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Abstract 

Music in the primary school has long been a subject of debate. Advocates from the fields of 

research and policy-making 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 educators are extremely passionate about 

ensuring regular, inclusive delivery of the subject, there are others who find it anxiety-

inducing and question the ability of generalist practitioners to even attempt to engage with 

it. Investigating the perceptions and beliefs of current teachers, who are actually involved in 

the day-to-day delivery of music becomes vital, in order to add their often-ignored 

perspectives to the debates surroǳƴŘƛƴƎ ƳǳǎƛŎΩǎ ǇƭŀŎŜ ƛƴ ǇǊƛƳŀǊȅ ŜŘǳŎŀǘƛƻƴΦ  

This thesis explores the issues surrounding primary school ǘŜŀŎƘŜǊǎΩ ǊŜǎǇƻƴǎŜǎ ǘƻ ƳǳǎƛŎ, 

through the lens of motivational theories, in particular self-efficacy theories and value 

judgements. In particular, I examƛƴŜ Ƙƻǿ ǘŜŀŎƘŜǊǎΩ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ the subject stems from 

a complex interaction of both personal and social factors, considering the relative and inter-

dependent impact of these. Through the use of an exploratory pilot survey and extensive 

narrative interviews, an eight-point model of motivation is proposed. The complex nature of 

these eight dimensions, which span both personal-cognitive elements and socially-situated 

elements, suggests that it may well be possible for schools to impact positively on the 

ostensibly personal motivation of teachers; an in-depth investigation of one case-study 

school demonstrated this could occur even when the practitioners themselves may have 

had negative experiences with music in the past. Through engagement with this institution, I 

make explicit the circumstances through which this was made possible, highlighting their 

whole school approach which encouraged dialogue, reflection, autonomy and collaboration. 

Lƴ ǘƘƛǎ ǿŀȅΣ ǘƘŜ ǘƘŜƻǊŜǘƛŎŀƭ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŦƻǊ ƳǳǎƛŎ Ŏŀƴ ōŜ ƭƛƴƪŜŘ ǘƻ 

the potential to improve real-life practice.  
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1. Introduction  

Across the world, individuals are enjoying music, and striving to learn and to share the 

power and uniqueness of music with others. Music education has the power to allow us all 

to reach our musical potential and maximise our birthright. (McPherson & Welch, 2012a, p. 

2) 

Music in the primary school occupies a complex and contested position in education. Within 

this research field, there are many passionate advocates of the subject who have repeatedly 

strived to communicate its importance and value, such as McPherson and Welch from 

whose seminal handbook the above quote was taken. The subject has been labelled 

inspirational, enriching and even magical by some policy-makers, who are keen to ensure its 

continuing place in the National Curriculum (DfE, 2011; DfES, 2004; Ofsted, 2012). However, 

their cause is often subject to challenge, in light of increased emphasis on factual knowledge 

within the core subjects; in this context, music is often likely to become marginalised and 

neglected in favour of other, ostensibly more important, areas of learning (Bowman, 2012). 

It can be a struggle within schools to find the time and space to teach music and many 

practitioners themselves experience anxiety over their delivery of the subject. Clearly music 

has the potential to invoke strong responses from practitioners, both positive and negative.  

This research project stems initially from my own experiences of this unusual duality. When 

reflecting on my own education, music stands out above all else; my school experiences 

inspired me to be involved in music in many ways throughout my life. However, when 

commencing my teaching career, I found myself failing to teach the subject regularly, 

experiencing anxiety over its delivery and feeling at 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?   
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My career as a researcher began, therefore, with the question why. Underpinning my work 

was a desire to fully understand why music should cause such difficulty in schools: why were 

many teachers so reluctant to engage with the subject when they were confident and 

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 within classroom teaching. I started 

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

despite its ostensibly high status within the broader school context (Evans, 2010). 

Although the research questions posed in this thesis have been refined over time, the issues 

that prompted me to ask these questions remain of fundamental interest, and will be 

explored here. Whilst my work attempts to unpick and understand motivation as a complex 

theoretical construct, an underlying aim throughout is to provide some recommendations 

that can be of use by teachers in real-life situations. The divide between the ivory towers 

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

important personal aim that this work should attempt to do so. 

This opening chapter to the thesis sets the scene for the current project. Firstly, I make the 

case as to why music teaching in the primary school is worthy of research (section 1.1), 

citing its peripheral status within the curriculum and provision in schools which is 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 the school setting 

and it is important to acknowledge this context.  

I then explain briefly how this research fits in with the wider policy context and the current 

educational situation (section 1.2). The period of data collection proved to be a time of 
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change and uncertainty for music and, indeed, for the whole curriculum. Although many of 

the teachers involved in this research questioned the impact of higher level policy shifts on 

their daily practice, this broader context is important to acknowledge, in terms of how 

schools are regulated and organised, and how their priorities are to an extent determined 

by broader societal and political forces. However, the voices of real teachers can often be 

conspicuously absent from policy documents, an issue which is addressed in the following 

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

Finally, section 1.4 sets out the structure for the thesis, briefly outlining the content of the 

forthcoming chapters. Whilst the overall organisation inevitably appears to present a 

straightforward, linear view of 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 

illuminating and involving experience, which I envisage to be an important first step in my 

involvement with music education research. 

