspired a wide range of theoretical conceptions,
spanning kehavioural, cognitivand socially constructed perspectives. Some of the key
developments in the fieldre briefly summarised in Tablel2belowand a further discussion
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follows; this is not intended to provide a detailed analysis of all theories of motivation as

such a task would prove impossible within such a short space. Instead the aim is to

demonstrate how research has evolved to incorporate a wider range of botlnpkgical

andsociological elements.

Behaviourist

(Socio)Cognitive

Socially constructed

Cognitivesituative

Individuals are
motivated by
positive andnegative
reinforcements from
the external
environmentand will
respond to these in
reasonably
predictabk ways
(Skinner, 1953)

Individuals develop
motivation through
internalisation and
interpretation of
experiences.
Decisions to engage
with certain areas
are dependenton
their beiefs,
judgements and
appraisals, which
have developed ove
time. (Covington,
1992)

Motivation is a socia
phenomenon that
develops through
collaborative
interactions and is
situatedwithin the
specificpresent
context.lt is thus
variable dependent
onthe social make
up of thiscontext.
(Boekaerts, 2001)

The impact of
contextually situated
social interactions
andgroupprocesses
interactwith the
individualcognitive
interpretations,thus
bridging thepsycho
socialdivide.
(SJarveléet al.,
2010)

Table 21: Theoretical standpoints for researching motivation

In the midtwentieth-century, motivation wagnitially construed in behaviourist terms,

based upon the assumption that individuals were motivated by positive or negative

reinforcement from the external enronment (see discussion in Maelet,al., 2002). The

psycholaical angle of this (as opposed to a purely biological perspestieejsfrom the

work of Skinnef1953)and reflects the reliance on behaviourist theories in educational and
sociological research at the tinElliott, 2002) Since then however, litas ben criticised for
providing too simpstic a view and failing to provide individuals with an actual intrinsic

desire to engage fullfMaehret al, 2002).Referring to the four elements discussed in the
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introduction, a purely behaviourist approach may el NOS A Y RA @A Rdz £ &

extent but this may lack intensity, persistence and quality.

A crucial problem with the behaviourist theories is that they position motivation as a
phenomenon that is external to and separate from the individual, wtsetow counter
intuitive to our current understading of the term (McCombs, 199 Assuming that
individuals would all react in préetermined ways to stimuli or reward and punishments

ignores the inherent human capacities for autonomy, reflection andogh(Bandura, 1997).

It is unsurprising therefore thatuchsimplistic behaviortist principles have been usuggd by
more indepth cognitive and sociological theorjdsllowing similar trends across the field of
educational researclElliott, 2002) The most commonof theseframeworkshas been the
sociacognitiveapproach, which is basddrgelyupon psychological principl€gVentzel &
Wigfield, 2009)The emphasis here is upon the cogreticapacities of the individuahd,
whilst theinfluenceof social contexts recognised, the main premise is that motivation

develops and is maintaingatimarily on a psychological, persomsis.

Thisperspectivethus conceptualises motivation primarily as an internal construct, where
the individud Q& &ghiid dBp@ndent on their own personiaterpretations(Covington,
1992) Although the approach can be considered as broadly somimitive, various
different dimensions emerged within this. These include classic expectahay theories

(Eccles & Wigtid, 2009:Atkinson, 1964)the causes attributed to successes and failures

02

L

(Weiner, 1974)the subjective values attached to certain tagkscles, 2002 A Y RA @A Rdzl f 3

seltefficacy judgements (Bandura, 1997), beliefs relating to intelligence and &bwitgck,
1999) seltdetermination theory and the contrast between intrinsic and extrinsic
motivational structures (Deci and Ry#012, the setting of appropriate goals
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(Vansteenkistet al., 2010)and the desire to preserve sedforth (Covington, 1992)/Vhilst
this list represents just a selection of motivational theories, its length serves to indicate the

rich and extensive range of approaches that have been taken towards the topic.

The emphasisn many of these motivational theorieésplacedon indivdual cognitionsin

particular focusing on the beliefs that people hold about external constructs (e.g. Dweck,
1999) or the selfudgements they makee(g.Bandura, 1997). However, it is also recognised
that the social environment in wbh the individual @erates willplay a role in the extent to

which individuals develop motivatiadarvelé& Niemivirta, 2001) The social situations
themselves cannot be ignored, but the impact of tisisnediated by the individual

interpretations and metacognitions, ofterresultingin a unidirectional influence of social
factorsupont WO 2 y (i NP f 08kvg1a2001)0Thid had bheen 2apelled they 2 OA | £ £ &
Ay Tt dzSoycépfidR 6f motivationwhere personal cognitions provide the key to

understandingNolen and Ward, 2008).

An alternative view of motivation, which has gained prominence tive last two decades,

isthea & 2 OA | £ f & pelspeftivdiTNdzOnteptiorE assumes that motivation develops

0 KNRBdzZAK & LI NI A OA LI ( Aeynpup Mntgrativms @rg the funddd@n@li A OS & ¢ =
factor, rather thansolelyinternal cognitiongHickey & McCaslin, 200144). Motivation

here is understood as social phenomenojrather than a psychological construct, and will

vary between situations, dependjron the specific context and the male of the social

group.

A major difference between the two perspectives described above relates tieviet of
O2yaAraitSyOeé aONAROSR (G2 WY2UAQlL0A2yQd 91 NI AS
construct havebeen criticised for assuming motivation to be a stable, individiiéérences
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personality trait(Turner & Patrick, 2008 Although later research within the cognitive field
has addressed this by extenditm contextual factors, thereemained a widespread
assumption that motivation will be reasonably stable across context (Turner, 2001).
Methodologically, this implies that motivation mdoe measued, which has comprised the

aim of muchprevious research. @ such example beirtge Intrinsic Motivation Invatory,

a selfreport scale used to measure various subjective factors involved in the development

of intrinsic motivation(Deci & Ryan, 2012)

In contrast to this, the socially constructed conception of motivation is that individuals are

actively involvedn the social process of building motivation as part of a group. This occurs

on a dayto-day basis and is dependent on social interactions and the responses of those

around ug(Turner, 2001)In this way, motivation is constructed through réié

interadions and can thus only be studied through ethnographic methods observing centext
specific situations (Turner & Patrick, 2008). It is not a constant that can be measured as part

2T Iy AYRAQGARdzZEE Qa AYGSNYylf OzéytimgandS OF LI 0 A

place, depending on the particular features of the social situation.

These two conceptins of motivation have both proveadfluential and prowed valuable
insights into the various structures that are in place to develop and determine ntiotiva
However, thereare clear tensions between the twand neither seems to offer a full
explanation of the complex issue of motivatiddérvel&et al (2010)address this issye
noting how both have their limitationavhich future research mustttempt to transcend.
Their key point is that the practice of restricting research to one area carries a risk of

research being either ovandividualised, i.e. ignoring contextual features, or aver
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socialised, i.e. ignoring the autonomy, interpretations and chanastics of the individual

(Kashima, 1997)

Motivation theorists are thugxamining ways of moving beyotitke restraints of these two
perspectives and drawing equally both internal psychological and sadly constructed
understandingslin this way, it is hoped the gap between the two perspectives can be

bridged, and both elements can be explored on an equal footing, no longer as two distinct
areas but as interacting elements of a complex sysféamner, 2001)As Wentzel and

Wigfield (2@9) point out, if motivation research is to progress, it needs to develop a more
sophisticated understanding of the field as a whole, examining the interacting psydial
processes and the multiple levels of influence that have been identified; inveys

research can address real life issues in the classroom more effectively and lead not only to a
deeper theoretical understanding but equally to positive and practical educational

improvements.

For the current project, a joint approach has proved neagsslue to the two key objects of
study: the individual teachers themselves and the specific subject area of music in the
primary school. The focus on teachers involves the personal, cognitive dimension, for
example, how individual teachers respond to theivery of music, how they have

developed their understandings and beliefs about the subject, and the ways in which they
choose to either approach or avoid the teaching of it. However, the specific context of the
subject area, together with the impact tK S & Oisgt@idén&l éulture and social make

up, are equally important to explore. It will thus be vital to situate the individuitiin the
social context and look at both aspects concurrefilyrner, 2001) This involves drawing

A
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factors within the specific context of the school, in order to gain a fuller understanding of

gKEFEG O2y UNAOGdzGESa (2 (KSQaBliEetK®NR Q SoSyiddzZ t S

2.1.2 Situating the research in context

A major assumption underpinning this research, therefore, is that both indivichgitive

and sociallysituated elements must be investigategsulting in a need to fully define my
understanding of these termd hefollowing section explores thievo dimensions

demonstrating both their distinctive features but also the ways in which they interact. This
aSO0GA2Y gAff 0S3AAYy o0& OfSFNIe& ARSY(GAFeAy3ad (K
investigation is based (Wezel and Wigfield, 2009), before defining in more detail the two

key dimensions, psycholagil and social, which will provedhe focus of the research.

Levels of inquiry

Educational research is a broad area which covensyndifferent sociological concepts

ranging from the concerns of individual pupils and teachers, to national and international

L12f A O8 A aadzSa@979)Ndlel af &cylagibabsysye@dhNdanhelp to

G RA a Sy U lsefifleieBtdevels &Ff Sontext andor the present research, caosition

the individualteacher within thisseries of social systendarveld, 2001, p.1Q)Vhilst each

individual retains a degree of power to make autonomous, subjective interpretations

(Bandura, 1997), these will inevitably imluenced by the social atexts in which they
operate(Lamont, 2002)A modified version of Bronfenbrenr@@& Y2 RSt A & ( Kdza LI

Figure 2..which presents the different social systems.

Although a somewhat simplistic representation, the diagram demonstrates how there are a
number of levels on which researchers can choose to operate. Taking the current focus of
primary music education therefore, it would be possible to explore this thr@uginge of
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teacher, and examine their own specific circumstances and concerns with the subject, or
one could explore the outer sections, such as governmentyddiating to music and how

this has been constructed and implemented.

Exosystems

Mesosystems
Microsystems
Family

TEACHER

Colleagues Pupils

Institutional culture and structures

Local authorities Local communitie

Government policy Media

Figure2.Y¥ a2 RSt 2F a20Alf Ay Tt dzSy(O®}ELologicala SR dzLJ2 y

Systems theory

The point here is thatesearch can approach problems from different perspectives, each of
GKAOK YlI& fSIFR (42 F RAFTFSNBydG asSid 2F 02y Of dza
Munro (1998) points outrecognitionof thesedifferent levels means that a single

phenomenoncan be investigated and explained in highly contrasting ways.

Epistemologically therefore, there is not just one single truth that the researcher can

discover but rather there are a variety of perspectives through which to investigate, each of

which has lhe potential to elicit a dferent picture, dependent otthe perspectival lens
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through which it is studiedit is therefore important to be clear and focused as to which

elements form the subject of theurrentinvestigation and where the priorities wiiél

This workis situated primarily in the inner sections of the systems model described above,
focusing on individual teachers within their school context. A key peititat there will be

an interaction béween the different levels, meaning thatich ore is not studied in

isolation but instead forms part of a complex interacting system. | will thus focus upon the

following sectiondut within a dynamic, interactive model as shown in Figure 2.2 below.

School culture and
context

Individual
teacher

Colleagues Pupils

Figure 2.2: Situating teacher motivation in the school context

Although the research will focus primarily on the schibated contextual areas, this does

y20 YSIYy GGKFGd 20KSNJ aSOGA 2yl b2 ignored2y TSy o NBYY
completely. The influence of family experiences, for instance, may become relevant through

the ways in which teachers developed their perceptions of music by drawing on their

memories of early childhoo(Burnard, 2003)EquallyChapter lhas already included

discussion of policy concerns, and thése will be referencedvhen appropriate. By

situating the actions and perceptions of teachers within the context of a national agenda in
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which music is increasingly neglected, it may be possiblmderstand how their ideas and

beliefs are informed and constrained by these -system level influences.

The individual level
The inner areaof Figures 2.1 and 2.2 referstioe individual teacher themselves, and are

more closely aligned with the soegmgnitive theories mentioned above. Although | have
emphasised the importance of a muléiyered approachthis does not mean a rejection of
individual concerns and psychologicafynitions and interpretations; a keynaiof the

project is to explore the perceptions of teachers, thus the individuals themselves remain at
the heart of the model. Despite the inevitable impact of social conf€aplan, Karabenick,

& Groot, 2009)it is impossible to ignore the individual @ity for autonomy and human
agency; individuals, at least to an extent, have the ability to determine their own actions

and their personal perspectives must be considef@chunk and Pajares, 2009).

Bandurad MdppT 0 SYLKIF aA4Sa8 (KSEXAERONX2YyOHS(H2 TS AN Y
stressing that individuals will draw on various cognitive strategies to make sense of their

26y SELSNASYOS&ad ¢KAa Ayd2t @3dderSdadiggany | G A2y 2
values which wilinderpintheir actions and behaviours. The ways in which individuals

interpret situations and develop beliefs about themselves can therefore be seen as both

rooted in their past experiences, aah indication of how they may act the future

(Kaplan, Flum, & Kemelman, 200®is is a crucial part of the current research, in that it is

essential to unpickow individuals may draw on their own past experiences when choosing
particular courses of action. The subjective appraisalghvbne makes as part of the

Y2UAQ GA2yFE LINRPOSAdaaSa | NB GKSNBiegeNBs, Ay SOAGL

current perceptionsnd future hopegJarveld& Niemivirta, 2001)
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A key asumption within this individualevel research, therefore, that the motivation to

engage with a specific discipline is generated throughniieaningshat individuals

construct with regards both themselves and the téiglkaehr, Karabenick, & Urdan, 2008)

The actions which teachers choose regarding the delivemyusic in their classrooms will

be dependent upon the meanings they assigh® subject, and the relationship of these

meanings taheir own perceptions of selfThis is important to noteas it suggests that

teaclSNBEQ Y20A G GA2Y Y lus doddinddependddg ahdvhey O dzZNNA O dzt

understand the demands and characteigstofthe subject.To take an example, if one

O

FaadzySa GKFG GKS adz00Saa¥fdzZ GSIFOKAy3 2F Ydzaa
such as the ability to play an instrumetttjs could significantly reduce any expectation of
4dz00SaaT (S| CeKiGNGudgendehttSrépardidy Gusic Wil tAus be reduced

because of how they interpret the subject itsglfrelation to their own selbeliefs

(Bandura, 1997). larder to understand the engagemenf individualstherefore, it is

important to unpick the various meaning which they assign to music teaching and how they

NBfI S (KSasS (2 (GKSYaStoSad ¢KAa-eficadt Aygd2f ¢

beliefs in mui, which will be covered in more detail in section 2.3.

The contextual level

The second dimension of this research relates to the level of the school context, including

both the interactions between teachers, colleagues and pupils, and the overalltiostal

culture of the school. These can be rather complex to unravel and can thus present quite a
OKIffSyaS G2 NBASINOKP { OK22f OdzZ-GdzNBZ F2NJ A
SyO2YLJ aaAy3a GFLISaaNR 2F YSI y(PedlA993,p. )R Aa | R
However, an awareness of this is crucial to any investigation into a psydi@ construct

such as motivatiorfVolet &Jarveld 2001)
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Most research acknowledges the importance of social context, but as Ketpddr{2009)

point out, it is now important to examinkeow the cultural, contextual and situational
factorscombinewith the individual sekprocesses. It is insufficient simply to recognise that
they are influential, rather it is necessary to develop a mordapth understanding of how
these processes work. In order to link motivation and school culture, therefore, it is vital to
make clear what is meant by both terms, as these are complex concepts that have been

construed in different ways by different reseters(Munro, 1997)

Matos et al(2009RSFAY S aOK22f Odz GdzZNB | a GKS agdl f dzSa
formed over its history, commonly held beliefs of heads, teachers and pupils, and how these

I NB LISNOSAGSR Ay (KS the Qditearrs of ¢hinkingJfeeliogaddd ¢ KA & A
acting that are shared by members of the group, as well as everyday practices, shared

symbols and ritualéSchwartz, 1997 Clearly culture is constructed through many complex

elements and it is too simplistic to viatas a straightforward accumulation of individuals

(Munro, 1997) rather, shared beliefs wilhteractg A 0 K G KS 3INRBdzLJ YSYO0 SNEQ
characteristics and attitudes, and this combination of processes will in turn react back upon

those individuals. This not to denigrate the importance of the experiences that individuals

bring with them, but rather to emphasise that even these personal experiences themselves

involve shared understandings and the influence of others (Schwartz, 1997).

School culture theefore becomes both the cumulative product of individuathe an

influential force upon these individuals. Classic sociological theories, for instance, suggests
that individuals are motivated by a desire to fit in with dominant gro(ges, for instance,

Tajfel, 1974. People are thus influenced by the cultural norms and the desire to conform to

these. Such processes are inherently individual social, reflecting the difficulty in
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separating these out. Indeed, the main criticism of research which foarsese or the

other is that it fails to grasp the inherently inteonnected relationship between the two.

Whilst individual interpretations are clearly important, therefore, school culture has also
been shown to have a great impact on motivation and l@agnwith some arguing that it is
the most fundamental precursor to action (Matesal, 2009). This supports Turner and

t | G N@®OO8)c@itn that there has been a tendency to oxamphasise the power of
individual beliefs and neglect the influence oéthllimportant social factorsMatoset al.
(2009) support their emphasis on social influence with reference to goal theory, claiming
how in schools where the head teacher emphasises performance and competition among
staff, this is likely to result in peEarmancebased teaching and thus the development of
performance goals in the pupils. Whilst the situation is inevitably more complex than this
claim suggests, the high positive correlation between overarching school goals and the
0SFHOKSNRBRQ [ISYLB AL2dfLAA 257Q GLIESSNUNI 2 gy 3J2F fa aSSvya

and shared understandings may well have an important impact.

However, the situation is not quite so conclusive, with researchers sukluas (1997)

criticisingthe tendency to focus excivey on social interactions; thibe believescan

prove equallyas restrictive astte more typical focus on solely personal interpretations
Kashimg1997)concurs and succinctly summarises the situation by warning researchers to

I 2 AR 0-80di&k A ¥2 PRI 0 KS MYRRMAAMROdE{f AldyAR/ FUW2 GBSNOA S |
important to bear inmind throughout as researcherare realising that focusing exclusively

on either area inevitably limits any knowledge generated to a single perspective, thus fails

to examine the whole picturélarveléet al., 2010) Rather than taking this single perspective
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approach therefore, research should examine different levels of the system and think about

reciprocalrather thanuni-directionalinfluences.

ThisclearNBt  §S&4 o6F O1 G2 . NRYFSYyoNByySNDa aeaidsSy
although there are some diffences in how a muHiayered approacishould be

conceptualised. Munro (1997) suggests that examining and describing what is happening at
different levds of the system can do liglmore than provide a snapshot the current

situation. To move beyond this, Iseiggests concentratirgyy’ G KO BAARAY GKA & a8
this involvesexamining the individual person level and exploring how this both affectssand
FTFSOUSR o0& GKS aasSi 2F Reyl YAOB). TobkiesaasSa O

deeperunderstanding, it is necessary to identify the range of levels, and to investigate the

Qx

links between these, looking for correspondenessl relationships¢ KS NB & S+ NOK S NI
thus redefined and the challengelis2 a YI LJ O2 YLINSKSyaA@gSte (KS Y
YR 680688y £80S8ta 2F dzyRSNEGFYRAyIbi@F 020K

p.14).

adzy N2 Q& 62NJ] A& LI Nlihesd aekrbachidhsthetwearSrlidualskaGdNS | &
school culture that are crucial for motivation. His conception of culture and motivation are
fAY1TSR 6AGKAY Yy AYUSNIOGAGS 080t Ss gKSNBE WwC
actions are initiated byndividual motivations and these motivations are influenced by

various factors, includingpstitutional culture. There is thus a complex interacting system

here in which individuals will act depending on both personal factors and-sattiaral

factors; he individual will be influenced by the values and norms of the institution, whilst
simultaneously influencing the core values of that con{@tsson, 2007)it could be argued

that this is particularly important in a primary school setting, where thelbsize of the
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staff canresult in individual teachers being able to exert a geganfluence on the values

and expectation®f the group as a whole.

The key point made throughout this section therefore is that whilst social factors are often
recognisedas important, this in itself is insufficient and research needs to explicitly plan for
how these situational elements can be investiga(€drner, 2001)In contrast to the

individual factors however, these sociafligjuated influences can be much more sie and
require considerable clarificatioras a range of approachesuldbe taken which

correspondo the different systems level priorities. Is the focus of study the social
interactions within specific situations, i.e. a micro level approach? Ig iptitential
judgements of others within the social sphere, i.e. a setiwtional dimension? Is it the
broader structures present in the institution, such as the expectations and demands, i.e. the
mesclevel systems? Or is it the socially shared beliedsns and values that are formed
within the institution over time, i.e. the socicultural aspects? Throughout the

methodology and anlgsis that follows thereforerecognition of these different diensions

will be important to define

2.2 Why study teachersd | 1 OEOAOET T A& O | OOEAe
Thus far, the main aim of this literature review has been to provide an overview of

motivation theories in general and to consider the key assumptions made in relation to
these. It is now important to move towards the more speaf@nents of this project

namely the reasons why motivation for music should be considered impodadtwhy |

have focusegarticularly on primary school teachers. This inevitably involves the impact of
my own personal experiences, as discussed in Chdpteut also relates to what | perceive

to be potential areas for exploration within the literature:
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1 There is a need to develop further motivational research that takes into account
subjectspecific factors (Turner & Meyer, 2009)

 Thereisaneedtofoc’sy (Sl OKSNBEQ 26y Y2U0AQFGA2ya T2
2NRSNJ G2 oFftFyOS GKS @Faid |Y2dzyi eeaf, NBaS|
2009)

Both these are particularly relevant to primary music education and the following discussion

explores thereasons why research in these areas is worthwhile.

2.2.1 Why music?
2 KSYy aiddzReAy3a Y2UuAQrdAz2ys GKS F20dza KIFa 27FaGS

choice of actions acrossrangeof situations. Indeed, one of the major criticisms that have

been levelled against research in this area is that it assumes a degree of consistency of
AYRAQDGARdzZIt AaQ Y2UGAQlIGA2y | ONRPaad RAFFSNByYy(d adz
and Meyer (2009) suggest that this separation of subgpecific factors andotivational

factors has been detrimental to research and that it is important now to integrate the two

together.

In recent years, a greater number of researchers have attempted to examineatiot\for
specific subjectdfor instance mathematicBibby,2002; Hbdgen & Askew, 200 urner &
Meyer, 2009) literacy and readin¢Guthrie & Coddington, 2009; Guthrie & Wigfield, 2000)
and Physical Educatig@hen & Ennis, 2009; Roberts, 2009wever, there is still much
potential to examine how motivation maye related to specific disciplines and some areas
have attracted much more attention than others; there has been, for example, much more

motivational research on maths than there has been in relation tolaatsed subjects.

One of the aims of this projetherefore is to explore how motivational theories can be

related to, and enhance the understanding of, specific issues within primary music teaching.
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Attempting to integrate these two fields is not a straightforward task but is necessary in
order to devédop a more sophisticated understanding of how individuals both develop and

maintain their involvement with the subject (Hallam, 2006).

In relation to the fields of music education and motivation, a number of researchers have
attempted to bring the two arestogether. Austin, Renwick & MacPherson (2006), Hallam
(2002) and Maehr, Pintrich & Linnenbrink (2002) all provide reviews of motivation theories
which have been published in key music education handbooks and journals. However, the
explicit links betweelthe two areas (motivation and music) are less extensive, with the
reviews serving more to introduce music educators to a range of motivational theories tha
may help inform their workMotivational theories are therefore assessand summarised,

but the links to music are less-mtepth, with the focus remaining on providing an overview

of key motivational research. Hallam (2006) goes beyond this, as she develops a conception
of motivation for music that incorporates both individual and socisityated fctors, each

of which are related specifically to aspects of music. Her complex model has proved useful

in situating my own understandings and underpins my discussion in section 2.3 below.

As noted in the introduction to this thesis, the impetus for thereat research relates in

part to my own school experiences, where, as a teacher, | observed a distinct lack of music
teaching taking place, particularly in Key Stage 2. There certainly appeared to be something
distinctive about music as a subject, it culd lead to it being marginaksl more often

than other areas, and this is reflected in the literature (for example, Henyn@890; Holden

& Button, 2009. The general consensus is that music is a subject in which generalist primary
school teachers laatonfidence and find difficult to deliver effectively (Mills, 2005). This has

been replicated across many countries (RusBeWie, 2009) and thus contributes to the
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assumption that music is in some way different, and perhaps more challenging, than other

curriculum areas.

It is possibly not surprising th#tte performancebasedaspects of the subject, the perceived

nature of musical ability as annate gift and the ways its perceived reliance on specialist

skillsall contribute to this view. As noted in &bter 1, these problems are then

O2YLRdzy RSR 0@ Y dzawittin®duca¥dn tBekajlyl tget@eliwitiiestions

2PSNI AGa SRAzOF GA2y Lt YR Fdzidz2NS @I f dzS® / SNI |
within the primary school and it is pabte to position the subject as an enjoyable, extra

curricular activityrather than as something that should be studied on anadooting with

Y2 NB Wi Gom&B Bardag, 2006a).

However, although there are certain features which may webjecific to music, such as

the particular technicalities of performing, the research also has the potential to highlight

A

GKSOGKSN) GKSNB Yl & 0S tAyla o0SGusSSy (SIOKSNAC
other subject areas. Certainly the literature ragygestedhat there is a possibility of

finding connections here, as shown below:

1 Maths: Both music and maths have been described &gesis in which people are
likely to hold entity beliefs about the fixed nature of their own ability (see discussion
of Dweck below). They have also both inspired a great deal of literature about the
fact that teachers may struggle to develop positive-pelfceptions in relation to the
subject and may feel anxiety about engaging with it (Hodgen & Askew, 2007).
Additionally there have been connections between the cognitive demands of the
two subjects, with the assumption being that those who have high ability in cae m
demonstrate similar, transfable skills for the othefJensen, 2000)

1 ScienceResearch has suggesteditimusic and science were identified as being the

two subjects about which teachers were most worried at the time of the National
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demanding the highest level of specialistiskkrom all those within the curriculum
(Barnes & Shinitaylor, 1988)

1 PE Ardzejewska, McMaugh and Cou)10)found a link between music and PE in
their interviews of primary head teachers. The dominant discourse to emerge from
the conversations wadat generalist teachers could not be expected to teach music
or sports because clearly they would not possess sufficient skills and expertise in
these areas; this appeared to be a reasonably engrained assumption. Equally, the
notion of sporting talent caibe linked to that of musical talent; this belief that there
are certain individuals who are in possession of great skill whilst the majority have
very little skill at all seems to be a parallel across both fields and will form part of the
discussion below.

1 W¢ K S : Mudidicantprises one of the creative arts subjects, which also includes
visual arts, design, drama and dance. These subjects are often discussed as being
under threat in comparison with the core subjects, and many of the domains in this
sphereface similar criticisms of being specialised, inaccessible and risky to teach in
schoolgBresler, 2007)

Although this represents just a small proportion of the literature, there does appear to be

a2YS Of SINJ LI NIXffSta oSiean8ifataf GheGubeddr€ds. Y2 (A C
These connections may well prove useful to bear indthroughout this projectin

particular,it is important to considewhether there are factors which are unique to music

specifically, or whether in fact, the issuekich teachers face are more likely to be related

to other, more fundamental concepts that could apply to several subject domiairisis

case, the outcomes could have wider implications than séelthe world of music.

| would contend that some of #hoverall themes within motivational research couldye
applicable across varioaseas, even though they mayerate differently for different

subject areas. This research therefore has the potential to provide insights which could
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demonstrate both thespecificities of music itself, but which mpgove usefuin other

domains that may share certain characteristics.

2.2.2 Why teachers?
The previous discussion has explored the importance of investigating motivation for primary

school music as a specifiabject area. However, withithis field, my focus ien the
motivation of teachers, rather than the more typical emphasis on pupiivation. This
addresses the secomubtential gap in the literature, wher®do much motivation research

has ignored the peeptions and drives of the teachers (Mates al., 2009).

Whilst a number of researchers have examined pupil motivation in relation to music (for
instance, Hallam, 2006; Mills, 2005), the issue of teacher motivation has received less
attention, a trendwhich can be found across most motivational theories in ger(dfatos

et al., 2009) In part this has been justifiable and has led to much valuable research taking
place, the aim of which has been to raise achievenaat increase learningiowever, it

also means that a significant contribution can still be made to the field of teacher

motivation, where further research is still required.

One reasorior this continual focus on pupils is the belief thhetmotivation of teachers

does not guaranteeither the desired level of motivation in the pupils or successful learning
outcomes(Maehr & Buck, 1993However, the assumption underpinning this claim is that

the focus of the research would look atthe eyftéd (12 KA OK GSIF OKSNAR 0 SK!
ways, rdher than in their desire to actually engage with specific areas in the first place.

Referring back to the four dimensions presented at the start, research into teacher

Y2O0AQ 0A2Yy | LIISFENBR (G2 KIFI@S F20dzaSR 2y GKS |jd
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actions. This, however, is a somewhat different notion to the ways in which I am employing

GKS GSNX¥YO® wlGKSN) GKIFIy €221Ay3 4G 6KSGKSNI 0SS!
way within the classroom, | am focusing upon the precursors to their atgrch as

whether they will engage at all, in addition to wher they are likely to persist when faced

with difficulty. In order to make clear this distinction, the following diagnankigure 2.3

demonstrates the understanding of motivation which undepthis research.

Construction of Basis for Actual classroom
motivation deciding course practice

of action
{} High level of

Individual factors: involverment
e.g. rersonal beliefs 7y
and understandings

selfperceptions, \
subjective values, pasi

experiences

- . Level of
t N OUAUA2Z2 ENGAGEMEN"
MOTI\_/ATION_for l—+ with teaching |—
teaching music

music
Sociecontextual
factors:
e.g. shared values, /
interactions and
relationships, cultural v
norms & expectations Avoidance

Figure2.3: The conceptual model of teacher motivation

¢SFOKSNRQ Y2UAQlGA2y KSNB Aa O2yOSLJidzr f AaSR
decision to engage with or avoid teaching music. If they have a high level of motivation for

the subject, they will be me likely to involve themselves in the subject in class, teaching

lessons both fully and regularly. By contrast, if their motivation to engage is low, this may
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lead to avoidance strategse with the subject being taugtéssfrequently, if at all
Wa 2 AM21Q1 0 Kdza LINE ZGARSA (KS (olyarsa sk WSlyAK SN

representing the actions themselves.

As shown by Figure 2.8otivation is notassumed to be an internal stable concept, but is
instead constructed through the interaction betee both individual and social factorss a
discussed in section 2.In this way, there is scope for individual motivation to vary,
depending on the combation and interaction othese elements. The joint approach also
allows for the contradictions whichaa occur for practitioners in redife situations, for
example, one may personally value music highly and feel capable of teaching it (both
as®ciated with positive expectaneyalue and seilefficacy beliefsbut if the structures of

the school enforce dter priorities and pressures, then the overall motivation to deliver the

subject could well decrease.

| would contend that in primary schools in particular, the motivation of the teacher to

include and engage with all subject areas is of the utmost ingmae and for certain

domains may prove a more important object of study than simply looking at pupils in

isolation. This is particularly the case for peripheral subjects such as music, where the extent

to which the subject is delivered is largely deterndri®y the teacher. As Covington (2009

p161Ww y23Sasx GKS (GSIFIOKSNJ NBYlFIAya NBalLRyaAaAofS 1
LJdzLIA £ AQ € SFENYyAYy3IAS GKdza GKSANI OK2wh@sSa | yR | Ol
education processWhilst initiatives thaadvocate collaborative and independent learning

have been encouraged by both researchers and policy makers alike, the primary classroom

remains an arena in which many decisions concerning what specifically is taught are taken
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by the teacher. For musit,isthus@A G f (2 dzyRSNEGF YR (GKS LINI O,

engage with, or avoid specific subject areas.

2.3 Motivational barriers to the teaching of music
Thus far, | have considered some of the key theoretical assumptions which underpin this

research providing an essential foregrounding to the study. The main points to take from

the previous discussions can be summarised as follows:

1 Motivation is a complex psyckspcial phenomenon which underpins the actions
which individuals choose to take

1 Motivation relies on both individual cognitive factors and socially situated factors
workingin interaction with each other.

1 Research is needed to identify the possible range of competing individual and social
factors related to the teaching of music and the waysvhich they interact with
each other on various levels.

1 Music in the primary school can be problematic for some generalist teachers and it is
important to understand how their motivation (or lack of motivation) for the subject
is constructed and maintairake

1 Although it is helpful to commence with subjexpecific inquiry, theesearch can
potentially provide findings that may relate to other educational domawtk

similar characteristics

Whilst motivation has been considered in largely general terntiserabove discussion,

now focus more specifically upon primary mudibe following section is therefore

structured according to the identification of particular barriers to the teaching of masic

the primary schoolAlthough it could be argued thatagtng these connections in the

literature review makes some assumptions about the eventual findings of the research, | do
not begin this research with an entirely blank slate, having already completed what could be

considered a pilot study for the curremtork (Evans, 2010). This srsdhle, singlease
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project provided me with some initial insights into the kind of issues which arose for the
teachers of one institution in relation to music, and thus allowed me to make some
tentative predictions as to whahay emerge. This does not, in any way, preclude the
emergence of other, alternative factors which napve relevant, but does form part diie
foundations upon which this research is built, i.e. my previous research, knowledge of the

literature and persaoal experiences.

Although there were a great many motivational theories which this section could have
explored, the overarching theme is loosely based upon a somewhat traditional model of

expectancyvalue theorieqWigfield, Tonks, & Klauda, 200%his dées back to the work of

41 Ay&a2y omdpcno YR Indokngiyd dth & deltain acBiaf S Q& Y2 G A ¢

RSLISYRSY( dzLll2y GKS tA{StAK22R 2F &4dz00Saa
effectively), and the value placed upon this (the perceivepgdrtance of engaging with
music). The exploration of the individual and social processes involved will therefore be
related to both issues of the self as a teacher and music as a specific discipline within

education.

Additionally, it is important to notéhat in the interests of preserving the narrative

sequence of the PhD journey, this section covers the potential links expgiefedethe
commencement of fieldwork. When it came to drawing conclusions from the data, some of
these theoretical constructsrpved more important than others, whilstdditional
unforeseenfactorsalsoemerged; additionaliterature will therefore be referred to when

appropriate in the forthcoming chapters.
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2.3.1 Beliefs about musical ability

The beliefs one holds about the naie of ability represent one of the most important ways
AY 6KAOK AYRAGARdIzZ £ & O2yaidNHzO0 GKSANI dzy RSNE
particularly influential in this field, taking the implicit theories which individuals hold about
the nature of inteligence ancconnecting these with previous ideas ab@aaptive

practices, goal setting and the development of positive-gelceptions(Dweck & Leggett,

1988) Her model suggests that the holdingeather entity or incremental theories of
intelligence $ an importantcontributoryfactor in the development of motivatio(Dweck,

1999) Howeve, an equally crucial poins that such beliefs are not universally held but are
both specific to particular domains and have the potential to be changed. This suggests it is
possible to explore the beliefs of individuals concerning musical ability specifically, and also
that there is a chance that such beliefs could be altered throughiSpé&aerventions or

practices.

h@dSNJ) GKS @SIFNAR GKSNX KI @S 0SSy ydzYSNRdza RATFT
GYdzaAOFf AG&és FyR (K Sam32010NSne toted tapjwisidriethiyy RS G A
how the terms have historically been understood, ranging from an aesthetic appreciation of

music to specific sensory detection skills. In terms of a typical, widespread understanding,

Hallam and Princ€003)found that 71% of people they suney defined musical ability as

being able to play an instrument ongj. Subsequent factor analysis in a later staggin

replicated the finding that performance was a crucial element, with three of the top four

factors beindargelyfocused on thigHallan, 2010)

It was particularly iteresting to note that thosevho described themselvess non

musicianswere more likely to focus exclusively on the ability to play an instrument or sing
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(Hallam & Prince, 2003This in itself could prove a potential biar to involvement with
musicfor generalist teachers. If andividual understands musical ability inghway, but
does not believe thepossess these specialised fmemance skills, it is likely thaegative
seltjudgementswill ensue, whicttould poentially threaten theirmotivation to teach it A
teacher who believes they do not have the requisite skill levellgglrlybe less likely to
have the confidence to engage with thelgect, especially when combined with a

perception of music as an optal extra(Hennessy, 2000).

One of the key assumptions often made in relation to music is that it is viewed as an innate
skill (Austin, Renwick & MacPherson, 2006), which people either have in abundance or lack
completely (Maér, Pintrich & Linnenbrink,@02). Davig1994)certainly found this view to

be commonplace, with 75% of participants believing that music was an innate gift. The

' LJ2 ONB LK £ | OO2 dzy(Stair, 1292) comBiried Wit tiezgenar& y A dz&
LISNDSLIiA2ya 27F WXddiich rigihagdttin themiseles, ibthy 3 a1 A f
contribute to the widespread notion that certain people have a natural talent in music

whilst others simply do not (Lamont, 2002). In terms of educatideachers expect this

innate talentto be identifiable fran a young age, such beliefs could restrict them to

providing opportunities which are only dir&stR G2 6 NRa GKS ,3%&in$ OG Wi I f
others to miss out completelfHowe, Davidson, & Sloboda, 199Biis is clearly a situation

which advocates wouldeek to avoid.

In general, theres an agreed consenstlsat educators should promote attributions of
effort overattributions ofability, stressing thasuccess is often due to effort rather than
solely dependent on abilitfDweck, 1985 This is impo#nt for music, where the ostensibly

effortless quality of performances is actually the product of intensive effort and practice;
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what may beperceived as an innatefgis therefore oftenthe outcome of many hours of
practice(McPherson, 2013)However, he promotion of effort attributions is not quite so
simple and an interesting countgioint is made by both Covington (2009) and Legrette
(2002). They suggest that if pupils do make a concerted effort, especially on repeated
occasions, and still do not steed, then to attribute this failure to a lack of effort can be
extremely demotivating and frustratng. Covington (2009) claims that in this situation
individualswill inevitably resort to devaluintheir own ability, meaning that any promotion

of effort attributions could actually prove countgsroductive

Legrette (2002) suggests that the solution to this problem should be to develop more
GOK2dZAKGFdzZ YR RAAONAYAYFGAYy3Ié aidNrGS3IASa 7
may be easier said thatone, however, as music is a subject in which individuals may be
completely dscouraged by failure and usigis as evidence of their complete lack of ability

(Dweck & Leggett, 1988AIthough intermittent failure is a part of any normal learning

process ad can, in fact help h the development otkills(Rogers, 2002)problems will

ariseif people attribute these failures to @mpletelack of ability seeing no hope in ever

achieving in the subje@nd thus usinghis as justification for avoiding future involvement

(Covington, 2009)

¢CKS FIFO0 dKIFIG GKS GSNY WYdzaAOFIt Q AnyLIX ASa |y
Wy 2 NiMlliré b®ing associated with a complete lackrafsical ability. One wayor

exampS§Z Ay GKAOK LIS2LX S NBAYF2NOS GKSANI O2y aiN
the temporary experience of learning to play an instrument but failing to continue with this
(Sloboda, 2001)ndeed, Hennessy (2000) found that when assessing levelatal

confidence amongst teacher trainees, 70% of them actually had some experience of playing
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an instrumentbut most had failed to persist with this; their negative experienegsmany

of them to conclude that they were lacking in musical abitiggulting in lower levels of

confidence when faced with teaching the subjeEhe point here is that if one believes in

the existence of a division betwediusicatand WUnmusicalpeople, and then attributes

2ySQa 26y SELISNA Sy O SbilgyfthistanlebddzNi agsudnption tiat O] 2 F

one is completely unmusical.

Certainly there appears to be something distinctive about music, which distances it from
other areas of the curriculum such as geography or history, and which can lead some
teachess to be reluctant about teachg it regularly (Holden & Button, 20p@However, this

I 92ARIFIYyOS 2F aOKz22f YdzaAO aSSya az2YSeéKI G LI N
(Ball, 20D). On the one hand, music is a fundamental part of everyday lifetasdirtually
impossible to survive a day without some sort of exposure to music, however informal
(Storr, 1992) Conversely, there is a widely accepted belief that music as a school subject is
not accessible to all, with a commonly held notion being theat the domain solely of elite,
talented performers (Paynter, 2002). As BlacKi®j6)famously questioned, why must the
majority be made unmusical so that a select few can becomeemmrsical? As recent
policysuggeststhe ideal should be in promatiy music for all rather than solely focusing on

the select talented fewWDfE, 2011)

Yetdespitethe vehemencend frequencywith whichthis widespread vievhas been
guestioned in the literature, the idea of the musiaeaimusical divide still persists ag®
society (Burnard, 2003)This constructiomevitably implies two discrete categories of
people, who are either musically gifted or have no chance of ever becomif#gistn,

Renwick, & McPherson, 200®urnard (2003p.29 claims these two terms foripart of a
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GRAAO2dzNES 2F RSNAAAZ2Y£€I gKAOK LINB@Syida LIS2L
believe themselves to belong to the unmuwaicategory The main point is that for some,

success in music is deemed impossible because they consider themsaivesical; the

obvious strategy therefore is to avoid the subject altogether, as this negates the fear of any

kind of failure(Covington, 2000)

Ly GSNya 2F SRdzOFGA2ylf &adNrGS3IasSaz GKS 1jdzSa
Wdzy Y dza Acl@arlyb@linkad vith the way in which Dweck (1998@dvises against the

LIN AdaAy3 2F WAYGISttAISYyOoOSQd LT OSNIFAY AYRACL
this could result in the reinforcement of categorical judgements, based on the idea that
beingmusical is only available to theglect few. This is important to bear in mind not just

for the practice of teachers, wheretivering the subject to other$ut also for the ways in

which they themselves formed their own selérceptions of ability in msic. Part of this

research involves looking at how individual teachers may have constructed their own self

beliefs and starting to question the legitimacy of these; it is possible that social experiences

in early childhood may play a part in tlaisd reflection on these may be a crucial way of

enhancing motivatiorfSeddon & Biasutti, 2008)

Ly GSN¥a 2F NBASIENOKAYy3a G§SFOKSNBQ Y2UAQFGA2Y
SEA&GSYOS 2F aSyidardeée¢ oStASTFaA lbeligvddheri KS yI Gd
ability in the subject is both cagorical and fixed, thaicannot be improved bincreased

effort. Although Dweck (199%uggests that it is possible to change entity beliefs through

the administration of specific interventions, this coylcbve more difficult in music, where

such categorical judgements are often established at an early age (Lamont, 2002) and

quickly become resistanttO K Y 3S 06 h Qb SA f f, Eteashers theingelvés RARIA (1 A 2 y |
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firm entity views about music and contie to reinforce the idea that only certain children

are musical, then it is easy to become caught in a cycle of negativity (Hennessy, 2012). It is
therefore worth exploring the beliefs teachers hold and, as noted above, attempting to
reflect on these in afer to explorehowthey were constructed. By making explicit the often
sociallyconstructed development of musical ability, it may be possible to encourage

teachers to reflect both on their own beliefs and future practices.