1.1 Music in the primary school ɀ Why bother?  
 

Music can be magic. It calls for and calls forth all human virtues: imagination, discipline, 

teamwork, determination. It enriches and inspires... music has a unique contribution to 

make to education. (DfES, 2004) 

Music is very intimidating, embarrassing and downright scary. I do not like performing and 

singing in public and I have not overcome these fears. (Rogers, Hallam, Creech & Preti, 2008) 

aǳǎƛŎΩǎ Ǉƻǎƛǘƛƻƴ ƛƴ ǘƘŜ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭ Ƙŀǎ ƭƻƴƎ ōŜŜƴ ŀ ǘƻǇƛŎ ƻŦ ŘŜōŀǘŜ ŀƳƻƴƎǎǘ ǘŜŀŎƘŜǊǎΣ 

educators and researchers (Mark, 2002). As the above quotes demonstrate, the subject has 

the power to trigger extreme reactions, both positive and negative. From one perspective, 

music is a fundamental part of everyday life and a musical education can provide pupils with 
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lifelong skills in cognitive, social and personal domains (Henley, 2011; Ball, 2010). It has the 

power to influence mood and emotion (Storr, 1992) and participation in musical activities 

can lead to rewarding personal and social experiences (Jensen, 2000), engendering skills 

such as teamwork, cooperation and self-discipline (Ofsted, 2012; Henley, 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 who question 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 all (Mills, 2005), leading some practitioners to engage with the subject to a 

lesser extent than other areas, or even omit music completely if opportunity allows. As the 

second quote, taken from Rogers et al (2008) illustrates, for some primary school 

practitioners the teaching of music is perceived as intimidating and anxiety-inducing, with 

many believing themselves to lack the appropriate level of skills (Abril, 2007).    

Whilst still highly relevant today, such issues surrounding the teaching of music are far from 

new. There have long beeƴ ǉǳŜǎǘƛƻƴǎ ƻǾŜǊ ƳǳǎƛŎΩǎ ǇƭŀŎŜ ǿƛǘƘƛƴ ƎŜƴŜǊŀƭ ŜŘǳŎŀǘƛƻƴΣ ǿƛǘƘ 

many advocates of the subject feeling the need to put forward the case for its inclusion in 

the curriculum (McPherson, 2007; Mark, 2002; Pitts, 2000). Even within these circles 

however, there remains 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 development (Jensen, 2000)? Is the aim of including music in schools linked to 

a way of increasing academic achievement (Catterall, Chapleau & Iwanaga, 1999)? Or is its 
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purpose the personal and social development of pupils, for example by instilling self-

discipline and commitment (Seith, 2013)? 

Paynter (2002) attempted to answer the critƛŎǎ ƛƴ Ƙƛǎ ŀǊǘƛŎƭŜ ΨaǳǎƛŎ ƛƴ ǘƘŜ school curriculum: 

²Ƙȅ ōƻǘƘŜǊΚΩ, upon which the title of this section is based. It is hard to imagine the 

response that would greet this phrase were one to replace ΨmusicΩ with an alternative 

subject; one would not expect tƻ ǎŜŜΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ΨaŀǘƘǎ ƛƴ ǘƘŜ ǎŎƘƻƻƭ ŎǳǊǊƛŎǳƭǳƳΥ ²Ƙȅ 

ōƻǘƘŜǊΚΩ ŀƴŘ ȅŜǘ ǘƘŜǊŜ ŀǊŜ Ƴŀƴȅ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ ƳŀǘƘŜƳŀǘƛŎǎ ŎǳǊǊƛŎǳƭǳƳ ǿƘƛŎƘ Ŏŀƴ ǎŜŜƳ 

equally, if not further removed from day-to-day life1. Regardless of whether one has 

engaged in its formal study, music 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 through i-Tunes, 

Spotify and other e-music outlets; indeed, recent research suggested that more people are 

listening to music regularly now than ever before (McPherson, 2013). It is unlikely that these 

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

schools it is music whose place is questioned. 

I am not, of course, arguing here that maths or other core subjects should not be part of the 

curriculum; rather I am making the point that their place in the curriculum is rarely 

questioned, particularly at primary level. To some extent, this completely shuts the door on 

any debate over its legitimacy because teachers know they must deliver 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 

                                                      
1
 Although I 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 discussed further in Chapter 2. 
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crowded curriculum, such debates as to its importance are rife and its position is frequently 

perceived as being under threat (Walters, 2012).  

Indeed, the importance of these debates is currently heightened, as the arts seem to be 

increasingly squeezed out by Ψback-to-basicsΩ conceptions of education (Walker, 2013). 

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

core group of GCSE subjects which the Secretary of State for Education attempted to 

promote as the prestigious English Baccalaureate, leading to claims that they were thus 

perceived ŀǎ ƛƴŦŜǊƛƻǊΦ 5ŜōŀǘŜǎ ŀōƻǳǘ ƳǳǎƛŎΩǎ ǇƭŀŎŜ ŀǊŜ ǘƘŜǊŜŦƻǊŜ ŜǎǎŜƴǘƛŀƭ ŀƴŘ ǇŜǊƳŜŀǘŜ 

music education literature more extensively now than perhaps at any other time 

(McPherson, 2013). 

This research is therefore positioned within these debates and, to an extent, addresses 

some key 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 

ǇŀǊǘƛŎǳƭŀǊ L ŀƳ ƪŜŜƴ ǘƻ ŀŘŘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƻǿƴ voices to the debates on these issues, and I 

explore their perspectives in detail within the discussion chapters of this thesis (Chapters 6-

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

ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ǘŜŀŎƘŜǊǎΩ motivation for the subject precisely because there is not one, true 

fixed idea about its role. As long as music is marginalised and its position questioned, there 

is space for variety ŀƴŘ ŎƻƴǘǊŀŘƛŎǘƛƻƴ ƛƴ ǘŜŀŎƘŜǊǎΩ ŀǇǇǊƻŀŎƘŜǎΣ ŀǘǘƛǘǳŘŜǎ ŀƴŘ beliefs; 

exploring teŀŎƘŜǊǎΩ ǊŜǎǇƻƴǎŜǎ ǘƻ ƳǳǎƛŎ ǘƘǳǎ ŦƻǊƳǎ my key area of exploration. 
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1.2 Policy context  

The data collection process took place between January 2011 and June 2012, which is 

important to recognise when 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 least to some degree, by the National 

Agenda and the expectations to which schools must conform2. These relate both to the 

coverage of different curriculum subjects, as well as the criteria by which institutions will 

themselves be judged successful, with the actions of all teachers being inextricably linked to 

the targets for 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 place was a somewhat 

turbulent time for music education, with a number of significant initiatives occurring. A key 

development was that control of provision was shifting away from the traditional format of 

music services controlled by each Local Education Authority (LEA). The creation of a series of 

ƳǳǎƛŎ ΨƘǳōǎΩ ǿŀǎ ǘŀƪƛƴƎ ǇƭŀŎŜ during the data collection period, with the bidding process for 

these occurring whilst I was working with my sample schools. These bids emerged from a 

range of sources, including the previous music services, other collaborations from Local 

Authorities or specialised private companies.   

The new structure of music education hubs was linked to the publication of the National 

Plan for Music Education (DfE, 2011). This was an extensive document which set out the 

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

                                                      
2
 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 associated with them are not covered in this thesis. 
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reduced, a certain amount of financial support for music would be protected during its early 

stages of operation. This was 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 education, and particularly stresses its aim to ensure that all pupils 

receive quality opportunities throughout their time at school (DfE, 2011). However, there 

are some who question its underlying values. The model of teaching and learning it presents 

is veǊȅ ǘǊŀŘƛǘƛƻƴŀƭΣ ōŀǎŜŘ ƻƴ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ .ǊƛǘŀƛƴΩǎ ƳǳǎƛŎŀƭ ƘŜǊƛǘŀƎŜ3 (Shirley, 2013); 

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 what should be 

taught and how it should be delivered (Spruce, 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 established until September 2012. However, what constituted a major policy 

development on a government level had surprisingly less impact in schools than I had 

originally anticipated. The local authorities with whom I worked tended to have secured 

some form of continuity 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 

schools 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 

                                                      
3
 This would go on to feed into the new National Curriculum for music, where the ideology moves from a 

creative, learner-centred approach to a focus on the acquisition of knowledge, in particular related to the 
composers from the classical, Western canon. 
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themselves, there was an element of distance from this and the Plan itself was not directly 

impacting on their daily practice at this stage. 

Perhaps of greater relevance 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 extensive funding for specialist instrumental tuition, for example, through 

²ƛŘŜǊ hǇǇƻǊǘǳƴƛǘƛŜǎ ǎŎƘŜƳŜǎ όƎŜƴŜǊŀƭƭȅ ǘŜǊƳŜŘ Ψ²ƛŘŜǊ hǇǇǎΩύ ǿƘŜǊŜ ǿƘƻƭŜ ŎƭŀǎǎŜǎ ǿƻǳƭŘ 

learn to play an instrument, usually for up to one year. However, in terms of classroom 

music teaching, 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 questionable and inconsistent, with almost 

half failing to ǊŜŎŜƛǾŜ ŀ ǊŀǘƛƴƎ ƻŦ ΨƎƻƻŘΩ ǿƛǘƘ a worryingly high number of pupils failing to 

make the required amount of progress, especially in Key Stage 2 (Ofsted, 2009).  

A further report in 2012 echoed some of these criticisms, claiming that many of the same 

problems persisted three years on and ƘƛƎƘƭƛƎƘǘƛƴƎ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƻƻ Ƴŀƴȅ ΨƳǳǎƛŎΩ ƭŜǎǎƻƴǎ 

were actually failing to include sufficient music (Ofsted, 2012). The key problem was that 

the teaching focus itself was not always musical, with learning objectives being directed 

towards other, non-musical skills. Many of the observed activities also comprised basic, 

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

as simply playing a CD and assuming this to be 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 teachers to deliver music; many of these 

practitioners may not feel confident with the subject or may not have been in the habit of 
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teaching it for an extended period (Ardzejewska, McMaugh, & Coutts, 2010). It is estimated 

that approximately 90% of primary music lessons in the UK are taught by non-specialists 

(Biasutti, 2012) and if the funding for ΨWider OppǎΩ is reduced, then this figure could 

increase further. In this research, therefore, I intend to examine the challenges which 

generalist teachers face when attempting to teach music.  This involves gaining a deeper 

understanding of how practitioners actually perceive music, which elements of the subject 

may prove problematic to them and how the wider school environment might influence or 

interact with the indiviŘǳŀƭ ǘŜŀŎƘŜǊǎΩ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ŀƴŘ ōŜƭƛŜŦǎΦ  

In order to gain a broader ǇƛŎǘǳǊŜ ƻŦ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎΣ ƛǘ ǿƛƭƭ ōŜ ƴŜŎŜǎǎŀǊȅ ǘƻ ŜȄǇƭƻǊŜ 

both schools in which music may prove problematic, as well as those in which the subject is 

being delivered successfully. 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 music, and what 

conditions may be necessary to achieve this. 

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

remember the impact that wider policy context and the broader educational priorities will 

have upon the practices taking place in schools (Moore & Young, 2010). Whilst teachers 

themselves may consider this an area of disconnectΣ ǘƘŜ ǊŜŀƭƛǘȅ ƛǎ ǘƘŀǘ ǘƘŜ ǎŎƘƻƻƭΩǎ ƻǿƴ 

culture and ethos develops within the context of the National Agenda, and is thus 

constrained by this. 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 level 

concerns wƛƭƭ ŎƻƴǘƛƴǳŜ ǘƻ ƛƴŦƛƭǘǊŀǘŜ ǘƘŜ ƳƛƴǳǘƛŀŜ ƻŦ ǘŜŀŎƘŜǊǎΩ ƭƛǾŜǎ ŀƴŘ ǇǊŀŎǘƛŎŜǎ (Paechter, 

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 both researchers and policy 

makers, I was struck by the fact that the voices of teachers themselves are too often absent. 