2.3.2 Self-efficacy beliefs in music teaching

¢KS LINB@Az2dza aSOGA2y KIFa GF1Sy NBaSINOK Ayil?2
this to music specifically. This involves thinking about the overall judgements that
individuals make regarding themselves and music, the genetatenaf which could be
Slidzr iSR gAGK (KS-ORRBDISLERTI (KdzEA QSTF SWHES TR (K¢

6St ASTA | 02 dany beogdSomain(Borg & SHadivik, 200%)

In contrast to general beliefs about oneself relating to musaslity, another influential

a0K22f 2F (K2dzAK{0 -difgacy judgeRem{PDX)aThigiLeydally2y &St T
crucial to consider in the current project as it relates to the expected performance of

individuals in relation to specific tasks. Altlygbuthere has been some confusion between

GKS (ST AOa OHEOR YIOSRIIWESHOR K I NBE NBfSOlyd G2
certainly not divorced from one anothéBong & Skaalvik, 2003)owever, because the

skills required to teach music in the piamy school can be considered distinct from the skills
NBIljdZANBR (2 0S | WYdzZAAOAFIY QX 2NJ S@Sy LISNXKI L&
intricate analysis could unearth discrepancies between the two, despite the potential for
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overlapping beliefs. Ithis way, it may be possible for individuals to hold, for example,
negative seiconcept judgements about their ability in music generally, but still retain

positive seHefficacy judgements related specifically to the teaching of music.

Selfefficacy theefore provides a useful framework for exploring exactly which aspects of

Ydza A O (Sl OKAY3 YIF& LINBaSyd oF NNASNE (2 LINI Od
breaking down the teaching of music into specific tasks, the research will be able toeexplor

which aspects may prove most problematic. This could involve contrasting judgements

within individual teacher® dzy’ R S NJEwhith i RdrafeBeaial exploration of musical

selfconceptmay not reveal.

With regards to the potential activities which maake place within a primary music

classroom, there is a broad scope for variation. When thinking about perforrfang

instance, the singing of an action song in a classroom could be considered quite distinct

from having to prepare a group of pupils for abtic performance. Likewise, allowing

children the opportunity to explore sounds on a set of percussion instruments presents a

different prospect to composing and notating a melody. It is therefore important to explore

just what features of music may en&bl 2 NJ O2y ai N} Ay GSIFOKSNRQ Y2i.

subject.

Bandura (1997) identifies four main areas upon whicheti¢acy judgements are based,
and these all have implications for primary music. The following table summarises these,

and shows hovihey may be relatednore specificallfjo music.
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Factor Explanation Links to music

1. Actual How do individuals This factor will be dependent on what individua

performances | interpret and judge deem success or failure to be. In music this cat

and mastery | their own successes | be somewhat problematic, as in society we are

of skills and failures? saturated by highly polished performances and
the criteria for success may be deemed higher
than in other subjects, for example in terms of
singing ability. ¥pectations of replicating these
are more likely to result in failure.

2. Vicarious | How do individuals The performative nature of music means that it

experiences

interpret other models
of behaviour and
compare themselves
to these?

possible to listen ath appraise the skills of others
and compare their performances to themselves
These social comparisons can prove problema
in music, particularly if unfavourable compariso
are made.

3. Social
persuasions

How much
encouragement or
discouragement do
individuals receive
from others in the
social environment?

This is particularly crucial in terms of ensuring
continued motivation with musi¢Davidson,
Faulkner, & McPherson, 2009jhere has been
much research that has shown how people hay
often internali®d the judgements of others
regarding their musical abilities (Burnard, 2003

4.
Physiological
indexes

To what extent does
the task provoke
particular physiologica
states, for example,
stress or anxiety?

Performing in public can produce feelings of
anxity in many people (Abril, 2007). This can
lead to detrimental effects on their performance
which will lead to negative selffficacy
judgements (Covington, 2009).

Table 2.2: Factors contributing to the formation of sedfficacy beliefs

Clearly the four dimensions through which sefficacy judgements are formed can have

several potential links to music, as shown by the above table. This can therefore provide a

useful framework to bear in mind during the data collection process, as ¢zacre likely

to construct beliefs about their chances of delivering successful music teaching through a

complex combination of the different elements. TscharuMoran and Hoy2007)explored

the ways in which teachers might draw upon different aspeamfthe model, depending
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on their levels of expertise. They concluded that more experienced teachers, with a
potential wealth of mastery experiences, were more likely to base thehjs#dfements on

these positive past experiences of success, whilst ngraetitioners would be more likely

to rely upon contextual factors, such as school resources and social support networks, when

considering their chances of success.

This is important to note for music specifically, in particular given the reliancerdaextaal
factors bythose teachers who laakastery experiences. For those who approach the
teaching of music early on in their careers, their expectation of success in the subject may
well be formed not only through the examination of their previous eigrares, which may
well prove negative (Hennessy, 2000), but also through the smitextual factors within

the school environment, such as the resources and interpersonal support available
(TschannerMoran & Hoy, 2007)For positive seléfficacy beliefso be formed, therebre, it
may well be necessary to have support frtme schml to enable this. This therefore
providesfurther justification for the potential impact of institutional factors upon the
formation of positive selefficacy judgemets and he necessity to include these within any

consideration of teacher motivation

' Y RdzNF Qa 1Se@ RAYSyaiazya | NB (KESNBIvEUIE A Y L2 N
and social processes in the development of-galigements. Whilst sekfficacy belie$ are
typically located irthe individual levesectionof the diagram in Figure 2.1, these are not
formed in isolatbn, and are necessarily constructed within a complex social systesn
veryeasy to oveidindividualise suclbeliefs, this the above frarawork includeghe

importance of social judgements and contextual structures. As Bandura (1997) recognises,
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seltbeliefs are formed within a tripartite system that includes personal understandings,

actions and practices, and socially situated elementiénenvironment.

This can be shown in thelfowing diagram in Figure 2.4 amluseful in starting to
demonstrate the importance of taking account of both individual and social factors when
attempting to explore motivation. The outcome of the diagramhis tonstruction of

personal sekefficacy beliefs, showing that even something which appears ostensibly
situated within the individual level of the systems model, is actually constructed through a

complex interaction of different factors.

Personalbeliefs and

self-efficacy
_ judgements Responses
Experiences / from others in
atr)e 'IudsedI:O social sphere
uild se .
judgements Self beliefs Self MRS
used to judgements judgements
determine compared with
future judgements of
actions others
Environment provides
or constrains
Actions and  —— opportunities foraction Socie
practices contextual

Practices themselves ————» factors
contribute to the
overall environment

Figure 2.4: Tripartite system for the development of selfficacy beliefs (based on
Bandura, 1997)
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Seltefficacy beliefs can therefore provide an important approach to the study of individual
motivational, as the judgements which one makes are likehffecathe amount of effort,

perseverance and resilience that people will show in the face of adversity (Schunk and

Pajares, 2009). These three factors fit in well with my own conception of motivation (see

Figure 2.3), as they represent part of the procasttet occur when deciding upon their

future actions i.e. will individuals make the effort to become involved in music teaching, and

will they persevere and show resilience if difficulties are encountered? Loweffieticy

judgements may therefore posepro £ SYa (G2 GKS (S OKSNEQ Ay@2f ¢
it would prove difficult to justify the additional effort if success is deemed unlikely. Although

the seltefficacy beliefs are not theolefactor to explore therefore, they withost likely

foomacdzOA ' f LI NI 2F GKS AYRAGARdAzZrt&aQ Y2GAQF (A2

Whilst methodological issues will be discussed in the following chapter, it is worth noting at

this point how seHefficacy beliefs are generally studied. The primary research method

within this field is the use of sefffficacy scales, which are desigrtedneasure2 y SQ&a &St ¥
efficacy. Such instruments have, however, been criticisetheir failure to recognise the
contextdependent nature of antask(Woolfolk Hoy, Hoy, & Davies, 2009p take an

example from the field of teacher efficacy scales,téacher is asked to respond to the

j dzZSadA2ys aK2g¢g YdzOK Oly @&2dz R2 G2 OFfY | &add

could vary greatly depending on the context to which they believe the question refers.

However, this does not negate their use qaetely and sekefficacy scales have proved
important to explore for my project, particularly the quantitative phase. Rather than using
scale items in order tmeasure: Y A Y R le@lbfRelkkficazy some of the same

survey techniques could be emmyed in order to actuallgxploredifferent elements of the
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subject itself. Whilst more traditional setffficacy research would use scale items to

produce an overall score for individuals, which could then be analysed, the individual items
themselves coldl equally be used to look at patterns based around specific skills required

when teaching music. Instead of seeking an overallefétfacy score therefore, | would be

Y2NBE AYGSNBaGdSR Ay (GKS RAFTFSNBYd AdGSya 2y (K
f dZAGSNBR I NRPdzyR OSNI I AYy I NBIao C2NJ 6KSasS NJ
useful foundation for the first quantitative phase of the study (see further discussion in

section 3.3).

2.3.3 Performance anxiety and self -worth

As discussed above, madtself can sometimes prove more problematic than other subjects

for the development of positive sefffficacy beliefs. In an extension to these negative-self
judgements, Kaplaat al. (2009) point out that when individuals perceive a situation to be
evduative of their ability, this can pose problems for both motivation andselth,

especially wkn this evaluation extends to a social comparison between themselves and

others. This forms one section of the thrgrrt diagram in Figure 2.4 but it is alsorth

considering this in its own right. The main point stressed in the literature is that individuals

are motivated on two joint counts; firstly there is the desire to present a positivarsalfje

to others and secondly there is the desire to avoid niegeevaluation (Geen and Shea,
MPPTOD® [/ 2FAYy T2y OMPPH BENDNKA YSaADBEal gRY ®F
complicate ostensibly simple goals and ambitions which individuals hold. The desire to

present favourable sefimages, for example, maafter or distort the meanings of success

and failure, because the individuf Q & shINSfranN@hat énight be terme?2 6 2 SOG A @S Q

success in thegoticular domain, to success in projecting a posise#image to others.
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This concept seems particularly pertinent to music, whaublic performance ismtegral to

the subject. The ways in wdfi both teachers and pupils are requiredperform music in

FNRYyUO 2F 20KSNAR Oly S@21S TFSSft AbgHeghtehdd a SO t d
dramatically by low sefberceptions of ability and a lack of confidence in the subject (Geen

& Shea, 1997). This is enhanced by the fact that it is possible from a young age to be able to

listen reasonably critically to music and make amainsjudgement as to whether this is

G Ydza A Ol (Hargrennes, $986§\henever we perfornmusicin front of others there is

therefore alwaysa potential threatof evaluationasit is inevitable that some kind of

judgement will be made.

In terms of teaching this could pose problems, particularlynedacks confidence in
performing. Many teachers experience anxiety at the thaugfrhaving to sing or play an
instrumentand this could affect their decisions as to whether they will engage with music
(Abril, 2007) As Covington (1992) points qudividuals are less likely to engage with a
subject if they are overly concerned about the prospect of demonstrating low ability; for

music it is very easy for this concern to lead into a cycle of avoidance.

Thedesire to preserve selfiorth can therefore conflict with the perceived demands of
teaching music, because the level of skills requiredten assuned to be excessively high
(Hennessy, 2000). The focus in the subject is often placed upon instrumedtabeal
performance skills, which can be perceived as inaccessible by generalist practitioners. In this
way, the assumptions related to musical ability, which were discussed in section 2.3.1, can

therefore combine with a desire to avoid failure to produa serious barrier to motivation.

Indeed,an important consequence could be that teachers fail to engage with ratsit
through fear of therisk of public failure. Importantly, it is this social dimension which can
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lead to the perception that music teerefore more threatening than perhaps other
subjects. The risk here is not related to the inherent performance itself, but rather to the

potential for negative responses and judgements to occur withinsth@al sphere

Drawing on a different theoreticdtamework, the level of musical performance which the
subject can (or appearto) demand mayt a2 (G KNBIF GSy 2ySQa aSyas
practitioner. As part of their theory oe#f-determination, Ryan and Deci (2000; 2002)

identify personal competence befs as part of a system which canpport and encourage
motivation. If individuals feel themselves to be competent within their particular

environment, then they will be more likely to engage with the subject. In contrast to other
subject areas, therefa, the performative aspects of music could be seen to challenge this
notion of competency, resulting in teachers believing themselves to be deficient in musical

skills.

Holden and Button (2006) discussme of the reasons as to why music specifically could
LINE OARS | OKFffSyasS (42 GSIOKSNERQ aSyasS 27
of confidence in other areas. These include a lack of knowledge and skills, insufficient time
FYR NB&az2dz2NODSaz> FyR | LISNOSA S BucehafilityR S 1j dzl O
particularly when teaching older children. Again therefore, this final point includes the all
important social dimension, whereby practitioners are concerned by the risk of negative

judgements from others; here older children present a grea®blem because they are

LISNOSAGSR a4 0SAy3a Y2NB OF LI ofS 2F 2dzRIAY 3

performance.

A further point highlighted by Holden and Button (2006) is the assumption that to teach
music effectively, one must be able tead music notationa skill which is further
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referenced in the new National Curriculum (20143 with the emphasis on performance
RSAONAOGSR 020S> (KA& O2dzZ R F3aFAYy OKFffSy3as
the fact that the teacher is ofin assumed to have an authoritative knowledge of the subject

one is teaching. A failure to read musical notation could thus prohibit notions of

competency, especially if this was considered a fundamental skill necessary for the delivery
ofmusic. Alackai KA&a a{Aff O2dzZ R (Kdza dzy RSNXAYS (G(KS

again result in avoidance strategies.

2.3.4 Value judgements of music and its place in the curriculum

On the whole, the previous three sections have covered issues relating todivedual and

their perceptions, albeit situated in their social environment. The focus has largely been on

0KS (S OKSNHEQ 0 Stieivdy3ia whicld tBegizibnsidedl theimaelvésn | y R

relation to music. However, an equally important factorctnsider in terms of motivation is

the extent to which one values the particular subject area. The focus therefore moves away

from inwardlooking theories of self, to thinking about the subject of music as the object of
interest. Ths involves considerath ofal-important issues of advecO& | YR K2 ¢ Y dza A

place carbe both conceptualised and supported within education more generally.

The impact of values as an influence on motivation dagask to the work of psychologist
Kurt Lewin who noted how the prceived importance of a task will be determined by its
value to the individual. Since then, values have formed a crucial part in the work of many
researchers including Atkinson, Eccles and Wigfield, and have been definettasingly
more complex termsHiggins (2007) for example, claimed that the notion of value
incorporates:
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1 The comparative judgements of different tasks in relation to each other
1 The psychological experienoébeing attracted to a tsk and developing interest

1 The drive to attain higloutcomes in the ask, related tandividual and social goals

In her work oréSubjective Task Valéex 9 ZDOH ideritifies four key areas which
contribute to the devadpment of value judgementandthese provide a useful starting

point for this investigtion. The following table demonstrates these factors and the ways in
which they can be linked to the teaching of music. Whilst these were originally generated
with learners in mind, the concepts can also be translated to the motivation of teachers,

consicering practitioners understand music within the curriculum.

Both Eccleg2005)and Higging2007) stresshe fact that value judgments in educatioare
complex and do not comprise simple, fixed judgements. Instead they invalveisa
components, contraittionsand compromisedt is possible, for instancéy value a subject
particularly highly on one count, but fail to see its importance on another. In this way,

overall value judgements are constructed through a complex amalgam of various competing

factors, as the table overleaf demonstrates

In terms of music education, teachers need to consider music itself as a dis@glwwe|l as

AGa LXFOS gA0GKAY GKS OdzNNA Odzf dzY® hy SQa LISNDS
how music relates to theedf as a teacher, but also the pupils, the institutional priorities of

the school and the relative judgements of other subjects. Whilst an individual might
2atSyaArofe @FfdzS YdzaaAO KAIKEe& | ONRaaz aleéex
not match the judgements of other disciplines, the subject may be considered inferior and

other domains will assume precedence (Higgins, 2007). Value judgements therefore involve

thinking beyond the confines @fusic itself to incorporatéroadereducationalisiors.
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Aspect of | Meaning Explanation and potential relationship to music education
subjective
task value
Attainment | Isitimportant| ¢ KA a FANBROG | NBF fAyla GKS A
value for me selfL¥ AG Aa AYLRNIFYyd G2 2yS
personally to | music should be taught, for example, if it features as a crucia
succeedin |[LI NI 2F 2ySQa SRdzOF A2y L]
this task? subject will be highly valued.
Utility value | Is it useful for | When thinking about the teaching of music there are two
me to dimensions here. The first is an outwdmbkingjudgement
succeed in relating to whether engaging in music will be considered a us
this task in activity for the pup#. If this is deemed irrelevant for their
terms of my | futures then they will be less motivated to include it. The secq
future dimension refers to the teacher herself, and whether music c
prospects? help to achieve her own goals in her career. If music is not a
necessary obligatioar if there are no tangible rewards for the
engagement with it, motivation is less likely to develop.
Interest Do | enjoy the| In terms of pupil motivation, interest and enjoyment tend to b
task itself and| rated very higly for music, even though it may prove
am | problematic when judged on other criteria (Wright, 2008). Folr
interested in | teachers, this aspect may prove more complex. Again there i
pursuing this?| the joint consideration between pupils and self; on the one ha
music might be valued becauges perceived as interesting ang
enjoyable for the pupils to be involved with. However, the act
task of teaching the subject may not necessarily align with th
G§SIFOKSNBRQ 26y AyGSNBadtao 91
capabilities to teach it, the gerience may not be considered
enjoyable.
Perceived | Does this task This is a crucial element when thinking about both the place
cost require other | music in the curriculum and the amount of effort the gedt is
sacrifices to | perceived to demand. Throughout the previous sections | ha
be made and | discussed how music can be considered a threat or a challen
isitworththis| 12 2y SQa &aSyasS 2F 02YLISiSyoO
cost? cost of attempting to deliver the subject may outweigh itéuea
Equally, this aspect can be considered in relation to other
subject areas; if the teaching of music is considered to dema
too much time and effort, which could be used for additional
work on areas of greater perceived importance, this too could
undermine the value of music.
¢LofS HPoY 900t SaQ &adza2SOGALS G &y
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9 00f SaQ ¥ NIugehubf@ Nantifyliddl&redSwhich can be investigated in relation

to value judgements, as it highlights the contributory factors that lead to the formation of

these judgements. However, there are a number of issues to ine@ind when drawing

uponthis¢ KS f 0SSt @&{ dzo 2 & Goilins&ie, ¢obldiprovptobldmats.¢ A G a S
Although this rightly implies that different individuals will hold different personal values,
depending on their subjective interpretations, these judgements are not formesbiation.

Byempp @ Ay3d (GKS GSNY a&adza2SOiA DS éemphdsisis ettt R 0 S
upon the individual, implying that values amecessarilyrivate, personal constructions.

Whilst individudinterpretations maymediate the ways in wikch value judgements are

made (Jarveld, 2001), teachers and pupils dbaperate within a vacuum and agasycial
contextand cultural factorsvill alwaysplay a part (Welch, 2001 The influence of the social
context of the school is thus important agehere, for example, through shared institutional

values and collective priorities.

There ighusa social aspect to value judgentsrihat extends beyond the notion of
subgctivity, as is duly noted imore recent work by Eccles and Wigfield (200®the than
being based solely upon autonomous interpretations, value judgementalsoe
constructedand reinforced through interactionspcal influences and socially shared beliefs
(Turner, 2001). Indeed, a crucial part of the culture of an institutioha@satay in which

certain curriculum areas are valued above others and this is likely to be reflected back

through the individual, within their apparently subjective judgeme(iatoset al., 2009)

Scial identity theory may also provelevant here, as the is much evidence that
individuals tend to follow the collective norms of the groups to which they belonggar of

rejection(Tajfel, 1973 As Duveen (1997) points othere is a tendency teonform to
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socialy acceptechorms,even ifthis contradids their original personal belief$his means
that simply asking teachers for their personal judgements as to the value of music may be
insufficient,as inpractice, these coultie altered or even subverted by the culturetbé

institution.

Despite the stensible autonomy which teachers retain in the classroom, schools provide
GKS o6 O1 RNR L) TrrNibtiRafos 1@ ke ehddlragedyiusicSriistherefore be
valued along two dimengns: subjectively and sociallyhis inevitably leadthe discussion
back to the issue adchool cultureFor Schwartz (1997), values are an inherent part of this
and are conceptualised in a much more social manner than has typically been described.
Within institutions, there will be present a (perhaps taditerarchy of shared values that

will guide the selection of group and, to an extent, indidtactions. This means that a

G SI OK S NI ain theXkKdsr@uinAmzigtEnised not only through theiown, personal
ideas about the purposes of educationytkalso through those which are prioritised within

the institution (ibid, 1997).

lf 0K2dzZAK { OKgl NI T Qa A ReSibes cldin\Nit skafedldalues gah e 02 v €
BASBSR | a4 &R S0a8ioNvIRY pb.R2)1 wbuldfudstion the implicatias of

this term, which seems to suggest too straightforward a causal link between the commonly

held values in an institution and the actions of individuals, which fails to account for the

issues of personal interpretation, free will and autonomy (Bandi®&y). It also implies

that individuals will all automatically conform to the ideals of an institution, which from

personal experience | would also questidVhilst one might alter certaipractices to an

extentin order to fit with institutionalexpectatons, this does nobecessarilyneanthat

uponentering a new setting, anndividual will inevitably assume and subscribe to all the
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values of that culture. Indeed, as noted above, the individuals themselves will inevitably
contribute to the shaping of thee shared understandings, meaning that they themselves
can exert a positive influexe on the social environmente influence of context on

individuals is thus not a wdlirectional relationshifMunro, 1997).

Values thus require a complex negotiation Ween individual and social priorities and

beliefs.Any explanation of thesis thus far from straightforward, providing plenty of scope

for investigation Whilst | agree thaparticipationin the laws, customs, norms, scripts and
practicescanbe shaped byultural and social values, the practices of the individuals within

this can also shape the culture of the institution, resulting in a-tvay, reciprocal

relationship (Kaplaetal®PX Hnann O d® LYy 2NRSNJ G2 O2yaAiARSNJ (S|
particular cantext, it will be necessary to explore both the individual subjective vadnels

the socially shared values. As Bru(iE996)notes, thinking and learning will always be

AAGdzr GSR Ay | Odzf GdzNIF € aSGdAYy3IAZT | yRE AaRIFGRIBYRS
uncovering these is one way of developing a mordepth understanding and exploring

how shared practices can impact upon teacher motivation.

2.4 Devising the Initial Research Questions
The above sections have outlined various motivationabtfes and their connection to

0SFOKSNBRQ Sy3al3aSYSyid soA0K YdzaAO Ay (GKS LINRYI
of literature, it is inevitable that this revietvas merely covered a fraction of the current

body of work It is clear fromthe divefsi @ 2F GKS FAStRa GKIFG | add
perceptions and actions could potentially be underpinned a number of perspectives. The

key point highlighted for the current research is how both individual and social structures

impact on motivation and poterlly interact with each other; through idepth exploration
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of this, it may be possible to enhance understanding of the processes involved, with the
SpSyhdzZtf ITAY 2F Ay@SadGdA3aradAay3a K2g GSIF OKSNEQ
crossing the indiduatsocial divides and developing a more comprehensive way of
conceptualising teacher motivatioddrvelaet al, 2010). Rather than viewing the problem

from either a psychological or sociological perspective, it is necessary to employ and

combine elemets of both.

When thinking about the focus of the project, there were several stages to the development
of the research questions. This was partially due to the progressive and sequential nature of
the research design, whereby the initial quantitative phases planned to provide the
background exploration required to undertake the more intensive qualitative investigation.
The original questions, presented below, were therefore reasonably open, so that the
finalised, qualitative research questions could blyfformulated on the basis of tise

initial survey findings.

1. How do teachers perceive music in the primary school, in comparison with other
curriculum subjectsTGiven that motivation to engage with music relies, at least
partially, on music being judged positively in comparison with other subjbetss
interested to explore the relative judgements which teachers made concerning
adzo2SotaqQ gl f.dus questibh waspedsapslihe yidstStrongly rooted
in my own experiences, whereby my former colleagues consistently failed to see the
importance of engaging in music lessons in their classrooms. | was therefore
concerned as to whether such issues might jgrpvevalent across institutions, and

indeed whether there was something inherently problematic with the subject itself.
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The comparative nature of the investigation would also allow me to identify if there
were other subjects which might evoke similar respes.
2. Are there specific aspects of music teaching which are interpreted as barriers to
teacher involvement with the subjectThis question mainly relates to the
discussion surrounding sedfficacy judgements (section 2.3.2). In particular | was
interested in identifying the specific aspects of music teaching which may pose the
ANBFGSad LINRPofSYa T2NJ 4GS OKSNBRZ FyR GKS A
might have upon motivation more generally. Although this would be investigated
through the use of sélefficacy scale items, the ultimate aim was not in generating
an overall measure but in laying the foundations for the qualitative interviews.
Identification of potentially problematic aspects of the subject would allow me to
explore the underlying reasarbehind these within the second phase.
3.2 KSy GKAY1AYy3 | 02 dzinwiabway dpeEofal Y2 G A O GA2Yy S
interpretations interactwith the contextual factors within the schod The final,
and most complex, research question links to the most fundamextalof the
aidzRes gKAOK gl a (G2 SELX2NB GSIFIOKSNmBQ Y2i
privileges both individual cognitive and sociaijuated elements. This questios
presented here because it was part of my initial aims; however, unlikeréngqus
two, this proved difficult to explore through quantitative methods alone and would

thus be taken forward into the qualitative phase.

To reiterate therefore, hese esearch questions werdesigned in order to structure the
opening quantitative invetigation, and would be further refined and developed in

preparation for the galitative phase. fiey represent the starting points for the project and,
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rather than being an end in themselves, would eventually lead to a more focused set of
research questios prior to the commencement of the qualitative research phase. These will

be presented at the end of Chapter 4, following the discussion of the quantitative phase.
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3. Methodology and Research Design 1

Methodological questions are crucial to considegh# outcomes of research are to be
considered valuable in the field of educational research. For investigations to be considered
effective, Burnard (2006a) claims it is necessary to make explicit three levels of the design of

the project:

1 Thetheoretical perspectiveand philosophical stance which informs the research
design
1 Themethodology, which refers to the overall design and plan of action

1 The specifienethodsused to collect and analyse the data

Each stage, therefore, needs to be described expliwitly justification provided for all
choices made; without this the conclusions drawn from the process cannot be fully

substantiated and questions may remain about their rigour (Burnard, 2006a).

For the current project this is particularly important, givibie assumptions made

concerning the complex nature of motivation and the ways in which it develops. These are
rooted in a way of seeing the world that is at its heart constructivist: motivation is a complex
construct which develops jointly through bothdinidual and social processes and is not
necessarily something objective that can be measured or easily grasped. The methods used
to explore this concept therefore take on increased importance and need to be described

fully.

This chapter provides informatn regarding the research process andludes detailed
descriptionsof the three methodological dimensions described above. It is therefore split

into the following sections, the content of which is outlined briefly below:

77



1 Section 3.1: A discussieoncerning the ontological and epistemological foundations
on which this research is built. These comprise an approach which is borne out of
sociatconstructionism, but which also incorporates elements of social realism in an
attempt to provide legitimatgudgements, rather than purely descriptive findings.

91 Section 3.2: An overview of the research methodology, including the raéidoal
using mixed methodand a brief mention of potential ethical concerns.

1 Section 3.3: A description of the methods chosen the initial, quantitative phase of

the project, including details about the development of the questionnaire.

Due to the sequential nature of this study, | have split the sections describing the research
design into two parts, hence a description of tipgalitative methods will not be presented
until after the quantitative discussion. Since the findings from the survey served to shape
the design of the interviews, it sees more logical to present the quantitative sectioefore
discussing the details tiie second research stage. The more detailed description of the

qualitative methods will thus be provided in Chapter 5.

3.1 Philosophical underpinning
Although sometimes given less attention than they deserve, ontological and epistemological

issues are fadamental to all resarch projects and a sound understandofghese is

essential to the eventual success of such undertakiBgsnard, 2006a)This section will

describe some of the inevitable dilemmas which | faced when attempting to situate the

reseach within a particular philosophical paradigm and comprises a discussion of the two

key approaches which undgin this work. Firstly | consid#O2 vy & G NHzOUG A2y A a Y QX ¢
split into an individualF 2 O dzdrBtRictisn® | Yy R | Yigtdidstion@ldaidi dzNJ €
institutionakfocused$ociatconstructionisn®@ @ { S O2 y RHARZSO AL f R ANGSO dzaA&dd Y Q
incorporates a moreritical stance, allowing value judgements to be made about these

AaSSYAy3dfte Wyl Gdza2NF £ Q dzy RSNEGFYRAYIAD ¢KS G SNY
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contested and complex, hence the need for a thorough exploration within the

methodological discussion.

It may perhapseem odd to be attempting to integrate two, potentially incompatible,
philosophical posions; indeed, social realists aextremely critical of corteuctionist
approaches and makihe case for a new padigm shift away from the traditional positivist
interpretivist divide(Yourg, 2008). However, the relationship between the two areas be
seen as reflective of the journey of understanding which has accompanied the research
process. Whilst the project initially emerged from constructionist roots and amiscas the
analysis progressed it proved imperative to move beyond simply the presentation of
multiple standpoints and to relate these much more clearly to the real world of improving
practice. Social realism provides a legitimate platform from whiclotthés and helped to
negate the potential threat of descending intayekind of naive relativism, whereby all
perspectives are considered equally possible anglconclusion could potentially be
assumed valid (Scott, 2000). Social realism therefore pre\adealternative conception of
knowledge to the constructionist beliefs about multiple perspectiviestead of all
viewpointsbeing equally valid, certain knowledge can be legitimised through the traditions

and practices of the field (Young, 2008).

3.1.1 A joint constructionist approach: Prioritising both self and social

processes

When commencing this research, it appeared reasonably clear that the project drew largely
upon the constructionist tradition. The research focuses on the ways in which individual
motivation for music igonstructedhrough various processes, thus the interpretivist

paradigm proved a logical starting point from which to situate the work. Whilst there is

79



much debate over the various contested and ambiguous terms used, the defmition

employ here are those provided by Kerpngberget al (2009) who distinguish two
RAYSyaAzya gAGKAY I Y2NB 3ISYSNrf wO2yaidNHzOG A
constructionism. The divide between these two reflects some of the debates leetwe

individual and social influences which were discussed in the previous chapter, thus both

perspectives are important to consider.

The focus on the individual self, as described in section 2.1.2 clearly links thjKiogberg

etaQa o HANPF RSEORAYEAINEZOMN AL AYQX 6KAOK GKSe SEL
individuals make sense of their world and develop understandings based on their previous
SELISNASYyOS&ad ¢KSe OAGS G(KS FAY 2F &adzOK NB&aSIH
perspectives, experiencesieaningY  { Ay 3 LINRP OSaasSasz Hungher§a I yR
et al, 2009, p.689), seeking to represent and put forward the voice of the individual rather

than that of the collective (see also, Janesick, 2000). Indeed, in constructivist research, the

voice of the individual should be prioritised and must not become lost in the search for

commonalities and patterns (Nias & Aspinall, 1995).

This certainly aligns with a number of the aims of my project, for example, giving priority to
the voices of individuaeachers, looking at homeaningmaking processes are constructed
through previousexperiences and explorimqgersonal understandings in an-depth

manner. Although this perspective links most closely to the notion of individual interviews
and the qualiative phase, the selieport data from the questionnaire also fits with this

focus on a set of individual perceptions related to both the self and music.
W/ 2y aldNHzOGABAAYQS | a LINBJA 2 daérfing poRt§oFthey SRXZ (1 K S
philosophical foundations of this researchiowever, taken in isolation, it fails to fully
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account for the inherently social nature of teaching and motivation. Whilst this perspective
does recognise that individuals will be influenced by society Kpnogberget al., 2009),

the responsibility for developing beliefs and understandings is placed firmly in the cognitive
interpretations of the individual, th constructions being situated within the personal
domain. Whilst this certainly comprisas important part ¢ the overall project, there are
further sociallysituated dimensions which extend beyond the boundaries of an individual,
cognitive exploration. It seems logical, therefore, to consider some of the more socially
constructed forms of knowledge, includinglwral resources, social processes, shared

beliefs and the role of language, which may equally impact upon motivation (Burr, 1995).

Socialconstructionism providesraadditionalframework for this, with its key premise being

that knowledge develops and sustained through social procesgei®lstein & Gubrium,

2008 ¢ KAA Yy20GA2YIX GKAOK KIFa 3l Ay $HRottL28@)Y A Y Sy O
is generally associated with postmodernist notions of historical and cultural specificity as
wellasecrii A OF £ adl yOS -forANI NRKSES RDK $ yRGI IORYYW2Y aSyas
by which we live our live@Holstein & Gubrium, 2008)ndeed, a crucial aim of researchers

working within this field is often to explore the power relationships which leaith¢o

construction of certain forms of knowledge prioritised by dominant groups, in particular

knowledge which replicates inequalitié®urr, 1995) Traditionally this has focused on issues

of social justice but there is no reason why the dominant educatimlemlogies could not

be examined themselves, in a similarly critical, way in order to explore the reasons why

music might find itself a marginalised subject in the curriculum. Indeed, issues of power
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between curriculum areas have been highlighted thropgevious research (Paechter,

2000¥.

Knowledge of this field is clearly useful for the current project when considering how music
is positioned in relation to other curriculum subjects, both in terms of broader policy
concerns asvell as within institutims. This is useful for exploring how musiaynbe given

time, resourcespriority and thus powerwithin the schoolPaetcher, 2000)Additionally,

the notion of takerfor-granted assumptions withimusic education, such as the fact that
most people belieg themselves to be lacking in musical ability, can be questioned when
they are exposed as socially constructed notions, rather than as natural and inevitable
WFI OGAQd ¢KS dzy RSNEGFYRAY3I& FyR LISNOSLIiA2ya
school ca be explored in terms of how they have been produced, reprodacetishared

within this specific soctaultural setting(Matoset al., 2009) Individuals do not operate in a
cultural vacuum and it is highly likely there will be influential forcessinectures at work

within institutions; social constructionist research prioritises investigation of these.

Socialconstructionisntherefore provesuseful in thinking about how understandings and
shared beliefs are constructed through both societal anttutgonal processes, and
recognition of this an enhance a solelyognitive approach. Additionally, soecial
constructionism can also be employed at a more miexeel, to look at interactions and

group processes. In terms of motivation research, this tjdanks to the work of Turner
(2001)whose research has consistently challenged the traditional psychological notion that
motivation is located within the individual, suggesting it is much more fluid and can change

depending on the particular social situan.

® It should be noted that there is a certain degree of overlap between research whithds&IA FA SR a WONRK
aSS1Ay3 G2 SELX 2NBE Iy R -OS/RINBENEEO (AMy2S/1jAdal (f R GNIBS38ST NIO/KR | 483 2RC
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Clearly both constructivism and soeanstructionism have the scope to underpin this

study and an argument can be made for drawing upon both in order to research such a

complex concept as teacher motivatiakirveldet al (2010) make a case forifh) labelling

their researchboth Wocially influence® o0 A ®Sd LI | OAy 3 (GKS AYRAGARC:
GKAfAaG NBO23yAaAay3d GKIFIG GKSANI Ay (sGMIWNSGF GA2Y
constructed? O A ®S @ LINdnRXLKI pracasksyadd atriBu@ng mdividual

understandings to such interactions, relationships and shared knowledge). A joint

constructivistg sociatconstructionist approach therefore seems to fit well with the current

aims.

However, to what extent is it possible tiategrate these two perspectives? Are they in any
way mutually exclusive, where an alignment with one would preclude acceptance of the
other? Certainly there are some elements of concurrence between the two, but at the heart
of each is a fundamentally défifent epistemological position: either knowledge is

constructed through individual interpretations and cognitive constructions, or knowledge is
constructed through social processes, language and dominant cultural beliefs (Koro
Ljungberget al, 2009). Thisontradiction itself seems to mirror the debates within

motivation literature, which has traditionally been rooted in one approach or the other

(psychological or socia)nd to attempt to transcend this is no easy task.

However, | do believe it is possilitteemploy elements from both traditions and indg¢o
recognise that knowledge can lsenstructedboth through individual and social means. A
clear recognition of the value of both perspectives provides the flexibility to shift the focus
between the two,depending on the evechanging priorities of the research. At various

occasions within the research process, therefore, it may be necessary to focus primarily on
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the individual, whilst at other points the institutional aspects will be given priority. T p

here is that a greater understandimgnd recognitiorof both is important if this research is
toprovideinRS LG K (1y26f SRIS 2F GSIFOKSNBEQ Y2U0A0F A2
review, this duality is at the heart of motivation research ang atiempt to focus solely on

one aspect is likely to prove unsuccessidlryela2001).

The following diagram demonstrates the ways in which this understanding will operate
within the research. Knowledge will be exmdrwhich is constructed on botm individual
level and on an institutional level, with each one influencing the other. The broader outer
circle here is indicative of the wider society in which all concepts are necessarily situated,
whilst the term social context primarily refers to the mdswel systems, which for this

study comprises the school.

The self forms part of social
context and helps spe this

Social
context

Social context influences self,
promoting shared values and
beliefs, and expectedractices

Figure 3.1: The reciprocal nature of self and social processes
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The diagram, which is underpinned by the conceptual levels model displayed in the
literature review, demonstrates how both personal and social level influences will be given
joint priority in my work. At different stages it willusbe possible to explore various
factors:
1 ¢KS AYRAQGARdAzZ f &StfFT YR K2g (y26¢6fSR3IAS Aa
experiences and interpretations
1 The self as having the power (or not) to cdbtrte to shared understandings within
the institutions
1 The institutional values, shared beliefs and culture, and the knowledge produced

within this social system
T ¢KS AYLI OGO 2F GKS AyadAddziazy dzlR2y GKS Ay

One final pint hereis that whilst the two aspects will be given priority at differewimnts in

the research process, full understanding will not be complete without recognition of both
including how they might interacilhe research questions themselves are #fiere

designed so that each area can be investigated but also that the relative impact of the two
can be compared and explored. In particular, | am interested in whether the schools
themselves have the potential to impact upon the motivation of those teaskvho may

bring with them negative personal perceptions of music and themselves as teachers of
music. Is it possible to effect change on an individual by altering practices and structures on
an institutional level? If this is the case, are there specifumstances in which this would
prove more or less successful? By focusing on how motivation might be enhanced, | will
inevitably explore the ways in which the two strands themselves interact, thus it is vital to

ensure that my research allows the charto explore both.
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3.1.2 Social realism
Thus far the work has been situated in relation to a broadly cantbnist epistemology,

which recogniseBow knowledge can be constructed through both individual andasoc
means, and thusupports the joint cogtive-situative foundations of my project. Both a

socially influenced, sef 2 Odza SR WO2y a i NHzOUG A @A & Y-cusey R |

e
»w ™
Q O

WE3202AYAGNHzZOGA2YyAaYQ KIS dzy RSNLIAYYSR (KS

both will remain core areathroughout the thesis.

However, to situate the project within aupely constructionist epistemologyoes pose

a2YS LINPoOfSYad 5SalLAidS GKS LINBGEFfSyOS 27F adzC
paradigm is starting to be questioned, with alternas being proposed thahayallow us to
move beyond the longstanding positivdsiterpretive duality(Maton & Moore, 2010)

Indeed, there has been talk of a complete paradigm shift, with researchers such as Young
(2008) calling for a rejection of both pe#ism and constructionism in favour of what he
GSNXa I+ waz2 ORIHs arguBént skes@Sthat ifalbkioividge/is reduced to

the experiences and interpretations of certain groups or individuals, as is often the case
with constructionist projects, then what is the point of research? Whilst we may want to
give a voice tehe participants and to explore their perspectives, research really needs to go
beyond just the presentation of different viewpoints to actually make conclusions and
recommendations which camproveand change the educational prospects in schools. In

particular, the argument is to raise the profile of knowledge itself, which he feels should not

® Althoughl have chosen to employ tHe S NI W a 2 Odftér ¥oung2poB)add Wiatan & Moore (2010),
thissectionis £ 32 Ay Ft dz8y OQWO)B@NIoRAIKE f I NRARCIWE WE yI3\OR yRE¥ it @4
NBFtAAYQ
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suit the purposes of any specific group (Young, 2008).

Social realisntherefore offers a more sophisticated way of understanding the nature of

knowledge in that it rejects both positivist absolutism and constructionist relativism;

Gy 2ot éie@eéht frond but noteducible tathe practices and contexts of its

LINE R dzOMatbre&Moore, 2010, p. 5)n this way, knowledge is still considered social in

GKId Ad A& LINRBRdzOSR GKNRdAZAK a20AFf LINRBOSaaSa
in that it has actual consequences to the world. Knowledge thus has the gowsmnscend

the social conditions which produced it and react bapknthe world, in a similar way in

which school culture is in part dependent on timalividualswho form part of it,but equally

reacts back upon these individuals.

This notion is partiglarly important, as although | retain a constructionist focus upon the
Wiy26SNEQ | YR {0 KdlsaOB yLESINEY ISRO IoAMAISKE S0 KS W y 26 S
produced with regards music education and the consequences that this has fdifeeal

practice As well as presenting a range of ways in which individuals and groups understand

music teaching, it is important to examine the processes and structures which enable the
production of this knowledge and look at whether certain forms of knowledge shmld

privileged above others; not all knowledge will have a positive impact on educational

practices (Young, 2008). Rather than seeing knowledge as entirely subjective and built solely
from personal experiences, social realism recognises that there arenaktgructures that

guide and regulate this and it is through an appreciation of these that value judgements can

be made abouthe relative worth of different theoriegMaton & Moore, 201Q)
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The key point here is that by focusing on the sfiesiof eacth Y RA @A Rdzl fatd @A S g LJ?
reducing knowledge to a series of equally valid perspectives, purely constructionist research
NHzyd GKS NARa]l 2F || RSaOSyid Ayd2 (SéokRADQ)KI & 0SS
Young (2008) goes further, describinggly constructionist philosophies as sdifeating;

AF Lt (y26fSR3IS A& O02yaidNUzOGSR (dMNBteE K 2y SQ
production of any valuable or worthwhilehowledge at all, even that of the constructionist
researchers themseés. What can research tell us if it is one of simply endless
AYOGSNLIINBGFGA2yar y2yS 2F gKAOK O2y il Aya Y2NEB

claim any kind of credibility or validity?