This point was reinforced to me at a recent conference (Music Learning Live, 2012), during 

which a primary practitioner stood up in a room of several hundred individuals to ask how 

many teachers were present and participating in this debate. The answer? Fewer than 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 research was therefore to give priority to practitioners themselves in 

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 Jorgensen (2012, 

p.639) points out, ά¢here is an ethical imperative for scholarship to benefit practice, be it 

immediatelȅ ƻǊ ƻǾŜǊ ǘƘŜ ƭƻƴƎŜǊ ǘŜǊƳέ. By ignoring the voices of practitioners 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. The oft-repeated claim is that research finds 

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

real concerns of teachers (Hammersley, 2002). Whilst one might expect research into 

education to be clearly linked to policy and practice, there is often a divide between them, 

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

practicesΤ ŀǎ .ŜƴƴŜǘǘ wŜƛƳŜǊ ƴƻǘŜǎΣ Ƴƻǎǘ ǊŜǎŜŀǊŎƘ ƛǎ ƭƛƪŜƭȅ ǘƻ ōŜ ŀ άŘǊƻǇ ƛƴ ǘƘŜ ƻŎŜŀƴέΣ 

whose influence is negligible and will never reach practising teachers (Reimer, 2012, p.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 music education research in 

the present time (McPherson & Welch, 2012b). One particular concern is that there has 

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

ǾŜǊȅ ƭƛǘǘƭŜ ŜǾƛŘŜƴŎŜ ƻŦ ŀ ŎƘŀƴƎŜ ƛƴ ŀǘǘƛǘǳŘŜǎΦ ¢ƘŜ ŀƛƳ Ƙŀǎ ōŜŜƴ ǘƻ ŘƛǎǇŜƭ ǘƘŜ ΨƳȅǘƘΩ ǘƘŀǘ ōŜƛƴƎ 

musical is something unattainable, only accessible to a select talented few (Burnard, 2003; 

Hallam, 2006)Φ IƻǿŜǾŜǊΣ ŘŜǎǇƛǘŜ Ƴŀƴȅ ŘŜŎŀŘŜǎΩ ǿƻǊƪΣ ǘƘƛǎ ōŜƭƛŜŦ ƛǎ ǎǘƛƭƭ ǇǊŜǾŀƭŜƴǘ ƛƴ Ƴƻǎǘ 

classrooms and can present problems to the delivery of music (McPherson, 2013). Indeed, 

this understanding certainly manifested itself throughout my interviews and had the 

potential to impact upon practice (see 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 questioned the relevance 

of both research and policy with reference to their own teaching. As one practitioner 

commented: 
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LǘΩǎ ƭƛƪŜ ǿƘŜƴ ȅƻǳ ƘŜŀǊ ǘƘŜȅΩǾŜ ŘƻƴŜ ǘƘƛǎ ǎǳǊǾŜȅ ƻǊ ǘƘŀǘ ǎǳǊǾŜȅΣ ǿŜƭƭ ǘƘŜȅ ŘƛŘƴΩǘ ŀǎƪ ƳŜΣ ǘƘŜȅ 

ŘƛŘƴΩǘ ŀǎƪ ŀƴȅƻƴŜ L ƪƴƻǿΣ ǎƻ ƭƛƪŜ- who are they asking? And I think with things like 

ŜŘǳŎŀǘƛƻƴΣ ƛǘΩǎ Ƨǳǎǘ ǘƘŜ Ƴƻǎǘ ŦǊǳǎǘǊŀǘƛƴƎ ŦŜŜƭƛƴƎ ǘƘŀǘ ǘƘŜȅ ŘƻƴΩǘ ŀǎƪ ǘƘŜ ǇŜƻǇƭŜ ǿƘƻ ŀǊŜ 

ŀŎǘǳŀƭƭȅ ǘƘŜǊŜ ƛƴ ǘƘŜ ŎƭŀǎǎǊƻƻƳ ǿƛǘƘ ǘƘŜ ƪƛŘǎ ŜǾŜǊȅ ŘŀȅΣ ǘƘŀǘΩǎ ǿƘȅ L ǘƘƛƴƪ ǘƘŀǘ ŀ ƭƻǘ ƻŦ ǘƘƛƴƎǎ 

they come up with are so unrealistic. (Bella, Upper Key Stage 2 teacher in Bramley Primary4) 

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

research, this view was common across the interviews, with practitioners frequently 

dismissing research as being irrelevant to their daily practice. As one teacher pointed out, if 

ƛǘ ƛǎ ǎƻƳŜǘƘƛƴƎ ƛƳǇƻǊǘŀƴǘ ƛǘ ƳƛƎƘǘ άŜǾŜƴǘǳŀƭƭȅ ƎŜǘ ǘƘǊƻǳƎƘέ ōǳǘ Ƴƻǎǘ ƻŦ ǘƘŜ ǘƛƳŜ ƛǘ Ƙŀǎ ƭƛǘǘƭŜ 

impact or use (Amy, UKS2). This is particularly disheartening, considering that voluntary 

participants in research might be expected to show a greater interest and enthusiasm for its 

outcomes and value. It presents something of an anomaly, therefore, that individuals might 

actively participate in research but also be so completely dismissive of its impact. 

As someone who frequently crosses between both sides of the researcher-practitioner 

divide, I 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 a crucial goal of this project 

that I should be able to draw some conclusions or provide advice which could be applicable 

to real-life situations. Although the specific cases I will discuss in this project will inevitably 

comprise a unique combination of individuals and shared, cultural values, there is the 

potential for people to recognise aspects of their own circumstances in those of others so 

that they might provide impact upon a wider context (Johnson, 2012). In this way, 

presenting data and real-life examples of the issues which teachers currently face can 

actually move beyond unique cases and can provide knowledge that may prove relevant to 

                                                      
4
 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 that through dissemination, potential readers may be able to 

recognise some comparable features and thus be able to draw on these recommendations 

in their own practice (Stake, 2010).  

1.4 Overview of the thesis  

The structure of this thesis is now described in order to provide an overview of the whole 

project. Chapter 2, which follows, opens with a review of the literature and is split into four 

sections. I 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 about the different influences on my work. The opening sections of this chapter 

therefore cover a range of motivation theories, considering how these may potentially 

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

The main body of the literature review concerns the potential barriers to teacher motivation 

which music may cause. In this section, I 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 two.  In particular I focus upon: beliefs about ability, self-efficacy 

judgements, performance anxieties and values. This then links into the presentation of the 

initial research questions, which were the starting points for this investigation. 

Due to the sequential nature of the research design, I took the decision to split the 

methodological rationale, with strategic details being included in both Chapters 3 and 5. In 

Chapter 3, the quantitative methods will be outlined, whilst the qualitative strategies will be 

detailed in Chapter 5. This decision was taken to preserve the sequential research design, 

whereby the specific details of the qualitative research were, in part, determined by the 
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preliminary findings from the quantitative questionnaire. 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 within a methodology chapter. This includes a discussion of the 

philosophical foundations upon which the study is constructed, as well as a justification for 

the use of a dual-phase design, before delving into the specific details of the quantitative 

phase of the research. Although the design contains both quantitative and qualitative 

elements, it cannot be considered truly mixed methods; the overall strategy is heavily 

weighted towards the second, qualitative phase, with the survey research being primarily 

employed as an exploratory pilot phase.  

Despite this, details of the design and implementation of the survey are also included in 

Chapter 3, as a precursor to the presentation of these findings in Chapter 4. Whilst the 

open, exploratory nature of the survey provided the opportunity for a number of different 

avenues of inquiry, time and space dictated a selective approach. The fourth chapter 

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

¶ The perceived value judgements of music in relation to other subjects 

¶ ¢ŜŀŎƘŜǊǎΩ ǎŜƭŦ-efficacy judgements regarding specific aspects of teaching music 

The discussion of these quantitative findings provides the foundations for the qualitative 

phase, and underpins the revision and refining of the research questions. This leads into 

Chapter 5, which comprises the second section dedicated to research design, this time 

incorporating a description and justification of the qualitative methods. Information is 

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

placed upon socio-contextual factors throughout the research.   

Whilst Chapter 5 provides key details of the qualitative methods, this is not its exclusive 

role. In addition to the methodological information, I demonstrate the ways in which the 

analysis was conducted and how the potential findings emerged from the data. In this way, 

the chapter begins to blend the description of the analytical processes with actual findings 

from the data. This involves presentation of the eight key 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 to explore above others. However, a key point made 

throughout is that the separation of a single individual theme proved near impossible and 

there was inevitably interweaving and interdependence across the four chapters. 

Chapter 6 focuses on perhaps the most discrete areaΣ ǿƘƛŎƘ ŎƻƳǇǊƛǎŜǎ ǘŜŀŎƘŜǊǎΩ 

understandings of themselves and the nature of musical ability. These proved fundamental 

to any further discussion of their motivation and were prevalent across the accounts. In 

particular, the notion of being ΨmusicalΩ ŀǎ ŀƴ ΨŜƛǘƘŜǊκƻǊΩ ŘƛŎƘƻǘƻƳȅ ƭŜŘ Ƴŀƴȅ ƛƴŘƛǾƛŘǳŀƭǎ ǘƻ 

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 interactions, it is possible to question the extent to which they are 

quite as naturally embedded as many of the teachers may believe. 



25 
 

The following ŎƘŀǇǘŜǊ όтύ ōǳƛƭŘǎ ƻƴ ǘƘƛǎ ǘƻ ŜȄŀƳƛƴŜ ǘŜŀŎƘŜǊǎΩ ƳƻǊŜ ǎǇŜŎƛŦƛŎ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ 

of music in the primary school and the theories and beliefs they hold in relation to this. A 

range of different conceptions emerged, which could be positioned along various continua, 

although again these were often underpinned by fixed, unhelpful dichotomies. These 

included understandings relating to what music should provide (basic skills training or 

opportunities for creative expressions), what the model of teaching should be (traditional or 

progressive) and where authority should be positioned (teacher-led or pupil-led). 

In addition to presenting the different understandings of the teachers in my sample, it is 

important to link these back to the self theories discussed in the previous chapter. This 

allows exploration of some of the specific self-efficacy issues which emerged from the 

questionnaire, and allows me to question why certain elements of the subject may prove 

problematic. I also consider the extent to which the different conceptions 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. I 

suggest that an approach which is positioned towards the middle of the continua, and 

includes elements 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 centre stage. Although personal value judgements are 

considered, I also start to extend the focus to include the potential impact of schools and 

the institutional values that exist collectively. This involves exploring the different purposes 

which music may fulfil within the school, some of which could be positioned externally to 

the curriculum itself. Judging from the contextually-situated judgements of the teachers 

regarding the place of music in their schools, I start to make the case for institutions to 
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develop their own, personalised approaches to music, which focus on the perceived needs 

of their pupils and take account of both the socio-contextual characteristics of the school 

ŀƴŘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƻǿƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎΦ   