Whilst one of the aimsfamy project is to put forward theoices of real teachers, this in
itself couldbe considered questionable if the end result is simply to present and describe
these perspectives. This was an important problem to confront, especially since | accept the
constructionist stance that multiple terpretations are possible and that each teacher may
have different understandings and beliefs about music based on their own unique
experiences within particular contexts. However, | also seakpbainthe ways in which the
particular phenomenon of motation is constructed and to start to look at which
perspectives might be considered most effective and valuable in terms of primary school
teaching. Certain constructions of knowledge can thus be questioned and disjyted
drawing on the accepted shareshderstandings of the academic fiel@histherefore allows
my research to go beyond simply presenting a multiplicity of interpretations which the
teachers themselves provide, in order to offer a higher level of understar{8iager, 2000)

If research iso improve education, this requiress degree of critical analysis ardcial

realism provides a framework for this to ociytoung, 2008)
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It is possible to understand the use of the two approaches, i.e. constructionism and social
realism, by making aistinction between the data collected and the analysis. The data,

LI NI A Odzf F N @ FNRY GKS yINNIGAGBS AYyUuGSNBASgas
imbued with social influences. This in itself was generated through traditional

constructionist meansyhere participants were encouraged to-tell their own stories and

to direct the discussion towards their personal priorities, selecting those incidents which

they believed to be most significant in the construction of their understandings with regards

music(see Chapter 5)

However, through the analysis phase, it was possible to look at the knowledge itself as an

object, which would have real consequences upon pra¢itaton & Moore, 201Q)Whilst

SFOK LISNBR2YQa ai2NE YI & &@deridnfes,lthtzB ndt thieRsoleNR 2 i S R
factor through which knowledge is produced, developed, maintained and negotiated.

Knowledge production is essentially a social process, where different groups will develop

different forms of knowledge; however, it canlsbe objectified and examined itself and

does not solely comprise the perspectives of the knovibtsore & Young, 2010)n this

way, my analysis technigs, which can be seen to gain validityhe field of educational

research can thus provide a strture to theseindividual interpretations, allowing

exploration of the concrete implications of these.

Ly AYLRNIFYyG ljdzSadAazy G2 al GKSNBF2NB:X Aa i
knowledge. As noted above, the aim of this work is to provide knoveld¢kgt can be used

02 KSftLI AYLINRODS LINF OGAOST R2Sa GKAa YSIy Al
(2008) writes extensively on the possibility of claiming objectivity within a social theory of

knowledge and his argument is relevant here. firiscisely because of the social nature of
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knowledge, that it becomes possible to accept the notion that there may be some

knowledge that transcends the experiences and standpoints of individuals. He claims that

ddzOK 1y2¢ftSR3IAS OlyedlRgESIGHaARDA I S2H RSO A IR X
within intellectual communities and it is this form of objectivity for which we should strive;

NI} §KSNJ GKFy LINPRdzOAY3 F &aSNRARSa 2F 3INI YR WiNH
thatis granted legiv  O&8 A GKAY GKS a2 @ddodes offBadtise2 NJ & = Ay
builtupbyl y26f SRIS LINRPRdzOSNBE 20SNJ 6AYSE o, 2dzy3x
be considered objective if it is placedcontex2 y 'y G SLIAAGSYAOS Odzf G dzNJ
personall YR YSGK2R2f 23A0Ff 3INRdzyR¢ 0{ 0200442 wnnnx
Aad L2aaArotsS (2 LINRPRdzZOS NBASEFNODK O23/3X1>dzaiy2 Y &
that they are established agliable and valid within the field. The conclussodrawn from

the research can thus gain social objectivity by building on the traditions and methodologies

of previously validated research.

Social realism also offers specific guidance to unpicking some of the assumptions which
individuals make. One diikey tenets, as described by Young (2008), is that it questions
knowledge which is based solely on experience, claiming this in itself is an unreliable way of
deciding whether or not something is true. This is particularly relevant for the ways in which
individuals construct their own sefferceptions in relation to music, with the literature

claiming that negative judgements are often formed at an early age but questioning the
foundations up@ which such judgements are basdddPherson, Davidson, & Fanéx,

2012) This therefore provides one way in which analysis of the interview accounts can
critically question the extent to which individuals justify their own understandings, looking

at the perceived causal links which individuals make and questionetpgitimacy of these.
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Whilst | accept that for the teachers themselves, beliefsiogract upon their actions and
practicesregardlesof how they were formed and whether or not they are justified, it may
be possible to effect change by making explioine of the ways in which sglidgements

are made.

The social realist premise that constructed knowledge should be critically analysed rather

than blindly accepted can be linked to music education literature, which in some cases,

seems to assume an unquiEming value of the subject for everyone, regardless of the form

of the product or the outcomes of this (Bowyer, 2012). By taking a more critical stance

towards music education, and actually exploring the nature of different types of teaching

and learning it may be possible to investigate what types of music may prove valuable for

schools to deliver. It is important to explore what may allow it to gain power, and thus time,

within schools; this may not be possible with musiamyform and it is necessgrto assess

where exactly the subject stands within a broad curriculum of competing subjects (Maton &
Young, 2010). Despite my own positive experiences and belief in the value of the subject, |
FINBS 6AGK . 268 SNRAa I aasS NlndlRadvodatkd inianyfaiei A O & K 2
GKSNBE Aa OSNIlIAyfe |y w202S00A0SQ RSOAaAA2Y
provision (Bowyer, 2012). By looking at the different conceptions of music which the

teachers hold, it may well be possible to privilegensoover others and this critical stance

allows the opportunity to do this.

Clearly there is a case for moving beyond the constructionist foundations described above,
to include a social realist element. As Young (2008) points out, if all knowledge ¥ simpl
reducible to a series of standpoints and no objective judgements can be made, then it would

be impossible to claim any kind of conclusion at all. Indeed, concepts such as social justice
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would simply comprise one of many equally valid standpoints andiamatl transcend the

experiences of individuals. In relation to the current research, it would thus be impossible to

make judgements as to how educational institutions and practices could be improved. As

2yS 2F Y@ FAYa Aa (2 f senusicdmay bk énanded thedek S NE Q Y
mustnecessarilype a critical element to the research which relies on privileging certain

knowledge and judging different accounts and understandings against one another.

Research can therefore be proved valuable by showing that it provides the greatest
understanding and knowleddgermation within the currentcontext Whilst he specificities
cannot be ignored, knowledge itselintranscend these contextual issues and heise

beyond the specifics. In order to achieve this, it is essential that throughout the process |
make clear that the conclusions which | draw are: rooted in the words and worlds of the
participants; connected to the literature and previous expert figdinand sufficiently

relevant to the fields of practising teachers as to provide potential to improve future

practice (Johnson & Onwuegbuzie, 2004). Whilst the traditional idea of objectivity may itself
be flawed, the regulatory guidelines associated wiitd term will ensure my research is
conducted in a rigorous and systematic manner, thus allowing the knowledge produced to

gain social legitimacy.

3.2 Methodological rationale

The methodology of the project comprises a tatage research design. Althoutifis was
initially imagined as a fully mixed methodgproach this has sice beerrevised and is now
a primarily qualitativeinvestigation but with an initial, exploratory quantitatiydase This
decision was in part taken due to practical reasons; thalitptive research provided such a

wealth of data that this became the primary focus of the thesis due to limitations of space.
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It also provided the greater insights into the joint individsatial divideas noted when
detailing the third research quesn above The following sectiotherefore describes the
broadmethodological rationale, witkthe specific methods themselves being covered in

sections 3.3 (quantitative) and 5.1 (qualitative).

Within social science research, there has traditionally bedivide between the two major

fields of quantitative and qualitative resear@ammersley, 2006)This relates to the

traditional paradigmatic dichotomy between positivist (associated with quantitative) and
interpretive (associated with quaditive) reseach. Although the field is considerably more

complex than this duality suggests, with the emergence of-positivism, various forms of
constructionism and newer, more participatory methods such as action research (Creswell &
Plano Clark, 2007), the debateontinue, with many purists on either side of the divide

failing to recognise th@ | £ dzS§ 2 F NB a S NXrkditignNBhrisoi& S W2 LJLJ2 & A

Onwuegbuzie, 2004).

From my own perspective, | have often found myself torn between the two and welcome a
more open approach to research methods that can incorporate both. Perhaps as a result of
my primary school background, | feel more drawn towards the interpretive paradigm, which
privileges the voices of individuals and celebrates plurality and personal nagaiither

than broad generalisationdanesick, 2000Dn the other hand, | do not reject the

importance of statistics as used in psychology for drawing more general conclusions and
making tentative predictiongElliott, 2005) indeed the field of music gshology has offered
much to my project and quantitative methods abound within this. Mixed methods research

therefore proved appealing initially in that it provide a way of transcending some of these
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(Johnson & Onwuegbuzie, 2004, p.15).

Breaking down divides becomes something of arrenning therre of this thesis and

employing multiple research pises assists in this. Whilstdcognised the need to explore

the broader jpicture of music in schools and question the extent to which the sulbjeght

prove problematic on a more general level, | was (more importantly) concerned with

unpicking the ways in which individuals interpreted and understood primary music. In this
way, my scope focused primarily aihe minutiae of iR A @A Rdz £ 3 Q dzy RSNE G Y RA
recognised théoroader educational context; the general mappwofgssuesn the

guantitative phase would therefore lay the foundations for ardepth, detailed study in a

secad qualitative phase.

Given my research interests, it seemed logical that the overview of potential issues should
take place first, and then feed into the more intensive qualitative phase, with this section
being given priority. Structuring the researchtiis way meant that particular issues which
arose from the survey analysis cottiédn6 S SELJX 2 NBR Ay Y2NB RSLIK
WK26Q |jdzSaid A2y Rigure §demirStrates/tiie SWeidlireSenichidesign from
start to finish, moving sequerily from the initial identification of the problem, through the
guantitative survey, its links to the second phase, the development of the qualitative
interviews and finally drawing conclusions from the whole process. Although the strategy is
largely seqential, with the quantitative phase feeding into the qualitative interviews, there
will inevitably be occasnal iterative reflectiondetween the two sets of findings. This will
involve consideration of the ways in whidietdata from both supportontradict or

enhanceeach other.
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Figure 3.2 Overview of the research process
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Quantitative data collectionDesign and conduct a surve)

in order to explore the general perceptions of teachers.

largely focused upon their sgiferceptions in relation to the
subject, which was highlighted within the literature.

l

Quantitative data analysisProduce and discuss key
findings from quantitative phase.

}

Use these to refine and rework research questions for the qualitatiy
phase and to design the qualitative interview schedule.

l

Qualitative data collectionConduct interviews with
teachers from 7 schools, transcribe the interviews and
contact indvidual teachers to clarify any uncertainties.

l ,,

Qualitative data analysisRigorous analysis of Reflecton
interview transcripts using repeated stages of quantitative
coding to eventually produce higher level themi_, ~ findingsin
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music. qualitative
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Discusgualitative findings and through this press, draw
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Although the links between the two sections were crucial to maintdiay did not operate

in the straightforward way that | originally planne8l key problemvas being unable to

include exclusively the same participants and institutions in both stages of the project.
LYAGAFEfte L KIFIR O2y OSARSSRA JyKES [adl dBRSEa O NIk d /R d6S
Plano Clark (2007). This would comprise a quantitative survey which would identify the key

issues, which could then be explained by a qualitative phase.

However, the failure to recruit entirely the same sample of ggpants meant that it is thus
not possible to claim that the qualitative phase direakplainghe findings of the

guantitative phase. As over half of the interviewees in the second phase had not been
involved in the original survey, many of the broasliss highlighted in the statistics will

have been experienced in different contexts. Clearly given my above discussion about the
crucial role which the social context can play in the formation of motivation, this is vital to

recognise.

When reflecting onhie ways in which the two phases were connected, therefore, |

attempted to subvert the problem by altering the role of the quantitative phase from the

one described by Creswell and Plano Clark (2007). Instead of providing results which would
themselvede explained through irdepth interviews, the quantitative analysis was instead
used more as a pilot study designed to highligbtential areas for exploration within the
second phase. It thus enabled me to design an interview schedule around particula:; issue
as well as giving a broad overview of how this particular group of teachers perceived their
abilities in music teaching. In this way, | was able to produce some general findings which

could suggest potential areas upon which to focus the second stage.
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Although the quantitative phase is positioned here as a pilot study, the links between the
two sections were crucial to maintainhd@ diagram in Figure 3tBusincludes a reverse

arrow between the analysis of both phases (see Purple sections). Rathea Hiaple
unidirectional relationship, findings within the qualitative phase could thus be related back
to the statistics produced in the quantitative survey and each could be explored in the light
of the other. Instead of the quantitative phase producthg definitive findings, which were
then explained by a qualitative phase, the quantitative elements of the study provided a
general overview which would then prepare the ground for dialogue within the qualitative

discussions.

3.2.1 Ethical concerns
Whilstethical considerations are an essential part of any research project, the current

subject matte is not overly sensitiveneaning the process proved reasonably

straightforward. The study fully adhered to the BERA guide(@@%1) in terms of provision

of informed consent, the right to withdraw and ensuring participant anonymity; these
precautions ensured that it gained ethical approval from Lancaster University and | provided

all the necessarpaperwork to complete this prassprior to any data colleabn.

The issue of anonymity could have posed problems in the qualitative phase, as | needed to
discuss key contextual features of the school. However, | also wanted to ensure that
individual teachers would feel comfortable sharing their experiences antepéons

openly and so ensured they would not be specifically recognisable in the final report.

Pseudonyms were employed and any particularly unique identifiers were removed.

In both phases of the research, respondents were provided with informationecoimg

their own rights and the purposes for which their data would be employed; this document
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culminated with my own contact details should they wish to get in touch regarding further
gueries or to withdraw from the study. With complex interviews invajMife histories there
is always an element of trust involved, and by transcribing these myself | ensured their

views were represented as faithfully as possible.

In addition to the adherence to the official guidelines, research must also address the
commitments made to both the participants and the research community. This can be
achieved through clear descriptions of the ways in which the data is collected and
interpreted. Chapter 5 focuses on this, by situating the data contextually and describing
expliitly the processes by which | was able to draw conclusions. By providing a clear path
from data to findings, the research can be shown to have been conducted rigorously and
systematically, whilst still being respectful of the individual stories and paison

perspectivegSomekh & Lewin, 2005)

Indeed, as well as the contribution to knowledge, it was hoped that the teachers themselves
might benefit from the experience of being involved in the research. Having the opportunity
02 NBTFESOG 2y ndingSaOdpragticeyias taéRdedddbedlas a potentially

positive experience for teachers, because it offers such a rare occasion on which to take a

aGSL) o O1 FTNRY GUKS LINFaadzNBa 2F GKS LINRPFSaaa

and beliefqNias & Aspinall, 1995)Judging from the poshterview comments, the majority
of the participants seemed to enjoy the process of telling their own personal stories with
regards music, and several confided that it was an interesting (and rare!) experietateto
the time to think about music in their lives. The open nature of the interviews meant they

were conducted through a negotiation of my own concerns and the priorities of the
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participants, in order to ensure respect of their views throughout; this tioe@the

generally positive experience.

3.3 Research design 1: The quantitative survey
The final section of this chapter will describe the research methods employed within the

guantitative phase of the project. This comprised the use of a survey whichivarsto a
broader sample of teachers than would be involved in the qualitative phase, in order to map

out some potential issues.

3.3.1 Development of the questionnaire
The questionnaire for the quantitative phas&s developed in conjunction with the

literature review. This had suggested that sfficacy judgements and the construction of
0StASTA NBfIFGSR (2 2ySQa 26y FoAfAGe g2dzZ R L
to the question of the perceived importance of muard the maintenancef a sense of

selfworth. | thus designed questions which allowed me to address these issues, in particular

by exploring specific aspects of music teaching and the judgements which teachers made in
relation to each dimension. Including a comparative eletweas also crucial, since | was

interested in whether music was considered more problematic than other curriculum areas,

and, if so, whether these difficulties could be linked to specific aspects of the subject. The
underlying reasons behind these issuesld then be explored in more detail in the

qualitative phase.

Although | had several key questions in mind when constructing the questionnaire, this
process was not straightforward and the survey underwent several revisions. Initial versions
were pilotedand altered in response to the feedback receivadull copy of the

guestionnaire is included iAppendixA, and this section will briefly outline some of the key
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decisions taken. Whilst the survey was designed in 6 parts, only the key areas will be
disaussed below, as the additional sections contained relatively straightforward

demographic information.

Introductory section

The questionnaire opens with a short introduction describing my research, its purpose and
why the participant should take the time tespond. This was necessary in order to provide
the respondents with information about the project as a whole and their ethical rights as
participants, as well as attempting to persuade them that completing this survey would be a
worthwhile use of theirime (Walonik, 200Q) The persuasive element was important
considering the marginalised nature of music in the curriculum, as | was concerned that
those who may not value the subject particularly highly would not take the time to
complete the questionnaireAs such, | specifically requested that | was seeking responses
from those who were not music specialists and the survey would provide the opportunity
for them to express their views openly. After corresponding with those who completed the
pilot test, | dso decided to offer an incentive for taking part. This comprised entryanto

prize draw for a nominatloucher, which could encourage participation but which would not

provide any other unforeseen or detrimental consequences (BERA, 2011).

The introductorypage concludes with a request for respondents to name the school in
which they work. At the time of designing the survey, | deliberated over whether this should
be mandatory but eventually decided to leave it to the discretion of the participants. My
reasoning was that it would be possible to explore these patterns by examining
relationships between differentypesof schools with specific characteristics, rather than

between individual schools themselves. Since this first stage was a general mapping, the
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point was to look for patterns and themes which could then be situated within specific
institutions during the qualitative phase; | thus decided it wasdeal, rather tharan

essential, for teachers to specifically name their school in order to enceyradgicipation

and to potentially increase the number of respondents. In particular, | was concerned that
asking teachers to align themselves to particular institutions may proveuting or result

in a more guarded response.

Whilst the possibility oEomplete anonymity may well have helped to encourage more

participants, it was not especially helpful for the analysis and restricted the ways in Which

could address the third research questidn hindsight, | could have perhaps included this

questionon the final page ofhe survey and made ®2 Y LJdzft a2 NB &2 GKIF G Y2 NJ
a0K22taQ Ftyrfeara O2dzZ R KIF@S GF 1Sy LXIFOST |If
fact that 63% of the respondents did not name their school meant that for many it was

impossible to explore how their responses were situated in relation to their colleagues, or

whether there was evidence of withischool beliefs. This was something to reflect upon for

future research.

Comparisons between subjects
Following the personal formation, the first main section of the questionnaire comprised
the opportunity for teachers to make comparisons across different subjects on the basis of

three areas:

1 The extent to which they believe it is a priority to teach the subject every week
1 Theirperceived confidence in delivering effective lessons
1 Their perceived confidence in their own subject knowledge

In terms of understanding whether there were potential issues specifically related to the

teaching of music, this was an important sectionrtclude, as it would allow me to position
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music within the broader curriculum. Does music pose specific challenges in terms of the
two aspects of value and perceived confidence that cause it to stand out from the norm? By
comparing judgements across diféat subjects it may be possible to see whether music

does have the potential to cause specific problems for teachers.

The two areas of value judgements and confidence were selected through the literature
review as crucial factors in the construction oftmation. These can be linked to classic
expectancyvalue theories, i.e. am | able to deliver this subject enitlimportant for me to

do sa@ In this way, the opening questions would enable me to position music in terms of its
rating against other subjés within the two domains, an important aim discussed in Chapter

2.

Importance

The first item in this section focused on how important it is for teachers to ensure they
include each subject in their weekly teaching. Compared with the other scales used within

this survey, this one followed a different pattern and utilised five, orboagegories. The

O«

NBI a2y F2NJ 0KA&a gl a GKFEG L ¢6FyadSR (G2 aLISOATe
2T AYLRNIFYyOS Aa fAY1SR (2 0KSENNSLIIODGAOSD C
NEIFfAaSR GKIG gKSy | & {t8niRmusidiS @ninfp@tgniisuliedz®@®@K | & =
0KS LINAYIFNE a0OK22ftKé¢ GKS GSYyRSyOe Aa G2 NBLIX
even for those teachers who then went on to claim that they rarely taught the subject, thus

more sophisticated questions pred necessary

When designing this survey therefore, it was important to avoid questions which specifically
compared surface level judgements about the importance of each subject area; it is, after

all, very easy to claim that all curriculum subjects ampartant. Instead | wanted to delve

102



deeper in order to explore the relative importance of each subject and link this to the extent
to which the teachers actually engaged with the subject. The responses were thus
constructed dependent on the extent to whiglach subject was taught every week or
whether it was likely to be missed out, and participants were provided with options from

which they could select:

1 = Low importancelt is not a priority for me to teach this subjeahd lusuallymiss it out

2 =Quite low importance | often miss out this subject as | see others as a greater priority.
3 = Moderate importancel try to include this subject but it mapmetimede missed

during pressurised weeks.

4 = Quite high importanceThisis an importantsubject that israrelymissed ait, except

when it isunavoidable.

5 = High importancelt is a top priority for me to teach this subjeatd Inevermiss this

The ordering language here was therefore related to the extent to which one might miss out
the subje¢ withinonS Qa ¢SS{1fe& GSIFOKAYy3AT KIFI@Ay3a 206aSNBS

neglected it was important to explore the extent to which this was replicated in the data.

Confidence and knowledge

The following two questions in this section conta#pd@nt scales, which are now used
throughout the remainder of the survey. Although | did initially experiment with 5 points, as
with the opening question, this led to too many noncommittal, neutral answers on the pilot
testing, meaning it was necessary to in@edhis to 6 in order to force the respondents to
select either a positive or a negative category. This helped to genaseful, binary data in

relation to their perceived confidence and knowledge

In his guide to constructing efficacy scales, Bandub@%pclaimed that the larger the scale

the more reliable this is. Although my rating scale may be considered too short according to
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his criteria, | was wary of ensuring the questions were straightforward for teachers to
answer; | thus chose simple categsiwhich proved effective in the pilot testing. Although
an 8 point scale could perhaps have been employed, even this was deemed slightly

confusing by the pilot participants and they claimed to be unsure of what the difference was

Pl
w»
)¢

between, say,theterm@ lj dzZA 1 S¢ Ty R aaft A3IKGfte¢eé¢d L GKdza

levels on each side of the divide and the scale ran as follows:

1 2 3 4 5 6

Very low Low Slightly low | Slightly high High Very high

The six point scale was therefore appropriate ggaved more usefriendly to the
participants than the 8 points, but still granted unambiguous differentiation between the
responses. This allowed comparisons between different levels of confidence in different

subjects and would provide the opportunityrfeelative judgements between subjects.

The final important point in relation to this sectios the wording of the two questions

relating to perceived confidence. This was quite complex, as | was interested in two areas

that were definitely related bunK SNBEy Gt @ RAaAGAYy Ol ¢KS FTANBI ¢
STFSOUAQYS fSaazyaé Ay SIFOK &adzweSOiszs FyR fAy]
efficacy. This relates to how confident the individual feels that they can succeed in a

particular actionjn this casdeachthe various subjects.

7

Ly O2y iGN} ad G2 GKA&a ALISOATAO 2dzRISYSyids L 41
perceived level of knowledge in relation to each subject, i.e. how teachers rated their own
personal knowledge and #lkiin each area. | felt it was important to include this as a

separate question, because whilst the two (gatigements in relation to teaching and

those in relation to background knowledge) are obviously connected, they are not
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necessarily identical. ttould well be possible to have a low general-seliicept in a certain
domain, but yet still feel very confident to be able to deliver an effective lesson in this area.
Conversely, one might perceive themselves to have a high level of knowledge in@ subje

but still lack confidence in being able to deliver a lesson in it.

The teaching of music

The most extensive padf the questionnaire delves in more detail into the particular issues
that may affect the teaching of usic. This involved many items awds revised several
times before reaching its current format. This process included comparisons with existing
literature, extensive ralrafting and editing, as well as piloting and discussions with the

testers.

The construction of the items in this sectioagan with an examination of Bandura (2005),
who offers advice for the generation of questions of this type. It was possible to modify
certain aspects of his teacher efficacy scale to relate to music and | drew on this in the early
stages of construction.dtvever, Bandura (2005) focused solely on aspects related to the
role of an effective teacher and whilst this is certainly important here, it is only one part of a
more complex whole. A more relevant model was the scale employed by Campbell and
Thompen 21T 0 X ¢ K2 Y2 RA F)AeddRer CahdedkeRklist id erderta
explore issues related to music teaching. This consisted of 45 items based upon three broad
factors SI OK 2F gKAOK NBfFGISR (2 Cdzt SNRna Ofl aa
1 Self oncerns: focused on personal feelings of adequacy and competence
9 Task concerns: focused on specific aspects of teaching, time management and

pedagogical knowledge

1 Impact concerns: focused on pupil learning, development and achievement
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This scale proved mercompatible with thecurrent study, as it focuseoh examining the

O2YLX SE FILOG2NAR GKFG FFFSOG GSHOKSNARQ LISNDSL
that their study focused on secondalgvel teachers meant that many questions still

required modfication and couldhot be simply translated to the curresurvey. In particular,

I YdzOK KAIKSNI £t S@St 2F YdzaAOlf (y2¢6ft SRAS 41 a
much less like to be an issue than with primary teach®osne important questions albib

musical ability and se#fficacy judgements would thus need to be included.

Il FdzZNIKSNJ O2YAARSNI A2y gt a GKS GSNY aO02y OSN
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1
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this question could easily produce ambiguous results. Consider, for example, the following

statement taken from the original survey and the problems that could effrgune this:
G¢KS ljdz2h fAGe 2F NBaz2dz2NOSa | @rAfrFofS Ay (K

LT GKS NBaLRyRSyild NBLIASa GKIG GKS@ NP aKAS3
be inferred from this? The teacher could be highly concerned because there are no quality
resourcesavailable in the school, or simply because they believe that resources is an issue

one should always be concerned with. Likewise, if the teacher replies that they are not at all
concerned, does this mean they do not have any regard for what musical resahere

are in the school, that they do not use them, or that they are concerned about the shortage

of such resources? Even the wording of the statement is somewhat confusing, as it deals

with two separate concepts: the quality of the resources and whethey are available.
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| therefore decided to draw upon their scale for the items in my current survey, but to base
these only loosely on their model. The opening question was reworded so that teachers
could examine a series of statements and decide to vexétnt they felt these to be true

for themselves. The-point rating scale as described above was therefore altered to six

categories relating to the accuracy of the statement:

1 2 3 4 5 6
Very untrue Mostly Slightly Slightly true | Mostlytrue Very true
untrue untrue

Although the six categories remained similar to those in section 2, the wording was altered.

LT a2YSUKAY3a Aa O2yaARSINBE GRKNAzSENR XGa FEANRAGF
wording above thereforallowed the sequential nature of the categories to remain intact

and avoided confusion regarding the word true. It was also necessary to construct further
statements in addition to those which focused upon self, task and pupil concerns. My

conception of eacher motivation for music was different to the three levels of teacher

competency described above and needed to include situated aspects of the school in

addition to the more usual sejidgements. | therefore constructed a new group of factors,

relatingto contextual issues.

3.3.2 Sampling and distribution

The sampling strategy was initially construed as afwd process, where the first stage

would involve purposive sampling of specifically targeted schools, whilst a second stage
could be used to imease the numbers if required. | firstly attempted to contact a wide

range of schools within different local authorities, of different sizes, with contrasting-socio
economic circumstances and with varying approaches to music. However, as the response

rate proved low, | was forced to repeat three waves of sampling in order to increase
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numbers. On reflection, attempting to be so selective in the first place was perhaps idealistic

and a more blanket approach might have proved more effective.

In terms of distiution, I initially began with email contact to schools, including an invitation
message and several follemp reminders. However, although this was easy to facilitate, the
response rate remained low. By the time | had collected approximately 80 responess,
also concerned that a quarter of these were from music coordinators and realised that the
data needed to include more generalist teachers for it to be of use; although | was
interested in the views of music coordinators, there is clearly a greatemae that they

would have specific expertise in the subject, so may not provide me with the information |

required concerning potential barriers to the teaching of music.

This problem, coupled with the fact that emailing schools was not proving particula
fruitful, led me to design a new approach. | sent out letters containing paper copies of the
guestionnaires and requested that these be completed by two teachers in the school who
taught music but weraot the music coordinator. The letters were addses to the music
coordinator and | appealed to their interest in the subject to encourage and find two

UGS OKSNA ¢K2 (GKSe 0StASYSR O2yaiAltdziSR GdeéLa

Despite the increased cost and effort, this approach prawede successful and | eventually
succeeded in achieving a response rate of 126 teachers, 29 of whom were music
coordinators. The return to a selective approach also allowed me to target those Local
Authorities who were currently undeaepresented, thus esuring a greater spread of
respondents across the region. Indeed, the eventual sample, although relatively small for a
guantitative mapping exercise, did produce a broad spread of teachers from schools of
different sizes, denominations and so@oonomic aeas
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Across the teachers themselves, there was variation in terms of both years of experience
and year group taught, which allowed comparisons across different groups. Gender,
however, remained one area in which it would be difficult to explore ftben

guestionnaire, since only f#achers who completed the survey were male. This is not a
surprising statistic given the population of primary school teachers as a whole, but the small
number of male teachers did not allow for argal exploration of gendedifferences within

the data.

One final point to note is that the quantitative phase would produce a mapping of potential
issues, as they appearéar this sample of teacher3here is no guarantee that the number

of practitioners who responded to this gsgonnaire would prove representative of the
population, despitehe variety in the demographics. In particular, the selective sampling by
music coordinators in the final phase may not necessarily have resulted in teachers whose
views were particularly rédctive of a broader picture, both in the school and in the wider
field. The data, therefore, proved interestingeéaplore and the findings that follow were

used to plan for the qualitative phase, rather than to produce conclusions which would be

generaisable in themselves to the full community.
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4. Quantitative findings

This chapter outlines some of the key findings from the questionnttiwingstatistical
analysis withirSPSSAlthough these will be presented in thewn right, it is importanto
highlight the ways in which they will feed forward into thgbsequent quantitative phase.
Indeed e key purpose of including this sectiaithin this thesis is to identify areas of
interest which could then be explored through the main qualitative phase; the discussion

which follows is thus foged tightly upon the following twaspects:

1 Section 4.1: Explorations of the importance of music

T { SOGA2Y n ®u-percaptdhsOMIRINIDIRY withinithe subject

Althoughthere were manyother interesting avenues which | could have explored ig thi
data set, space prohibiextendedpresentation of these. It iuspossible thathe data
obtainedmay prove fruitful for furtker analysis in the future, althoughe potential
limitations in terms of sampling mustjuallybe acknowledgedWhilst the total sample size
was 126, the characteristiegere somewhat skewedvith a high percentage oéspondents
being responsible for coordinating music (27 out of 126}s Pproportion is clearly greater
than one would expect within a typical primyaschool, meaning that this needed to be

taken into consideration in my analysis

4.1 The perceived value o f music

The question of value has proved an important issue throughout this thesis and comprised
the first part of the survey. This question was sligldifferent from the 6point Likert items

that follow, in that it only employed five cagjories, each aivhich was assigneal definition
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depending on the extent to which teachers felt it was important to teach the subject

regularly (seesection 3.3 above

Although this question retains a categorical nature, the responses also®rdinal.

Exploring the man values thus remains a useful starting point for showing the spread of the
data and the selectizs around which most responses meeclustered. The following table
demonstrates how the teacherstead each subject, in rank ordeccording to these means.

It also providsthe modal value and the variance in order to shthe spread of responses

as might be expected, there was very little variance within the core subjects and the more
interesting discrepancies were found across the foundation subjectsdingumusicThe

following table demonstrates the responses from the full dataset:

Rank Subject Mean Mode Variance
order
1 English 4.95 5 0.047
2 Maths 4.93 5 0.069
3 Science 4.55 5 0.707
4 ICT 4.01 4 1.033
5 PE/Sport 3.96 4 0.949
6 Religious Education 3.72 5 1.217
7 History 3.60 4 0.689
8 Art 3.49 3 1.035
9 Geography 3.47 4 0.747
10 Music 3.26 3 1.224
11 Modern Foreign 2.78 3 1.475
Languages

Table 4.1 Rank order of subjects related to perceived importaficdl sample)

It is unsurprising that the core areas of English, maths and science all find themselves at the
top, whilst Modern Foreign Languages (MFL), amee recent addition to the curriculum, is
positioned lowest. Another interesting point to note is the high rabdalue for Religious

Education, which can be attributed to the fact that 53% of the total respondents came from
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religious denomination schools. However, for those in“denominational schoolRRE is

unlikely to be perceived as priority, hence thénighvariation

adzaA OQa NI ysicleaklyconteing, &s o Aver&gé it was rated as least important

of the subjects, barring MELAccading to the categorical definitionshis means it is more

likely to be missed out by teachers than other subgeas. The modal value is also
AYLRZNIOFYGS a F2N) YdzZaaAOz NI FyR acC[X GKS Y2
subject but it wilsometimesbeYA 84 SR Ay LINBaAadzNAaSR GAYSaopég |
most weeks could be considered predsad, this increases the chances of music being left

out of regular teaching.

Although music did not compare well with other subjects when examining teans, the

high variance is important to recognise and the high frequari¢gp-rating scores

producesa different picture. When taking the whole sample, almost a fifth of the
NBalLR2yRSyida NI}IGSR YdzaAO Fa GKS G2L) t S@St 27
those who rated art (16%), history (10%), geography (7%) or MFL (7%) as the highest

priority, showing that music didlicit some higly positive judgements frorteachers.

This pogive finding, howeverrequires furthe clarification. Of theeachers who rated

music as a top priority, two thirds were musigordinators, thus explainintpe higher
proportion of positive judgements than might have been expected. | therefore decided to
split the data in order to explore the perceptions of those teachers who did not have a
specialist interest in music. Indeed, when solely itmgsic coordinators arexcluded the

percentage of teachers who assigned music the highest score of 5 drops to 7%, placing it on

"Whilst MFL is statutory as part of the new 2014 National Curriculum, its provision remained inconsistent at
the time of the data collection.
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a par with geography and MFL as one of the subjects which fewest teachers rated as being

of vital importance.

Although perhaps logical in this caskeetprocess of splitting dataset is always potentially
problematic A crucial drawback was that removing all music coordinators would result in a
sample in which music was nawmderrepresented. Since thiill sample comprisd

teachers who coordinated evg other curriculum subject, the exclusion of music leaders
would simply produce another skewed set of results, this time negatively against music. If
the primary aim was to gain a fully representative sample, the removal of music

coordinators would faild achieve this.

| did consider transferring a random selection of music coordindiack into the working
sample for instanceby including a number which would be comparable with the other
foundation subjects. However, the totid be transferred could prove difficult to determine
especiallyasthere was variation betweenther supposedly comparableubjects; certain
areas such as RE, art and ICT, for instance, had considerat# representation thathe

humanities.

To attemp to manipulate the sample to reduce such differences could therefore prove both
difficult and potentially detrimental to the vality of the findings as a whole, especially as

the purpose of this section was as an exploratory pilot. | thus dedmleglt the data to
exclude the music coordinators, accepting that the remaisi@agplenow comprised those
teachers who did no coordinate music at all. When lookindnatgeneral mapping, | would
now be able to examine the perspectives of those teachers wheewet officially involved

with leading music, soould gain a picture of how the subjdas perceived and valued by
generalistpractitioners.
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Returning to the currentjuestion, the sample alteratioRA R y 20 | FFSOG Ydza A OC
the overall rankingnd it remained 19, althoudh as expected, the mean reducéom 3.29

to 2.99. Interestingly, the judgements for art also reduced when the music coordinators

were removed, meaning this now fell below geography in the overall ranking. Further

analysis shoed that there were indeed correlations between those teachers who valued

YdzZaAAO | yR NI oO0{LISIENYIyQa NI yeyelp@RORBt I GA 2y n
indicating a potential connection b&een the two subjects which coulsk explored

further.

It is helpful at this point to examine the spread of data for the generalist teachers with
regards the gestion of importance. Figure 4kdelow shows how the responses tended to

cluster around aating of 3, although the high frequency for a rating2aé also important.

Music coord or not: Generalist teachers

40

30

Count

20+

1. Low 2.Quite low 3. Modlerate 4. Quite high

Music

Figure 4.1: Spread of the ratings for the importance of music

SSped yQa whty]l o6Fa OK2aSy o06S5S0FdzasS GKS REGE O2dA R y2i
particular the linear relationship. Whilst there does appear to be a monotonic relationship between the two
variables, where one increases as the otlmaréases, this was ndimear and thus the assumptions for the

Pearson correlation could not be satisfied.
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It is possible to contrashusic with PE, a subject with whom music could be considered
comparable and which was mentioned in the literature review as potentially having a similar
specialist naturéArdzejewskaet al., 2010) PE has also been highlighted in the music
education liteature as a positive example of a potentially difficult subject which has
managed to construct a vegoherent message as to its valuedvocates of sports

education have, for example, promoted the message that regular participation in sports
leads to hedhier children, which has positive consequences for sgcsta whole; wilst
YdzaA0Q&a YSaal3dSa NB O2y (NI RAOG2NE FyR 02y Tf¢
educational valu¢McPherson, 2013)

Certainly from this datat appears that PE wasmsidered much less likely to be missed out
than music, with only 22.7% rating it as either 2 ay&third of the number who rated

music inthese two categories. The following graph shows the spread of the data for PE and

can be compared to that of musabove.

Music coord or not: Generalist teachers

50
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Count
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1. Low 2 Quite low 3. Moderate 4. Quite high 5. High
PE | Sports

Figure 4.2: The spread of responses for the importance of PE
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In contrast to music therefore, the spread of data for PE is much weighted towards the
positive judgements of 4 and 5, meaning tlitas far more likelyto be taught on a regular
bass. For this sample of teacherd,appears thatPE remained a priority regardless of other

pressures, whilst music was one of the first subjects to be missed out.

Although this questioinvolved ratinghe importance of each subject, Chapter 2

demonstratedhow theA 8 4 dzS 2F YdzAaA 0Qa @I f dzSthugworthy 2 NS O2 Y
comparing theresults of this discussionith other valuerelated questions from the final

section of the survey, whergsome interesing contradictions emerged.hese later

guestionscomprised 6point responses, sdid not includea middle, neutral answer;

teachers could thube positioned as eithein agreement or disagreement with each

statement, albeit to varying degrees.

When asked directly about the valwé music, the answersere provedoverwhelmingly
L2 AAGADBSD puHdy:: 2F (GKS ASYSNrfAad GSHOKSNE |
LydzLIA t aé¢ = gKAfald Ttmoem: [ IANBSR UGUKFG AG gla I a
Clearly thesdigures contrast witithe minority of 29.9% who rated it&important in the

earlier questions and it is important to considehy.

hyS LRaaArAoAtAde Aad | RA IRk adnaSubpSisisoi S OKS NE
right and their perceptions of ih comparison with othesuljects. When considering music

in relation toother subjects, there appears to be antdency b view these other domainas

greater priority,thus resulting iy dzA A OQ&a f 2 ¢ NiwegVdrAwfiea thihkBhg A G A 2y @ |
about music in isolation, it appears thgeneralist teachers do value the subject and believe

it is worthwhile for their pupils to study. This poses a dilemma in terms of their motivation;
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on the one hand a teacher may believe that music is a valuable subject for the pupils to

engaye with, butit maynot be considered a priorityvhen compared tother subject areas

Whilst this contradiction could be explored further through qualitative methods, it is

possibleto speculate further from the questionnaire data, with other items providing

additional insight. One possibility is that the value of music could be linked primarily to pupil
enjoyment. There was certainly a strong association between those who believed music to

0S a@lfdzrofS F2NJ Y& LJzLIAf &a¢ |yR (&S 6K2 0SS
A0K22té¢ O{LISFENXYIYQEd NIyl O2NNBtlFGAz2zy O2STFFTAC
This could suggest that teachers considered music to be valuable on tiseloatsit was

assumed the pupils would enjoy By contrast, there was a much neamixed response in
NBfFGA2Y (2 GKS AGSYZ daLYy Yé 2LAYA2Yy>S (KS Yd
49% of the teachers disagreeing with this statemditite following graphs demonstrate this

RAFFSNBYOS 0SG6SSy LISNUOSNIMNSLAAS2 y28F 20TS yoeNagBt YSSg/H i

Music coord or not: Generalist teachers
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“Wery untrue Mostly untrue  Slightly untrue Slightly true Mostly true “ery true

| know most pupils in my class enjoy music at school

° This links back to previous discussions in the literature review.
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Music coord or not: Generalist teachers

257

207

154

Count

“ery untrue Mostly untrue  Slightly untrue Slightly true Mostly true “ery true
In my opinion, the primary music curriculum is relevant for pupils today

Figure4.3 Comparison of perceived enjoyment and perceived relevance

It is clear from the graphs that whilst teachers generally admausic was enjoyahléhere

were questionver its relevanceThis difference could help to explain some of the low

judgements when comparing music with other subjects. If one believes a subjeetfun

but not usefu] this may cause problems when attempting to compareeatative worth with

other areas, partichi  NY @ ¢6KSy O2yaARSNAY3 AlBEcclexgiAf AGe ¢
2005) It is therefore possible for teachers to consider the subjectome wayvl £ dzl 6 f S¢€ =
such as througlits enjoyment factors, but not necask NJ& £ & | awitllinkthé LJ2 NI I y {0 €

curriculum as a whole.

4.2 Self-perceptions and potential barriers

In addition to questions of valu®ne of the major barriersoted in Chapter 2 was the
0 S O pegdlddlevel of skill§he subject was consideredewhich could cause

anxety, thusleadngto a lack of confidence in their ability to deliver effective lesg@ee
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Chapter2p ¢ KS |jdzSadA2yYylFANBE 61 a GKSNBF2NBE RSaA3y

perceptions, firstly when considering music in comparison with other subjaetssecondly

focusing on more specific aspects of the subject itself. Thewwlh section replicates the

LINSOPA2dza RAaOdzaaAiAzy Ay GKIFIG AG FANRGEE O2yaa

(4.2.1.)and secondtas an independent subje¢d.2.2)

4.2.1 Exploring self -perceptions across subjects

When compaingthe different subject areas, the questionnaire allowed for two dimensions

tobeexp2 NERY (KS LIS NIScacharEF HORYHARSYy®8H2Yy < | YR

Gol O]l ANRdzy R | VY 2 & eaSHRaies. THisysdeond aspett was &urther dlefined by

SELX FAYAY3 GKIG GKS NBaLRYRSYyld ySSRSR G2

expertise lies, rather than whether one is able to tediod subject

Taking firstly the confidence to deliver an effiwe lesson, the ranking of means shows a
similar pattern to that of perceived importance above, with music finding itself ratét 10

out of 11 subjectgfor generalist teacheds Again there was only MFL which scored lower,
most likely duetoitsrecet RRAGA2Y Ay id2 GKS OdzNNR Odz dzy ¢
similar findings in the research literature, where comparative studies have also found that
music was ranked lower than most other subjects in terms of teacher confidétuiden &
Button, 2006)Indeed, the low modal value indicates that a high proportioteaichers may

find the subject difficult to deliver. However, the high variance for music indicates that there
were abroad range of responses, whialere not necessarily clustered around asfic

point. It therefore appears that whilst many of the teachers rated their confidence to deliver
effective lessons in music &sw, there were also a significant number of otheriso rated

themselves very highly, even within solely theneralist teabers.
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Rank Subject Mean Mode Variance
order
1 English 5.52 6 0.377
2 Maths 5.38 6 0.530
3 Science 5.08 6 0.972
4 History 4.84 5 0.868
5 RE 4.60 6 1.618
6 Geography 4.59 5 0.932
7 ICT 4.57 5 1.498
8 Art 4.16 4 1.723
9 PE/Sport 4.10 5 1.573
10 Music 3.33 2and 3 2.328
11 MFL 3.15 3 2.278

Table 4.2 Ranking of subjects in order of perceived confidence to deliver effective lessons
(Generalist teachers)

It is possible to speculate about a connection between these two sets of findings in tables
4.1 and 4.2For areas such as music, art and Mihich also scored lower ongh

importance ranking, an explanatidh2 NJ 4§ KS GSIF OKSNRQ fhefag 2 F
that previous results indicate these subjects were much more likely to be missed out
resulting in less chande developconfidence through regular teachinijone is only
occasionally teaching the subject, then confidence is likely to be louetala lack of

regular engagement. This point would later be suggested to me by teachers themigselves
the qualitative phasewho cited their lack of involvement in music as one of #esons for

their low confidence.

However, for subjects such as PEjalihwas discussed aboas beingarely missed out,
this argumat can be questioned, as PE was also a subjeghich teachers felt less
confident When analysed together, those subjects with theést rating judgements all
comprisea certain element operformance whichcouldin itselfbe a reason for their

position. ICT could potentially be included in téstoo, as despite the extremelyigh
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value judgements, this alggains a stprisingly low place in the ranking order of teacher

confidence

Oneinterpretation is therefore thatk S G S+ OKSNBR Q O2y FARSYOS Ay (K
effective lessonss related to the perceivebbvel of performance and demonstration that is

required, andpotentiallythe threat of failureassociated with thigsee lierature review) It

is possible to consider the top six subjects in the table as being domains in which

LIN OGAGAZ2YSNE YAIKID St AGSNI I Waidl yRINRQ f Sa
class discussion followed by written activities. Thésskivolved argeneraly’ O RSYA OQ=
that the main activities would involve the children engaging in written tasks related to that
discipline; typically, there is less of a requirement for practical demonstration by the teacher

and the knowledge whicteachers would require could easily be sought through the

internet or other resources.

Although science and maths could potentially be seen to subvert this claim, the fact that
both haveto be taught regularly (every day in the case of maths) could toeffzcount for

the higlrer levels of confidence. Equally, it is also perhaps possible to teach both maths and
science within the typical format of discussi@mtiowed by written work; by contrast, one
would be less likely tteach music or art without somleind of practical elementThe

guestion of teacher modelling could thus be an important determining factor, and is a

theme to which | wilteturn in the qualitative chapters.

Whilstthe above disussion presents somewhatsimplified view of educatiorthere does
seem to be something distinctive about the five subjects which are positioned as lowest in
terms of confidencgin Table 4.2)In @ntrast to the core aregghe lowerfive subjects

requireskillsthat could be considered specialist and/or priaet. This is an important
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distinction and could affedhe perceivedpotential for lessons to be successful; if one
considers the requisite level of skills to be hagid does not feel confident in being able to
demonstratettS 4 S G KSy ( KabBilitydoSi¢liveSaTsucdeysfuldegsSnindl
necessarily be lowefhis could resulin reduced selefficacy judgementsand could thus

be detrimental to motivation

Further data fronthe survey appearto confirm this, where 60.8% of teachers agréwt,

G¢KS YdzaA O OdzNNRA Odzf dzY RSYlFyRa G22 Ylyeé aLISOA
GSFOKAY3a AlGéd ' RRAGAZ2Y I Tty podcsz OfFAYSR (K
aiAatta ySoSaalNE (2 (GSI OK Ydza o thatshe okils Of | 43 ¢
teachers perceived to be required may be crucial to explore in the qualitative phase. Whilst

the data here can indicate the potential issue, it cannot expand upon the ways in which

teachers understand what is required of them, thushtighting the importance of the

gualitative phase in moving beyond such conjecture to a mowepth exploration.

Returning to the quantitative data, the distribution of how teachers rated tbeain musical
skills ignterestingto explore. Figure 4.demonstrates the ways in which teachers
responded to this question and it is clear that these are clustered around either end of the

scale with very few answers in the middle ground.

This is interesting because it is unusual to find so few answers in tiddensdctions, with
teachers clearly believing themselves to either have, or lack, the appropriate level of skills.
Making sucltlearcut judgements maprove problematicif linked to the assumption
discussed above that teaching music demands too manyiassx skills. For those at the
lower end of the scalesuch categorical judgements may prove a further barrier to
engagement.
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Music coord or not: Generalist teachers
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Count

Wery untrue Mostly untrue  Slightly untrue Slightly true Mostly true “ery true
| feel | have the appropriate level of skills to teach music to my class

Figure 4.4 Perceived levels of skills in music

It is possible to relate this finding to the idea of a musigahusical dividevhich was

discussed in the literature reviewn responseél 2 G KS AGSY>X aL O2yaiRSNJ
LJS NJ 45 ¥ @f respondents rated themselves at the extreme ends of the scale (either 1

or 6), suggesting that there were some categorical judgeisian to whether participants

believed themselves either wholly musicalwholly unmusical.

It is possible to analyse this finding furth®r looking at the perceived level of background
knowledge and skills which telaers believed themselves to poss@s®ach subject. This

time music proved to be lower than all the other subject areas including MFL. However, this
could be explained by the fact that although the practitioners may not be confident in
teachinglanguages due to itecent addition to thecurriculum, the majority wereeducated
pre-2004, when it remained compulsory to take a foreign language to at least GCSE. As such
it was possible that they would have greater knowledge in this than music, which has always

been optional post Key Stage 3.
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Thefact that the teachers ratetheir own background knowledge &sw, therefore,

provides further support for théact that the level of skills which teachers believe music to

require may be too great and that they would not be able to develop them inuthed.

69.1% of teachetdor instance, claimed KS& KIFIR daYA&daSR 2dzi 2y (KS
RS@St 2 L) Y deearlQlHetsuggebtity pefhaps a link to their early experiences in

relation to their current selperceptions.In terms of specificallyding able to teachthis

problem could beexacerbated when combined with the fact that 70.1% did not consider
themselves to have recesd appropriate training to be abletdeliver the subjecf. A lack

of musical opportunitiessoupled with a lack of preervice trainingmay thus provide an

insight into thereasons behind sudow confidence judgements.

4.2.2 Exploring self -perceptions within music

In order to explore issues related to teacher efficacy, the main part of the survey was

designed to asess with specific aspects of music might prove particularly problematic for

teachers. A number of items were thdoge included in ordeto explore therekJ2 Y RSy G 4 Q
judgements in relation to their perceived ability to deliver specific aspects of the subject

oS 2F GKS Y2ad LINRPYAYSYy(d INBlLa G2 SYSNHS KSNH
g NBEAY3 tS@Sta 2F alAatt Ay Ydz@AOeé:zZ GgAGK c T2

f SOSt cnod: Ffaz2 FSt0G GKSe ¢ SNStomaydteh S (23
G2 GKS ySEG tS@St 2F (KSAN fsidiffaighfiasioBantl y Y dz& A C
scaffolding learning)wvhich would form part oflay-to-day practice in all other subjects,

were thus considered particularly difficult in musicisTtinerefore highlights two potential

areas which could béurther investigated in the qualitative phase.

10 Interestingly, over a third (37.9%) of the music coordinators also claimedéyeceived insufficient
training, meaning that this may be an issue affecting both specialists and generalists.
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A further (and perhaps more speculative) finding was that there wdiference between

elements of teaching which asked teachers to focus upon ptieimselves as teachelis,

comparison with those which focused upon the pupils. 54.6% of the practitioners, for
AyadlyoOSs RAR y2i FSSt BWORYFL2NINBT S Qif & B3 yIIS
threat of performing discussed previously. Howeverewlthe focus moved to the pupils,

the responses were much more positive. 94% of the teachers believed that their pupils
Sy2a2eSR YdzaA 0z KAt Al ycod: Of I AYBdageli KS& &SN
gAOK YdzaAaO¢eT | HiadngperkasiigivanthAt3g0% BfAm safple taught

music for less than half an hour per week, so were perhaps not very medivatengage

with it themselvesHowever, the point hee is that when reflecting otheir pupils andheir

responses to music, the teachexgre much more positive than when they focused upon

themselves as practitioners; this again provides an avenue for investigation in the

gualitative discussion.

Although certain aspects of teaching did appear to cause problems in music, there were

other areas in which the teachers appearedfézl more confident. Somewhat surprisingly

given the literature maintaning classroom control wasot considered an issue by this

sample ofteachers, with 85.9%greeing that they were confident in keeping controtiud

children when teaching music. Perhaps, however, the wording of the question was

important here, with teachers being asked to respond to how much they were able to
GYFAYGEFEAY GKS NBtS@OFyd RSINBS 2F OflFaaNez2y C
connected to the fact that this question was perceived as being related more to a teaching

skill, rather than an intrinsic musica&is. When considering the moggoblematic areas

discussed above, being able to offer musical guidance requires spdaiaigiedge and
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skills, wheh may be considered more difficullowever, being able to control the class
could well be perceived aseparate from sulgct knowledge, related more to their

competence as a teacher rather than their competence in music.

A 7 A

Thesar® LINAYOALX S O2dzZ R |faz2 |LILJXe G2 GKS AGSY.
gK2tS Oflaa LISNF2NNIyOSeéd ¢KS SYLKIAAA KSNB
teachers having to perform themselves, thus 67% of teachers felt confident they atode

to do this. Anmportant issue to exple in the qualitative phase is thubd ways in which

skills such as differeratiion and scaffolding learning are consideradre difficult when
specificallyrelated to music, whilst other areas of tddangmight bemore easily transferred.

Is this, as | have suggested, because these aspects demand a greater dég@slefige

YR alAftfaz YSI ypargeided levellolskildal8 bein Bt BeKcBidid Q

barrier to the teaching of music? Thaseclearly some evidence here that certain aspects of

music can be considered more challenging than in other areas of the curriculum, and the
tentative suggestions | have offered here can be further explored within the qualitative

interviews.

4.3 Linking quantitative to qualitative

The abee discussions have outlined a small selectbfindings from the exploratory

analysis, considering how this might link to the next phase of the project. Whilst the

guestionnaire provided some indications as to the céewpronstruction of teacher

motivation, it also led to furthelj dz<S& G A2y a YR L F2dzyR YeasSt¥F Oz
particular, whe exploring the selfudgements of teachers in response to the extended

items, it was not always clear as to why certéactors might have proved more problematic

than others, and there remain questions to which the survey could not provide answers.
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Take, for instance, the fact that many teachers rated their confidence to deliver an effective
lesson as low; this informatiomay be indicative of a potential problem with music but in
itself, it does not allow access to the full understanding and leaves many questions
unanswered. Most crucially, what does this teacher consider an effective lesson in music to
entail? Which aspas prevent her from feeling confident? How have her -pelfceptions
developed in a negative trajectory? Is there anything which can be done to reverse this
process, for example, can the school itself put structure in place which could effect change
on anindividual level? These were the type of dilemmas which emerged from this phase of

the research and which could now be addressed through qualitative means.

| therefore needed to revise the research questions in order to reflect my new
understandings andnprities, and also to consider the key question of contextual factors,
which proved difficult from the surveyrhese spanned two main aims, the first of which was
to generate greater knowledge of how teachardually understood music assabject and

how these beliefs contributed to their decision making process with regards their own
actions in the discipline (covered by question3 felow). This involves analysingdepth
interview data in order to unpick both the actual understandings themselvesrendays

in which they are constructed. Secondly, it was also important to consider how motivation
could be enhanced (question 4 below). This is a more practical aim and relate to the
overarching desire to effect some kind of change in practice. The negtigns were

therefore constructed as follows:

1. How do primary school teachers understand music and its place in the curriculum?
2. How are those understandings constructed, through a combination of both

individual and social factors?
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3. What impact do thesedlzy RSNE GF yRAYy3Ia KI @S dzLl2y (Sl OK!
with the teaching of music?
4. How might an understanding of individual and social processes help to enhance
GSIFOKSNERQ Y2UA@rGAz2y (2 Sy3al3S gAGK YdzaAC
These questions now remain at the heart of thisdstdior the remainder of the thesis, with
their findings being discussed during Chapters 6 to 9. Before this however it is important to
outline in more detail the qualitative research design, which has been alluded to above.
Chapter 5 therefore provides ak between the two phases of the research design as well
as explaining how the qualitative phase was designed and operationalised. Although the
gualitative phase now takes priority for the remainder of the thelsigill return to some of
the findings disussed here in order to further clarify these through the use of qualitative

interviews
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5. The qualitative phase Research
design 2 and initial findings

Whilst the quantitative phase had produced some interesting, if tentative findings, the

survey hadalso thrown up unanswered questions which now needed to be explored in a

more indepth way through qualitative methods. Taking the revised research questions, the
gualitative phasavas now designed to allow invesdigon of some of the more elusive lines

oF AYIdZANEB® LYy LI NILHAOdz I NE L ¢6Fa AYyGSNBadSR
music should actually entail, and the ways in which these had been constructed. These in

depth beliefs and theories could not be accessed through questionnairash wipically

assume uniformity of interpretation. It was thus importardw to focus on the more

complexpersonal constructions and to stao unpick some of thevebsof understandings

gKAOK dzy RSNLIAY G S| OKThiExhis, dhe-camections betweeny R Ol A 2

cognitive and social constructions could be explored.

This chapter outlines the key methodological features of the qualitative phase, including a
description of how the data analysis was undertaken. | commence with a rationale behind
the use of narrative interviews, considering the benefits which this method afforded but
also noting its limitations. This is situated within the epistemological framework which was
described previously in Chapter 3, where it was made clear that the qualifgtase was to

provide the indepth exploration of individual teachers within their particular contexts.

| then describe the schools which were involved in this research, giving key details of each
institution and a brief outline of the characteristicstbbse teachers who partipated. As

noted in section 3.2.1all names have been changed and specific identifying features have
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been omitted to preserve anonymity. However, this section is important for providing the
research context and can be used as efukframe of reference during the discussion

chapters which follow.

The main body of this chapter comprises section 5.3, where | discuss the analysis that was
undertaken and the ways in which conclusions were reached. The coding process is
demonstrated, a this underpins the development of findings and conclusions related to

20A1t AadaadzsSae 2A0K AYydS

x

020K AYRA@GARdAZ f | yR
AYRADGARdzZ t A4S¢ GKSYSa 6KAOK Oy 6S &aKILISR | A&
interpretations. It was through the processes of coding therefore, that | produced the

models which allowed me to start to develop my own understanding of how individual and
institutional factors might combine together and become jointly prioritised, a key research

focus throughout the projectight different factors are specifically identified which will

eventually form the basis of the discussion chapters which follow.

5.1 The use of qualitative interviews

The principle research method in this qualitative phesmprised extensive, narrative

interviews with teachers. Following the survey, interviews proved the logical way of

exploring and extending the findings which were produced, and delving deeper into some of

the key issues. In particular -ttepth questiond 6 2 dzi G KS yI GdzNBE 2F (S| O
understandings, and the ways in which these were constructed, remained areas to explore.

This section provides the rationale for the use of interview methods (5.1.1), as well as a

discussion of how they were structured (5.L&hd their potential limitations (5.1.3).
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5.1.1 Narrative inquiry and its focus on understandings

Narrative is universal to all cultures aisda primary function of our minds (Kashima, 1997)
It addresses the profound need to hear and tell stories arldegsocial cemerdthat
createsboth group cohesiorand personal meanirgaking; mrratives have the power to
communicate, interpret angive meaning to our experiences, making them highly relevant

for this project(Thomas, 1995, p.3)

One of the keyims of this qualitative phase was to investigate the ways in which teachers
constructed their understandings of music teaching, and how these might in turn affect

their practices regarding the subject. The use of extensive, qualitative interviews, allowed

focus upon the narratives that individuals develop about their experiences throughout their
personal and professional lives, exposing the connections and theories which individuals
construct. Importantly, this approach focuses on the ways in whichighes are involved

inactsof meaningg’F 1Ay 3 GBAIOGKAY GKSANI a20AFf |yR Odz G
p.2). It thus allows exploration of both individual understandings and the social situations

within which these are produced, making it an approf@imethod for the overarching aim

of exploring these two dimensions. Narratives neither ewelividualise nor ovesocialise

(Kashima, 1997).

7 A

I ONMXzOA L f LI NI 2F SELX 2NAy3I (K G§SIF OKSNARQ dzy
experienceswithmzd A O 2NJ 0 KSANI WYdzaAOlf KAAG2NASAQS
have impacted upon their current judgements. Narrative inquiry makes this possible by

%

2FFSNAY3I GKS aLIJ OS G2 NBFESOO 2y G4KSasS LI
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present understandings and anticipated futures (Nias & Aspinall, 1995). In this way, they

allow both the researcher and the participant to interpret and give meaning to particular
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events (Thomas, 1995). They also help to illuminate the lenses through widplepe
perceive the world and understand specific concepts, helping to provide greater access to

how beliefs, theories and understandings are constructed (Warin, 2010).

The main purpose behind using narrative interviews is therefore to explore the thoughts
and perceptions which would otherwise be inaccessible through either survey research or

observational methods. This is an important distinction, as it could be argued that an

SOGKY23INI LIKAO | LILINRF OK YAIK(G 06S Y2 NBorimgdza G SR

how it is constructed on a momed-moment basis. However, as shownFigure 2.3, the

1S F20dza ¢l a4 y2i ySOSaalNARfe ¢6KSGUKSNI GKS
fully committed and involved whilst teaching; instead it was importangxplore the ways

in which theychaoseto involve themselves in music and upon what understandings they

were basing these decisions.

With reference to the 4 tenets of motivation outlined in section 2.1, therefore, the crucial
factors for this researchra the impetus of teachers to become involved in music and their
persistence in doing so. The fact that music finds itself on the periphery of the curriculum in
many schools led some teachers to perceive the subject as an optional extra. Thinking back
to the quantitative data, for example, 12% of the respondents failed to teach music at all,
with a further 27% devoting less than half an hour per week to the subject. The narrative
interviews allowed me to questiowhy this should be the case, with a focus loow the

teachers constructed their own understandings and meanings associated with the subject.
LYGSNDBASGE 6SNBE GKSNBEF2NBE 4SSt SOGSR 0SSOl dza

personal thoughts and perspectives that would otherwise have bearcessible.
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LY TRRAGAZ2Y G2 t221Ay3 G GSIFOKSNEQ dzy RSNAG I
allowed exploration of their general beliefs about teaching and the broader purposes of

education, which could again have remained invisible througleromethods. In particular,

AG ot a ySOSaalNE G2 dGF1S I Y2NB a2LKAAGAOFGS
0KS adz2NBSes Ay 6KAOK GKS GSIFOKSNA NBaLRYyRSR
AY GKS LINAYI NE & OK 2 dlédweddexplodiiorn of vihkat fieAcess adtuglly S NID A S

understood this term tanean

Finally it is worth relating the use of interviews back to the epistemological position outlined

in Chapter 3. In terms of the knowledge being produced, the aim is not to deeelo

Fdzy R YSy Gt yR O2yaraitSyd F002dzyyi 2F GKS Wi
primary school. Indeed, Thomas (1995) warns how the endless search for consensus across
accounts can serve to dampen and undermine the individual voices. thdtearesearch

intends to explore the ways in which teachers have constructed their own beliefs about

music within the various contexts in whichethhave interacted. The projebas therefore

been designed in order to provide insight into the meaninga teachers construct and

GK2g (GKSaS O2yaidNHzOGA2ya KI @S S@2f OSR GAGKAY
1Y 2 ¢ $Shd,£000, p. 5)The focus here is therefore on how this construction is made

jointly between the individual and the social ggs to which they belong; all knowledge

associated with teaching is not solely personal but is rooted in the specifics of individual

schools and educational systems, meaning it needs to be considered as jointly personal and

social (Thomas, 1995).

Whilst Ihave questioned the notion of providing universal truths from this research, it is

Ff&ad2 AYLRZNIFYG GKFEG NBaSFNOK tAyl1a (2 LINI OlGA

133



philosophy in relation to the various understandings which emerge (Young,.2808)ill be

discussed in the following chapters, there was no single common consensus as to what the
purpose and place of music was within the primary school curriculum, with a number of

different (often dichotomous) beliefs prevalent across the intengeWhe discussion which

follows does not simply present these uncritically, but instead seeks to examine the ways in
GKAOK 0StASTa YR dzyRSNAGFYRAY3IaA KIE@S GKS LR
making, actions and motivation to engage with muSice point here is that certain
LISNELISOGAPSa OFy LINRPOS SAGKSNI KSt LIJFdzZ 2N RS
subject and by looking at how these have developed it is possible to explore whether

change might be possible. The overall aim of thegubis to look at how motivation for a

peripheral subject such as music might be enhanced, thus simply providing a description of

the different understandings in itself is insufficient and it is necessary to constantly question

the ways in which these befis will impact on practice.

5.1.2 Using critical incidents

Since the interview phase evolved from both the quantitative findings and the literature
review, there were several key areas which it was essential to cover during the
conversations. The resulias that a semstructured interview scbadule was developed,
which covered the key areas identified in the quantitative data but also allowedl liagh
degree offlexibility. It wasimportant to allow the participants to retain a degree of
ownership ovethe content of the discussig thusit was essential to permthem the space
to draw upon those events whidhey perceived as being most significgRubin & Rubin,
2005) The choices, selections and emphasegtv participants made were themselves

important to exanine, meaning freedom was permitted
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The opening sections of the interview were therefore designed so that the practitioners
could talk freely about their lives and select the instances which were most important to
them. Although | indicated thidhe teachers needed to reflect on their own experiences
whilst at primary school, secondary school, during their training and finally in their teaching
career, this was the only structure provided. The aim here was for teachers themselves to

make choicesbout those events which could themselves be analysed.

Ly GKA&a gteés GKS AYOdSNBASga ff26SR NBO2ff SC
musical histories. Although Critical Incident Technique has largely been associated with

looking for paterns and commonalitie@Kain, 2004)l employed it here in a more

exploratory fashion. It was important to discover which events and memories the

participants themselves would prioritise when given the freedom to tell their own story, and

it was thereforeimportant to retain an element of free choice.

When looking across these stories, | was particularly interested in those teachers who had

had negative experiences with music in the past, and the extent to which these continued to

affect them today. Weret6 (S OKSNEQ F2NXI GADBS YdzaA Ol SEL
current attitudes and, if so, were these fixed? The use of narrative proved a useful ground

for exploring this possibility afhangg; it allowed teachers the chance to reflect on periods

in which they believed their perceptions had altered and question the reasons behind this.

Again a key question is to explore whether there were specific incidents which had triggered
change and if so how were these interpreted by the individuals. Literatureestgythat

negative incidents in childhood can be the catalyst for the cessation of all involvement in
YdzZaAO o0dzi O2dzZ R GKS NBYSNARS 0S (GNH:SK La Ad L

perceptions of music later in life, if the appropriate circstances allowed for this?
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Following from the largely unstructured opening to the interview, tamainder of the
conversation was directed towards the key areas identified in the literature review: self
perceptions and efficacy beliefs; beliefs about tlaure of musical ability; issues of anxiety,
threat and the preservation of self worth; and value judgements, including comparisons
with other subjects However, even within this, it was essential to be flexible, rather than
rigidly adhere to a set of prprepared questiongRubin & Rubin, 2005particularly because

of the unpredictable nature of the responses to the first section. In some cases, the largely
unstructured, narrative discussion actually comprised almost the entire interview, as
participantsexplicitly related their early experiences to their current understandings and the
conversation naturally flowed between past experiences and current beliefs. However, in
other cases, the discussion of early experiences was completed very quickly ard itnste
interview followed a more traditional structure. The actual content and structure of the
interviews therefore varied between participants, although the opening instructions and the

topics covered did retain a level consistenc.

5.1.3 Potential limitations of method

Although interviewing proved suitably compatible with the aims of the project, it is not a
problemfree method and it is important to be aware of its limitations. It can, for instance,
be easy to oveclaim from the personal accountisis method generates. Whilst individual
narratives can provide some important insights into how specific teachers understand
music, taking these subjective beliefs as evidence of a whole school approach dighthe s
more problematic. Althouglhtried to subvert this to an extent by interviewing several

7

G§SFOKSNA FTNRY SIFOK a0OKz22f FYR 3FAYAYy3d Ayaiidk

1Al interview transcripts retain a record of the way in which questions were structured, although space
prohibits the inclusion of these he.
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more ethnographic and longitudinal approach could perhaps have enabled a greater insider
understanding of howthéd OK2 2 f Q& I LILINR I OK SEGSYRSR 06S8S@&2yR

shared practices.

A further problem with interviews as a research tool is that what teachers do, and what they

say they do, are not necessarily identical (Scott, 2000). Inconsistencies arabatiions

may occur due to misconceptions, misattributions or indeed may be evidence of structures

of which the respondents may themselves be unaw@ebin & Rubin, 2005l is inevitable

GKIG GKS F20dza 2y AYRA QDA Rdael as Dumlni8ingleSthél A 2 y & C

interview provides information from the perspective of the respondent.

Equally, what occurs in the interviews is very much a d#imended text, and a different

interview conducted at a different time could have the potent@lroduce very different

responses (Scott, 2000). It is thus important to understand that this method provides a

WAyl LJAK20GQ 2F RFEGFZ NIGKSNI GKFYy ySOSaal NARf @
which the teachers discussed had proved relativebistant to change over time, it is

impossible to ignore the context of the interview and the fact that in different

circumstances, or at a different time, alternative outcomes could well have ensued. This

point is particularly important to make with regds Chapter 9, in which | discuss a whole
a0K22f | LILINRBFOK (2 YdzaAO® LYy GKAAZ Yé 7F20dza
contributed to the state of the institution as it ow; there is thus no guarantee of the

longevity of the strategies describeahd future research may prove necessary.

A further extension to this problem is that the ways in which teachers understand different
concepts are produced not only through conscious links to their previous experiences and

interpretations of these, but throgh unconscious factors and inaccessible structures. In

137



particular, there are influences which extend beyond the confines of the school and are
include societal level issues with regards both teaching and music (Burr, 1995). A relatively
smallscale studysuch as the one | am conducting cannot claim to expose all of these macro
level problems, meaning that much of the knowledge produced will be situated within its

local context.

However, although this could be considered a problem, it has also served ®timaktudy
more bounded. By focusing closely individuals and institutions, it is possible to explore

the ways in which understandings are negotiated on personal, interactional and institutional
levels, whilst still accepting that there may be broadencures present within these. My
26y SELX 2Nl GA2Y 2F Y2NB WaINHZOGdzNI £ Q A&&adzsSa
themselves, as institutions with their own specific culture. Within this, there would be
OSNI I Ay WNXzt Sa Q>drmg &d teditiorts Nifhe indtithtin agdfwhich k&y y
be followed or subverted by the members of this group. Any institution will have its own
specific structures in terms of power and responsibility, and thus it is important to consider
to what extent thepersonal understandings of the teacher are influenced by, and in turn
construct, the shared understandings within the school. Again, this issue will become
particularly prevalent within Chapter 9, which discusses the potential impact of schools, but

it isimportant to highlight here.

By looking across the different accounts frenthin the institution, therefore, it may be
possible to look beyond the lens of the individual to explore the broader culture and the
place of each teacher within this. As ScoiR) notes, the roles which each person will
play in an institution are not fixed or automatic but instead will be negotiated in relation to

the traditions, values and position of the individual within a wider group:
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Each role is characterised by a setesfponsibilities, an accepted way of behaving in that
role, expected outcomes and fundamentally different amounts of power in relation to other

people playing different rolegScott, 2000, p.26)

This is important to analyse, as it positions the role wiégthers play within the

institution not as uniformly identical to one another, but rather as something which is
O2yaiNHzOGSR GKNRdzAK (GKS SELISOGFGAZYE 6AGKAY
understandings may evolve to become merged wité priorities and expectations of the
AyailiAabdziazyd ' GSNYFIA@Stes GKS 2LJ12aAiriasS Yl @
conflict with those prevalent within the institution. Both scenarios will be useful to explore,

and will provide insights intthe role which schools may potentially be able to play in

shaping the understandings and motivation of teachers.

5.2 Sampling
The sampling of schools for the qualitative phase was undertaken in several stages, some of

which were more opportunistic than rsttegic, although the end result was that an
appropriate range of schools was achieved. Firstly, | contacted schools who had been
involved in the quantitative stage of the project, with the aim of trying to follow on from
this. However, the option of remaing completely anonymous which was included on the
guestionnaire made this difficult, as some of the teachers had failed to indicate their

institution and had not left their contact details.

Pursuing the respondents of the questionnaire had some sucardshree schools chose

to participate further from this. However, perhaps unsurprisingly, all had made at least
some commitment to music, each having received some kind of external award such as a
Sing Up or Arts Mark accreditation. This therefore gaeetimee schools in which music was

likely to be considered important, one of which was a lead school in the subject and another
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of which had recently undergone an Ofsted subject inspection in music. It was therefore
necessary to look for contrasting scheah order to provide a broader picture. Finding
schools in which music was less of a priority proved more challenging, as schools were
unlikely to publicise the fact that music was not especially important. Indeed, if the subject
was on the periphery ofchool life, they would clearly be less likely to participate in

research whose focus was music.

Eventually, | resorted to two alternative methods to recruit schools. The first was to attend
music coordinator meetings during which | publicised the resedrbis added two further
institutions, both where the music coordinators were experiencing specific problems in
leading the subject. The first was struggling to cope with coordinating both music and
science, and was facing problems in trying to jugglectirapeting demands of the head

and her staff; she therefore provided a useful link to the quantitative phase, where those
individuals who coordinated music in addition to another subject were more likely to find
their task challenging. Conversely in the@®ad school, the music coordinator had originally
been employed as a music specialist but had been reassigned to classroom duties and now
felt that music was suffering because of this; she was therefore looking for ways in which

she could rectify this situebn and reinstate music as an important subject in the school.

The final two schools were recruited primarily through my own contacts, and through
anecdotal accounts of music in their schools. This proved a useful strategy, as it was highly
unlikely thateither school would have participated in the research without the personal
connection. It was, of course, important to retain a similar relationship with all schools, thus
| did not include my own contacts in the interviews in order to avoid any kinetpdiog

personal bias.

140



In the end, seven schools participated in the research, with between four and six teachers
from each school taking part in the interview process. The amount of time | was able to
spend in each school varied, with two of the scho@std D below) allowing a much more
extended period, including the chance to observe events and chat informally to staff and
pupils. For other institutions, time was more pressed and | simply entered the school,
conducted the interviews and then left. Hower, | ensured that | collected email contact
from the teachers so that further conversations could take place in order to clarify

information or ask additional questions.

In order to protect their anonymity, teachers were reassured that their identitieald/not

be disclosed. However, because of the focus on the impact of schools and shared
understandings, it is important that the key characteristics of each school should be
identified, to assist the reader in gaining an understanding of context. Tloeviol) tables
summarise this information, and can be considered a reference guide to be used in relation
to the quotations and comments. The names of the institutions have been randomly
selected, although this has been used to indicate the religious clerattertain

institutions, where appropriate.

As will become apparent, | have used the same initial letter for each school and all the

teachers within this. This enables the reader to rapidly observe if teachers who are quoted

were from the same or diff@nt institutions. During the discussion chapters, quotations will

be followed by the pseudonym of the teacher and an indication of the year group taught,

F2NJ SEIF YL ST a!YeX !''Y{Hé¢ g2df R NBFSNI (2 !vyvex
2. 1ffurtherA Y F2 NXY I GA2Y A& NBIdANBRE F2NJ SEFYLX S (K

subject specialism, the tables that follow can be consulted. There is one further addition to
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this, in that those teachers who are music coordinators will also be demareatedhe
f SGAGSNAR a/ X FT2NJ SEFYLX ST a4/ SOAtALSE [Y{HZ alt

lower Key Stage 2 and is the music coordinator.

5.2.1 List of schools and their characteristics

School AAIl Saints RC Primary School

All Saints is a orform entry Catholic primary school situated in an area of reasonably low
sociaeconomic circumstances. Free school meals data shows that 38% of pupils are eligible
for this, twice the national average in primary schools. Music hastivadily been a

forgotten subject in this school, with very little taking place in terms of both classroom
lessons and extraurricular activity. Although the head teacher wishes to change this
situation, the music coordinator has little time or resoureesl is finding the staff resistant

to any increased involvement. She also has to juggle the responsibility of coordinating
science and does not feel she has time for music herself. At the time in which | was in this
school, a visit from Ofsted was perceaivas imminent, with a nearby (and comparable)

school having recently been placed in special measures.

Teacher Key Stage taught| Subject ¢20GFt @& S| Yearsincurrent
coordinator / experience school
role

Abigail Lower Key Stage | Science and 5 2
Music

Anna Key Stage 1 History and 9 9
Geography

Alison Key Stage 1 Head of Key Stag| 14 13
1

Amy Upper Key Stage | Maths 24 16

2
Adele Lower Key Stage | ICT 8 6
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SchoolB: Bramley Primary School

BramleyPrimary School is a high achieving institution, in which over 50% of Year 6 children
typically gain Level 5 in their SATS. In terms of intake, it has the lowest percentage of free
school meals of all the schools with whom | worked (6%). Before 2006, hadsleen

delivered by a specialist teacher, which ensured consistency and continuity throughout the
school. However, since this time, the subject had gradually become more and more
neglected by many of the teachers. The music coordinator is now lookingrease music

to its previous level of importance, and has started to introduce initiatives to support school
singing; she works in Early Years, where music provision is particularly strong, but she is now

trying to negotiate ways in which to bring it &dato the higher year groups.

Teacher Key Stage taught| Subject ¢20F t @S| Yearsincurrent
coordinator / experience school
role

Barbara Foundation Stage| Music 19 11

Beatrice Lower Key Stage | Science 16 9

Bella Upper Key stage | Advanced skills | 5 1
teacher in
Creative Arts

Briony Foundation Stage| Healthy Schools | 3 3

Beverley Upper Key Stage | N/A 4 1

2

School CChrist the King RC School

Christ the King is a large, thréarm entry school situated in the middle of an estate in

which unemployment is rife. 42% of children are eligible for free school meals, which is
more than twice the national average. However, pupil results here are htpharthose of

the neighbouring schools and the institution is well respected in the community. The school
has been awarded the Arts Mark Gold award and the head teacher has allocated significant

funding for the provision of extraurricular instrumentaldition. Although the majority of
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the staff are well established in the school, with many of them approaching the end of their
careers, the music coordinator is relatively new to the role and feels there has been little

focus on classroom music teachingcgran INSET programme approximately ten years ago.

Teacher Key Stage taught| Subject ¢20GF t @S| Yearsincurrent
coordinator / experience school
role

Christopher Upper Key Stage | Deputy head 35 22

2

Christine Lower Key Stage | Science 20 20

Claire Lower Key Stage | Assessment 33 33

Catherine Lower Key Stage | Gifted and 3 3
talented

Cecilia Lower Key Stage | Music 4 4

Catrina Upper Key Stage | RE and drama/ | 29 18

2 assistant head

SchoolD: Dalton Primary School

Dalton Primary School is a music leader, having gained national recognition for its
achievement. They have achieved both Arts Mark Gold and the Platinum Sing Up award, and
are also involved in a number of initiatives involving regional theatres, as watjlay

regarded orchestras and choirs. In terms of intake, the number eligible for free school meals
is above average, at 28%, and the number of pupils with English as an Additional Language is

Ffa2 KAIKZ G 20SN pr:>d ¢RE aOKAFBROIKRAZFSEK

visits.
Teacher Key Stage taught| Subject ¢20GF t &S| Yearsincurrent
coordinator experience school
Dawn Upper Key Stage | Music 11 11
2
Debbie Foundation Stagel Head of Early 7 4
Years
Diana Lower Key Stage | History 16 11
Danielle Upper Key Stage | Modern Foreign | 2 2
2 Languages
Daisy Key Stage 1 Geography 3 2
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SchoolE: Emmanuel Church of England Primary School

Emmanuel € school is a onfrm entry religious institution with a long history of success.

It is situated in a reasonably affluent area, with just 11% of pupils being eligible for free

school meals. Emmanuel was considered a beacon school in the mid 2000swhitHevas
2yte 3AAGSYy G2 (GKS (2L mImpn aoOKz22fa Ay (KS

most recent Ofsted, as well as both the Silver Arts Mark award and the Platinum Sing Up

award.
Teacher Key Stage taught| Subject ¢20GF t @& S| Yearsincurrent
coordinator experience school
Ethan Upper Key Stage | ICT 4 4
2
Ellen Lower Key Stage | Maths and Music | 23 17
Eddy Key Stage 1 English 22 22
Elizabeth Upper Key Stage | RE 8 6
2
Ellie Lower Key Stage | Art 12 6

SchoolF: Fairfield Primangchool

Fairfield Primary School is a tvfmrm entry school situated in a socially deprived area, in
which unemployment and poverty are rife. Over 60% of pupils are eligible for free school
meals and there is a high turnover of staff, many of whom are yamgrecently qualified.
Music has not been a particular priority in the school, as the practitioners are much more
concerned with behaviour and improving literacy levels, both of which were criticised in
their most recent Ofsted report, leading to a dritceraise standards in this area. Indeed,

music was considered such a peripheral subject that some of the teachers were unaware of

who the music coordinator was.
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Teacher Key Stage taught | Subject ¢20GF t @S| Yearsincurrent
coordinator experience school
Faye Key Stage 1 ICT 4 4
Fiona Lower Key Stage 2 N/A 1 1
Frederick Key Stage 1 Advanced Skills | 5 5
Teacher for
English and
drama
Fleur Upper Key Stage 2 Music 2 2

SchoolG: Greengate Primary School

Greengatds a oneform entry school located in an innerty area. The percentage of pupils
eligible for free school meals is 45%, which is over twice the national average. Music has
not traditionally been considered a priority in the school, but there has begmfant
investment in ICT in the past few years, which has included the subscription to a number of
music technology resources. Although some teachers have embraced this, it has not yet
been universally adopted, with a number of practitioners expresshgtance at the

amount of time it was taking to become familiar with the programs.

Teacher Key Stage taught| Subject ¢2aGF t &S| Yearsincurrent
coordinator experience school
Gabrielle Lower Key Stage | Literacy 15 15
Gemma Key Stage 1 History 3 3
Gareth Upper Key Stage | Science 9 6
2
Geoff Upper Key Stage | Deputy Head 22 7
2
Georgia Lower Key Stage | Modern foreign | 5 3
languages

5.3 From data to theory: The development of 8 contributory factors
The third section of this chapter describes the ways in which the data was analysed and how

this led me to conceptualise the two main areas of investigation. It is important to recognise

how these are rooted in the data itself, and | will demonstridte complexities of some of
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these factorsAlthough an ostensible divide emerged between those factors which were
primarily individual (i.e. personal/cognitive) and those which were primarily social (i.e.
institutional/socially situated), each of the eight aseeomprised elements of both. In order

to fully explore the twadimensions, it washerefore necessary to split the data apart during
the analysis phase and examine how each was constructed, with the eventual aim being to
explore how they fit together inta dynamic and interactive proce@see Figure 6.2)n this

way, the categories that emerge throughout this section comprise the initial findings, which
will eventually form the basis of the more complex and holistic model, presented in the

opening of Chater 6.

5.3.1 Open Coding

The first stage of coding was largely unrestricted open coding, where each section was
assigned labels based on my initial thoughts and assumptions. The aim was to be receptive
to any ideas which were triggered by the transcriptian this initial stage, to include all
O2RSa&a oAlK2dzi SRAGAY3I 2NI NBFAYAYyIDd | 25SISNE
with certain provisos and does not refer to a fully grounded approach. As the previous
chapters of this thesis have showmy own understanding had already been increased
through both the literature review and the quantitative phase, and to ignore the insights
gained from these in an attempt to assume a completely neutral position would undermine
the methodology of the projectThe aim was thus to remain faithful to tkentent of the

data, whilst being guided Hyoth the research questions and the preliminary findings. The
guantitative phase had already suggested potential avenues of enquiry and from the start

the coding was ecessarily informed by these.
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During this first phase of analysis, 107 codes were generated from my own engagement

with the data. At this early stage, these could broadly be split into four sections: memaories

of past experiences with music; judgements aodnments regarding the current school,

GKS GSIFOKSNARQ 2dzRISYSyida | o62dzi GKSYaStgSa |y
understandings about music and music teaching. There was also a distinction between

O2RS&a ¢gKAOK gSNB Y2NB aa&ioghds ekkingplR thesactiak WT I O dzl
SELISNASYOS&as yR GKS Y2NB WAYGISNLINBGAGBSQ LISN
distinguish between perceptions, beliefs and judgements, in contrast with accounts of

actual events and opportunities.

5.3.2 Development of the codes

The 107 initial codes proved extremely helpful in improving my own understanding of the
content of the transcripts, and in interrogating some of the themes of the narratives.
However, the open nature of the process meant that tieeles required further revisions in
order to move towards more developed categories. By working closely with the data and
examining both the code frequencies and my own notes and memos, it was possible to
assess each code and decide if further action waessary, for example, some needed
breaking down into more specific strands whilst others required revising and rewording. A
full list of the codes and their resibns can be found in AppendibbBt an example will now

be presented in order to demonstrat@é processes that were involved in developing a new

coding framework.

One of the main purposes of revising the first set of codes was for clarification of specific
O2yOSLJiad LG Aa LlRaaraofsS G2 RSY2yAGN)I OGS GKAaA

occurred in 23 of the interviews. Anxiety can certainly be an important factor when
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However, to simply make the claim that the respondents felt anxiety towards music was

insufficient in itself and this code needed to be developed into more specificeudbs.