Chapter 9 moves from the more theoretical discussion to offer some practical 

recommendations, considering ǎǇŜŎƛŦƛŎ ǎǘǊŀǘŜƎƛŜǎ ǿƘƛŎƘ ƳƛƎƘǘ ōŜ ǳǎŜŘ ǘƻ ŜƴƘŀƴŎŜ ǘŜŀŎƘŜǊǎΩ 

motivation for music. I examine a case study of one institution, which has developed a 

particularly successful approach, and explore how this has been achieved. Throughout the 

chapter, I build the argument that it is possible to enhance motivation on an individual level 

through various institutional-level processes. These include: 

¶ Institutional expectations and obligations 

¶ Leadership and support 

¶ Autonomy and the development of simplified resources 

¶ Collaboration and training 

The decision to use an in-depth case study was one which emerged from the data, as I had 

not been expecting to focus so exclusively on one institution. However, the opportunity to 

explore their highly successful approach to music was one which could not be missed and 

helped to illuminate some of the previous findings with real-life examples. It is hoped that 

by highlighting the ways in which the practitioners approach music in this school, it may 

inform other institutions of how their own provision of the subject could be improved and 

redesigned to suit the needs of their staff and pupils.  

The final chapter of the thesis includes some of my own reflections on the research process, 

as well as an indication of the potential directions for future research. This is particularly 

important to highlight as I do not view this thesis as the end of my research career in this 
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area. The ideas and theories explored throughout the coming pages may well stimulate 

further investigation, but it is hoped they will provide a useful foundation upon which to 

build.  
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2. Literature Review 

¢ƘŜ ƪŜȅ ŀǊŜŀ ƻŦ ŜȄǇƭƻǊŀǘƛƻƴ ŦƻǊ ǘƘƛǎ ǇǊƻƧŜŎǘ ƛǎ ǘŜŀŎƘŜǊǎΩ motivation to engage with music. 

The aim is that by using theories of motivation, and exploring how these can be specifically 

related to the teaching of music, it should be possible to better understand the ways in 

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

future delivery of music, for example by suggesting ways in which schools may support 

practitioners and increase engagement. In particular, I am concerned that generalist 

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

prevent them from engaging with music at all. A greater understanding of these issues is the 

first step to finding and exploring solutions to this problem. 

This literature review involves two broad bodies of research publications, which are brought 

together through these aims. The first is concerned with theories 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 motivation is that any 

comprehensive study must include both personal, cognitive elements and socially situated 

elements; it is upon this premise that the current project is built (Järvelä, Volet, & Jarvenoja, 

2010). 

The second body of literature concerns the field of music education research, which also 

comprises a broad spectrum of studies. This includes a 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 grown considerably over the past two decades, as shown 

by the recent publication of an extensive, two-volume Handbook of Music Education 
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(McPherson & Welch, 2012a). This collection of articles demonstrates the plurality of foci 

within the field, although a prominent issue running throughout 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 delivery of music in schools, which echoes my own 

desire when starting this research. 

The current chapter draws upon both sets of literature, as well as the work of those 

researchers who have effectively married the two areas together (for example, Hallam 

2006; Austin, Renwick & McPherson, 2006). My specific focus, however, is placed upon the 

teachers, and I structure this literature review around the potential barriers to motivation 

which they may face when confronted with the delivery of music in the primary school. By 

unpicking the reasons as to why the subject has the potential to cause difficulty for 

generalist teachers, it may be possible to develop ways to enhance their motivation by 

overcoming these problems. 

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

guide and maintain the goal-directed actions of individuals (Elliot & Dweck, 2005). There are 

several dimensions to this, all of which can be considered part of the overall construct of 

motivation (Maehr, Pintrich, & Linnenbrink, 2002): 

¶ 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 four aspects is essential for 

the literature review. Various researchers, for example, have concentrated their work solely 

on specific elements and have also approached these from different perspectives. A greater 

understanding of the complexities of the field is therefore an essential first step to 

becoming familiar with how motivation has been conceptualised in the literature. 

This section will commence with a brief history of motivational studies, providing an 

overview of the key ideas and concepts which have been developed across the field. 

Although there has been addition research which has focused upon, say, biological needs as 

motivational drivers, the focus here is on motivation and engagement in an educational 

setting, thus my work is largely limited to the psychological and social approaches.  

This initial general mapping is important for setting the scene, and points towards the 

emergence of a key theory which underpins the whole thesis. This relates to how teacherǎΩ 

motivation develops, not just in isolation within the individual, but equally through the 

socially situated interactions and structures present in the school. Motivation is not 

therefore positioned as entirely resident within the individual teacher nor is it situated 

wholly in society; it involves a complex negotiation between both 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 behavioural, cognitive and socially constructed perspectives. Some of the key 

developments in the field are briefly summarised in Table 2.1 below and 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 both psychological 

and sociological elements.  

Behaviourist (Socio)Cognitive Socially constructed Cognitive-situative 

Individuals are 

motivated by 

positive and negative 

reinforcements from 

the external 

environment and will 

respond to these in 

reasonably 

predictable ways.  

(Skinner, 1953) 

Individuals develop 

motivation through 

internalisation and 

interpretation of 

experiences. 

Decisions to engage 

with certain areas 

are dependent on 

their beliefs, 

judgements and 

appraisals, which 

have developed over 

time. (Covington, 

1992) 

 

Motivation is a social 

phenomenon that 

develops through 

collaborative 

interactions and is 

situated within the 

specific present 

context. It is thus 

variable dependent 

on the social make-

up of this context. 

(Boekaerts, 2001) 

The impact of 

contextually situated 

social interactions 

and group processes 

interact with the 

individual cognitive 

interpretations, thus 

bridging the psycho-

social divide. 