In order to decide how the code could be divided, | examinedythg ii  y 0Sa 2 F W! yEA
that had been highlighted through the initial open coding. From this it was possible to
identify several ways in which teachers discussed anxieties; the code was therefore split into

several suldivisions, along with some exampleajations to illustate are given below:

Code Name lllustrative example

Anxieties withmusicin a2 KSy L (KA ¢l] @& de2?izi3 Yidzad DNNA SR

general 0Se@2yR YSo¢

Anxietieswithlesson [a LG OFy 065 KINER LT 2YNS I iyK S\ Fii SIFKGBK O K

knowledge acSNY 6KIGQa | aASYAldzr GSNI 2N &2
I Oldz- £t t& (1y26z KFry3a 2y | YAydzi$S
Ol yQi R2 GKFiGZ &2dz 2dzad Sodad 10 2
GKAY]l &42YSGAYSa AGQa GKIFG FSINI

Anxieties with L R2 adAtf 3ISG ySNW2dza 6KSy L

performing AT L KFE@S G2 LXre Ay FTNRYyG 2F S
occasion or somthing, then | still get very, very nervous and | have to
ALISYR &2 YdzOK GAYS LINI OlAaAy3Iode

Anxieties with teachind 6 2 SQNB KIF gAYy 3 (KA& 0A3F LlzaK 2y
skills GNBE YR R2 AlG 6AGK YdzaA Qllydvoazied re,
and | did find that very difficult... how do you judge things like pitch ang
NKeUOKY gKSYy 6SQNB YlIAyfe 2dzad a
R2Yy Qi (y26dé

Early anxieties L NBYSYOSNE 6S KIR (2 R2 alChrigihes
concert and she chose me to play the lead part and | literally was

LIKeaAOlftfte aArAo0]l FyR L O2d#Z RyQi
0S0FdzaS L ¢l a a2 aoOlNBR 2F 3AShd

Teacher training LG 61 a Yeé aSlikadtgeachdbukicos viySoyimi[Z] ahd th

anxieties lunchtime before | had to teach music | was in absolute tears, no othel
lesson made me cry before | had to teach it but the music lesson mad
ONE ¢

Anxieties aboutsocial |[d L R2 RA a { A ja0 ivas&uppaEed ts bededdiihgimusic on (

judgements of the days when my tutor was coming in, and | reaipllyR A Ry Q (i

him to watch me teach music... eramd | got really worried and | thirgk
Ay GKS SYyR 6S Y2@SR YdzaAO (42 vy
Iy 20aSNDIGA2Y D¢

Table 5.1 Splitting codes
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Clearly the teachers in the above examples all experienced anxiety, some of which actually
manifesed itself in physical elements. However, by distinguishing between the causes, the
revised codes could show the specific elements of nthsicwere causing these teachers
anxiety. This is helpful for exploring the potential ways in which music might paolkkems

for primary school teachers antlus allow speculation as to hawese problems might be
subverted. Additionally, by interrogating the data further it became possible to identify
some broader themes, for instaaca perceived lack gersonal knaledge, performance
anxiety and a fear of negative judgement from others. This leads into the following section

about considering which codes could then be connected to each other.

5.3.3 Linking codes and building families

After reworking the codes, the méstep was to start to connect these together into
families, considering some of the broader themes which would incorporate several codes
under one ovetarching umbrella term. Due to the extremely high number of codes at this
stageg 230 following the reisionsg there would still be a wide range of families produced.
However, grouping codes together was a necessary step in order to start to develop the

most significant themes.

Ly G20lFt2X oy O2RS WTIYATfASAQ ¢ SNBeelaMBIRdAzZOSR I
13 different codes into a slightly broader theme €8k can be found iAppendix Bwhere

thereis a detailed list of the codamilies, and the codes which comprise them. Reducing

the high number of codes from 230 into the $38milievas animportant step, as it proved

difficult to work with so many different codes. The reduction of categories therefore meant

it was now possible to investigate some of the higher level links between the families, which

would eventually contribute to the devegbment of the thematic models.
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Figure 5.1: Coding families: names, numbers of codes and their possible links
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Figure 5.1 below shows the early stages of my thinking with regards to these connections.

Although the groups themselves would need further consideration and modification, some
clear categories were starting to form within the different families of codes and this would

provide the basis for the forthcoming development of the analytical models.

5.3.4 Higher Level Codes
Moving faward from the model in Figure. b, the development of an idepth

dzy RESNBEGFYRAY3I 2F (S OKSNBEQ Y2dAQLGAz2y o683y

orcategorie3 (G KSaS FT2N¥Y GKS 1 Shotvadryanidwillprdvea 2 F
essential to display before engaging within any kind afepth discussionln order to fit

the data accurately, theseight factorsneeded to account for the majority of the content of
the interview transcripts, and were thusgied repeatedly on a series of sample transcripts.
This allowed them to be revised, modified and retested where appropriate. The eight
categories are presented below, together with a brief explanation and a diagram to
demonstrate each construct. As wikktome clear, these different factors could also be split
into two groups of four, one set which related to personal aspects and the other which
focused more on socioontextual isges. Recognition of this was important &xploring

the divide and interagbns between théwo dimensions, although as noted above, such
divisionswere not as simple as first appearadd each factor in itself contained elements

from both.
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1. Personally Heldheories

The first, and most prevalent, category refers to theward looking theories and beliefs

which teachers hold in relation to three important areas: music itself; teaching in general,

and, most importantly, the teaching of music in the paimy school. This was crucial to

consider because it provided an impant way in which the analysis could move beyond the

confines of the survey research, as it allowed exploration of the three core, contested

terms. In order to assess the ways in which teachers built up their motivation to engage

with music, it is clearlyetessary to know what they understand by the term, and the

interviews allowed access to this.

Musical vs unmusica

Music as specialist

A

A

teaching

philosophy of

\

/

Theories related

1.Personally held

: Concept of
Benefits of | Theories related | musical
music 1" to music g ability
Overall Role of music in

theories

the school and
classroom

. /

A 4

Theories related

A

Theories related
to the teaching

to teaching to the curriculum .
of music
[\ ,,
Individual Theories about Purposes Value of Who
priorities for policy and of music music music is
teaching leadership education education for?
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2. Self Theories

The second category, which was perhaps the most prominent within the literature review,

focuses on the theoriewhich individuals hold in relation to themselves. These are inward

looking theories, and refer to the judgements, perceptions and beliefs which teachers hold
concerning themselves, their abilities and their limitations. In the literature, this cleakly lin

to the selfefficacy judgements which people make in relation to themselves and particular

tasks, as well as the more general salficept beliefs which people hold. Parallel to the

previous category, self theories could be seen as relating to threadmscts: the self in

relation to music generally, the self in relation to teaching generally and the self in relation

to the teaching of music.

Judgements of own
musical ability

Selfperceptions

A

A

of singing

Seltperceptions
of teaching
specific subjects

.

Selfperceptions of
music

|

2. Self Theories

A 4
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\ 4
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3. Dispositional factors

¢KS GKANR I NBI F20dzaSa dzZlrYy dRAaALRaAAGAZ2YIT T
WFAESRQ | a3 @Na LBNARWR X @A R 200 )distussadidpoditibrNI | y R
as being separate fromse#fdzZR3ISYSy G4 NBIFNRAYy3I 2ySQa 24y Ol
the habitual ways in which individuals tend to act and respond to particular situations. The

various dimensions shown in the diagram below all emerged through the coding process,

although it should be noted they were not as prolifically evident as the self theories or

personally held theories. Indeed, there were some accounts where dispositionatdact

proved difficult to identify, a fact which can perhaps be attributed to the methodology.

When teachers were asked to explain their views and understandings of music education,

they were more likely to draw on their own understandings and theories erathan

describe their own personality in finite terms. Not only does this fit with the questions

asked, but it also provides a much safer and more comfortable ground for the discussion. It

was therefore no surprise that this category proved less prevdlart the previous two,

although it is still important to acknowledge within the current understandings related to
G§SIFOKSNBRQ Y2UAQlIGA2YyT GKS gl &a Ay 6KAOK AYRA
inevitably interlinked with their previous experiees, thus this factor can bring together

both the actions taken and the underlying reasons for these.
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Effort Organisation

N\ /

Commitment

Being open to _ N Anxiety and
change <+« 3. Dispositional factors — > nervousness

Sense of duty Beingproactive

4. Actual opportunities and involvement (past)

The fourth category here involves a more factual element of the actual opportunities which

the teachers had experienced. The interview transcripts are permeated with informatio

about how much the teachers have been involved with music, right from primary school to

the present day. This is an important factor to consider, particularly when comparing with

GKS GSFOKSNEQ LISNRALSOIAGSAE | yRiIKyRSNESO & RGN
views and selperceptions will have been influenced by the actual opportunities which the
individuals have been afforded. Indeed, this led to one of the key themes for discussion, as

to whether individuals attributed their own level afusical skills as dependent on

opportunity or innate ability (see discussion in Chapter 6).
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|

Past CPD and
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The ontextual elements would inevitably prove vital develop and included a wide range

of aspectgelated to the current school. These generally referred to the ways in which the

school structures operated, as well as the character, ethos and culture of the institution. In

terms of their frequency, the contextual factors proved second only to thedategory of

personally heldk S 2 NA Sa =

thinking.

i K dza

RSY2YaiGNF GAyYy3

G4KSANJ LINR
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ethosofthe 1 5 Contextual Factors—»|  planning/
school assessment
Specialists in the Resources and SATS and Ofsted
school space pressures

6. Social Factors

Following on from the previous theme, this category refers to the ipnsonalaspects

that are present between the teachers and other individuals within their social sphere. The
factors here are situated more on an interactional level, where social relationships and the
perceived judgements of others are both crucial factors. Initamig there are the

traditional sociepsychological concepts such as desire to fit in with specific groups and

conform to social norms.
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between self and influential others
others
Socially shared Perceived social

understandings  |e—— 6. Social Factors —3| judgements from

others

Perceptions and Desire to conform to
understandings of group norms
others

7. Sociecontextual factors

After finding it difficult to place certain aspects into eithmirely contextual or social
categoriesit was decided that a ftier category should be created. Thisuld include
aspects situated in the school context, wiich werethemselvesnherently social,
labelling this as SociBontextual factors. Although the boundaries between these three
categories were inevitably blurred, this joint theme proved usefutiitegorisinghose

codeswhich could neither be designated wholly social nor wholly contextual.
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8. Actual opportunities and involvement (present)

The final category here mirrors Factgrin that it refers to the actual opportunities which
are afforded to teachers, but thitime those which are situated in their current school.

'3 AY (GKAA GKSNBEF2NBE NBFSNER (2 Y2NB WTl Ol dz ¢

which is provided by the school. The distinction between the two, although it might appear
minor, is impetant for the analysis. As | want to explore the impact of the current school
context, it is important that the opportunities which this affords can be separated from

2y SQa LINBGA 2 dza

SELISNASYyOSas 6KAOK KIF@S 06SSy
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The eightfactors identified above, and their component elements, provide the key findings
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emerged directly from the data and the ways in which they interact with each otHebevi

discussed in the forthcoming chaptefiheseeight factors will thus be referred to

throughout the following chapters, with their numbers providing a link back to this

presentation of themes.
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Overview of Findings and Discussion

The four chapters Wwich follow comprise the findings and discussion drawn from the
gualitative analysighis short, bridgingsection provides an overview of thes&he decision

to integrate the findings and discussion together was taken largely because of the nature of
the research and the complexity of motivation as a construct. The proja@sthusinvolved

the investigation of an interwoven system full oferacting and competing factors.ufing
analysis, it quickly became apparent that attempting to separate out thglesispecific

elements would itsk prove difficult as each one comprised part of an interactive and inter
dependent systemindeed although eight key areas were identified through the analysis,
even the seemingly cleaivides between personal and solciactors needed to be

guestioned.

With such an extensive amount of data and reasonably open research questions, many
difficult decisions needed to be taken over what to includ¢he discussionit has therefore
been imposible to focus orevery theme vinich emerged and certain elemenhave been
allocated more attentiorthan others.Through extensivdterative engagement with the
data, | developel a structure for the following chapterstarting with the theories which
individuals hold about themselvesxd music, moving through their undgandings of music
teaching,the value judgements related to this, and finally concluding with a discussion of
the potential impact of schoolgpon teacher engagementhis is based partially upon the
layered approacho social research which was put forward in the literature revawl is

summarised in Figure 6.1 below.

The structure of the distssion can be desced as moving from the internally focused

judgements which individuals construct about themselves, thraighoutwardlooking

theories related to music and concluding with an exploration of the scardaextual impact.
5S5aLIAGS GKS RAAGAYOGA2YAa YIRS 0SGo6SSy GKSAS
part of a full, complex motivational system and intabiy there will be links and interactions

between them.

162



TS OK Seurkg)/

of self and music
generally

¢ $1 O Krideidiaaringz of‘\

primary music teaching

Individual and
institutional values

Impact of schools to
enhance motivation

Chapter 6:.Looking at the self
theories people hold in relation to
music generally and their
relationship to entity beliefs about
the nature of musical ability

Chapter 7:Exploring the different

conceptions of music teaching in

the primary school which were hel

by teachers and relating these to
self theories

\

Chapter 8Taking a broader view o0
Ydza A 0Qa LI I OS
examining the interactions

between individual and
institutional values

Chapter 9:Exploring potential ways
to enhance motivation by looking
at the potential impact of school
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Figure 6.1: A muitlayered approach to the discussiarhapters

Althoughthis layeredstructure continues to suggeatsplit betwea persmal and social
factors, e&h of the areaso be discussed in fact constructed through elements of both.
Ths is important to noteas through the process of writing, | soon came to realise that it
was almosimpossible to discuss one angighout at least some reference tde others;it

was impossiblefor instancefo fully extract the themes relating to how teachers
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understood music educatiofl) without acknowledging the impact of self theorigd> 2 y SQa
previous experience®) and the som-contextual factors present in the schd@l 6, 7) in

the construction of theselt is therefore important to note that the divides between the

chapters do not designate discrete, segia areas of discussion atigere isa degree of

overlap between them. Inekd, this bluring of individual and socialas evidat throughout

all factors, meaninghat adivide between factord-4 (largely personaland5-8 (largely

reliant on context) therefore was najuite so straightfoward as might potentialljhave

been conceived.

Interactions betweerpersonaihistorical and socieontextual processesere thusactually
occurringwithin all the 8 different factors, rather thabetweentwo discrete setsalthough

the locus of control dighift depending on how these aspects were construct®dhen

looking at the impact of contextual structuresthre school, for example, it would be

impossible to negate the ways in which these would be interpreted by individdespite

them originating \vithin the setting Equaly, theostensibly® LJS NB 2 y | Wefe atliefds$ 2 NRA S &

partially constructed through social processes and influenced bycthtiral context

It is thus helpful to combine theight different factors identified in the previs chapte

intoone,alSy O2 YLJI aaAy3 Y2RSt GKIFIG O2dd R GKSY 06S F

motivation for music in the primary schodihis is presented below in Figure 6.2.

164



Sociecontextual factors (7)
Support and leadership
Fear of judgement
Isolation/collaboration
Role of music coordinator

Contextual , S Social factors
Relationships with
factors (5) colleagues/pupils (6) _
School culture, Obligations/pressures Understandings
character and and perceptions
ethos of others
School structures Internalisation of
a dza A o I judgements from
the school others
Resources and Dispositional Comparison of
self and other
SEIEIERE factors (3)
work
Curriculum X
Personally held Selttheories andself
theories (1) related to: perceptions (2):
; ; Music teaching <«
, Music teaching < o

Music in | » Teaching

Musicin o, Teachin
general in genere?l general in general

-Interpretations of past experiences
and opportunities (4)
-Current opportunities and
experienceq8)

Figure6.%¥ !y AYyUGS3aINIXrGSR Y2RSt 2F (GSIOKSNEQ Y20GAC[(
This conceptual framework, which was clearly derived from the thematic coding and data
analysis processes, will now be explored and tested in the four chapters which follow, in

order to demonstrate more fully how individual teachers base their judgememis a
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assertions on a combination of personal and social elements, and how these judgements

can impact upon practice. Chapters6@vill deal with the central sections of this model,
O2YaARSNAY 3 ipdcBpticnSandjkdGeMBne in defitioFto: nui general

(Chapter 6), music teaching in the primary school (Chapter 7) and the value of music

education (Chapter 8). Chapter 9 will consider a more practical angle and unpick what has
200dzNNBR gAGKAY 2y S aLISOA T A Qatian@oKraugi€. THey NBf I
final chapter of the thesis will consider further applications of this theoretical framework,

noting its potential worth beyond the current remit of music education.
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6. Self theories In relation to music:
Laying the foundationsfor motivation
and involvement

The first of the four discussion chapters focuses on the fundamental beliefs which teachers
hold in relation to both music and themselves. With reference to the ehodl motivation
presented in Figure 6.2nd the developmenof contributory factors in Chapter, % have
extractedelements ofl and2 to explore, namely the individudsersonallyheld theories
related to musigenerally(1) and the selheories and selperceptions that that are heldh
relation to this(2). | will alsadraw upon the ways in whicthese are constructed through

reference to past experiencdd), from the base of the diagram.

Fromthe interviews, it appeardiat almost althe teachers madexplicitjudgements
concerning their own musical dity early on in their lives, many of which remained fixed
from thereon in. These early experiences and-skésifications have had the power to
affect their involvement and decisions to engage with music long before their teaching
careers had begun arate thus important to consider firsT.hese beliefand judgements

will thus underpin the future discussion in Chapter 7, which starts to focus more explicitly

upon the teaching of music in the primary school.

6.1 Musical vs Unmusical: The prevalence of entity beliefs related to

music
The musicalnmusical divide was highlighted in Chapter 2 and manifests itself as one of the
most prevalent themes within the data. Beliefs and understandings within this sphere, in

particular the conception afusical abity as a discreteither-or dichotomy, have long
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been criticised in music education literatug&ustinet al., 2006; Burnard, 2003elch and
McPherson(2012 p.1J) recently referred to this tendency to view people as musical or
dzy Ydza A O f | a0 AdLU2yt I S\NINPRiGSmREdkdiesidaily life; tbdgmented

the fact that desfie numerous attempts to countdhis view, itstill remains entrenched in

western society.

The data collected in the current research certainly confirrties| as abelief in the nature
of the divideunderpins manyf the accounts. Thisan be clearly linked to the ways in which
teachers choose whether or not tngage with music in schools ane teacher

commented:

/ A

CKIGQa GKS LINROGESY 6A0GK YazowtEcanyauddeydS2 LX S 2«

AAAAA

OFyQil 068 SEL®DGa EKSZ®MC)i S OK Al o
Thisdichotom§y 06S0i6SSy (K2&dS RSSYSR WYdzaAOlIf QX Ay (
majority,was eplicitly citedby many teacherasa way of explaining how thegonstructed
understandings of both themselves and othersetation to music. In the account quoted
above, AbigalDA 1Sa GKAA&A WTFOUQ G2 &adzLlli2tdlgncowr&ydld Of | A Y
other teachers to engage with musiiecause the majority & & A YLX & y 24 WYdza A O
However, it is important to understand the ways in which such terms themselves were
actually understood by the individual teachers ider to fully unpickheir beliefs about
musical ability; what does it mean to be considered roailsor unmusical and how might

this affect their motivation in relation to teaching?

In a finding whichieplicatesmuchprevious research, the teachersmy samplegenerally
F3a20AF0SR 0SAYy3a WYdzZAAOIt Q gAGK (h&rSis | 0AT Ale@

insufficient space to discuss this in great detail, particularly lasgelymirrors previous
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findings, there was a clear belief that in order to be musical, it was necessary to play an
instrument or sing, both of which were considered by mamp¢ finite skills about which

categorical judgements couldbe ma&tle A ®S® WL Ol y .aAy3aQ 2N WL OF

For those teachers who believed they wenmatirely unable to performeither

instrumentally or vocallythere was a tendency to automatically cldgsineself as

Wdzy YdzA A Ol £ Q gAGK | KA3IK RShe NdBvBlualdil exprasg | £ A (& >
interest in other areas of music. Catherine, for example, discusses how she frequently
attends concerts and writes a regular musétated blog, but dsmisses thesas irrelevanin
relation to teachingnusic Her perceived lack of performing skills mesire constructs
herself as unmusical and goes on to explain that this had leddomplete lack of
engagment with music in her teaching. Helea of beng musical thus hinges on what she
perceives as inaccessible performing skills, but, perhaps more importhatlggelfefficacy
judgements regarding the teaching miusic arealsodependent on this. Her understanding
of musicality and her sejidgementin relation to this are thus crucial factors in her

motivation.

lf 0K2dAK GKS y20A2y 2F LISNF2NXIYyOS gL Y2al
gla LlRraarotsS G2 ARSY(GATFe I aSO2yfRheRinYSyairzy
Thisrelatedto being in possession of a set pesialist skills, includinglements such as:

Aural skills

Notation

Knowledge of concepts such as pitch or rhythm

= =/ =2 =

An ability to listen to music and understand it more fully
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As with performance, these skills were oftemstructed as excessively difficult and only

accessible to a select feagainleading many teachers to develop a clear judgement of
GKSYaStgSa a o0SAy3 WdzyYdzaAlOlt Qo . 20K-GKS |06
set were positioned as ram@nd unusual, which would be situated beyond the norm of the

dzy Ydza A Ol f YIFI 22NRG&d . SAy3 WYdzaAOlIf{Q ¢l & (Kdza

A % 4 oA 7

SELISOGSR 2F WHaLAOFfQ LINAYIFINER a0K22f GSIF OKSN

In terms of moving forward and enhancing motivation, iniportant to encourage
individuals to expand these definitions. When music is reduced to either performance, or
specialist skills, it can be very difficult for generalist teachers to appreciate other abilities

that they may have to offer.

Catherine is &ase in point, where her enthusiasm for music outside of school contrasted
with her reluctance to engage with the subject in schalois mirrors previousindings

regarding the divide between engagement with music in and out of sqhaohont,
HargreavesMarshall & Tarrant, 2003). In the current case, the skills she beliseesl

needed to teach musidid not fit with what she felt she could offer in the subject, thus a
categorical judgement was made that excluded her from participation almost entitaly. T
connects to current concerns over the new National Curriculum, whereby its somewhat
traditional conception of music education has led to questions over whether it automatically
excludesndividual teachers and pupi¥gho may have interest and expertisemusic but

which does not necessariyS ¥t SOG (G KS GeLIAOFf AYIF3AS 2F Wi OK
/G KSNR Yy S@tainlylsee@Ltangriirm this as a potential barriggain suggesting

that maintaining such a narrow vision of musicality could beeptially damaging to

GSFOKSNRQ Y2UA@l GAzy
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6.1.1 Entity views of music

When exploring the ways in which teachers judged themselves in relation to music, there

was a great deal of evidence of entity beliefs in relation to musical ability. This concept
manifested itself in a number of ways, the most basic of which was as a simple categorical
judgement, which classified individuals as either musical or unmusical. Crucially the nature

of these judgements was often assumed to be fixed, with many particspgaglieving there

was little possibility of moving between either category once this judgement had been
SaliGlrotAaKSR® !'a gta FTNBldSSyidte O02YYSYyGaSR:I a,

UKS2).

Across the interviews there were numerous references $adNB I NRAY 3 (G KS G ST
levels of musical ability, with many quite happy to openly discuss how they did not consider
themselves musical. The following brief extracts were typical of this, and demonstrate how

there was a fundamental assumption thate@would be either musical or unmusical, with

little room for more sophisticated judgments; the simplistic nature of this divide was

important to note.

GQa 2yS 2F (K2akKAKRR yRaddisdsdcs Boal(Alison, K81y Q i
LOWSOSNI NBFfte 06SSy Ayo2f 0SR AnfusivageishrO G KI G Yd
unfortunately. (Beverley, UKS2)
L 1y2¢ a2YS LIS2LX S I NB NBIYIR & (Yera & di {1 AiyEK S e Qf
a2YSOGKAY 3 L@Qars, LKSRISNI Kl Ro
These etracts demonstrate the ways in which these teachers classified themselves as not
musical, and were replicated in many of the other accounts. Such judgements often
NBLINSASYlG o0StASTa 6KAOK KI @S I HESRI@Aysa é&S§6

S
musical) and whictD2 YLINR &S | FdzZ € |y R O2 vatdl DS ¢KBR AIKWNS
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extract from Claire is explicit in its comparison between musical and unmusical, expressing
the view that having musical 5k f & A & &2 Y S i K gsHonidglhefdelf filimyy3 ¢ = 6 S

on the opposite side of the divide.

CKS gl é&a Ay BKAOK (0KSaS (SIFIOKSNE NBFSNNBR (2
therefore reflected a judgement which was both engrained and automatic. Interestingly, a

similar entity belief was ab expressed by those on the positive side of the divide, awtio

consider themselves musical. Fiona, for example, makes similar assertions about herself as
musical, in comparison with most others, who she expects to be unmusical. She discusses

how sheconsidered the provision of trainingsufficient for the majority of people, who

(V)

G SNBY Qi YdzaAOFté FyR aGg2dzZ RyQd oS FofS G2

(@]
(p))
O

' dzZaST aLQY | (S OKS N2 o drk 28 vith C&ein@ x| || Y dza
above, the assumption is that if one is musieagording tahe performance definition,
then one can automatically teach music effectivehjis representa questionable belief to

which | will return later in this chapter.

Whilst Fiona has had many mecai experiences and considers herself a competent

performer, the assumption throughout her interview is that this is unusual for a teacher,

with, again, the vast majority assumed to be unmusiCategoricajudgements werghus

made by those from both seb of the divide, meaning that having a teacher who considered
themselves musicalid not meanthat the dichotomy could be broken down. The definition
ofbeingmusical & | NI NAGE& (GKSNBTFT2NB LISNE-dokicepbR>E NB3II

beliefs

A futher understanding which the teachers expressed was the idea that musical ability was
fixe YSIFIyAy3a 2y0S 2ySQa OFGS3I2NEB KIFIR 06SSy Sai
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G2 OKFy3aS (GKA&A® LY | &AYAfLFN dledce(s@® 56S0O] Qa
/| KFLJGSNI Ho:X GKS 060StAST GKFG 2ySQa oAt AGe Aa
themd St @S a | & & dzy Y dmit ancCettieié categyriRatidn avas @stablished, this

would remain the same henceforth.

Bella provides an intessting account of how musical ability was considered fixed when she
discusses her early attempts to learn an instrument. This proved challenging and through
comparisons with others, whom she perceived as progressing more quickly, she came to the
conclusiorthat she was unable to go any further.
I think the problem was, | started going to a music group on a Saturday morning and
everyone else seemed to be getting better and better but | was still gfne&st of the time

L 6FayQi SOSy Lihgaddh yisHthought 8@lda 13/@%i oA YA L OF y
LQY y2i 32Ay3 G2 380G FyesKSNB sAGK AdG a2 oKI

Bella demonstrates how her own perceived lack of progress could be contrasted with her

peers, leadingherta KS O2y Of dzaAz2zy UGKI 0 aKS g2dzZ R ySOSN
comments represent finite judgements thptohibit the chance of improvement, a

realisationwhichled her to cease all involvement with mast that point. Tie way she has
interpretedthis previous experience with music hihsisfed into her own selperception

and been the evidence to draw upon to support her assertions that she is not maisctal

should not engage with the subject

Suchstrong reactiols tonegative experiencgwerecommon across accounts, where a

perceived failue could lead to complete avoidanca belief in this fixed view of musical

ability therefore, led many people to cease their imnahent with musiat an early stage

due to a belief that if they did not instantly succeed there was no point in continuing. By
L2aAGA2yAy3d GKSYaSt @gSa dividualkthelchinfce & dlBcy¥sgmg (1 K SNJ Y
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consideredcompletely unattainable. Rather than believing that théilidy could be

changed and improved with practice, teachers such as Bella clearly located it as an internally
fixed characteristic, which would remain stable through their lives. This is important, as it
meant that for those who categorised themselvesuasnusical at an early age, and also
believed this to be a fixed state, they would have little motivation to engage with the

subjectfrom then onbecause there was no expectancy of success.

Throughout the analysis, | was struck by th& I O sv8rieBafe on these two categories
to describe themselves and others. This simplifies music to an either/or dichotomy, which
can clearly prove problematic if the majority classify themselves as unmusical. By using such

SR (2 068

&\

labels therefore, the implication is thatanycsS ¢ K2 Aa 06Sft AS
AYYSRAIFGSt @ 3A2Ay3 G2 KF@S | LINRo6ofSY LI NIAOAL

such as the teaching of music.

Taking this idea further, such categorical judgements could also be unhelpful if extended to

the classroom, for examp|d the teacher assumes the existence of a similar divide between

the pupils. This could lead to questions over the value of delivering music lessons to a group

of pupils, the majority of whom would be expected to be unmusicalanuld thus be

assessed as having little chance of success in the stfbjalthough less common than the

prevalent belief in the dichotomyhis translation to pupils was explicitly evident in six

I 002dzytasz Ay Of dzZRAY I ! Yeé @adimifishd& vahe ShpNI 8¢ 4SS A
because the majority of individuals will not be musical.

L OlyQid are GKIG &oYdairodse Aa 2yS 2F Y& YEAy LI
Oy R20dd 22dz 221 G @2dzNJ Of I gallymusie® and K SNB Q&

2 This issue of music only being valuable for the selected view is discussed in further detail in Chapter 8.
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gK2 NBFfta t20S Al FyR GKS@QNB NBlIft& Ayod2f g
important for them. (Amy, UKS2)
lYédQa LRaAdGAzy Of SI NI &-unwmiisical dichototyand thedadtf A ST Ay
thatpeoplearecla 3 A FASR &4 2yS 2NJ GKS 20KSNXY» ¢KAA& I LI
teachers are going to be encouraged to engage further with music; if extended to pupils,
GKSNEF2NB> SydAde o0StASTA Fo2dzi YdzaAOFf | 6Af
engagenent as there will be little point in devoting time to a suljjgtwhich the vast
majority cannever progress. Importantly, if music is considered inaccessible for most, and is
therefore only delivered to a select few, then tbbviousthreat is that thecycle will
continue to be perpetuated and the next generation of teachers will continue to base their

understandings on these beliefs.

However, the situation was not quite so simple for all the teachers in my sample. Although

Amy clearly translated her kliefs about musical ability directly to her class, for some

practitioners there emerged a distinction between the ways in which teachers referred to

the potential of themselves and their pupils. Christopher, for example, consistently
RSAONAROSay Kk YliaSY®ar @l fa LISNER2Y |G Fffésx aleAay
subject or had any involvement with.ifThis dates back to his childhood and his comments
AYLit e (GKIGd KS aSSa o0SAy3a YdaAaAOLE a I KSNBRA
had the musical thing, even though my parents did... they do say it bypasses a generation

FYR A0 OSNIIAyfeée oLl aaSR YSéd IS NBYlFIAya Oz
throughout, repeating categorically that he is not musical and contrasting hinvgél those

pK2 KS R2Sa O2YyaARSNI G2 KIS GKAa GaLISOALT 3
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However, despite these simplistic categorical judgements in relation to himself,
/| KNAAG2LIKSNRA RAAOdzaaA2y 2F KAa Llzafa Aa Yd
conception of musical abilithat moves beyond a simple either/or dichotomy.
So | suppose, yes | do believe that talent is a big part of it because you can really see the
2ySa 6K2 KI @S (KIFGodd o6dzi AGQa yz2id G(KS 2yfeée
really importanttoo} YR AF @&2dz KI @S (G(K2aS G4KSy L R2 (KAY
0KSaS YdzaAirOlt alAftax S@Sy AF GKSe YAIKG yz2i

something inside you that makes yaant to learn a musical instrunmg. (Christopher,
UKS2)

Whilsthis reference to talent does indicate a belief in some kind of musical divide

Christopher points out how this is not the sole factor and that effort, hard work and internal
motivation are part of a more complex construction of musical potentiak ¢bntrast

between the ways in which individuals categorised themselves using a purely either/or

dichotomy, but displayed much more nuanced judgements when referring to their pupils

was repeated across several interviews, airiportant to highlight reeNRA Yy 3 G KS G S C
motivation to deliver music to their pupil¥he important messadeere is that whilst it may

0S RAFTFAOdzZ G G2 & dzo @Skdeliefs2egatdDdgtheRi& Sflfiled Sy (i NBy C
categories, it may be possible to encourage praatitis to think beyond these when

considering their pupils and how they might develop musically. This clearly reflects the
LINSOA2dza RAaOdzaaAiAzy Ay GKS ljdzZ yaAadalraaadsS OKI L
their own participation in music contrasted Wwithe more positive assertions in relation to

their pupilQ NB &.LI2y aSa

For some teachers, therefore, the categories were not consideoedpletelyfixed, with the
idea thatproviding increased opportunitiemight actually subvert the imbalance of musical

and unmusical individuas / | G NA Yyl = F2NJ SEIF YL S RSaONAROGSR
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YdzaA Ol f 2ySazeée G aOKz22ft3> o6dzi 32Sa 2y (2 RAA

NAOK GKIFIG aKS gl a ofS (2 YSilI LXONAOb2 NEROMP

Evidence of the duality is still clearly present within her account, but crucially she does not

w»

O2yaidNHzOUG GKS O0FNNASNI 6SisSSy (K Gg2 | a Aya
0KS YdzaAOFf @¢2NI Ré 0SOI dzRaherahlin paréeSingh& @l G A 2 v
of musical ability as being in some way predetermined, as Christopher assumes with his
O2YYSyil lo62dzi Al aoeéL) aairyadéd KAYXI aKS o0StASg
is not simply a case that everyone is barith a fixed level of skill that cannot be improved.

Regular music lessoeanhave the potential to break down the divide and by providing the

pupils with increased opportunitieshe claims they will all have the potential to develop

musically, just as shfelt she did.

Catrina can therefore be considered unusual in this dataset, in that she cited her own
experiences of improving her musical ability as justification for her belief in the importance
of opportunity. This contrasts with the prevalence of ignbeliefs relating to music, which

in most cases appeared engrain@gifomatic assertions. For many teachdtmse beliefs
regardingthemselvesre largely unsubstantiated, relying heavily on the binary distinction
between musical and unmusical, where everyone is necessarily one or the other. Often the
only justification for the judgements made was the use of the actual tenmgsical and
unmuscal¢ as away of categorising individuals. This resultegimplistic judgements being

made, but ones which could have the power to preclddeher involvement in the subject.

However, evidence of a more nuanced understanding of musical ability wWeteree to
their pupils could provide a way of encouraging teachers to both engage with the subject in

the classroom and to reconsider their own gelfigements. By creating situations whereby
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teachers could reflect on their own constructions of self, &ynibe possible to encourage
them to question the fixed, categorical judgements about their own ability. The next section
expands on this idea, looking labw these judgements are constructed and the ways in
which what appear to be natural and automatic egbrisations can actually be based on

potential misconceptions.

6.2 Childhood experiences and critical incidents

CKIFIGQa GKS LRoSNI GKFdG YdzaAO Oly KIFI@Sz AdQa il
and it just makes you want to do moce® 2 dz O teyfoQgh of#.$Barbara, FS, MC)

LT &2dzQ@dS SOSNI KIR | NBIFffte oFR SELSNASyOS S
R2Say Qi AlX @2dz 2dzald R2yQl ftA1S YdzaArld:z &2 dzQNJ
with it. (Bella, UKS2)

Some of the maspowerful recollections of musical experiences recounted by teachers
involvedchildhoodevents These were considered to be of such importance that the
memories and interpretations of the experiences continued to be referenced today. The
above quotationsummarise two of the common, but contrasting, positions which the
respondents took regarding the impact of their childhood experiences: on the one hand,
individuals such as Barbara discussed how captivating childhood experiences had led them
into a positiwe cycle of increasingvolvement with musicon the other hand, Bella points

out how early negative experiences in the subject can lead people to escheig mu

completely, clearly linked to the negative spifigements discussed in the previous section

Although considered largely a personal construct, the developméatmusical sel
concept was often linked tthe internalisation of perceived judgements from others. For

many teachers, these judgements continued to remain associated with music throughout
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their lives and, in some cases, laid the foundations for their involvement in, or avoidance, of
music. The following narrative provides one such example, where the comments from

20KSNBR 6SNB (1 1Sy Fa SOARSYOS T2N 2ySQa tS@S

adzZaAYRa2? (K2aS GKAYy3Ia (GKIG LQOS ySOSNI NBI &
guess [...] | remember | always enjoyed music at school but then we got tested, it was to see

if you could play an instrument and they did these tests where you hathtpback what

youheardcL ¢l & NBIFIffeé oFRX L 2dzAadG NBYSYOSNI GKS
KFE®3S  YdzaAOlf SIENEQ YR L 6 kBnevardid anghthg NB I £ £ &
after that because | always thoughs St f LOR2lY QYidzKA OF £ St NHH of | dz
remember that! (Ellie, LKS2)

This provides a very clear example of a specific judgement being internalised and cited to
justify her assertion that she is not musical. Ellie goes on to explain how the comment itself
has proved to be a barrier to becoming involved in music becauseated an expectation
2F FLAfdzZNE 6KSYS@OSNI aKS ¢4l a Ayg2ft @SR Ay Ydzaa
AYLI ASa GKS OF 0S32NA O AlthbugrdENi®S apehiE to take$his i S OK S
in good humour, other incidents were recounted in a more traumatic way. The following
narrative is somewhat lengthy but I include the majority of it because of the profound
impact it had clearly had upon the teacher in question.
The [ewent] that sticks in my mind the mosand Istill tell people to this dag wasour class
was chosen to do some singing #ospecial evenat the church it waslike a big deal, but it

wasunusualfforusNB I £ £t @ 0 SOl dza S  Idoind hny Gér tye GFSINGINNB.Y S Y 6 S NJ
32

w»

the head teacher, | think she must have beenworiied | &G 6S 62 dzf Ry &bl o6
she did this thig where we had to be testetd seeif we could sing, [..4ll the class lined up
and she made us all sing something on ounplike a solo, one by one [...] you have to
remember we never really did much singing at all and definitely not on our owrs@tids
was the most scary thing | had ever had to[d¢ Oh god it was terrible, | was waiting there
and it was spso scanpbecause you knew everyone could hdahink | was physically

shaking and felt sick and everything. Yy R L KSIF NR S@SNEB2yS St

Q)¢
w
ax
>
"
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they were actually good but to me, theyt aounded amazingand when | did mine it was,

well it was horribleg | jusi O 2 dzf Rtytdinié ouRe#l wrang and | had to go and stand

away from everyone elsdét was so awful, in the entthere was just me and this boy Michael,

S 6SNB G(KS 2yfeé 2ySa gifgidg bscius®dne dibave betr2 6 SR (1 2
soterrible atsingingL,. adAtt OFyQli 0StASOHS aKS RAR (KFGzZ
LQY | GSNNRARO6fS &AY3IASN)I odzii @82dz 62dzf Ry Qi &Ay3If !

experience of my time at school. (Adele, LKS2)
This was pehaps one of the most dramatic events recounted in the interviews and it is thus
unsurprising that Adele continues to be influenced by tR@. her, having to sing for the
test was perceived ascary and threatening, at least partialigcause she was woed
Fo2dzi LISNF2NXAY3I Ay FNRYy( 27F Zhe &nKidtkbuildsa @ 2dz Y
through her account because of the pressure to perform on a par with her peers, again
stressing the social elemenf musical performance as the crugprt of the development

2T 2y PdcEptienS { F

The key point highlighted by Adele was that she was singled out and consequently omitted

from an activity in which the rest of the class participgttds led her to believe that she

was incapable of any kind sficcess in musiéndeed, the experience of selective omission

from music was a theme which emerged from several interviews, and which led individuals

to assume that a lack of selection must be due to their lack of musical ability. Gemma, for
instance, reounts the way in which the music teacher in her primary school would pick

children to join the choir and to participate in instrumental lessons. On not being selected,

aKS Glrfl1a Ftoz2dzi K2¢ akKS (K2dAKGIIXZ awRBKIR2LQY

a2YSGKAYy3a St asSoé

A perceived judgement, therefore, even inferred by omission could have a negative impact

upon the wayin which the child perceivelerselfin relation to music. fle fact that music is
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often provided to just a select few can helprinforce the belief in a dichotomous

either/or notion of ability. Since Gemma was not selected for the musical activity, her
assumption was that she was not musical, even though this may not necessarily have been

the case. Having worked in schools, |faity aware thatchildren are selected for

instrumental lessons for a whole range of reasgnand their musical potential may not

even be considereddowever, the fact that Gemmiaterpretedit as a categorical

judgement of her ability is the crucial pdire. & KSNJ 0 St ASFT | o0o2dzi (KS

real implications for her future involvement with music.

The expelence of having been in some way musicadigregated as children, ostensibly on

the grounds of musical ability, was thus a commonway iRWhK G KS A Y RAQGARdz f &
perceptionsregarding music had developed. This is important, as the inferences drawn from

these experiences may actually be based upon misconceptions, demonstrating the fact that
0SAY 3 WwWYdzaAa Ol f Q A judgérieint agj ndanyteBcherstasstinuzd. Fakihgi A O |
this further, it was possible to identify other teachers whose judgements were based not

2yte 2y LROUSYGAlLIfT YAaO02yOSLIiA2ya odzi | Oldz f €
anxietyinducing experience2sYS 2 F GKS (Sl OKSNEQ | OO02dzyida A\
occurrences, yet these had still been retained and were drawn upon as evidence for their

ability.

Three teachers particularly stood out with regards this, all of whom cited what seemed like

innocuouscomments tha had been made regarding their musical skillee following

3| have observed children be selected on samionomic reasons, for example if they would be unable to
afford private lessons, or for behaviral reasons, for example to teach responsibility and-disi€ipline;
YSAGKSNI 2F GKS&S FINB NBtFGSR (2 dKS OKAftRQ& YdzaAOFf |
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her reluctance to sing in the classroom:
| often used to hanground the music room and Imember when we were at school we
got quite good friends with some of the sixth form&rko were alldoing A level music [...] |
gayQid R2AYy3I YdzaA O |G | fdayldadkingyighdiokelofteem| y R
aF ARX W{ Kdzii dzLJ ainlwais mariiedybétauseke obddusly krek What he

glra Grf1lAy3 o62dzix YR L (K2dAKGIZI WeKIGQ&
AAy3 y263 0SOl dza(BayelkS) y2g L OF yQid R2 AlG®

This is interestingpecause the implication is th&aye was happy enough to sing before this
judgement was made, but following the incident she wholly accepts that she cannot sing
and so completely avoids this henceforth. Although it might seem questionable to base
2ySQa 2dzRISYSyl & 2nd Cothividnif fréni eSdli@w stdént, ithy fack thaf K |
she rememberd and recounted this everdemonstrates that, for her, this was a critical

experience and one that has continued to be of significance to her. Indeed, there certainly

L

A

seems to be something highly)SNER 2 y I f | 62dzi O2YYSyda NBEII NRA)

other teachers describing similarly trivial incidentsich again resulted in a reluctance to

sing in front of others agairin each of the three cases, the comments related to extremely
minor everis that would not necessarily be expected to have sagnofound and lasting
impact, yet they were perceived by teachers as critical incidents in the development of their

musical selconcept.

The important consequence to note here is the resultant aanak of music, which

followed these social judgements. Although those scenarios described above were related
to singing, in some cases the subsequaviidance strategy actually extended to other

forms of musical dwvity. Adele, for instance, constantlgiterates that she has eschewed all

involvement in music, and her main justification for this is that she cannot sing. The negative
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judgements made about her singing therefore proved to be the core basis for her

categorical belief that she was not musical.

Careful reflection upon theseonstructionamay be required in order for practitioners
themselves to angke these early experiences. If it is possiblaripick some of the reasons
for their categorical judgements of musicality and their subseq@aoeidance behavioulit
may be possible to subvert thiBy demonstrating the fact that many seasessments may
be based on minimal evidence, indeedmisconceptions, it may be possible to subvert

some ofthe current negativity related to music.

Thedefinitions discussed in the previous chapter may also have an influence here. If one is
Slidzr GAYy3a YdzAAOFfAGE SAGK az2ftSte aiAyaay3a 2N A
automatically makes it a public event, whose outcome is observable to ofRegardless of

whether someone believes the perceived audience to be musical or not, it is usually quite

easy to tell if someone is singing or playing out of tune or time. In this way, a musical
performanceinvariablyresults in the threat of negative respses from others. Individuals

will be aware that an instardriticaljudgement can be made about their performance, and

so may wish to avoid this occurring; it appetirat for someit is better to reject the

performance opportunity than risk the negatiygdgement.

Whilst the examples presented thus far have focused upon negative experiences with music,
there were also instances wheredtopposite effect occurred angraise at an early age

could result in heightened involvement. Barbara, for instancs;udises how her

experiences with extrgurricular music led to her being perceived as having high levels of
ability in the subjectresulting infurther achievement and praise within the school setting.

This encouraged her to continue with music all theyw@adegree level, and she explains

183



how the boost she receiwkfrom her primary school experienges crucial in her
subsequent engagement.
I remember the first time | played the piano in front of my class in primary school and
everyone was just like realy impressed and they kept saying how good | was... that really
helped me, it made me feel like | could do something really special, that my playing was

special and that this was something | must be good at, and so it actually made me want to

practise moe and get better and better. (Barbara, FS, MC)
¢tKS STFSOGa 27F (K Shaie Srplioeids faEcRassiedreptaiged S & 0 K dza
CKAY1AY3 | 02dzi . Iy R daificaRy positiveduigements ik ®@shdialS & 2 T
sphere comprise one of the wayn which selefficacy beliefs can develop. If teachers
encourageand praisepupil participation in music, this may therefore prove an important
way in which tcachieve more positive responses across the clessBarbara, a positive
cycle was created ereby she became more motivated to practise because she was
receiving praise and performing successfully. Increased practice then led to increased
success and further reward, ensuring that she would consistently make the effort to engage
with music.If such positivity can be engendered within the classroom, this may be a further

way to help deconstruct the belief that musical ability is unattainable for most.

.8 SELX2NAYy3 2ySQa 246y SELISNASYyOSa FyR 22714
impacted uporthe construction otheir own seltheories, it may be possible to enhance
GSIFOKSNARQ Y2UA@l GA2y 6@ RSY2YyailiNIXGAy3a GKS ON
shapingd K S A Nlundédstaiidings @nd selfeliefs. As noted in the quantitative phe, it

O2dzft R 0S O0SYSTAOAIT (2 aKATO (GKS F20dza FTNRY

order to think about the impact upon pupils; this could encourage teacheastiaally
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engage with musimore regularlyin order to avoid replicating sitlar negative experiences

to those which they themselves had received.

Akey point here is that individuals largely constructed their-pelfceptions in music

through the internalisation of judgements from others, be these actual comments,
perceived judgments and omissions, or even simply the potential threat of negative
feedback. In this way, what appears to be a very pers@ubnomous judgement, has its
roots in social situations, reflecting the difficulty in fully separating personal and social
influences. The stories recounted, which in some cases proved to be critical incidents in
terms of the construction of their sefferceptions, all involved some kind of saa@lement,
rather thanindividuals making an innate personal judgement. Recognisidgeftecting

upon these past experiences and the ways in which understandings of self are constructed
may be one way in which to start this process, and it is possible that such strategies could

form an important part of future training programmes or whaehool programmes.

One potential benefit of such strategies could be that the processes of collaborative

reflection could expose the ways in which people automatically assume causal links

between their previous experiences and their current understandifigese assumptions

KStLI 4§42 ONBFIGS Iy AYLINBaarazy GKIO 2ySQa RSaid
FYR GKFG y20KAy3a OFy 6S R2yS (2 adzo@SNI (GKAA
gAftt 0S¢ o/t ANBI [ ¥Wwrang ® applg ah Srnbdakable taushl NB dzS (i K
NEtl GA2yaKALl 60SiG6SSy 2ySQa LI ad SELSNASyOSa
the teaching of music. Due to the fact that motivation is such a complex construct, built

from many interacting and competing fact) the ways in which one interprets past

SELISNASYOSa IINB y2i( ySOSaalNrate GKS &a2fS RS



constructed primarily through social interactions, it should equally be possible to work

collaboratively in order to qué®n, and perhaps challenge some of these deepted

y2iA2yas dzaAy3d az20AaAlf LINROSaasSa [3AFAy G2

RS

26y FTOAfAGASAD LG O2dz R Ifaz2z KSfLI G2 F20dza Y

FOGA2Yya 2 ydevélépBdntdathédthdh theiuBhelpful preoccupation with their
own seltperceptions and anxieties. If teachers can be encouraged to see how their own

I @2 ARl yOS Oy A-petdeptbis, tBis/mighidzciutage PartiiSafion.

6.3 The notion of talent

Althoughl have so far considered the ways in which teachers related their theories of
musical ability to themselves, it is also important to consider how they perceived the
abilities of othersOne of the most common, amaerhaps unhelpful attribubns, was the
notion of musical ability as being an innate natural talent, which sordiiduals possesa
abundance whilst others lack entirglfxustinet al., 2006) When combined with a belief in
the entity nature of musical development, the notionatisome individuals have an-iilt
YIEGdzNF £ GF €t Syd O2dzZ R LINRGS LJ NI AOdzf | NI &

their own involvement and the extent to which they promoted music to their pupils.

One significanassumption washat musica ability was locatedvithin the person as a

stable, internal characteristic. This waparticularly prevalentvay in which the teachers

RS { N

judged the musical ability of others, especiallgth S g K2Y (KSe& O2ffieéda A RSNBR

teachers of Christ the King School provided an intriguing example of how musical ability

could be perceived as an innate talent, even when the individual concerned did not consider

this to be the case. The following extracts contain the judgements fsther teachers in
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the school with regards the ability of the music coordinator and will provide a stark contrast

to her own narrative which follows.

hdzNJ YdaA O O22NRAYIF (2N Aa OSNBE 3I22RT aKSQa 2
piano. YoO I y Qi GSIFOK GKIFG® o0/ KNARAG2LIKSNE | Y{HD

(@]

2 SONB LINBidGe fdzOl1e ddKFdG ¢SQ@S 332G [/ SOAT AL
T2NJ 4Ay3IAy3I &8KS Oly KSENJ 6KFGQa NAIKG FyR K
havingsd S2 y S 4 K 2 Qskills 3t 2aln redllK®idg §hem on. (Catrina, UKS2)

(@]
N U

/| SOAt Al Qa 200A2dzate NBLFfte GFftSyGidSR 6KAOK Aa
LIN} OGAOS 6AlGK (GKS /5 odzi AdGQa y2d (GKS - YS I
lead itproperly[.]J¥ R aKSQ& FYIFITAy3 2y GKS LAlIYy2T L fA&
W2y GKFEGQE ONREfEAIYy(dS L gA&aK L O2dzZ R LX & |

ax

In contrast b the ways inwhicli KS 2 0 KSNJ S OKSNAE RS&aONAROGS [/ S

herself as lackig in confidence. Rather than citing natural talent, she emphasises the

importance of opportunity, describing how she was lucky becéesdamilyhad inherited a

piano which she had #hchance to learn whilgirowing up.She attributes her ability as

being primarily due to her hardvork and practice, stressing tlegfort which she has to

make in order to perform in front of others:
2 KSy L FTANRG adFNISR KSNBZ L GKAYy]l SOSNR2YS |
the piano, she can do everythingd®@ > FyR &2 L SYRSR dzLJ KI @Ay 3
3881 FyR 002YLIye [ttt GKS O2yOSNIaddd Ad 41 ;

my playing and so | had to practice for hours and hours just to be able to play anything.
(Cecilia, LKS2, NIC

In contrast to the perceptions of her colleagutdterefore, Cecilia repeatedly tries to

downplay her own abilities:

L NBFfte ¢g2dzZ RyQi RSAONAGS YeaStT a I aLISOAI

people who can just sit down at the piaaad just be able to play anything just like thdit
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AayQi tA1S GKFEG F2NJ YSs L &LISYR K2dzZNE 2SN A
musicians. (Cecilia, LKS2, MC)
The key point to take here is that Cecilia did not feel she could refeetself as a musical
ALISOAIfAAG 0SOlFdzaS aKS RAR y2i LISNOSAPS KSNA
baseshersel dzZRISYSyia 2y GKS FIF 00 GKIFG aKS KIFa |If
F2NJ) K2dzNER € Ay 2 NRSNJ ihthis wag, Nie atbGtesihgT peFfoiingli. 2 T 2
skills to her hours of repetitive pracAk OS X Ay O2y iN} ad G2 KSNJ O2f f !

GFYLFTAYy3E GFESyhao

The problem is that Cecilia completes hours of practice before playing the piano in order to

fulfil the expectation that she is a competent performer. She discusses her anxiety to avoid
YFTAY3 YAadlr15Sa GKIFIadG aSOSNR2yS g2dzxZ R KSIFNE |
ensuring her playing is accurate. However, this excessive practice actually serves to

perpetdzZl S KSNJ O2ft Sl 3dzSaQ 6StAST Ay KSNJI yI bdzNI
performance is of a high standard, but also serve to mask the hard work which has

contributed to this; to observers, it appears effortless. This results in the misattribution by

KSNJ O2f €t SI 3dzSa 2F / SOATtAlI Qa LISNF2NXIFyOS & o
Aa FtofS G2 aLXlreée FyedKAYy3 akKS glyidaé o6/t ANB
specifically cannot do this.

Ly GSN¥Y& 27F AYRA Orifét dalisic, this Satich &f 8atlEallalewt 2ah hadd
detrimental effects on motivation if one is preoccupied with making comparative
2dzRASYSy (G &a 6AGK WSELISNI&AQD 'y | 8820AFGA2Y 08
contribute to finite judgement®2 Y OSNY Ay 3 2y SQa 26y oAt AGASAd

easy to observe a performance and attribute its success to inherent natural ability, without
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consideration of the effort and practice which have contributed to this. This could then lead
individuals to construct musical ability as something which is effortless to the musical few

and inaccessible to the unmusical majority.

Actual failures themselves could also prove problematic when associated with the notion of
talent, for example when first attepting to engage with music. If one assumes that some
individuals are innately musical and that this ability is fixed, then failures can be perceived
as evidence of a complete lack of ability, rather than simply a typical, intermittent setback,
which wouldbe expected when learning new skilRogers, 2002)n this wayteacherssuch

as Belladiscussed how they had given up on playing an instrument in the belief that they
would never be able to make progress, precisely because of a perceived lack of talent.
Involvement with music thus ceased at an early age and theibsé#f of being unmusical

was either established or confirmed

The key point in terms of teaching is that many of the teachers equated their own lack of

talent with an inabilitytoteachm@aA O® ! & / KNRAG2LIKSNI LI2AYy (& 2 dz
formebecausd. QY y 20 YdzaAOlIf¢é¢>X GKS | aadzYLlianzy o0SAY.
people would have any chance of delivering the subject. He makes a causal link between

/| SOAT Al Qa & deediaddihSrRbiliyy todedzN Effective lessons, leading him to

draw the conclusion that he would never be able to teach music because hendbkave

this elusive ability. As noted in the introduction to this chapter was not the only one to

makethis causal link, and many of the teachers also negated anything they could offer on

the basis of a belief that natural talent woul@ la requirement. As Claire claishe would

0S GoNRfEtAlLYyldé G 06SAy3a Fof S thetaldntSHatdé Y dza A O
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music coordinator has; she thus demonstrates the assumption that one must possess

musical talent in order to teach the subject.

This idea of effective teaching beiaglelyequated with the idea of talent is one which must

be questionedh ¥ G SIF OKSNRQ Y2U0AQFGA2y Aa 3A2Ay3A (2 0S8
focus on practice, therefore, is actually important to highlight, in order to show that

improvement and development of musical skiipossible and being musical is not

necessan} a fixed entity. Whilst she received opportunity in music when she was younger,

Cedlia discusses how it is actually the curr@nactice and repeated engagemethtat has

enabled heto develop both confidence and skills in musithaugh she consistentl

downplays her own ability, she does recognise that she has impioeealuseof having to

do this regularly.

L &dzJ)2as L Oly 488 | RAFTFSENBYOS 0ooovs L KI R
really rusty-0 dziT 0 SOl dzaS LQOFROESOY KeWDFH AFIiR2A0AK
alFNIAYy3 G2 3SG F oAG 0Sh0SNtoksee thatnéresr@ G (2 G |

times when | play and | thinkwell that was okay. (Cecilia, LKS2, MC)
This recognition of her improvement is notked to the idea of talent, which she
categorically denies, but rather to her consistent involvement with music. Although this is
very much on the level of musical performance, which could be considered specialist, the
fact that repeated engagement leatisincreased confidence and improvement, could be
transferable to the teaching of music. Indeed, other practitioners in the sample recognised
that repeated engagement, rather than talent, could be the primary way in which to gain
confidence

WheniwaR2Ay3 Y& GNI}AYAYy3I L dzaSR (G2 NBFfte 62NN
OlyQil R2 (GKA&AQX 6dzil L GKAY]l 6KSy &2dz F Oldzt £ € ¢
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y2i NBFffe& Fa oFR a 6KI{G &2dz YAddHiok GaKA Y] dDd
R2 Al Y262 FYR G(KFHGQa R2¢y (G2 I O0Gdzdtte KIGAY:

In this way, therefore, it might be helpful to distance the teaching of music from the idea of

musical talent, connecting it instead with the nmtithat all teachers can be capable of

R2AYy3 GKAA AT (GKSe& aKI@S || 3F2¢éd [/ 2yFARSYOS A
NBLISIFGSR Sy3arasSySyid FyR R2Sa y2G az2tSte NBfe
a crucial theme to recognise ifdividuals are going to have any chance of prolonged

participation with music in their classrooms.

6.4 An iterative mapping of the thematic models

Whilst the above discussion has proved useful for making explicit the ways in which
teachers held specific gories regarding musical ability, it is now crucial to show how these
played out in relation to the eight key factors discussed in Chapt@ih& analysis has

always sought to be iterative, in which data and findings form an ongoing cycle of reflection;
it is thus important to continue this throughout the discussion chapters. In particular it is
necessary to consider how thesaderstandings of musia general fit with the models
previously presented and how they might connect to the key research areastofation

and the individuaktontextual divide.

Figure 6.3napsthe understandings onto the conceptual levels discussed in Chapter 2,

showing how the themes which emerged frohetinterviews fit with this.
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Figure 6.3Mapping the thematic models onto the contextual levels

The above figure shows how personally held beliefs about musical abjlaydg constructed
throughaO2 YOoOAY | GA2Yy 2F GKS Ay idSNLMBtejuigerBeyitda 2 F 2y
of others through social interaction§)(and, more broadly, the norms of society in which

they are frequently replicated (McPherson & Welch, 2012). These views were didusse

the interviews in ways which were deeply entrenched, both across and within the
AYRAQDGARdzZE £ aQ LISNA2YIFf | O02dzyiad LY GKS Yl 22N
the nature of musicl) had beerclearly related to the sefperceptions 2) in unambiguous

ways, through the categorical judgements discussed above; individuals tentbedi¢ge in

the existence of a musicahmusical divide and classified themselves as one or the other

with little room for manoeuvre.

Clearly these beliefs, idh may prove detrimental to motivation, may also prove resistant

to change, having lsn formed through thi€omplex interaction of factors. One way
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potentially subvert themmay be to encourage reflection on the part of the teachers,
enabling them to cosider how they themselves constructed their own gefceptions in
relation to music. This could have the benefit of allowing those teachers whose beliefs are
based on either misconceptions or minor incidents to illuminate the constructed nature of
theseunderstandings and tetart to question themHowever the fact that these views

about the categorical nature of musical ability appear to be so deeply entrenched in society
as a wholemeans that this task may well prove difficult to achiBve | & Ref/s§seds 0 S

are necessarily constrained by the society in which they are situated.

There remain, howeventher avenues whichmay prove valuable in terms of enhancing
motivation, in addition to personal reflectiorOne example is encouraging teachersaous

on the musical potential of their pupils. When thinking about the ability of the children they
taught, there was evidence of more nuanced and, potentially incremental, conceptions of
musical ability (Christopher and Catrina were two such examplesidedabove). Whilst
some teachers did question the relevance of music, due to their views of musical ability,
there was also evidence of a belief that children would have more success in developing
musical skills, regardless of whether they were considenge of the talented few. In a
finding which replicates some of the discussion in the quantitative section, therefore, an
attempt at increasing teachefotivation could be focusedn the pupils, their potential

and the inportance of avoiding a repeaif the critical incidents which teachers themselves
had experienced. This will be considered in more dataihe next chapter as the desire for

equality of provisiorcoulditself prove a powerful motivational tool.

One final recommendation from this disssion concerns the linking of the notion of talent

to the teaching of music. ThISINE SR LINR O f SYF GA O FT2NJ GSIF OKSNAC
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consideringthe deeN2 2 G SRy I (1 dzNB  2c8nceptyti®®@ wereYadpbup Oflsik
teachers who, likenanyothers claimed they had nialent in the subject, but then explity
related this to a complet@ability to even attempt to teach music. This perceived causal
link between proved particularly problematic, meaning it may be necessary to encourage
teachersto think beyond these simplistic notions of primary music teaching as dependent
on specialist musical talent. The chapter which follows therefore explores the various
conceptions of music teaching (as opposed to solely musical ability) which the teachers
constructed, in order to uncover those which might prove either beneficial or detrimental to
motivation. By unpicking some of the connections made by individuals, it is possible to
explore the reasons behind their actions with regards music teaching,ess&y step

when thinkirg about how to effect change.
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7. Multiple conceptions of music:
, ET EET C OAAAEAOOG6 Ol
music to their motivation

The thing that was difficult was to know what exactlydtm¢ | mean, what | actuallghould

be teaching in music... [...] it was hard to know what skills and knowletdgechildren need

and how you could helthem get these skil®@ @ wddP8 G2 6S K2y Sad L ad
RARY QU 1y2¢ oKJmge KS1)O02dzft R FAYR 2dzi o

This second discussion chaptecuses on the ways in which the practitioners in my sample
constructed their understandings of music teaching in the primary school. The overarching
aim here is to present the range of different conceptions which emerged from the data and
explore how thee might affect their motivation. This is important to highlight, because

there was often confusion over what teachers felt music teackimguld involve, leading to

the emergence of a variety of understandidgs CF @ SQ& [dz23S 1 62@8S Aa A
reflects a general consensus where teachers were often uncertain of what they needed to
deliver in music. This problem was exacerbated in certain institutions by the use of the
Creative Curriculum, where teachers needed to find links between music arahddor

topic; whilst the term ostensibly implies a greater emphasis on the arts, in some schools this
broad topicbased approach actually resulted in a complete lack of music teadksngusic

was tended to be considered R A T F S Nilfe ytheRsulfjelit®it Was thus perceived as

more difficult to link in to a wider theme.

Whilst it is important throughout this chapter faresentthe different perspectives of the

teachers, it is also necessary to analyse these in more detail, looking at: how the

understaRA Yy 3a GSNB O2yaidNHzOGSRT K2¢g GKSe YAIKEG A
engagement; and how they relate to other motivational factors such as self, values and
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context. By focusing on these issues, my research is therefore able to move beyond the
simplepresentation of variousiewpoints, as discussed in Chapter 3. Whilst putting forward

the ideas and perceptions of the teachers is important and can provide significant insights

into their understandings of the subject, it is also important to criticallgssshe impact of
theseuponbd K G KS (Sl OKSNE Q théadidatdhalivalg yiihe B®ofisi A R S NA
they aim to provide. fiis can only be achieved bypicking the various factors in the webs

of understanding, on both an individual and institutional level.

7.1 Multiple understandings of music teaching in the primary school

With the subject of music in the primary school being one whose definitionsanested
and in some cases confused, it was unsurprising that a number of different conceptions
would emerge from the interviews. As with musical ability above, these were often
constructed along dimensions which had the potential to be perceived astditiies.

These included:

1 Whether music education should comprise instrumental tuition or should be
constructed as a traditional foundation subject

1 Whether music should focus on the delivery of basic skills or whether it should be
directed towards creativityexploration and individual expression

1 Whether music should be delivered in a traditional teacleer model or a more

progressive pupitentred one

An important point to bear in mind throughout this section will be that whilst contrasting
understandingsvere perhaps inevitable, the perception of these as fixed, immovable
dichotomies can in itself prove unheipfto theirmotivationand engagemenfAlexander,

2008) If underpinned by a belief in the dichotomous nature of musical ability, these various

dimensions of teaching could prove cumulatively prob&m This chapter therefore
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discusses hovthe personally held theoried) which teachers construct in relation to the
teaching of music, might relate to the previously discussed theories about musilitgl @

and the self2).

~ - o~ =

x8p8p 0001 PAO | OOEA6d 4EA DPOAOATI AT AA 1T £
The previous chapter has shown how some individuals equated musical ability as solely
RSLISYRSYU 2y LISNF2NXIFyOS ajAiatfta FyR GKA& 0S¢t
notions of what effective teaching should constitute. For certain teachers, there was a

tendency to view music lessons as solely the delivery of instrumental skiishe aim of

primary school provision being that pupils woualevelop the specialiskils needed to play

an instrument. This construction was evident in all schools except Dalton, and could clearly

pose problems for the motivation of those teachers who believed themselves incapable of

such skills.

This distinction between music generadliyd music as instrumental tuition can be related to

broader debates within educational literature. Bowman (2012), for instance, discusses the
RAAGGAYOUA2Y 0SU6SSYy WSRdAzOF NBQ>X 2NJ aLISOAFAO 0
knowledge and skills, @2 YL NA a2y gAGK WSRdAzZOSNBQZ Iy | LILN
themselves the creators of knowledge. This difference is fundamental to understand in

relation to the ways in which teachers constructed their beliefs about music teaching; for

some the purpse is solely to train pupils in instrumental skills and maintain traditions,

whilst for others music offers an opportunity for creative knowledge construction. This

distindion underpins this wholehapter.

C2NJ a2YS aoOK22ft azx O KeulyprBrrazd, linkkibtthe Refofithof A G A 2y &
music which occurred was extrrricular instrumental lessons provided by peripatetic
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teachers. The purpose of this was to train pupils to become increasingly skilled performers,
rather than providing a broad edutian in a range of musical learning activities. In Fairfield
School, for example, this was almost the only music which took place, with the subject being
positioned as largely external to the curriculum. Whilst some of the teachers praised this
system, |V dzf R 1jdzZSaiGA2y 6KSUKSNI Al A& adzFFAOASY
particularly as it failed to include every child. The inequalities discussed by teachers in the

previous chapter were thus being replicated, with not every child involveausicmaking.

Whenconsidering the legitimacy of purely performanrloased provisionMantie (2012)
suggests that the ultimate aim was to creaehoolbands that would sound like orchestras.
Through thisthe performances themselves would be the fundanmardutput from music
education and the aim would be to achieve as high a standard as podsiidas interesting

to consider in relation tany own data as there argomeclearpardlels. In Christ the King
and, to a lesser extent, All Saints and Emmayhel teachers discuss how their priority is

to ensure the pupils are able to give high quality performances in school concerts. Rather
GKFY GFf1AYy3 02dzi GKS LlzZLAtaQ fSEFENYyAy3a | yR
practitioners was the end produatge. ensuring that pupils would be able to produce
effective, musical performances in front of an audience. The priority within their teaching
was therefore to repeatedly practise performing, both instrumental and vocal, so that this

experience wouldn itself O2 YLINA &S G KSANJI LldzLIAf 4Q YdzaA O SRdzO

It is possible to further analyse this whedehool focus on performance in terms of the
GSIFOKSNRQ 26y FAYa FT2N) YdzZaAO SRdzOF A2y ® C2NJ
discussed was to support their pilgy not in developing musical knowledge and skills, but in

becoming musiciandn a replication of the way in which teachers constructed their
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understanding of the musicalnmusical divide, it was thought that pupils could become
$husicalby learning annstrument. This not only places performance at the heart of music
education, itbecomesnusic education in itself situation which will clearly prove

problematic for generalist practitioners

One contributory factor fothis prominence of performanceauld be the emphasis placed

on participatory instrumental programmes, which the previous governnhesivily

supported throughout tle first decade of the 200@s Ly LJ- NI A Odzf | NE (KS W2
can be seen as reinforcing the belief that worthiglmusic lessons shoultbnsist of

instrumental tuition and little else. Several of the teachers, for instance referred to this as

G LINR2 LIS NE Y dtawith@he (inkplfed 1€s3ey) iprb\ision that they themseleesild

offer.

This negative comparison igéresting to explore and is perhaps an unforeseen

02y asSljdsSyo0S 2F GUKS W2ARSNI hLlLJAQ LINPANIYYSaod
which constituted solely instrumental tuition, this helped to reinforce the understanding

that music lessons should ergly comprise performance. The fact that for most teachers

the whole class instrumental lessoreplacedthe normal class music lessons, led to

negative comparisons in terms of what the teachers felt they themselves could offer, with

the result being that their own teaching was devalued in relation to the instrumental

programmes.

This was particularly the sa for those teachers who were either at the start of their career

YR ¢6K2a$8 2yté& SELSNASYOS 2F YdaAaAO KIFR 02 YLN
hLllJa Qs 2N 0K2aS ¢gK2 KIFIR Y2@0SR a0K22f 2NJ &Stk N
music had reverd from the peripatetic teacher to themselves. As Beverley (UKS2)
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described, the only form of music lesson she had ever observed was whole class brass
tuition, which she deemed to be clearly beyond anything that she herself could deliver; she
thus portraya herself as helpless in being able to even attempt music due to her belief that

it must necessarily involvlese higher levgberformance skills.

¢tKS 0StAST GKIO GLINRPLISNE YdzaaAO ySSRSR (2 02Y
prove a barrier to egagement. Rather than focusing on the teaching skills which they

possessed, there was a tendency to emphasise the need for specialist instrumental skills

which, for most, were considered unattainabl&his is an important misconcepti, and

clearly linkgo both the quantitative findings and KS LINS @A 2 dza OK /I LJi SNRa F
perceived link betweetalent and effective teaching. Research has shown that it is perfectly
possible for teachers who are excellent general practitioners to deliver effdesgens in

music without necessarily having speciatisisicskills(Jeanneret & Degraffenreid, 2012)

Additionally, there is no guarantee that someone who is a trained musician will

automatically be able to teach classroom music effectively to primdrgdchildren(Mills,

2005) Indeed, some of the practitioners themselves recounted negative experiences with

visiting musicians who were obviously talentadsicallybut lacked the teaching skills to

help the children make progress; the notionaaftomaticallylinking specialist performance

skills to effective teaching can thus be questioned.

Whilst performance in music is clearly an inherent part of the subject, and can provide
pupils with memorable, shared experiersc€lensen, 2000)miting music teaking to this
OFy &SNWBS (2 NBRdzOS LINI OQUAGA2YSNRBRQ Y2UAQl GA2

music education and performance can clearly prove problematic, particularly for those
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teachers for whom such teaching would be perceived as anxietycing and beyond their

own skills.

In addition, it is important to question the educational value in music education

programmes which rely solely on performing. Could this actually limit the value to the pupils

in terms of their future involvement in mugldt is possible to view the purpose of music as

the provision of opportunities that will allow the identification of those who excel. This

select group can then be given the chance to take the subject further, as was the case in

Christ the King school. Mever, the logical extension of this idea is that music would be

entirely directed towards the small minority in each class who were considered talented. As

. 28YLY OHAMHO y20iSa3X AT (GKS LJdzN1J32aS 2F YdzaAC
performers, then this is going to be relevant for only a select few pupils; music therefore

becomes positioned as optional and external to the curriculum and many pupils find

themselves excluded.

The main problem here is that the distinction between instrumentaining and broader

reaching music lessons was often considered by teachers to be an either/or divide. For

a2YST AGANBFf £ 2NJ GLINPLISNE YdzaA O Ay@2f OSR a2t S
teaching would instantly be devalued in comparison. Hevelagree with Bowman (2012)

who claims that for music to be considered educatl, it necessarily needs to extend

beyond pure performance. Rather than perceiving the two approaches as incompatible,

therefore, it is more helpful to consider them as cdementary parts of a holistic system,

whereby children are given the opportunity to develop the instrumental skills, especially if

they have the desire to do this, but this forms part of a wider approaahnusic that

incorporates aroader conception oftte field.
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Whilst appreciating that there were some teachers who perceived music as solely
performance, it is now important to move beyond this notion of specialist provision to
explore what the practitioners believeshould comprise their own lessons in music. Here
there was a divide between the idea of teaching besicsof music, in comparison with
those who perceived the subject in a maresative holistic, exploratory or progressive
approach. This distinctionya I f 42 06S fAy]1SR (2 GKS RAGARS o
with the basic skills approach seeking to instil in pupils a set of traditional musical skills,
whilst the creative approach was more focused upon enabling ptgpégplore and learn
experiertially. This dividean also be linked with the develo@nt of the new curriculum
(DfE, 2013 in which there does appear to be something of an ideological shift from the
creative, pupifocused aims of the previous regime to a greater focug@ansmissio of

knowledge and traditional skills (Shirley, 2013).

CKS WolaAro alAaftfaqQ | LIWINRBFOKIZ a L KFE@S GSN)YS
0SAY3 Gl dzAKG RAAONBGSE &3 dzaddaiKi2INR GRKNEYRRS f 1o
ofsuchn 0 K2Ra KIa 0SSy NBFSNNBR (2 Fa GKS RS@St
the subject of music is split into specific skills with which the learner must become equipped

(Jeanneret & Degraffenreid, 2012)

There was some variation in terms of the langae used by the current sample of teachers

AY NBfFGAZ2Y (2 GKAA | LIINRZFOKXE gAGK (SN¥a &dzC
GalLISOALFfAAGE ff 06SAYy3a SYLI 28SRP 2KAfad GKS
of the interviews, this wasnplied through the notion that such an approach would develop

children who were competent in a core set of musical skills. These included, although were
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not limited to, notation, aspects of music theory and the development of aural skills relating

to pitchand rhythm.

The ability to play an instrument also comprised part of this vision, although the idea of

musical literacy is different from theompletefocus on instrumental performance described

above. The main way in which the teachers discussed thie bkifls approach and its value

gl a GKNRAAK (GKS ySSR Te2ND LOdKLAAEE aA yige2 RBIAS t (i2KLS o

definition of musicalitywhich moved beyond simply the ability to play an instrument and

included what could be considered specialigadwledge and skills (see Chaptgr Biona

explicitly advocates the basic skills approach and justifies this by claiming it is the optimum

way in which pupils can become musical and engage with the subject.
We have to help them to gromusicallyas theyprogress through schoelk Y R A ¥ (G KS& QNB
going to do that they need to be able to actually understatithe basics, you know like

notation and rhythms and pitcand everything... or else mocan they get anywhere with7t
(Fiona, LKS2)

Theunderlyind RS KSNX Aa GKFG GKS 2yte ¢gle G2 OGS/ (
these basic skills and without therhea pupils will be unable tprogress. In terms dfow it

should be delivered he basic skills model was strongly associated with adown

approach to teaching, where the pupils need to be equipped with an armoury of specific

musical skills taught to them by the teacher. The practitioner here is presented as the

keeper of knowledge, which needs to be passed onto the pupils so thahtinesa chance

of progressingn music. Clearly the important point to note within this conception is that

the teacher herself needs to be in possession of the knowledge and skills in the first place, in

order that she can then instruct the pupils in this.
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Thisnotion is clearly problematic for those teachers described in Chapter 6 who did not
believe themselves to be in possession of such skills and also felt it would be impossible to
everdevelop them. How can an individual assume the position of authotiteif own self
perceptions of ability are so low? The basic skills approach can thus create problems in
terms of the level of skills which teachers assumed were required to deliver it. Whilst Fiona
pK2 RSAONROGSR K Sfakks 8y Eonfidénin tonséructimgier€iffas ayi €
authority figure other teachers perceived this as a barrier to their attempts to teach music.
This model can thus pose problems when related to their understandings of musical ability

and whether they have the potential evelop this.

Across the interviews, those teachers who fully aligned themselves with this approach and
described using it in the classroom were often those who had experienced this method of
teaching when at school themselves. Fiona, for example, deschideown music education

as providing the foundation for her future high involvement in the subject, discussing the
fact that her experiences at school led her eventually to study performing arts and become
a professional singer. She therefore provideoavincing personal argument as to how

experiencing the basic skills approach can lead to success in the subject.

I FONRY L gl a | y20KSNI I R@20FGS 2F (KA gerl LILINR I C
discussion. To highligkite potential positive effct of teaching music in this way, she
discusses her own school experiences and how these contributed to her current level of
ability and involvement:
Soitshould be thbasic2 ¥ YdzaA O GKIFG 6SQNB (SFOKAy3 (GKSYZ
they canreallydevelop as they go up through the school [...] when | was at school we learnt

the bagcs of music, we learnt thiechnicalities and all the basic skills and we learnt how to

read music and understand the language, it really opened the door for tmehiis whole
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new world of music, it made me really appreciate music because now | could understand
what was going on. And | loved it, | really did... and I sung in the choir and | really felt

musica] it was like | had been let into this whole new musigatld. (Catrina, UKS2)

Catrina identifies a clear trajectory in her own life, whereby the learning of what she

considers to be the basic musical skills at school was the first step on a journey to
RSOSt2LIAY3I | aNBIFf f 23S Jhelmgtdphol usedN&eGsA | G A2y 2 F
particularly important, as she perceives the development of a set of core musical skills as a
YSIya 2F dzyt201Ay3a GKS 3ALG§Sgtre (G2 | aYdzai Ol f
this world was considered to be inaccessjtbut once she had developed this set of basic

skills she was able to gain entry, progress and flourish musi€hilyinterpretation of her

own education thus increases her motivation to teach music now.

Although both Fiona and Catrina firmly beliemghe importance of delivering a basic skills
approach, they also make the point that this rarely occurs within their own schools,

meaning they find themselves in a difficult position within their respective institutions. For
Fiona, the fact that her ownmabitions for the subject are clearly in conflict with those of her
colleagues results in feelings of isolation and helplessness in relation to music. She discusses
how she does not feel as though any change could ever occur within the stimoleled,

sheseems to accept that the views of the other staff will inevitably conflict with her own

and there is little she can do to influence this.

It is certainly possible for teachers within the same institution to hold vastly different
conceptions and individualmaythusfeel excluded from the shared consensual perspective.
Ly GSN¥Ya& 2F Y20AQlFGA2yY GKAA O2dz R LINPGJS LINR

own priorities if they conflict with those dhe majority. If the social environmei not
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these are highly positive.

In order to maintain her commitment to music, Fiona has to position herself in a way which
satisfies her obligations to the school, i.e. focusingaat they consider to be the

priorities, but also enables her to remain faithful to her own beliefs and aims (see further
discussion in Chapter 8). She discusses how she manages to promote at least some musical
literacy amongst the children in her clagdespite the fact that the school is limited in terms

of space and resources for this, and she consistently reiterates her desire to ensure that she

herself is able to provide some opportunity in music in spite of the limitations of the school.

Catrina ta discusses this dissonance between personal and institutional aims, describing
the frustration and restriction caused by the dominant practices in the school.
If they[the pupilsjwere able to learn music properly and they actually started young with it
and did it all the way through the school then it would be so much better, they would have
these skills [...] think how good they would be [...] as itis, | do what | can, | try to give them
that chance to have a go at notation andgyou know,do the theay things but A (rely
KFNR 0SOI dza S AqUKS NSESay @ b Qs Al dzlld Ay 20
foundation for it,but yeah- you do get some and they really take to it and it opens that door

for them. (Catrina, UKS2)
Throughout the interview, she expresses a strong belief in the importance of delivering
musical skills to her pupils, in order that they should havecth@nceto become part othe
GYdzaAOF f ¢ 2 dthaRby grovidikg$his bpR@tlinityXto learhe basics, children
would then gain the opportunity to go on to achieve highly and develop a lasting
involvement in music. However, if the majority of practitioners in the school do not teach
this, there are clearly going to be problems; as she clainssditficult to make a difference

to pupils if this isiot reinforced across classes
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As a result of these conflicts, both teachers construct the basic skills approach as something

of an educational ideal that rarely occurs. Fiona discusses her shoak ehittiren being

dzy 6t S (2 S@Sy ARSYGAFTe aGK2asS ofl O] aLkRaac
institution, she quickly realised that music was not actually taught at all. In this way, her

own motivation wagyradually reduced, as she too recaggs that there is little point in

RS@St 2LIAYy 3 (KS allibdzktkf frd ivohded alsituatian whigh tsHe de@ms

impossible in her current institution.

It is interesting to note that the core musical skill which Fiona cites is the ability t
understand musical notation. Whilst her complaint is that thgilsfind notation
incomprehensible, many of the teachers in her school also expressed difficulty with this,
believing themselves to be completely lacking in this skill and thus havingancelof

teaching it:

L GKAY]l OGKFiQa ¢KIFIG aolOFNBa YS (GKS o2 aRy QWKSyY
2 &

have a clue what that meamsh 1 Q& 2dza i f G 2y YSo® L (GKAYy]l 0K

about¢ the notation. (Faye, KS1)
Here, it is pogble to start to see some of the links between the different understandings
relating to both the self and to music education. On one level, Faye actually concurs with
CA2YlI Q& 0StAST Ay GUKS ARSIt 2F || odH®AO &1 Aff
provide notation and other bas skills as part of the lesson. This understanding too was
reinforced by experiences at school which focused upon music theory and notation,
although she failed to achieve success in thes.ddbsequenpoor assessmerdf her own
basic skills in mustben leads her to the conclusion that she is completely incapable of
teaching music effectively, dser selfjudgements do not correspond with her image of
what consttutes effective teaching
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Cl&@S5Qa SE LIS NkefpabcBived &s bifutiing Kr@l 8he cites this as the reason
she never pursued music any further; however, it is now her lack of early involvement which
daKS RN} ga daalry (2 SELX LAY gKé akKS A& AyOl LN o
properlyats€ 2 2f yR NBFffe 320 Ay@2t SR L ¢2dzf R o
supported by a music coordinator, who citie lack d previous experience in musis one
of the main barriers fogeneralist teachers to overcome
| think it can really seemd 1] S A ( Q& K& 21\oSallyr@ifigd®mL G KAY | AT &2dz R
choose to do music at school, 513 Sy & 2 dzNJ & Overy dsicalll d¢SY 4 AKAY | A

4dz06 2S00G 6KSNB | 20 2F LIS2LX S YAdKleseadzail y2i
alAffta GKSYy K2g IINB @e2dz adzlJll2aSR (G2 GSFOK AGI

Again, the belief here is that those teachers who do not have a core set of specialist skills in
YdzaAAO gAft y2G KI@S | a&OdasiytteSdbje® FteaclBngy 3 | 6 f S
music is seen as involving the transmission of specialist musical skills to the pupils, the
expectation is that teachers themselves must be in possession of these skills; if they lack
confidence with these but consider theessential, the tendency appears to be thegase

they will be unable tdeach the subjecht all. As with Faye, the easiest option may thus be

simply to avoid it.

However, is there potentially a misconception here in terms of the ways in which teachers
believe music must be delivered? Certainly from the previous National Curriculum there was
an emphasis on pupiéd activities which could move the focus of skills away from the
teacher and onto the pupils themselves. Thidwing section will explore thiglternative

conceptions and whether these can make music more accessible to generalist practitioners.
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7.1.3 Music as an avenue for creativity

In contrast to music as a skilimsed discipline built on specialist foundations, other
approaches to the teaéhg of music emerged from the data. One alternative conception,
explicitly advocated in 8 of the accounts, was that the subject provided a means by which
individual pupils could express their own creativity in a free and inclusive way. This involved,
for example, children being given the freedom to explore different sounds and to make their

24y dzyAljdzS WYdzaAOQo

In contrast to the traditional teaching model described above, the emphasis here was
placed upon pupitentred approaches to learning. This altetbé role of the teacher from

the knowledge authority to that of facilitator of creative opportunities, following

Vygotskyan principles. This clearly involves a diffe@gty OSLIG A2y 2F (GKS LINT C
in music lessons, as well as eliciting different set of assumptions regarding the skills
required. Given the previous discussions concerning the barriers associated with
performance or skillsbased conceptionghis may prove beneficial tgeneralist

practitioners. However, according to the teachers within my sample, it does not necessarily
follow that more open and creative approaches to teaching necessarily produce valuable
outcomes, and what may be gained in terms of access may be lost in the educeslueal

of the outcomes. A has been stressed already, a beilethe discrete and incompatible

nature of the two approachesould prove problematic, with it beingreferable to include

elements from both.

For some teachers, a key barrier to becoming inslwith music at all was the constant
RSaAANB (2 YI1S YdzAAO GKIG 61 a GSOKyAOlFfte wC

tension and anxiety due to the fear that a rehearsed performance would, as discussed in
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Chapter 6, inevitably be followed byuwdgement as to its quality. By adopting a more

creative approach, it was possible to negate such concerns, as notions of producing

technically correct music would be diminished in favour of valuing experiential learning

through individual expression. Inithway, a more creative approach could lessen the
SELISOGIGA2y&a LI OSR dz2llzy (KS G(GSI OKSNE &aArAyOS

now positioned with the pupils.

This notion of music as aeative, exploratory subject appezat to be underpinned bg
different philosophy of teaching to either the basic skills or the performanrdg
approaches presdad above. Within this approachhe learners themselves take a more
central role, as the children learn experientially through active participati@adamocratic
environment(Burnard, 2006b} KA & | LILINR I OK Aa GKSNBF2NB Of St
principles described above.
For me, | thinkle main things about them exploring soundsso using their voices and
instruments... sharing andelebrai A y 3 G KS &a2dzyRa (KSe& OlFy YI1So
use the different instruments and see whdt LJLISy & @ LG Qa Fff @GSNEB ONBSI
GKSANI NBIf YdzaAOrt @2A0Sasx AdQa y20 2dzad | 02«
BrionyfKk SNBE O2y iGN} ada KSNI 26y YSGK2Ra 2F (Sl OKAY

AO aiAftfta ILIINZFOK 60208Sd LYGSNBai

(0p))
QX

K ol

[N

27T
0SFOKAY3a GKSY (KAy3Iaédszr odzi Fa GKS Tl OAtAGI G2
children the freedom to investigate with sound and create their own music, the need for the
delivery of formal notation or technical instrumental skills was diminished, with the

emphasis instead placed upon creativity and enjoyment.

Although such an opeapproach might be expected in the Foundation Stage setting, it

proved equally useful for Bella, who, despite teaching Year 5, espoused a similar pupil
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centred teachig philosophy Transferring this approach to music enabled her to alter her

perception ofthe subject, subverting her previous belief that music was inaccessible and

difficult, to one in which she now felt capable of teaching effective lessons. She discusses

how she previously believed music to be concerned primarily with formal skills, kwut no

GASsa AG a a2YSGKAYy3 YdzOK Y2NB a2LISyéxX gKSN

anywhere:
[Music] changedor me completely, because | saw a nhew wdythink | never really got how
G2 GSFOK Al 60ST2NBT | YR L Oikhenfiiu@SNdoking &t SR 2 dzi
like ¢ you teach them to sing this song, or you teach them to play this instrument, or... you
teach them to write it down in this way, it became something that was much more open
was a way of learning about otherthidg 'y R A G ¢l ayQd Fa adNROG |
aria KSNB 2y (GKS ftAySQ YR aidzFFfodd bpen 6 SOF YS
andONR 4 & OdzNNA Odzf | mdaiethdn s these/téchnical thivgS. Bkl HKS2)

The shift inher understandings to a more open approach helped Bella to believe that she

could actually teach music effectively, regardless of the fact that she had not received any

formal training inthe subject. Rather than focusing on taexiety oer her lack of gecialist

musicskills, shevas able to focus on her abiliis a teacher and support the children in

their own exploration. This links back to the discussion in the quantitative section, whereby

those questions which addressed teaching, rather than myss&éls, tended to receive

more positive seljudgements.