(S Järvelä et al., 

2010) 

 

Table 2.1: Theoretical standpoints for researching motivation 

In the mid twentieth-century, motivation was initially construed in behaviourist terms, 

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

reinforcement from the external environment (see discussion in Maehr, et al., 2002). The 

psychological angle of this (as opposed to a purely biological perspective) stems from the 

work of Skinner (1953) and reflects the reliance on behaviourist theories in educational and 

sociological research at the time (Elliott, 2002). Since then however, it has been criticised for 

providing too simplistic a view and failing to provide individuals with an actual intrinsic 

desire to engage fully (Maehr et al, 2002). Referring to the four elements discussed in the 
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introduction, a purely behaviourist approach may well ŦƻǊŎŜ ƛƴŘƛǾƛŘǳŀƭǎ ǘƻ ΨŜƴƎŀƎŜΩ ǘƻ ǎƻƳŜ 

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, which is now counter-

intuitive to our current understanding of the term (McCombs, 1997). Assuming that 

individuals would all react in pre-determined ways to stimuli or reward and punishments 

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

It is unsurprising therefore that such simplistic behaviourist principles have been usurped by 

more in-depth cognitive and sociological theories, following similar trends across the field of 

educational research (Elliott, 2002).  The most common of these frameworks has been the 

socio-cognitive approach, which is based largely upon psychological principles (Wentzel & 

Wigfield, 2009). The emphasis here is upon the cognitive capacities of the individual and, 

whilst the influence of social context is recognised, the main premise is that motivation 

develops and is maintained primarily on a psychological, personal basis. 

This perspective thus conceptualises motivation primarily as an internal construct, where 

the individuaƭΩǎ ŜƴƎŀƎŜment is dependent on their own personal interpretations (Covington, 

1992). Although the approach can be considered as broadly socio-cognitive, various 

different dimensions emerged within this. These include classic expectancy-value theories 

(Eccles & Wigfield, 2009; Atkinson, 1964), the causes attributed to successes and failures 

(Weiner, 1974), the subjective values attached to certain tasks (Eccles, 2005)Σ ƛƴŘƛǾƛŘǳŀƭǎΩ 

self-efficacy judgements (Bandura, 1997), beliefs relating to intelligence and ability (Dweck, 

1999), self-determination theory and the contrast between intrinsic and extrinsic 

motivational structures (Deci and Ryan, 2012), the setting of appropriate goals 
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(Vansteenkiste et al., 2010) and the desire to preserve self-worth (Covington, 1992). Whilst 

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 emphasis in many of these motivational theories is placed on individual cognitions, in 

particular focusing on the beliefs that people hold about external constructs (e.g. Dweck, 

1999) or the self-judgements they make (e.g. Bandura, 1997). However, it is also recognised 

that the social environment in which the individual operates will play a role in the extent to 

which individuals develop motivation (Järvelä & Niemivirta, 2001). The social situations 

themselves cannot be ignored, but the impact of this is mediated by the individual 

interpretations and meta-cognitions, often resulting in a uni-directional influence of social 

factors upon ŀ ΨŎƻƴǘǊƻƭƭƛƴƎΩ ŎƻƎƴƛǘƛƻƴ όJärvelä, 2001). This has been labelled the άǎƻŎƛŀƭƭȅ 

ƛƴŦƭǳŜƴŎŜŘέ conception of motivation, where personal cognitions provide the key to 

understanding (Nolen and Ward, 2008). 

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

is the άǎƻŎƛŀƭƭȅ ŎƻƴǎǘǊǳŎǘŜŘέ perspective. This conception assumes that motivation develops 

ǘƘǊƻǳƎƘ άǇŀǊǘƛŎƛǇŀǘƛƻƴ ƛƴ ǎƻŎƛŀƭ ǇǊŀŎǘƛŎŜǎέΣ ǿƘŜǊe group interactions are the fundamental 

factor, rather than solely internal cognitions (Hickey & McCaslin, 2001, p.41). Motivation 

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

vary between situations, depending on the specific context and the make-up of the social 

group. 

A major difference between the two perspectives described above relates to the level of 

ŎƻƴǎƛǎǘŜƴŎȅ ŀǎŎǊƛōŜŘ ǘƻ ΨƳƻǘƛǾŀǘƛƻƴΩΦ 9ŀǊƭƛŜǊ ŀǘǘŜƳǇǘǎ ǘƻ ŜȄǇƭƻǊŜ ǘƘƛǎ ŀǎ ŀ ǇǎȅŎƘƻƭƻƎƛŎŀƭ 

construct have been criticised for assuming motivation to be a stable, individual-differences 
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personality trait (Turner & Patrick, 2008). Although later research within the cognitive field 

has addressed this by extending to contextual factors, there remained a widespread 

assumption that motivation will be reasonably stable across context (Turner, 2001). 

Methodologically, this implies that motivation can be measured, which has comprised the 

aim of much previous research. One such example being the Intrinsic Motivation Inventory, 

a self-report 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 involved in the social process of building motivation as part of a group. This occurs 

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

around us (Turner, 2001). In this way, motivation is constructed through real-life 

interactions and can thus only be studied through ethnographic methods observing context-

specific situations (Turner & Patrick, 2008). It is not a constant that can be measured as part 

ƻŦ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ƛƴǘŜǊƴŀƭ ŎƻƎƴƛǘƛǾŜ ŎŀǇŀōƛƭƛǘƛŜǎΣ ōǳǘ ƛǎ ƛƴǎǘŜŀŘ ǾŀǊƛŀōƭŜ ŀŎross time and 

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

These two conceptions of motivation have both proved influential and provided valuable 

insights into the various structures that are in place to develop and determine motivation. 

However, there are clear tensions between the two and neither seems to offer a full 

explanation of the complex issue of motivation. Järvelä et al (2010) address this issue, 

noting how both have their limitations, which future research must attempt to transcend. 