It is important to focus on the ways in which Bella changed her understandings and thus
increased her motivation to engage with the subject, as this was not solely an insular,
personal developmetmn Indeed, she discusses the influence of observing positive practices
from a visiting teacher and how this collaboration exposed her to alternative teaching

methods:
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L GKAYyl (22 2FGSy 68 380G OFdAKG dzJoiget | ff K
bogged down by it all... | had a few sessions with a music teacher, where | got to observe

him teach, ande talked about..just exploring sounds [andJacky things like going out and

hitting lampposts and seeing the sound that they made and sanff, that | found much

Y2NB AYaAaLANARY3A (KIYy FyedKAy3d LQR S@HSNI R2yS 0!
LJzLIA £ & YR K2g (KS&@ O2dzZ R 3SG a2YSGKAy3a 2dzi
letting the children explore music rathdndn forcing theninto this formal way (Bella,

UKS2)
By working with a teacher whom she respected as a music practitioner, Bella was therefore
inspired to change her understandings of music and engage with it to a greater extent than
ever before. This suggts that it may well be possible for individuals to alter their own
views and perceptions, if they have the chance to experience alternative practices through
collaboration with others. The crucial point is that there needs to be discussion, sharing and
modelling of ideasall of which are crucial concepts which will be shown as vital in Chapter
9. However, such dialogue often fails to occur in peripheral subjects such as music, even if

these are perhaps the areas where training and collaboration may (st wital.

A further way in which the creative approach could be considered useful was through its
capacity to transcend barriers and allow all children to be involved. Barbanastance,
RA & Odza a afility 16 deipgodifciusion because it can a¢gthe need for academic

skills:

There are some of the ones that | teach who, you know, are sort of classed as SEN, but in
music, they enjoyitandthey® 2 dz 1 y2¢ GKS@QNB LISNF2NXAy3I 2y
other children, everyone can get into italsame and they can all do well and get involved,

which | think gives them that boost up of confidence frankly. (Barbara, FS, MC)

212



In this case, music is seen as an avenue through which those children with Special
Educational Needs can achieve comparatitih othersin the class. The value of creative

music making for Barbara can therefore be seen through the fact that it does not require
formal or academic skills. However, this understanding seems to present something of an
anomaly, given the majority a@he findings discussed thus far. It has been demonstrated
above that many teachers perceive music as an excessively difficult subject, demanding so
many specialist skills that they are unable to deliver lessons on a regular basis; even for
experienced tedgers, music was often perceived as inaccessible due to the high skill level
NEIljdZANBR® | 246S@SNE Ay O2y iGN} adxz . IFNbBFNIQa 02
all pupils can have an equal chance of achieving and in which everyone has the opportunity
to excel. Clearly this seems contradictory with the notion that music is impossibly difficult,

which was also frequently identified in the interviews.

LG A& LlaaroftsS G2 @OASE (GKS dzyRSNIeAy3d o0StAST
have an gual chance to do well in music if they are all given the sapp®rtunity to

engage in practical musioaking, where the focus is on individual expression rather than

technical brilliance. She considers music as an area which negates the need forrteaditio

academic skills, meaning that it offers a chance for children who perhaps struggle in literacy

or numeracy to succeed and achieve in a practical -ptsed session.

However, even this notion, which seems logically sound, was not repeated amongst other
teachers in my sample, who were more likely to equate musical achievement with more
able pupils. This is perhaps more in line with research literature, where those who engage in
music are often associated with higher achievement more generally (Jensad), Hually,

although the subject is considered peripheral in terms of primary schools, it gradually gains
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more social capital and prestige as one progresses through the educational pyramid,
meaning that those who study for music degrees are not generatigidered to be those

who struggle academically and have resorted to music as a means of finding a subject they
could actually access. There is therefore a complex set of assumptions which teachers need
to negotiate when considering what they believeesfive teaching to be, and the open
exploratory approach was not always as straightforward as may first appear, despite its

potential for making music more accessible.

One patrticular proble involved the productgenerated bysuch activities. For some

practitioners, it proved difficult to subvefirmly held perceptions that musical

performances needed to be polished, well rehearsed and accurate, even in theyprima

school. Catrinapne of the most emphatic advocates of the basic skills approach, would be

unlikely to value her pupils playing out rhythms on a lamppost in the same way as Bella did.

2 KSY RA&OdzaaAy3d KSNI 2 ¢ yriyseBroR Bef epectaidahsf@® S NI &4 X/

accurate, technical skslwhich have been thoroughighearsed in orderd produce a

performancethatiRSTFAY A G St & WY dza A Daséd@initibny ( KS LIS NJF 2 N
We do spend a long time on our concerts making sure that they have all the skills sorted out
-0KSe KI@S (2 0S R2yS G2 I @S NEamaeudievari | y Rl NR
KIS R2ySodd AGQa 3JF2d G2 68 | KAIK adl yRIENR
STF2NI Ay FyRYX ¢Sff (GKS NBadzZ G&a FNBE GKSNB (2
musically. (Catrina, UKS2)

Catrina therefore vimes musical performances which reflect her own understanding of what

high quality music should be, a desire which could prove contradictory with a more open

FYR ONBIFGAGBS | LILINPFOK® !'a AG Aa NBlFazylofeée S

S R

%

inteNY¥a 2F AdGa LIAOGOK 2N NKe@GKYZ (GKSNB Ol y
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exploratory music. Teachers often listen with adult ears to the music children produce and
judge it by these standard&aschub & Smith, 20Q9esulting in a potenal disconnect
between what children value in terms of music, and what their teachers believe to be
worthwhile (Burnard, 2006b)Here the open, exploratory approach can fail to produce
results which are deemed musical, and thus may be questioned by tesaakdo its value.
| think one of the problems was that when we got the instruments out and they all had a
play with them, yeah they probably had funbus St f GKSNB RARYy QG aSSy

all - there was no music going aythey just startedb & KAy 3 F 62dzi FyR L 02 dz
anything that was musical about it. (Faye, KS1)

Such views were echoed by Eddy, when discussing his memories of music lessons within his
school. He uses this experience to explain why he always makes the effort to ersure hi
OfFaa FINB Sy3dlF3ISR AYy GLINRPLISN YdzaAO0¢éZX AdSod a2
with the instruments.
Music consistedod I Y IAY I 2y GKAYyIaddd GKFGQA |o2dzi | ff
wood and banging thertogether and calling it music. [L]QY y 2 (i &dlzNSically2 ¢ Y dz
S 320G 2dzi 2F Al OPPd8 L GNEB G2 YIS adaNB (Kl

adzNB AGQa Fff LINBGGe &dNHzOGdzZNBR & 2playitimé G G KS NJ
for them (Eddy, KS1)

The language used here by both teachers clearly questions the value of allowing the pupils

G2 LXFeX 2N GolakK Fo2dziés gA0K GKS AyaildNdzySy
is possible that the outcomes they prodctwere devalued because the sounds were not
O2yaARSNBR aGYdzaAOlFIfé¢d LF Y2ad LIS2LX S KIF @S |
much exploratory music in schools can find itself perceived as the latter. However, this

should not necessarily negatteas an important first step on the road to musical
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development and engagement, and does not mean that what pupils produce should

necessarily be completely discounted and deval(kaschub & Smith, 20Q9)

| would contend that the creative approach to nusan be a useful way of introducing

pupils to different ways of making music freely, without the more formal constraints of

more specialist aspds such as notation. It cgorovide aless threatening way faeachers

to engage with music because the enagis shifts away from spedstimusical skillst

couldthus prove the first step in encouraging practitioners to commence regular

engagement with music. However, even in a creative approach, this does not mean that

there should be no scaffolding or gaigce provided at all and such strategies should not
NEBljdzZANBE | O02YLX SiS NB2SOilAz2y 2F (KS RSt AGSNE
in the previous section, the dichotomous dividesds to be broken down, with approaches

presented as compleentary rather than contradictory.

7.1.4 Dimensions of music teaching

The above discussion has questioned the different ways in which the teachers understand

music in the school, considering their beliefs about how and whatioghould be taught.

Thissection will attempt to pull these understandings together in order to provide some

O2yOf dzaA2ya lFo2dzi 6KAOK LRaAdGAz2ya YIeé o0S Y2a
Y2UAQ GA2Y YR GKS LidzLAf aQ € SEFENYyAy3aIod ! (K2 dz3
inevitably require some compromise between the two, it is important to consider both

these dimensions concurrently; if one of the purposes of the research is to promote good

LIN OGAOSE AU A& GAGIET (2 1jdzSadA2ethel KS (S| OKS
consequences of these.
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From the above discussion, it is possible to consider two contrasting positions: one in which
a very traditional model of teaching is present&dth authority positioned with the teacher
who must direct the pupils in their psuit of knowledge and skills, and a second, where the
pupils direct their own learning through experience and creative expression. Although there
is insufficient space within this thesis to expdntly on this point, the two could equally be
linked to curent policy and curriculum documents, where there is a similar debate over the
actual musical products used within lessons: should the content be dictated by traditions
and the great composers, or should music actually be designed to reflect the intefekes
pupils themselves and their own tastes and interests? Policy seems to be split between the
G622 6A0GK NBOSY(l AYyAGAIFIGAGD®Sa adzOK | & adzaiOl f
improvisation, whilst the 2014 National Curriculum very much advocafesus on the

WINB I i &2Caih)20H NA Q

It is possible to map these different models in order to produce a conceptual diagram of

how music teaching in the primary school has been constructed, through the use of a series
of either/or dichotomies. lgure 7.1 attemps to do this drawing on both the previous
discussion and the broader debates regarding the content of music lessons advocated in the

curriculum.

4 Although this issue moves beyond the remit of the thesis, it is possible to see the two positions as reflective
of the views of different governments. The influence of current education secretary Michael Gove has resulted
in a shift towards more traditional values and teaching models, in comparison with the more progressive
approaches advocated under the Labour government.
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Figure7.1: Approaches to music teaching

It is clearly possible to identify the differeperceptions discussed above as being situated
largely within the bottom left and top right segments of the diagram, as the content of
lessons often mirrored their positions as advocates either of a traditional, basic skills
approach, or a more progressiv@gative approach. However, as | have argued throughout,
the two areas are often considered contradictory when in fact they need to be considered
complementary. If there is too much teacher control, music can be considered too difficult
for generalist teahers to deliver and can prove restrictive and potentiallynaletivating for

both teachers and pupils alike (Burnard, 2006b). By contrast, if the subject becomes too
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heavily centred on pupil exploration, the outcomes can be educationally questionable and
the subject can fail to gain sufficient capital within the crowded curriculum (Moore & Young,
2010). I would suggest that the most effective teaching would thus take place within the

middle sections of the diagram and include elementbath ends of the catinua.

This is worth exploring in relation to the data, as although most teachers could be easily

positioned in one of the two quadrants, there were some exceptions where practitioners

did attempt to traverse the divides. One teacher, for examjeorpaated both basic skills

and open, exploratory approaches into her delivery of music, having observed how each

could be successful and valuable in its owrywa a similar way to Bell&eorgia was very

comfortable with the creative approach to music amistseemed to fit well with her

personal theories of education. However, she had felt her provision of this was insufficient

in itself, due to her inability to provide more formal musical tuition alongside it. She thus

recognised the need for creatiy but felt that this shouldoe supplemented with some form

of musical lieracy. Her desirewds2 Ay Of dzZRS 0620 K WSRdzOF NB3Q | yR

but having never studied musietself, she initially believethis to be something she was

incapable of preiding:
L adzllll2asS AG ¢l a GKS dzadaf OGKAy3 GKFEG @2dz | f
AG FYR 0801dasS L RARYQOG GF1S Ad G2 D/{9 L RAI
anything when | first started [...] | did want to do moredangot more confident in doing all
the creative stuff, like bits of improvising with them on the instruments but | felt it needed

something beyond that, | needed to take them past just having fun with it and give them

something more structured, but I diéghit NBF f f & (y26 6KSNB (G2 adl NI
This situation changed, however, when she had the chance to work with a music specialist
who taught the whole class using a set of keyboards which the school had purchased. These

lessons included instmental performance, notation and music theory, all of which Georgia
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had previously felt incapable of delivering; however the teacher presented it in such an
accessible way that she was inspired to attempt this for herself.
I worked with a really excelleméacher, she was fantastic, and the way she taught the
children about pitch and rhythm and all the basics of music theory was so goati¢. djd it
dzaAy3d GKS {1Seo2FNR&a& odzi AdG ol ayQid NBFffe KIF NJ
the notesand it was all really simplécould see thevay it built over the full year and |
learnt so mucHrom watching her... by the end | felt like, | can go and repeat that, | could

actually go and teach that to the kids, because | could see exactly whatashéoing and

how it was really helping their musical skills come on. (Georgia, UKS2)
Georgia therefore was able to enhance her teaching of music by including aspectsofifom
ends of each dimension. The observation of the instrumental specialist inreéiops
school had allowed her to bridge the gap between skidlsed training and creative
opportunities, to incorporate elements of both. In this way, she had enhanced her
perceptions as to the value of what she could provide and had, importantly, eddhsit
aspects which she had previously considered inaccessible were actually possible for her to
achieve. As with Bella, the modelling of effective practice proved crucial to her chatge
all too often this is the experience which is lacking when kesis undergo their training

music(Hennessy, 2012).

DS2NHEALF Q& RdzZl f | LILINRI OK LINPYARSA | LRaAGAODS
LINEY2UGSR (2 20KSNJ LN OGAGA2YSNAED® 2KAfad AG A
preferences, an approadid music which simply replitas their experiencesutside of

school is unlikely to be considered particularly valuable within the curriculum (Mantie,

2012). Music education needs to go above and beyond their normal experiences and enable

them to develop kowledge and skills which would not naturally occur (Bowyer, 2012). In
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this way, the inclusion of basic skills within the music curricudanmbe important if it used

G2 SYKFIyOS LlzZLAf aQ (y2¢fSR3IS IyR OoNBIRSY GKS

Thereclearlyneeds to be a balandeere between teacher control and pupil autonomy. As
Georgia discussed, too much focus on one or the other could prove detrimental to the music
offered to pupils:

LGQa tA1S G dgeallykduhabietd do shd mugickkilgstOff aNd then you have

to do the creativenusica A RS G 22d 2SS ySSR 020K GKSNBXQa RS
UKS2)

Clearly the two approaches could be used in a complementary way, to support different
FALISOda 2F (KS LlzLIA . n@rder t8 makd/ theynast duyoRheR S @S 2 LIY
creative side of teaching, it was useful to have some understanding of the basic skills to
produce musically valuable outcomes. Likewise, the basic skills approach alone could prove
insufficient in allowing the pupil® express themselves freely and explore sound through
experiencesas well as proving a barrier to teacher engagem&ht more positive aspects

of the dimensions therefore occur towards the middle of the continua, rather than at the
extremes. Instead dfeing perceived as discrete either/or dualities, which the teachers in

my sample tended to construct, the different dimensions should be combined to form an
approach to music which incorporates all four areas. In this way, the teaching of basic skills
coud be combined with creative approaches, with the content of music lessons
incorporating both philosophies of teaching; this could help to develop an understanding of

music which is both accessible and educationally valuable.
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7.2 Linking understandings of music to self theories
Throughoutthe above discussion, theemerged the idea that the level of difficulty which

teachers assign to music is at least partially dependent on the ways in which they believe
the subject needs to be taught. The overall cona@pof music in the primary school thus
interacts with the selperceptions which one holds as to what it is possible to deliver in the
subject. | now discuss this interaction in more detail, with reference to the self perceptions
which were presented inhie previous chapter. By considering the trio of personally held
theories (1) and seHperceptions 2) relating to music, educatioand the teaching of music

in the primary schoo(see figure 6.2)it may be possible to develop a greater knowledge of

just how the subject does pose such difficulties for certain practitioners.

7.2.1 Interacting theories: is my teaching worthwhile?

One of the main ways in which music presented a challenge to teaalaershrough the
ISYSNIf o0StAST GKIG 2yS Ydzaald ySOSaal NAf @
order to teach music effectively. This was discussed in Chapter 6 and can also be linked to
the quantitative finding that teachers generally catered themselves to lack to the

requisite level of skills to teach music effectively. Together, a belief in the need to be
WYdzaA Ol QY O2YO0AYSR gA0GK | 0StAST Ay GKS

the subject being considered inassible for the majority of practitioners.

Such understandings certainly manifest themselves throughout the interviews, particularly
amongst those teachers who, (i) believe in the importance of the basic skills approach in the
subject and (ii) feel thathey themselves had missed out on developing these skills. It is
important to remember that the quantitative phase showed that almost 70% of the

generalist teachers in my sample did indeed feel they had missed out on the chance to
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develop musical skills,dircating that this is a potentially common occurrence. If an

individual believes it is necessary to be in possession of a full set of specialised skills in order

to teach the subject in the primary school, then holding negativesaiteptions with

regards this could result in an instant barrier to engagement with music. Despite the use of

GKS GSNY 6ol aroOé GKSNBTF2NB:Z GKS (S OKSNm Sy

fundamental to delivering effective lessonstyalso as being inaccessibly difficu

In the @ove section, | discussédachers such as Fiona and Catrina who held positive views
aboutboth themselves and their ability to deliver the basic skills approach. However, it was
also possible to identify other practitioners who clearly bedigthat this was the way music
shouldbe taught, but did not believe themselvesbe capable of doing so (for example

Fayg. What they were able to offer therefore failed to conform to the ideal of how they

thought music ought to be taught.

This is an imprtant disconnect, as it meant that it was possible for teachers to hold high,

positive value judgements about music in general, but fail to value what they themselves
O2dzft R RSt AGSNY 2KSYy O2yaARSNAYy3A 2ySQa 246y (S
could be vastly diminished; if one believes music is important but only when it is delivered in

a skillsbased, practical way, then low s€ldS NOSLII A2y a Ay 2y SQa | 0Af AL
approach could prove a fundamental barrier to engagement witlsic. Within this

understanding, what the teacher feels they are able to offer would thus devalued by their

own belief about what music should entail.

This could in some way explain the anomalies in the quantitative phase, whereby 93% of
generalistteacB N& Of F AYSR GKIFd YdzaAO gt a | a@lfdzd of
with but as many as 38% taught the subject for less than half an hour per week, with 34%

223



NFGAYy3 Ada AYLRNIFYOS Ia aljdAaidS t26¢ 2N af 29
music generally or the value of the music that the teacher herself can offer; it is possible to

value the former very highly but fail to see how the music they themselves could offer

would fulfil the criteria for effective lessons. In this way, the respgand could well hold

both views, despite their apparent incompatibility.

In addition to the excess of skill which some teachers believed music required, there also
emerged a belief that music was simply too demanding of effort and time to be able to find
alJ | OS gAGKAY 2ySQa ¢SS1fte GAYSilIoftS® DSYY!I
problem and it is clear to see that she considers music to be in some way different from the
rest of the curriculum:
L R2 FTAYR YdzaAO OSNE Kot )ik haveSodplit izd B if yoiKvEaNB Q& a2
to do it well then you need to do loads of planning and organisation, it takes up so much
timethat¢g St f a2YSOAYSa @2dz KIFI @GS (G2 62yRSNI 6KS(KSE

subjects where you justfitylzNJ 62 LIAO Ay id2 | y2NXIE LYy FyR

many things to consider that it does take a lot of extra effort. (Gemma, KS1)
| SNJ RAaUGAYyOUA2y KSNB Aa GKFG dGKIFG Y2ad 20KSN
whilst music canot easily be translated to this model. Musius appears to demand
greater effort from teachers because it requires a shift away from the norms of planning
and teaching skillSimilar views were evident in Christ the King school, where the staff had
undertaken a specific CPD programme in music. All those who had experienced this
discussed it, and it became clear that any potential positive impattteofraining was lost
due tothe perceived amount of time and effort that the intervention recgd. Chrisine, for
instance, reflects upoattempting to implement thisapproach with her class, citirger

AYAOGAL T SyGKdzaAlFay F2N GKS LINRP2SOdd { KS Of I A

224



0S F2NJ GKS OKAf RNBY ¢ 0 dzil leitdnhaintaiiR Bha teBultivias G KA & =
that now that she had now ceased delivering actual music lessons at all and focused solely
on singing.
L  R@&@ynQoh music at all nowl.did start after we had that traing, somepeople came
in from the Music &rvice amnl showed us how to do a proper lesson, and we got the musical
instruments out andill that, but it was too hard to keep it ug had to practise the lesson
maybe two or three nights before | could deliver theden, which is a bit ridiculowsally, |
donQiéi KIF @S GAYS ¥F2NJ Aphcediwith sb yilkh td det thioudn.] It dza (i G 2 2
would have been better if it would have been, something more achievable and | would have

carried it on- because | like music, and | enjoyed music at primary scandlso | think

these children are missing ofChristine, LKS2)
The interesting point here is that although Christine could see the value of delivering a full,
comprehensive music lesson to the pupils, referring to her pasjtersonal experiencat
school, this did not outweigh the fact that practising for the lesson tapkoo much of her
time. SheNB LIS § SR (KS LIKNIYSES F 201 | R h¢ GhikunkodE @S 6 St A S«
planning and preparation to benrealistic for just one subjecAlthoughshe wanted to

continue withmusic, therefore, it soon ended up being dropped.

Her point was reiterated by both Claire and Christopher, who had also experienced the
trainingbut had failed to commit to any change in practi@oth referred to the time and

effort required to teach music but additionally related this to the end result they felt they
were able to provide. For these two teachers, their negative judgements regarding their

ability to teach music had not been subved by the training but had actllg been

Qi

NEAYFT2NOSR® . & YI1Ay3 ySIIGA@S O2YLI NRNa2ya
deliver and what they considered themselves capable of doing, the training appeared to

have actually had a negative effect in the longer term.
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The key point madéhroughout this section is therefore that it is important to examine not
2yte GKS GSIFOKSNBRQ dzyRSNRGIYRAY3IaAa 2F gKI
value to the pupils, but to relate this ttheir own selfperceptions of what they could

deliver. The teachers in my sample appeared to base their decision to engage with music on
a complex interation of the different factorsandas the discussion thus far has shown,

both 1 and 2 proved vital This helps to explain the reasons why some teachers may
ostensibly believe music itself to be important, based on how they understand it, but do not
consider the teaching they can offer in the subject as worthwhile; the eventual debision
engage with thisherefore rests on what might be termed a developmeithe typical

expectancyvalue judgement, rather than solely an isolated belief in the importance of

music.

7.2.2 Teacher efficacy judgements: Music as a challenge to the norms

Moving on from thinking about music in general, | now turn to look at speaspects of the
subject which could prove problematic for teachers. This involves building on the
guantitative findings, where differentiation and ensuring pupil progression were considered
to be particularly difficult, whilst classroom management andanigdion seemed to pose
manyfewer problems. Although the qualitative phase offered some suggestions as to why
this might be the case, il$o resulted in some contradictofindings and the situation

proved far from cleacut.

The problem of a perceivddck of subject knowledge was certainly important to consider in
relation to ensuring progress, particularly if one held a more traditional conception of music
teaching where the teacher was positioned as the authority on the subject. Amy discussed

this pant explicitly, citing her own anxiety with regards music subject knowledge:
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LT 2yS 2F G(GKS LizLAt & F&al1a e2dz | ljdzSadAazys fA°
68 tA1SS W2K [ O(Gddtte L R2y Qi |yedaEeykdh y3 2y |
Ol yQi -R2dzik88R (2 2dad 1y26 AGMEYKS2) GKI §0a8 6K:

The point here is her assumption that, as the authority figure in the classroom, she would

need to know the answer to any musical question that might be paseitie children. As

she did not feel confident in her own subject knowledge, she therefore perceived music as
threatening toher role as a teacher. Whilshe did not avoid the subject completeshe

discusses how sHenited herself to singing, andothed a & A YL Sé¢ | OUAQBGAGASax
GSNBE aaz2YSUKAYy3 L Oly 2dzald R2 gAGK (GKSY gAGK
| 26 SOSNI GKAA NBAadzZ GSR Ay KSNJ FSStAy3a dzylofS

1y26 K2g G2 3SH YyEsBREND| oSO HzAS & SINB ( daird d

A similar problem was also created for those teachers who perceived their role to be

essentially a demonstrator or performer. If the crucial skill to teach music is to model for the
OKAf RNBY K2g G322 RE¢ ovsimadilis waskénsiriered ain@adzy RX (G KSy
impossible task. In addition to a wide knowledge of music and theory therefore, came the

need for a high level of practical skills which many teachers felt they did not possess.

One way in which this challenge presenttstlf was in the case of singing, which, in

addition to being generally anxiefgducingfor some teachersemergedasparticularly

problematic in terms of how to ensure pupil progress. Amy makes gtendiion between

G 2 dza G wighihg ehiddelay R ol Ol dz t f & KSfLAYy3I GKSY G2 0°¢
Whilst she feels competent at organising opportunities for the children to sing, she feels

GKFG akKS OFlyy2aG G1F1S GKSY (2 | KAIKSNI f S@St
gKFEIQa NAGXKGoBRYIFIKI2Z2NI aly26 K2¢g (2 YIS GKSY
considers her ability as being limited to simply providingdpportunityfor pupils to
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participate, rather than in actually assisting them in makinggress language which has

clear Inks back to the quantitative findings
TKFEGQa 2yS 27T pedp® likeiNdoimg tis Sidging it tkem, becae Ican
do it and theydoenjoyitbutci KS G KAy 3 L Sreaffyhép thengto adtSale ¢ St £ A
sing better¢ Imake surethe QNB aAy3IAy3d GKS NAIKG 62NRaAI | yR
course, but | struggle to move it @musicallyc6 SOF dza S G KIF G4 Qa 6KFG L OFy
thinkcd S+ K AdQa 21 AGQa y28 o6FRT odzi L OFyQid al
NSSR G2 32 KAIKSNEQ 2N WiKIG NKedKY ¢layQid |d
them forward like that. (Amy, UKS2)

¢CKS FoAfAdGe G2 LRraasSaa ONROGAOFT FdzNFf aljAaftfa
considered to be an importd quality of an effective music teacher, yet could also be

O2yaARSNBR |y Ayl OOSaaaroftsS aiAffo ¢KAA YAIAKI

LJdzLIA £ AQ € SENYyAY3A F2NBINRE SYSNHSR Fa | LI NIA
data. Thed St ASFT KSNB Aad (KIFIG AYRAQDGARIzZ f& 6K2 I NB
an indepth understanding of the music which they hear and can thus use this to provide

A0FFF2f RAY3 F2NJ 0KS LlzLIAf &ad ! Yé Qa ladgdefing2 T (1 K S

and positions her as one amongst the majority who is incapable of these higher level skills.

LY FRRAGAZ2Y (2 Y2@0Ay3 LlzLIAfaQ €SFENYyAy3 FT2NBI
data as being potentially problematic. There was somdeance to support this from the

qualitative interviews although the links between the two phases were less straightforward.
Beatrice, forinstance, referred to her difficulty in providirigr the gifted and talented in

YdzaA Oz o0SAy3a O2yOSNYySR GKFG Fye GFrala akKsS 02
these children. Conversely, Fleur discussed the problem of finding activities for those

children who had never engaged with music thgbout their previous years in the school.

see Chapter 4, where it was noted that teachers were confident in being able to provide opportunities for
whole class performance but found it more difficult to provide help to support progress.
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For her, the lack of music which took place lower down the school resulted in some children
starting Year 5 having never developed any basic skills in the subject, meaning that it was

difficult to find meaningfubctivities with which they would be able to engage.

Beliefs about the dichotomous nature of musical ability could also exacerbate this problem,

for example by promoting the assumption that individuals would automatically cluster

around the extremes of musal ability (i.e. be entirely musical or entirely unmusical), rather

than converge around the middle points, as might be expected in other curriculum areas.

This could result in teachers believing differentiation to be more difficult in music than in

otheNJ 4dz0 2SOG | NBF&aY LIKNI asSa &dzOK a3z aiKSNBQa

OFyQilée 6/ tlFANBET [ Y{HUOU H6SNB L} NIAOdzZ I NY &8 LINBZ

However, this concern over diffeméation was not always evidemnd for other teachers, it
appeared that this was bakgtaken into consideration when deciding whether to engage
with music.
| think differentiationcoulddo § F RAFTFAOdA ¢ (GKAyYy3I odzi AdGQa y2i

YdzaA Ox (KS ¢K2tS LRAYyUG A& lo2dzi GKSwtlikeSGdAy3
you would needs loads of different tasks, they just all get in and do it together. (Ethan, UKS2)

Whilst differentiation could have the potential to prove problemaficfi K Ivighvasthat

it could eaily be ignored in music; this was replicatedtégchers in Greengate School,

where it was not considered something which teachers should be concernedByith

focusing on communal participation, for example, it was possible to negate the need for
differentiation by advocating an approach where all tiass were involved in the same
FOUAGAGE G(G23SHKSNWY SAFTFFSNBYUGALFIGAZ2Y gl a GKSNS

motivation to engage with music, as in many cases they simply were not required to do it.
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The quantitative finding could thus be damed because it was something whielas never

actually done, thusauld be perceived as more difficult.

LG Aa LlaaArotsS 2 tAy]l] GKAA (2 GKS LINBGJA2dz
other curricular areas, with some teachers believing ithaould be deliveredvithout some

of the traditional elements of teaching. This included differentiation but also extended, in

some cases, to planning and assessment. This makes logical sense: if the subject is

considered to demand different skills, serof the traditional teaching skills may not

necessarilype believed taapply. This could perhaps explain why these aspects emerged as
RAFFAOMzZ & Ay (GKS adz2NBSe o6dzi RAR y20 ySOSaal N
engagement; whilst they couldedl prove difficult, they were not necessarily considered

requisite to the teaching the subject and it was thus not always necessary to do them.

Equally, this could also contribute to the fact that nouisi general was perceived asficult,

because it des not draw on the skills in which teachers have particular expertise

Perhaps more crucially, and in contrast to the disregard for differentiation, the teachers in

my sample were extremely reluctant to participate in activities where their control of the

class could be reduced. One of the major concerns over the teaching of music was the fear

that they would lose control of their class, a finding which contradicts with the quantitative

data in which only 14% considered it problematic.
I think thatmusicod 6S | NBIFffe KIFINR &adzoaSod G2 (GSI OK
FYR 1SSLI GNIXO1 2F Ay GKS tSaazys GKSe@QNB | ff
| think the main problem | have withmusici8 St £ A (1 Q& Y 2 NBanagkgS A NJ 0 SKI ¢

iKSY 6AGK YdaAOlt AyadNdzySyida GKIGQa KFNRI 0

really out of control and then how do you stop it! (Catherine, LKS2)
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For Catherine, the aspect of music which caused her the most anxiety was losing control of

GKS Oflaa YR GKS FSIFEN GKIGO GKS y2AaasS tSgSt
idea of communal participation, where all the pupils will be engaged in an activity together,

aKS OflFAYa GUKS@QNB |t f R2kigaveindefehdddc® 6y G KAY
makes music more difficult to teach. The problem here is not the differentiation of task but

the fear that she would not be able to maintain control; she discusses music as a time in
GKAOK (GKS Ofl aa ¢ 2 dz ReswitSinhierfb&ni takeg Qutiobher | Y R K2 6
GO2YF2NI T 2yS 2F y2NXIf fSaazyaédod LYGSNBadldAy
Of FaaNRB2Y O2yGNRt gAGK | FSIENI 2F GKS LRGSYy (A
her to frequently avoid the subjectdu 2 ¥ FSIFNJ 2F GKS LlzLIAf aQ LI G
challenge here is very specifically related to music and its practical nature, and there is a

Oft SI NJ RAGARS 0SG6SSy KSNJ LISNOSAQPGSR fS@St 27
subjects, inwhick KS RS&aONAO0S&a KSNBRAStEF Fa GOSNE O2y TAl
This finding is interesting and can perhaps be explained by reference to social factors.

/' T OKSNAYSQa FSINI2F f2aa 2F O2y iNRf Aa KSAIK
observable by othemembers of staff, specifically citing her anxiety that other colleagues

would be able to hear the noise. Her concern is that if they believed there to be chaos

within the classroom, whatever the subject, they would question her ability as a teacher

more gaerally; music therefore challenges the image she has constructed of herself as a

competent teacher.

This positioning of music as innately different can pose problems for teachers in deciding to
engage with the subject. Christopher, for example, describegda A O 4 06SAy 3 2y a

f SPSt ¢ (G2 20KSNJ OdzNNA Odzf dzy adzoeSotGazr GKIFG Aa
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an experienced and confident teacher. He clearly positions the teaching of music as
something which he feels is separate fromteiaching in general, a strategy which could be
seen as a way of protecting his sense of-gelfth and competency. He repeatedly

guestions his own skills and ability to teach music, even going so far as to say he does not
0St ASPS KS Oz tahself. Hodedes, Mdcausedé dOrisideksiihis separate from
what is required of a teacher in general, he is able to maintain the positive judgement of

himself as a practitioner, this being immune from any negative judgements regarding music.

Inhiswords, KSNEF2NEZ YdzZaAO A& YSOlILK2NAOIfte& LI IO
understanding of what it is to be an effective teacher. His position is clearly constructed
with reference to a number of consistent beliefs which can be identified throughout his

interview:

1 He believes effective music teaching must consist of teaching a specific set of
musical skills

1 He views music as largely external to the main curriculum, mostly comprising extra
curricular activities such as singing, instrumental lessons and concerts

1 He does not consider that music should be for all pupils, instead claiming that those
who are interested will be the ones who choose to follow this path

1 He believes music should be taught by a specialist teacher

Each of these factors contributes to tbgerall belief that music is somehow distinct and
outside of his personal remit as a teacher. By examining these different strands in more
detalil, it is possible to explore the connections between them which led to this
understanding of music. In partiaul it is useful to identify the ways in which his own
personal history, together with the factors related to the school environment, contribute in

different ways to the formation of his current position. The following diagram therefore
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serves to demonstig how Christopher constructs his own position in relation to muasc (

ever,the numbers refer to the facto™iscussed in Chapt&.

Music needs to be taught through a In order to teach in this way one needs to be
BASIC SKILLS APPROACH: MUSICAL but he does not classify himself 4

-He experienced this himself when he this
was at schoolpast experiences}) -He views music as annate talent that he is
-The inschool training he received < » Not in possession oft{eories about music and
servedto reinforce this beliefdctual the selfl,2)
opportunities4,8) -He contrasts himself with members of his
-This belief was shared by other family and specific colleagues who he does
teachers in the schooslared consider to be musicapést exgriences,
institutional values,6,7) social comparison6)

The result of these beliefs is that Christopher does not consider music to be a
ofhisi S OKAy3 IyR O2yaAiARSNE Al asStL

Music was considered to be Music should be Music was positioned as

an OPTIONAL EXTRA delivered by a EXTERNAL TO THE
-As a Year 6 teacher, he | | SPECIALIST TEACHE, CURRICULUM
believes those pupils who -He has experienced -There is a strong emphasis
want to go down this route this before and believeg on extracurricular music in
should choose to but it is it to be the only way to the school and this is highly
not for everyone. (Beliefs achieve good quality valued (nstitutional5,7)
about education/musid) lessons in musidBgliefs -There are no structures in
-He himself had a choice at about music teactmig/ the school to force teachers
this age and did not choose past experience$,4) to engage in classroom musi
to pursue music (past lessonslstitutional5,7)
experiences4) < >

Figure 7.2: A mapping of contributory beliefs

Although the diagram is inevitably simplified, it is clear to see that a complex web of both
personall YR &a2O0Alf FIFOG2NAR O2yiGNAROdziS (2 / KNR&G?2

from his remit as a teacher. This can be linked back to the different factors identified within
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Chapter 5, and all but personal dispositions are represented'fieda instititional

dimension emerges, which has not been fully discussed as yet, but which relates to the

concept of social groups. Christopher explicitly aligns himself with otheispenialists in

the school and claims that, in general, teachers who are not nspgcialists and who

cannot play an instrument have no chance of ever being able to teach music effectively. We

have seen above how Claire, Catherine and Christine, from the same school, also found

themselves neglecting music because of its perceived diffiso he is not alone in his

practices.
L 2dzald GKAY|l 6AGK YdzAaAO A0Qa a2YSGKAYy3 RAFTFSI
T2ZNJFYR AT &2dz R2y Qi KIF @S GKIFG YdAaAOIE GKAy3

2dza 0 A OS DD Iy on&yds twy'teatthiérS ieie Midit cad rgally do justice to music,
Y2ail 2F dza R2y Qi Khegabe boat KGhiiSOPEhaer RWKEE QNB £ £ Ay

¢KS LIKNI}&S aR2Ay3 2dzaGA 0S¢ G2 YdzAAO A& AYLRN
issue of the perceed value of what he can offer in music. Christopher considers neither

himself, nor the majority of teachers in his school, as being capable of providing music

f Saazya (GKIFIG g2dd R 0S 2F @I fdzS (2 GKS LJzLIAft a
does not believe he should be delivering music because what he could provide is simply not
sufficiently capable. Importantly this is considered the same for most others, so his sense of
selfworth is not jeopardised by negative comparisons with those whenconsiders his
SljdzA @1 £t Syd O2ftfSF3dzSad . & Of SINI& |aaz0Al GAy
school, he is able to legitimise his own lack of music teaching, citing the fact that no one else

can do it either.

'® Although personal dispositions too could well contribiit® / KNA 4 12 LIKSNDRE 0S8t ASTas (K
access from the seteport data.
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Music therefore can be sedn challenge some of the norms of what is expected from
teachers, leading to it being considered distinct from other areas of the curriculum.

However, this understanding of music as separate was not a universally held view across the
interviews and some tchers vehemently argued that the subject should not be treated in

this way. Dawn, for example, who is a great advocate of music and intensely committed to
ensuring its delivery throughout the school, identifies the idea of music as different and
separateas beingjn itself, the most crucial barrier which teachers need to overcome. She
claims that it is extremely unhelpful to focus on whatliferentabout music and that

teachers should instead be encouraged to focus oncthramonalities

Bveryoneseemsi 2 G KAY]l A0Qa8 RAFTFSNBRATTFYREWRGE FXFA Ond 3

teaching any other subject, you need to know the learning objectives and the outcgmes

need to plan your lesson the same as anything else and you need to assesgjfesplin

iKS &a1YS 61 e 82dz ¢2dAf R R2 FyedKAyd StasSod ¢KS
RAFFSNBYG YR F2NJ YS G(GKIGQa GKS LINRPGESY®D 651

For Dawn, the teaching of music should draw upon the samesskilis teachers employ

every day acros$e rest of the curriculum, and there should be no difficulty in translating
these to music. She goes on to cite the example of how she herself finds science a difficult
subject to teach but that by focusing on the general teaching aspects, rather than the

subject knowledge, what was initially deemed to be specialist can become accessible.

There certainly seems to be some merit in this way of thinking in terms of motivation; if
teachers are encouraged to focus on the teaching skills they know they possessvainich
they feel confident, it could help to overcome some of the concerns over the specific
musical skills which have been highlighted throughout this chapter. Rather than the

persistent view of music as being an impossible subject to deliver, ll t@uhelpful to
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encourage practitioners to focus on the skills in which they are already confident and how
these can be used within music. This could diminish the constant anxiety over the need for
an excess of specialist, musical skills and knowledgew@pen which Dawn encouraged

this in her own school will be discussed in Chapter 9 but at this point it is important to claim
that this could, potentially, be one way in which the skills required could be shifted from the

emphasis on music, to an emphasisteaching.
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8. Why music? Negotiating individual
and institutional values

2 KAfAald GKS LINB@A2dza (o2 aSOGAazya KIFI@S I NBST
selfperceptions, it is always important to recognise that these are part of a largee mo

complex motivationalystem Throughout Chapters 6 and therefore,the question of

Ydza A 0Qa @I fdzS KFa AYyS@AGL oNBEQ AdgyTRAS NIENT | GySRRA YUTKES

beliefs. Thesgudgements now becomthe key focudor the current chapter

Whild i W@ I f drSaiegorically haBhedyitisin the diagram in Figure 6.2, el impact
upon motivation was fareaching and complexndeed, when examining each of the eight
factors generatedhrough the codingvalues actually contributed to the consttian of
each oneRather than emerging as a straightforward category in their own rtgbtefore,
value judgements formed part of both the personal understandings of the individnals
the sociallysituated culture of the schools. The following tafsl) summarigs how each
of the eightfactors incorporates within therthe notion ofvalue judgements in relation to
the importance of musicdvaluejudgements underpin the whole integrated model of
motivation, and comprised many complex constructions, vitith personal and social

origins.
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Identified

factor

Value judgements contained within this

Personally

held theories

@)

The personally held theories of teachers includegliit assertions related
to the value of:

1 Music in general

1 Education in general

1 Music teaching in the primary school
The ways in which teachecsnstructedtheir understandings of music
education thereforeextended to the reasons as to why it was (or indeed
was not) worthwhile to study in the classrooitheir personally held
theorieswere clearly connected to the ways in which they valued the

subject anchow this fit with their own conceptions of education.

Selttheories

2

Value judgements were made concerninbat teachers themselves felt
they were able to deliver within musich@re was thus an inextricable
fAyl] 0SG6SSy GKS GSIFOKSNARAQ O2YLIS

valued their own teaching, particularly in comparison with others.

Dispositional

factors @)

For certain teachers, their disposition and attitudes todsateaching, such
as having a strong sense of duty or being hardworking and diligent, led
to certan actions which could influendgeir value judgements of music.
Those who felt strongly about ensuring the provision of all subjects were
thus likelyto value music in a similar way to other comparable foundatioi
subjects. The increased engagement, due to dispositional factors, could

increase the value judgements.

Past

experiences

(4)

The ways in which teachers had experienced music themsehsehaol led
to certain value judgements being made as to its utility and worth. In
particular, there were many instances whereby their perception of musig
during their own childhood translated to their current beliefs as to its wo
in educationlf thetek OK SN & YSY2NR Sa aAaFan ¥z
curricular or selective subject, this could be replicated in their current vie
with the expectation that this should be the role it would occupy in the

school
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Contextual

factors b)

The structural support within the school, including the place of music in
curriculum and the provision of resourcesuld lead to implicit value
2dzZRASYSyida a (2 YdzaalOQa ¢g2NIKD
teachers themselves. Equally, thelwe judgements of those teachers in
positions of power could well be reflected in the contextual features of tH

school.

Social factors

(6)

The ways in which colleagues within the schadued music had the
potential to impact uporthe judgements whiclthey themselves made
regarding the worth of the subject. In those schools where there were
collective negative judgementg proved easy to accept the views of othe

FYR (2 FAUG 2ySQa 26y LINY OGAOSa ¢

Socie The aspects whh spanned both social and contextual factors clearly

contextual incorporated value judgementia terms of how music was operationalised

factors () within the schoolsThe role of individuals such as the music coordinator,
well as the collective obligations and respondiletli within the school, agait
communicated certain value judgements (or lack of them) to the teachel
themselves.

Actual Valueswere also involved in, and could be relatied the opportunities

opportunities

@)

which were provided within the school.Was possible to identifgd O K 2
priorities by the opportunities for CPD and training which were provided
These could then be translated to the ways in which teachers themselve
perceived music in the schqalith those institutions where additional
support was provided tending to place more importance on the subject t

those in which these were lacking.

Table 8.1: Value judgements and their connections to the key themes

With values comprising such a key component of the findings, it was necessary to take

difficult decisions as to what to include within the current chapter. Eventually | decided to

structure this around two key issues which emerged as particularly impoatashallowed

me to build upon the previous discussioRirstly, | consider the question of whether music
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was considered a valuable subject &rpupils to study, which links back to the discussion

in Chapter 6. This desire to provide musical opportusifa all children involves not only

beliefs about the nature of musical ability, as previously discussed, but also inherent
jdzSadA2ya 2F Ydzaao0Qa AYLRNIFyOSoe {SO2yRfeésx L
school as a whole, which varied across shenple. This involves taking a broader view of its

role within the institution; in particular, | was interested in those schools where music was
employed in more innovative and creative ways than simply delivered as a typical

foundation subject, and queisin the impact of these.

Throughout this chaptetherefore, | will build uporthe ways in which thories of self may
either contribute to,or clash withthe institutional value judgements related to music. This
is important in orderto understand howeachers negotiated what were sometimes quite
engrained self theories in relatioo the institutional expectationsAs one of the purposes
2T UKS NBASINOK Aa G2 l[dzSadAz2y gKSGKSNI 0S| OK
guestion of whether it is pssible for the school to encourage change in individuals and
subvert what might have been previously negative perceptiorth@alue ofmusic. It is
impossible to ignore the musical histories which individual teachers bring with them but it
may well be pssible for school structures and social factors to encourage participation, in
spite of these negative personal factofss values prove a crucial part of each of the themes
discussed and clearly cross the individs@atial divide, focusmon the importace of music

mayprove akey part of enhancing motivation.

8.1 Who should study music?

At the present time, debates are rife concerning the place of music within the primary and

aSO2yYRFNE OdzNNA Odzt dzYs ¢A0GK GKS SYWisgaHSY OS 27
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perceived threat to the arts. Currently music remains a statutory subject for all pupils to
receive as part of their education up until the end of Year 9, although the numbers pursuing
the subject beyond this time remain worryingly low, even in cangon with other creative
areas such as art and drarfi&'right, 2008) Such research has shown, for instance, that
while pupils often rate music as enjoyable, they fail to see it as useful for their future
success and thus question its value (ittherefére Af & Ay GSN¥Xa 2F AGa
Subjective Task Value model discussed in section 2.3.4). However, as noted in the
introduction to this thesis, there has been much positive rhetoric from some quarters and a
key feature of the most recent gou@ment policy with regards music is that every child,
regardless of their background or where they are from in the country should receive a full
musical education throughout the primary school:

Children from all backgrounds in every part of England should have the opportunity to learn

a musical instrument, to make music with others, to learn to sing and to have the

opportunity to progress to the next level of excellence if they wisl{idE, 201, p. 7)
Clearly the aim is for each child to receive equal opportunities to become involved with
music, a strategy which is set out explicitly in the 2012 government report into the existence
of inequalities between different areas, schools and even iddal classefOfsted, 2012)
However, for teachers themselves, the notion of inclusive music for all, where every child
receives a full range of musical opportunities, is not always deemed possible or, in some
cases, desirable. The question here concénesextent to which teachers believe school
music is a valuable use of time and effort émery single childan issue which can lead them
to question their overall beliefs about teaching in general and the purpose of education in

the primary school.
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Tha aSOGA2Y o0dzAf Ra 2y (KS LINSOA2dza OKIF LJG SNJI 0 ¢
should constitute music lessons to the notion of whether it is imperative for all pupils to

OQld 'a .26YlFYy OHANMHelucalichi Sas> «a

o
o
(0p))

aidzRe (KS adz

2F ff OKAf RNBY RSLISYRa Ay FdzyRFYSyualt gl &a
OLPHpO® LY GKAA gler GKSNBT2NB:I GKS (SIF OKSNa
explored in Chapter 7, will inevitably be negotiated through thelu@gudgements.
p8p8p O- OOEA A O !'1168
IR2Yy Qi NBlIffeée (y2¢ K2g LIS2LX S Oly jdzS@dsiAz2y oY
something that all children should be gettingalOK 2 2f 'y R A (0 Qa shdlldNII 2 F &
be doing as teacherd ® ® d8mpdrtéanthat edery child gets that chance to experience

just how powerful music can béBarbara, FS, MC)

Across many of the interviews, particularly those from Bramley, Dalton and Emmanuel

schools, there was evidence of a strong belief that musicansashject whicleverychild

needed to experience as part of their education. The opening quote from Barbara was

typical of many of these respondents, who expressed similarly strong beliefs about how

music needed to be positioned as an important subje¢h@primary school. In some cases,

the language used showed that this was a takengranted belief, which did not even need

to be questioned:
h¥ O2dzZNES:E S@OSNE2yS ySSRa G2 KIFI@S (GKS OKI yoOS
and it needs to be something they do all the timgou know, every weel mean it goes

gAGK2dz0 aleAay3a O(GKI G GKS ®dnedfkng duistRmpartant thing& | G 2 LIL
they da (Briony, FS)

Briony too demonstrates her firm belief that all kchien should get the chance to

A

LI NGAOALI GS Ay YdzaAO NB3IdzZ I NI ez SELINBaasSR A

=

GA2Sa pAGK2dzi aleAy3daéd ¢KSNB Aa | aiNpy3a asSy
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assertions, that music itself has an inhereatue to all pupils and its inclusion should not be
guestioned. However, are these claims sufficient to support the idea that every child should
participate in music in the primary school, and what implications does this have for the type

of music which islelivered?

I 6K

ax

¢KNRdzZ3K SEFYAYAYy3 . NA2yé&Qa AYy(iSNWBASs |
Ydza A 0Qa AYLERNIIFIYyOS F2NJIFtf NBtlGSa G2 GKS Sy
a2YSUKAY3 GKS OKAf RNBY NBI flfae ofA2i0 Sr R 2SAy Jiekds {
O02YS |t A®S 06SOlFdzaS GKSe t20S AGéX YR Geée2dz a
32Ay3 G2 R2 YdzaAOés (2 NBAYF2NOS KSNI 6StAST
This was echoed in other accounts from withar Imstitution, where there was a strong

emphasis upon the fact that music needs to be enjoyable and-ampilsed, and that its

value in the curriculum stems from this. The replication of this assertion throughout the

accounts suggests that this is somietl of a consensual view, especially as it was also found

within the quantitative discussion in Chapter 4.

NA2ye | adadzySas (KSNBT2NESI-makiag activitekia f RNBy Qa A
intrinsically enjoyable for them, thus it is an intrinsicallyjuadle part of the curriculum;
however, this could well be questioned. Mantie (2012), for instance, argues that subjects
can justify their place in the curriculum through the ability to provideyowledge thought
to be necessary for everyone but not thdugo be accessible or attainable without formal
SOK22ft Ay3¢ O6LIPTMOD 9ye22eYSyis fGK2dAK | LI A&
itself, allow for this enhancement of knowledge, particularly if the teachers are following a
wholly open, creatig approach as described in Chapter 7.1.3. Returning to the dichotomies

described, too much emphasis on pupil enjoyment can neglect the development of the skills
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or knowledge and can thus lead some teachers to question the value of devoting time to the

subgct.

This proved to be the case in Fairfield school, where the teachers also tended to view music

as an enjoyable activity for the pupils. However, in contrast to Briony, who drew upon this

Fa | NBlFaz2y FT2NJ Ydzai 0Qa Ay OhadershirethysschaoKS | 002 d
show how an emphasis on enjoyment led teachers to believe that musiaetaspriority

subject. Frederick and Faye both use music with their classes but its purpose is seen as a

way of filling a spare five minutes, giving the pupilsreak or dividing up the day to

YEAYGFAY GKS OKAf RNBY Qi devglyeddss ¢ subjdctibdcaugedt isa dzi A C
not treated as part of the main curriculum; the consequence of this is that they rarely, if

ever, actually teach the subjecty R RA & 0Odzaad K2¢ U(GKSANI f Saaz2ya ¢

A =

202SOGAGS Ay YdzaA O3 AlG ¢2dZ RYQl KIF LILISYé 6 CNEB

There are clearly questions as to the legitimacy of citing enjoyment as the sole justification
for delivering some form of regular music, espally if one is using this to position music as
a break from the more taxing or academically rigorous subjects. Clearly in this case, music is
less likely to be given priority teaching time, since it is perceived as being akin to other
WoNBI { Q thel8apih 2 Ra 2 F
L YI1S &adNB ¢S R2 f20a 2F YdzAAO (23SGKSNJ 6SO0l

3SGGAY3 GANBRYI 2NJ 6SQ@S R2yS t2FRa 2F gNRUGAY:
KIS | a2y3Qx FyR Al 23S lederiak&Sly I2Ay3 F2NJ f S| |

Although Frederick discusses his commitment to ensuring all the children were involved in
music, this is because his aim is to ensure a balanced day for them, rather than because he

particularly values the impact of music for each individndkeed, the quote above shows
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KS R2Sa y20 LISNOSAGS YdzAaAO A0GaStF Fa GKS af S
music can be considered useful because it can assist the pupils in maintaining their
motivation and engagememtith other learning activies. Rather than seeing music as
having some kind of inherent value, its worth comes through what it can bring to the

balance of his classroom more generally.

Perhaps, however, the concept of enjoyment could be taken in a different direction.

Barbara, whas a consistent advocate for music, cites her belief that music can offer pupils

42YS 2F GKSANI Y2&aid YSY2NIo6ftS SELSNASyOSa TNR
NEBYSYOSNI YR (NBIFadaNBE Ffgleaé¢ o.FNDINe> C{=x
curriculum, again repeating the fact that it is in some way different from other subjects. She

Of FAYa GKFG LINIAOALI GAY3I AYy YdzaA O gAff GaKSA
vital that everyone should be given that chance, notjustase®dR FS6Y A G RSTAY

0SYSFTAUlA SOSNEB2YSE¢®

This understanding was shared by a number of other teachers, who believed that music

LINE GARSR | GalLISOALFf &€ 2LIIRNIdzyAde F2NJ LIzLIA T &«
music was considered different becausevas perceived to be too difficult and demanding,

Barbara actively constructs music as different in a positive way, in that it stands out from

the rest of the subjects and offers children the chance to experience sometiongthan

simply academiclesfA Yy 3d LGa GRAFFSNBYOSE Aa GKdza &aKAT
valuedbecausat is not simply a replication of the academic subjects that comprise the

majority of the curriculum.

A further argument presented as to why all children shouldegdgmce music is linked to the
notion of talent, which was discussed in Chapter 6. Claire, for example, discusses how
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offering every pupil the opportunity to have the chance to learn to play an instrument
allows each child with the opportunity to demonsteaheir potential to achieve. She claims
GKFG AG A& AYLRZNIFYydG G2 YIE1S GKAA 2LIJI2NIdzyAd
subject would then be able to be offered further opportunities.
They all have the chant¢e have a go and some of them ae=lly good, they can go on

FNRY GKSNB:>Z odzi AT G KSS &l KSHYD SiykaBle O [ R yUISKASINI T AyNa]
all need to have the opportunitio get involved. (Claird.KS2)

The suggestion is that pupils should all be given the chance &riexge music in order to

see whether it is going to be something in which they can achieve. If they do not all get this

chance then it is possible that someone who has the potential to do well in music could fall

to fulfil their potential, reflectingthed 2 SNy YSy i Q& F3ISy Rl GKFG |t ¢
OKIyOS 2 GF1S YdzAAO FdzNIKSNJ aAFT (GKSe& gAraK i
guantitative phase where 69% of the respondents felt they themselves had missed out on

the chance to develop osical skillsinK S LI a 0T / f I AN RHhatdegrRSNE G | YV R

child should be given the opportunity so that there is no chance of talent going unfulfilled.

lf K2dzAK a2YS GSIFOKSNA SELINBaaSR GKSANI O2YYA
special qualities of music itself, it is also possible to identify more general beliefs about the

content of primary education. Indeed, across a number of the interviews there was a feeling

that education needed to be botfair and inclusive, with all pugilineeding to receive the

same opportunities to participate ieverysubject. This was a belief related to teaching

generally, where the purpose of a broad curriculum was to ensure that children had a
OKIFyOS (2 GSELISNASYOS SOSNRBGKAY3IE |G LINAYLE NE

ideally only arising later. By prong every child with the chance to experience everything,
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the hope was that all pupils would find their own areas of interest and then be able to take

this further:

LGQa Fff I cogpdriuniti¥s-afe thgrdirev@rgihidg because if you give thethe

opportunity you can engender that interest and they can take off with it... So we make sure

that they have theacademic opportunities but theti K | got@ebalanced with music and

A (gt ¥ bebalanced with sports and that way everyone has andte to find somethingpr
themImean-L 0St AS@PS GSNER adNRy3Ifte OGKFEdG AdGQa 2 dzNJ
for this. (Gareth UKS2)

Gareth views it as part of his duty as a teacher to ensure that all children receive the
opportunity to partcipate in activities beyond the core, academic subjects. Through these

opportunities, their interest in areas such as music and sports can develop and then they

Oy aidlF1S 2FF¢d | S RA&GOdza&aSa K2g KS KAYaStT

ax

sportwK Sy KS g1 & @2dzyISNE |yR | fK2dzZaK KS RSTAY
recognised the value of having the opportunity to try everything and experience as much as
possible. This now translates to his current practice, where he wants to provide the same

broad experience for his pupils.

Gareth was not the only one to draw upon his own experiences as justification for his
OdzZNNBy il o6StASTa YR NBFSNByOSa (G2 2ySQa 24y
value of music. However, not all the memories w@ositive, with some teachers

highlighting the perceived unfairness of their own experiences in order to justify their

current actions. In some cases, the teachers made clear causal links between their previous
negative experiences with music and theirremt understanding of how music should be

delivered in the primary school.
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Alison, for example, describes her own experience of being ignored by the teacher due to

not having played an instrument, and uses this to support her current view that all pupils

needed to receive some chance in music. She claims that the music teachers in her school
G2yfte GNASR KIFEINR gAGK &2dz AT GKSe& (K2dAKG &2
GK2aS 6K2 RAR y2i LXIFe Iy AyaiaNywolyo2a&5WBRA
GAGK (GKS NBald 2F dzaé¢ o | SNI LISNODSLIiAz2zy 2F GKAA

deserve the chance to play an instrument so they can take it further if they desire to do so.

lfAa2y Qa8 0StAST AY dbKSoss@onsisiedily irdughbutiek O F2 NJ | f
interview, but it could be argued that this judgement is made easier for her because she

herself is not required to teach the subject. By participating in the Wider Opps scheme her

class currently receive specialistttan, which she values over and above anything that she
FSSta aKS g2dZ R 6S FofS (2 LINPOARS® !fAa2yQa
changes in her own practice and relied on her institution offering whole class specialist

tuition. When positoning her views in relation to those of her colleagues, the general

consensus within this school was that music could only be taught by specialists. Within this
shared understanding, Alison is therefore able to judge her current situation as preferable

to her own experiences and express very positive value judgements for music. Although she
holds personal views based upon her past experiences, these are supported by the practices

and shared beliefs within the school; this allows her to make a positive jalgements

about all pupils being given a chance with music, but without any reliance on her own ability

to deliver a lesson.

In contrast, Ethamlescribes how héimselfi NA S& (2 Ay Of dzZRS YdzaA O | a

Oft  aaNRB2Y SELISNAHil@S get thexhafick to bie involvéd inghts, G K
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despite not holding particularly positive s@iérceptions regarding music. His main concern

is that all pupils have the chance to engage with musigardless of whether they

undertake extracurricular mwic or are learning to play an instrument. He links his own
fAYAGSR SELSNASYOS 2F YdaAaA O 6KSNB Al o6l & 2y
current actions, where he specifically makes the effort to enstirehildren have the

opportunity to expeience music in the classroom.

L R2 1ljdZAGS  f20G 2F YdzaA O ¢ A (egetittis@svparhaff Of | a &
their normal classroom experienceas part of their generakhrning... [...when | was at

school it was only the few gifted ones who digy musicg | never did anything at aind we

RARY QU R2 FyeuKAYy3a fG2a3SGKSNYPDODP | yR 42 o0& R;
G2 OK2ANI 2NJ R2y Qi LI iH get sbnye masit at SaiaMasdyl thidkd d  § K S @
GKFGQa AYLRNIFYyGsS GKIG SOSNEB2yS R2Sa a2YSGKA)

The focus here is on a more inclusive music education, where everyone gets the chance to

participate together and there is no distinctionade between those who are considered

WYdzaAOlftQ yR GK2aS 6K2 IINB y2i0d ¢KS O2YLI}I NA

Fdzy RFYSYGlf RAFFSNBYOS Ay GKS (SIFOKSNEQ dzy RS
education in the primary school. Returnirgthe discussion in the previous chapter, Alison

GAS6a YdAAO SRAOFGA2Yy & 68Ay3 SltddotS 2vte

QUKIY @ASsa GKS G Fa F Y2NB K2t AadA0O S

w»
O«

dzo 2

Qx

S F ayl GdzNI f FtF AN

[N

concede that certain pupilsivf £ RSY 2y & G NI
still believes his job is to ensure that the whole class participate in music within the
classroom. This is mainly delivered through participation in action songs, whole class
performances, crative musiemaking and opportunities for listening to music, all of which

he both considers valuable and, crucially, believes himself capable of delivering. His
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motivation is therefore enhanced through both high value judgemamighigh self

perceptions & the music he can offer.

lf 6K2dzAAK 90Kl yQa 2dzRISYSyidia INBE Of SFNIe& Nez2i

understood as situated within a school where there is a positive culture for music. The

school is a very high achieving institution and esidtself on the fact that it is able to

provide experiences that geeyondsimply the provision of the core subjects and the

F OKAS@SYSyid 2F KAIK {! ¢{ aoO2NBad wSTftSOuAy3

O2YyaARSNBR (2 0SS K OBYISOHYKEYOSdDRSOWAZLIEKA O S

day-to-day norm. In contrast to both All Saints and Fairfield schools, the test results have

been consistently high at Emmanuel and there are few worries about behaviour. These

factors could suggest why Etadespite teaching in Upper Key Stage 2, is still able to focus

more attention on music and the arts, and indeed, why this might be expected from all the

staff here. It is crucial therefore to position his view in relation to the enabling context of his

institution, as this clearly contributes to both his judgements and practices. Again, it is

impossible to separate the joint contributions of both his own musical history and his

institutional context.

w8p8c - OOEA &£ O OEA OOAI AAOAA EAxS
L 0KAY | thdséd QiFect®.ywbereiIK SNBEQa fA1S | avYltf 3INRdzLI
really musical and who reallseallyget involved in everything... whereas everyone else is
sort of on the outside...andL  R2y QU (KA y | todhe dame dxtérit idther 3S G G K|
subjects... becausg, St t AG RARY QU YIFGGSNI K2g 3A22R &2dz 6
the same amount... but with mustit always seemed it was only certain people who got
involvedinitt yR aSSYSR (2 R2 2 Ra dokanythiBg 6 KS NBad 2
(Gabrielle, LKS2)
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In the above discussion, | have shown how certain teachers expressed the belief that music
should be an important subject faverychild to access in the primary school. They

supported this by drawing on both their own personal experiences in addition to their
understandings of the expectations of the school. However, as noted throughout, this belief
Fa (2 Ydzaia0Qa Mentifiededen iy tBeSaccOudtdzif tRactierS who failed to

deliver the subject themselves.

In contrast to the assumption that all pupils needed to study music, some teachers, such as
Gabrielle above, perceived the subject as an optional extra in whighcentain pupils

would be involved. There were a number of justifications for this view and it is important
now to consider the alternate positions that emerged. In common with many of the
accounts discussed above, Gabrielle relates her current undersigsidf music to the

situation as she experienced this at school, where music was positioned as something in
which only a selected group of pupils would get involved. Her early experiences therefore
continue to influence her current practices, as she cargmto perpetuate her belief in the
marginal nature of music. If teachers do not believe that every pupil will need to engage
fully with music, it is likely their own motivation to include the subject will be reduced,

meaning the subject may be neglected.

Fairfield School provides another example of an institution where teachers appeared likely
to avoid teaching music. Faye, who perceived the subject as solely a way to provide the
pupils with a break from their learning, was one such teacher who questittreedeed for

all pupils to engage with the subject:

L R2y QG ltgégrea GKAYl UGKFG AdGQa 320 G2 0SS R2Yy!

something that they can choose to dotifey want to... | mean | have so many other subjects
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to concentrate on ad then you thinkis music a necessary skill for everyone to have anyway

080 dad 200A2date AT LIS2LI S (R@gXSHi (KSe Qf f
Clearly there are a number of important assertions within this extract which construct
Cle2aa w2y Ay NBflFGA2Y (G2 YdzZaAO (SFOKAy3axZ ylI
OfFaa¢z AG A& a2YSOKAYy3a (KS LJzLIAf & aK2dzZ R 0 S
These all contribute to the fact that she, like Christopher above, pasitiusic as beyond
her remit as a teacher, viewing it instead as a subject which pupils can choose to become
involved with outside of the classroom, should they so wish. When faced with a number of
competing subjects to deliver, she does not perceive masia high priority within this. She
FAdZNIKSNJ SELIX | Aya KSNI LR2aArAdAazy o6& OAGAY3T YdzaaA
y20 NBIFffe GKFEG AYLRZNIFYyGd F2N GKSY Aa AdGz Al

considers other subjects mhanore of a priority and does not see how music will be of

benefit to the children within their lives.

Her final comment here is also particularly interesting, as she claims that the pupils who
love music will go in that direction anyway; however, is tlasessarily the case? Ellen, for
instance, was extremely passionate about music when she was younger but suffered a lack
of opportunities at school and now feels she has missed out on the chance completely. If
selection of pupils takes place too early liretprimary school, without consultation or at an

age when they are not yet capable of making the decision, then it is possible that some

children are completely missing out.

For some teachers, the idea of selection in music was perceived as inevitablefivehe
practicalities of resourcing the subject were considered. One issue which was frequently

cited was a lack of sufficient instruments for delivering practical lessons in music. However, |
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would argue that the complaints about resources did not alwaysprise the fundamental
NBI a2y +ta G2 K& (0SIFIOKSNE ¢2dAZ R I @2AR (KS ad
musical ability as being of arguably greater importance (see discussion in Chapter 6). For
Gabrielle, for example, these beliefs about musidality led her to question whether it was
possible for music to be something in which all children had a chance of achieving and thus
whether it was worth them participating in.
| think becausemu§i A& ljdzA S | ALISOAL f A &dgthatiekeryyelld NB I f &
is necessarily going to get involved witmaybe people ddave thepotentialto do
somethingwith music but obviously... you know, not everyaeenusical so most of your
Of Faa LINRPolofe ¢2yQd o685 I iouslpgoiigdo have ond& b  F I NJ |

who are really musical and take ta-ity R K I did2la AdésiBdonisieryibne.
(Gabrielle LKS2)

The belief that pupils can be classified as either musical or unmusical at an early age was

therefore a key factor invhether the teachers felt music should be offered to all children,

with a number of the sample explicitly making this link. Although this belief tended to be

found amongst the accounts of teachers of the top two year groups, there were also

exceptions whee practitioners working with younger year groups also cited music as a

subject from which only certain pupils will benefit:
. @ _SIFNJo 2NJn @&2dz Oly dzadatfte G4Sftf (GKS 2ySa
important to make sure they getth@ K y OS (G2 RS@St2L) Kl Godd (KI |

curricular things come in because you can push them down that route and make sure that

they are the ones who do get theusical opportunities. (Clairé. KS2)

Clearly the dichotomous theory of musicality gaan at the heart of this discussion,
demonstrating the impact which categorical beliefs about musical ability can have upon
value judgements of the subject. If teachers view music as something which the majority of

their class will simply be unable to &ss, and in which they will have little chance of
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progress, then it is unlikely they will feel the need to devote whole class teaching time to

this.

Although these links appear easy to make, it is important to note that the belief in a divide
between mustal and unmusical pupils did noécessarilyesult in the idea that music

should only be for the selected few. Barbara, for instance, clearly distinguishes the
GONBIF GADBS¢ OKAfRNBY Fa aSLINIYragS FTNRY GKS
every child should participate in music on a regular basis. Her value judgement of the
subject is sufficiently high that she feels it is worthwhile for all pupils to become involved
with music at school, regardless of the extent to which they will be abpedgress. Rather
GKFry &aStSOGAy3a GK2aS aONBIFGAGS 2ySa¢s I a
believes that everyone should be involved together, again citing reasons of fairness and

equality, and citing music as valuable and necessarglifor

For those who did perceive music as a more selective subject, this process would typically
be initiated by the teachers themselves, usually through the identification and

encouragement of those children deemed to have musical talent. This was panttcihie

case in Christ the King, where Claire noted that the main purpose of selecting the pupils was

aK

Qx

S

2 aldzaK GKSY R2gy GKIG NRdz2iS¢é a2 GKSe O2dzZ R

indicative of the overarching approach to music in the schoaljhiith the emphasis is

placed upon the development of children psrformers This was replicated across the
accounts from this school, as discussed in relation to Catrina in Chapter 7. Logically, if the
key aim is to deliver high quality technical perf@mces, then the best way to achieve this is

through selecting the most talented pupils and providing them with very specialist training.
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needs to study music.

Although tacher selection proved common in Christ the King, an alternative conception
was to position music as a ssklective activity, in which the pupils themselves could
choose whether or not to be involved. This was particularly common amongst the Year 5
and6 teachers, who noted that by this point, most pupils should have decided whether they
wanted to take the musical route:

The ones who've taken to it lower down the school, then yetliey can carry on with it...

the ones who don't well they've had a gat it in other year groups but if they're not really

that into it then there's not much point in them carrying on in class [...] it's not really a whole

class thing when they get to year 8's much more optional(Amy, UKS2)
According to Amy, music shioube considered to be an optional, voluntary activity, which is
available for pupils to choose as they get higher up the school. Whilst she believes the
whole class should have had the opportunity to experience music lower down the school, by
Year6thegy Sa ¢K2 KI @S aGl 1Sy G2 AGé oAttt KIF @GS
normal teaching rather than in class. This reflects a very similar belief to the teachers of
Christ the King and shows how music can prove problematic to fit in during theetop of
the primary school. When there are already increased pressures to focus on the core SATS
subjects, a belief in the subject as an optional extra can enhance the understanding that
music is not valuable for every child. However, the-seléctive oute does rely on all the
pupils having had the chance to experience music in other year groups, which, as has been

shown, does not always happen.

In section 8.1.lone of the important ways in which teachers justified thgosition was by
recounting ther own negative experiences with selection at primary school and using this as
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motivation to ensure that such inequalities were not perpetuated. This use of personal
experience was also evident for those teachers of the opposite view, where certain
practitioners again cited their past school reflections to justify their actions. However, for
these practitioners, the recollections and interpretations of incidents from their own

schooling now activelgliscouraged them from engaging in music with their fulksla

As described in Chapter 6, one of the most dramatic experiences recounted was in the

narrative of Adele, who experienced anxiety when forced to sing in front of her class. With

regards her current teaching, Adele uses her interpretation of this imtitieinform how

she should treat her current pupils. She draws on her personal negative experience to justify

her view that music, and especially singing, was something that no one should ever be

GF2NOSRe¢ Ayili2 R2Ay3IOD
| always make sure they have a chaidthitcA ¥ G KS& gk yd (2 aay3a GKSy
g2y Qi F2NDS GKSY (23 A (chxeally 8cary thindA NI 20/ dadkSk y1]

you can force anyone into it... you know some childrend@2 A y3 (2 Sya22eé Al0I &:
(Adele, LKS?2)

C2NJ ! RSt S GKSNBT2NB>X KSNJ dzy RSNRGFYRAY3 27F Yd
potential to cause anxiety for pupils, thus she believes they should nstibjected to this.

Music is thereforeconsidered optional on the basis of how comfortable pupils feel in

LI NOAOALI GAy3 Ay (KA&AD® LYGSNBauAy3Ites GKS 42
0SAY3 2dzZAGATFTAOFGAZ2Y F2NJ YdzZAA O0Qa Ay OfdiiAzy s |

to become involved in music.

/| KNAAG2LIKSNI I faz2z O2yaARSNA (KS Lzt aQ LRGSY
his pupils as to why some may wish to avoid the subject and agreeing that by Year 5 and 6 it

should be largely optional. His angent is a developmental one, in that he believes Year 6
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to be a time where some pupils may be feeling-selfiscious and starting to make negative
comparisons with others, resulting in a reluctance to participate. However, is this a
justifiable position b take, considering that there is very little choice involved in other
subjects which pupils must study in the primary school, and indeed up to the age of 14?
Barbara argues forcefully that music should not be seen as optional basing her argument
preciselydzLl2y (GKA&a LRAYylG® {KS OfrAYa GKIFIG GK2&aS a
well be forced into subjects which they may not find enjoyable, which not only is there no
way of avoiding but that also require much greater time in school. If this is g& edy
should music be treated differently? Again her argument rests on the notion of parity and
fairness for all: should those children who enjoy music be penalised for fear of causing
others anxiety? Educationally this seems very unjust, but it caneakemied that, for many

in my sample, the anxietiynducing aspects of music performance, combined with its
peripheral status, contribute to the fact that teachers feel justified in classifying it as an

W2 LIGA2YIFEQ &adzoa2SOold o

| would argue that for many of thieachers who discussed formative instances associated
with anxiety, this was connected with the fact that they were not used to participating in
music, i.e. it was considered an unusual occurrence with which they were not familiar. If
pupils are continuosly involved in the subject throughout school, i.e. there is a consistent
whole school approach in whi@ll teachers deliver the subject regularly, the pupils are
more likely to view music as yet another norm in their education, rather than as an anxiety
inducing rare occurrence in which they have had little chance to develop confidence.
Indeed, if they recognise early on that only a small number of teachers and pupils actually

engage with music, then this can cement the belief that music is not a subyeitte
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persist (see, for instance, Mills, 2005). This idea will be further explored in section 8.2.2
below and provides further justification as to why a whole sdiagproach to music may be

necessary.

8.1.3 The impact of socio -economic circumstances and the potential for
clashes of beliefs
The above discussion has demonstrated how particular schools seemed to develop shared

judgements as to the delivery and valuenafisic, as well as the extent to which all pupils
needed to be involved. A further finding relating more directly to the contextual facErs (
of the institution was that the socieconomic circumstances of the school could have an
important bearing on ha teachers perceived the importance of music. Teachers frequently
drew on what they believed to be the needs of their pupils in order to justify their practice
in relation to music. This was, in some cases, dependent on the characteristics of the
catchmentarea, although the causal links made here were not always straightforward or
predictable. When considering comparisdretweenschools, for instance, it did not follow
that teachers in schools with similar so@oonomic circumstances would necessariljyga
(or fail to value) music in similar ways. Howewethin schools themselves, the perception
of a particular set of socieconomic circumstances did lead some to develop shared
understandings about the purpose of music and there was evidence of vgblot®l, shared

approaches.

Christ the King Primary School, which has received external recognition for music and has
been discussed above for its emphasis on providing performance opportunities, provides
one example of how music could be considered impatrfar pupils from less privileged

backgrounds. Teachers in this school tended to consider it their duty to provide musical
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opportunities, because they believed this would be the only way in which their children
could gain access to the subject. Howevkeit belief as to what this music needed to be

was based on three core dimensions:

1 All the children should have the chance to be involved in regular performance
activities, for example, class assemblies and concerts

1 Those children who displayed potential fmusic should be given the opportunity to
progress further through extraurricular provision

1 The children needed to be introduced to high quality (usually canonical classical)

music, through listening activities which would take place in dags asembly

The general notion was that if they did not ensure that their pupils had these experiences of
music during primary school, there would be no other way in which they could become
involved at all. The following two extracts demonstrate this view, whieeeschool was
perceived as providing a means by which the pupils could overcome the lack of financial

and/or parental support for music.

A lot of our children they don't come from families where they would have the
opportunity or the money to be abl® do [music]... that's why it's so important thate give

them these opportunities.Gatring UKS2)

2 SQ@S 3J2G a2 Ylye YdzaAOlf OKAfRNBY GKIG KIF@S
LJdzA KSR 0SOFdzaS GKS LI NByda 2N KRG GIKKSA&Y (03K AWRK A
cost them loads of money and so it really, really puts them off [...] | mean, you have to

dzy RSNARGIFYR AlGXY GKS@QNB FTAYRAYy3I AlG KIFENR Sy2dAal
giving them music lessons... sowhenweéoif) A G Ay a0OK22f L GKAYy]l AGC
definitely. Cecilia LKS2, MC)
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For both these teachers, the school environment represented the only way in which they

believed their pupils would ever be able to access nfsiecause they did not comeoin

families who would be able (or in some cases willing) to pay for it. Reflecting some of the
A20SNYYSyiQa O2yOSN¥ya (KIG YdzaA O Y®Ofstedzyf & 0 S
2012) the school had made a specific effort to address this inetyuayi providing funding

for a wide range of instrumental and choral opportunities. In this way, the school provides

the chance for pupils to learn music as a way of compensating for a perceived lack of music

at home, with the aim being to introduce them te kind of high brow cultural capital with

which it was assumed they would not normally engage.

Although music gained importance in the school through the perceived social circumstances

of the pupils, it was equally possible to identify a belief thatsaese the children were

thought to be getting so little access to music outside of sclaotthingthat was provided

in terms of classical music was considered valuable. For some teachers, simply playing music

to the children therefore gained legitimacy deuse it would give the pupils access to genres
GKAOK (KSe& ¢g2dzdZ R y2G SELSNASYOS Ay SOSNERI &
SRdzOlF GA2Yy Ydzad GF 1S GKS Lzt o06Sé&2yR 2ySQa vy
the experience of bieag exposed to this kind of music may subvert the norm, although the

learning itself is more questionable. If music in the classroom is reduced to simply passive

listening, then is this educationally valuable?

Although Claire, Christopher and Christinesalpressed their belief in the value of simply

LI @Ay 3 YdzaAO G2 (GKS Lzt &az /FGNARYFQa | 002d

It is important to remember that in this school, a very traditional model of music emerged, with strong
emphasis on introducing pupils to the classical greats. As discussed in the previous chapter, the approach
employed was very teachded, wherethepup t 8 Q 2y Ay GSNBada oSNBE y2id SaLISO;
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2T OK olaAO aiAaftfta FLIWNRFOK 6aSS aSOilAz2y 14
insufficient forthepudi 8 Q YdzaA Ol f RS@St2LISyd FyR O2yail
approach. Whilst she is a strong believer in the importance of high quality performances and
the need for increased knowledge of classical music, she feels this must be coupled with an
approachfocused on music skills, which she herself received. Her personal beliefs thus
conflict with the generally accepted view as to how music should be delivered in the school,
leading to feelings of frustration.
LG R2SayQi aSSYy (2 Yindhingseéms & thangee\ehénwi2y S K S|
had a full time music teachgthere was still not enough theory, not enough of the basics of

musicandi KI G Qa ¢ K I tiey fiekdReseyedhBical basicsy R G KS@ QNB y2 4 3
them. They need that knowledgé#hey need tounderstandmusic.(Catrina, UKS2)

Her main complaint is that by if all pupils are not taught these musical skills, they will be

dzy 1 6t S (2 dzyRSNEGFIYR YdzAAO FyR G(GKdza 06S dzyl of
Interestingly, she feels that even when the school had previously emplogpdaalist

teacher, there had been insufficient focus on the basics of music, as she sees them; for her,

GKS LINRo6fSY (Kdaa SEGSYyRa 06Sé2yR GKS (SI OKSN&
the culture of the school itself. She does not feel as thaihgghis something which she is

able to influence and thus feels somewhat helpless at effecting change, hence leading to her

feelings of powerlessness and frustration.

5SaLIAGS /T FAONRYFQa Aaz2ftldAz2y 2y (GKAgatAaadzsSs v
least in terms of performance, in Christ the King. This is largely due to the fact that the

teachersdid see it as part of their duty to provide s@nkind of opportunities in the subject,

RN} gAy3 2y (KS LldzLRAsfevddonceotivigeed Glawddanziesevident® S a

from other schools with similarly low soesxonomic circumstances showed that other
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interpretations were equally possible. In the case of Fairfield Primary school, a very different
picture emerged, despite the comparable sociatumstances. In this school, the priorities
amongst the staff focused solely on the behaviour of the pupils and ensuring that they
would leave their school being competent in the basic skills of reading and writing;

collectively this focus proved verfrang and left little room for activities such as music.

3L Ayad GKAA o0F Ol RNRLE YdzaAo0oQa LI I OS gAGKAY
teachers, who failed to see the value in the children spending time on music which could

instead be devoted tthe core subjects, and literacy in particular. As in the quantitative

chapter, the problem here was the perception of musicomparisorwith other subjects,

rather than necessarily as a subject in its own rig¥henthinking about the futures of

thesechildren, music was not deemed helpful in assisting them in their lives, particularly if

they were lacking in the basic skills (as discussed in relation to Faye). In contrast to Christ

the King, where engagement with classical music was perceived asd gaiying social

capital, the teachers here did not view a connection between learning music and any

potential future success, resulting in the subject being largely marginalised. As noted in

[ KFLIGSNI 73 Ad g1 a 2FGSy O2 yAaYALRSNIB R/ (1€ Faddyd 26So0N
diminished its value, resulting in an approach where the subject was almost ignored within

the school. Indeed, when F@ved in the school, the teachevho greeted me was unsure

who the music coordinator actually was, an indica of the lack of leadership or focus in

the subject.

This shared belief was particularly interesting, given that within this school was the most
musically experienced practitioner of all the teachers | interviewed (as an NQT she did not

yet have a subjg specialism, hence she was not the music coordinator). Fiona, who had
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spent 15 years as a professional singer, found herself increasingly frustrated by the fact that
her own values contrasted with those of her colleagues. In a similar way to Catrineashe

a firm advocate of the basic skills approach to music, and she too bemoans the fact that in
her institution it simply does not happen at all. Indeed, her situation was a more extreme

case that that of Catrina in that music seemed to be almost ingigibFairfield School.

CKSNBE gl a GKdza | YIF 22N 02y Ff ADand iheScontesugly CA 2y

priorities in her institution $,6,7), which was now leading her to question her own position.

She was extremely passionate about musicdmuld not foresee any way in which it would

become important within her current school. The clash between the two sets of values,

individual and institutional, was therefore clearly observable and she perceived this as

impossible to overcome.
TK I (i Q AoblénkKrere telly, | mean | do music with the kids, we do lots in my class but
gKFiQa GKS LRAYG NBlIfte ¢KSy GKSe& R2yQd 3ISa |

GKFG ¢6K2tS YdaAaAOFf (GKAYy3a Ay (GKAa teddiad2f X dzy T
thing here. (Fiona, LKS2)

Fiona therefore contrasts her own practice with that of her colleagues, and realises that the
institution in which she works is unlikely to ever consider music important. She discusses
K2g aKS a&dzy RS NE ivhyyhBra is a negd kb fobkis o lndScd Upan behaviour
management and the core subjects, but does not automatically equate this with the
complete rejection of music. The situation provides such a conflict with her own educational
beliefs, and indeed the reams as to why she went into the teaching profession, that the

only option remaining appears for her to leave the school. Her own position, therefore,
conflict with the wider understandings within the school, which she believes will prove the

enduring force
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The culture of the school and the shared understandings that exist can therefore appear
particularly resistant to change, especially if when other practitioners themselves do not

show any desire to alter the situation. Whilst Fiona sees a vital partrofiuty as being to,
GAYALIANBE GKS OKAfRNBY (2 3ASG adGKFG GKNREE F
subject as external to their priorities, a belief which seems deeply engrained. Any attempt to
develop a whole school approach would therefoeguire a drastic change of ethos, which

could only become possible through extensive dialogue, education and training; in particular
change would need to be supported and at present that appears difficult to achieve.

Although Chapter 9 will demonstratelthi OKI y3S Aa OSNIFAyf& LJ2&aaA
demonstrates it is also far from easy and needs to take into account both the perceived

needs of the pupils and the understandings of the teachers. These may vary between

institutions, meaning that any kthof approach which fails to recognise this starting point

may be doomed to fail.

8.2 Music beyond the curriculum?
The above discussion has concentrated primarily on how music was valued in terms of its

place as a discrete subject in schools, albeit with some reference to additional extra
curricular provision. However, there were alternative conceptions as to howubgest

should be employed and | turn to these now. This involves consideration of two major ideas
which emerged from the data: firstly the notion of music as an enhancement to the learning
of other subjects, and secondly of music as a way of developindspo@ more holistic,
personal and social way. These two aspects encouraged teachers to rethink the place of
music in the primary school and consider allocating it a different role within the life of the

school.
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8.2.1 Music as an enhancement to learnin g
The understanding of music being a tool to enhance or reinforce learning in other subjects
emerged primarily in the accounts of teachers from Fairfield School, although other
AYRADGARdzZE £ & |fa2 NBEFSNBYOSR Y dzi anCeQlhis daldddi Sy G A |
involve specific subject links, for example, the commonly held belief in the link between
musical ability and mathematical ability was repeated by four teachers, whilst one
practitioner explained her belief that participation in music abhklp children with their
reading progress. In addition, there also emerged a more general understanding, where
YdzAAO 61 & LISNOSAGSR a | 3ISYSNARO SyKIFIyOSYSyi
adza A 0Qa &adzOK | LJ2 ¢ SNFdzZf MNBIDKRASYOH OKSOY di2Ss AMT Ad
an instrument or singing in a round or doing composition then it really helps them in other
I NBFas GKS@QNB KIF@Aay3a G2 GKAY] ljdaolte FyR f.
them with everything else. It getkeir brains working! (Cecilia, LKS2, MC)
/| SOAt Al Qa @OASs O2NNBalLRyRa ¢gA0K GKS 02Rée 27
development of more sophisticated thought processes and increased cognitive connections
in the brain. Rather than conéng music with a specific subject or skill, she notes how it
encourages links between different areas of learning and cognitive development, which may
then be transferable to other higher order abilititldodges & Gruhn, 2012n this way,
participationin music can be linked to greater academic performance across the board, as
GKS NBIljdAaAGS a|1Aftfa KSEL G2 SELIYR YR RS@S
GKAAa O02YSa (GKNRdAzZAK GKS oAt AdGe O 2ofwhichKAy ] | dzA
may be translatable to other academic areas. This helped to enhance her argument as to
YdzaA0Qa O fdzST 0SOlFdzaS Al O2dz R O2y iNARodziS

musical development. This is important because she questiomsh&hher colleagues
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