Their key point is that the practice of restricting research to one area carries a risk of 

research being either over-individualised, i.e. ignoring contextual features, or over-
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socialised, i.e. ignoring the autonomy, interpretations and characteristics of the individual 

(Kashima, 1997).  

Motivation theorists are thus examining ways of moving beyond the restraints of these two 

perspectives and drawing equally on both internal psychological and socially constructed 

understandings. In 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 system (Turner, 2001). As Wentzel and 

Wigfield (2009) 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 psycho-social 

processes and the multiple levels of influence that have been identified; in this way, 

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 necessary due 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 the delivery 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 of tƘŜ ǎŎƘƻƻƭΩǎ institutional culture and social make-

up, are equally important to explore. It will thus be vital to situate the individual within the 

social context and look at both aspects concurrently (Turner, 2001). This involves drawing 

on both relativelȅ ǎǘŀōƭŜ ŀǎǇŜŎǘǎ ƻŦ ǘŜŀŎƘŜǊǎΩ ŎƻƎƴƛǘƛǾŜ ōŜƭƛŜŦǎΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ƳƻǊŜ ǾŀǊƛŀōƭŜ 
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factors within the specific context of the school, in order to gain a fuller understanding of 

ǿƘŀǘ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ŜǾŜƴǘǳŀƭ ŜƴƎŀƎŜƳŜƴǘ (Järvelä et al., 2010). 

2.1.2 Situating the research in context  

A major assumption underpinning this research, therefore, is that both individual-cognitive 

and socially-situated elements must be investigated resulting in a need to fully define my 

understanding of these terms. The following section explores the two dimensions, 

demonstrating both their distinctive features but also the ways in which they interact. This 

ǎŜŎǘƛƻƴ ǿƛƭƭ ōŜƎƛƴ ōȅ ŎƭŜŀǊƭȅ ƛŘŜƴǘƛŦȅƛƴƎ ǘƘŜ ŘƛŦŦŜǊŜƴǘ ŎƻƴǘŜȄǘǳŀƭ ΨƭŜǾŜƭǎΩΣ ǳǇƻƴ ǿƘƛŎƘ ǘƘƛǎ 

investigation is based (Wentzel and Wigfield, 2009), before defining in more detail the two 

key dimensions, psychological and social, which will provide the focus of the research. 

Levels of inquiry  

Educational research is a broad area which covers many different sociological concepts, 

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

ǇƻƭƛŎȅ ƛǎǎǳŜǎΦ .ǊƻƴŦŜƴōǊŜƴƴŜǊΩǎ (1979) model of ecological systems can help to 

άŘƛǎŜƴǘŀƴƎƭŜέ ǘƘŜse different levels of context and, for the present research, can position 

the individual teacher within this series of social systems (Järvelä, 2001, p.10). Whilst each 

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

(Bandura, 1997), these will inevitably be influenced by the social contexts in which they 

operate (Lamont, 2002). A modified version of BronfenbrennerΩǎ ƳƻŘŜƭ ƛǎ ǘƘǳǎ ǇǊŜǎŜƴǘŜŘ ƛƴ 

Figure 2.1 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 through a range of 
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ŘƛŦŦŜǊŜƴǘ ΨƭŜƴǎŜǎΩΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ƻƴŜ ŎƻǳƭŘ ǘŀƪŜ ǘƘŜ ƛƴƴŜǊ ǎŜŎǘƛƻƴǎΣ ŦƻǊ ŜȄŀƳǇƭŜ ŀƴ ƛƴŘƛǾƛŘǳŀƭ 

teacher, and examine their own specific circumstances and concerns with the subject, or 

one could explore the outer sections, such as government policy relating to music and how 

this has been constructed and implemented.  

 

 

 

 

 

 

 

 

Figure 2.1Υ aƻŘŜƭ ƻŦ ǎƻŎƛŀƭ ƛƴŦƭǳŜƴŎŜǎΣ ōŀǎŜŘ ǳǇƻƴ .ǊƻƴŦŜƴōǊŜƴƴŜǊΩǎ (1979) Ecological 

Systems theory 

The point here is that research can approach problems from different perspectives, each of 

ǿƘƛŎƘ Ƴŀȅ ƭŜŀŘ ǘƻ ŀ ŘƛŦŦŜǊŜƴǘ ǎŜǘ ƻŦ ŎƻƴŎƭǳǎƛƻƴǎΣ ŘŜǇŜƴŘƛƴƎ ƻƴ ǿƘŜǊŜ ƻƴŜΩǎ ǇǊƛƻǊƛǘƛŜǎ ƭƛŜΦ !ǎ 

Munro (1998) points out, recognition of these different levels means that a single 

phenomenon can 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 the potential to elicit a different picture, dependent on the perspectival lens 
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through which it is studied. It is therefore important to be clear and focused as to which 

elements form the subject of the current investigation and where the priorities will lie. 

This work is situated primarily in the inner sections of the systems model described above, 

focusing on individual teachers within their school context. A key point is that there will be 

an interaction between the different levels, meaning that each one is not studied in 

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

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

 

 

 

 

 

 

 

 

 

Figure 2.2: Situating teacher motivation in the school context 

Although the research will focus primarily on the school-based contextual areas, this does 

ƴƻǘ ƳŜŀƴ ǘƘŀǘ ƻǘƘŜǊ ǎŜŎǘƛƻƴǎ ƻŦ .ǊƻƴŦŜƴōǊŜƴƴŜǊΩǎ ǎȅǎǘŜƳǎ ƳƻŘŜƭ will be ignored 

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 childhood (Burnard, 2003). Equally, Chapter 1 has already included 

discussion of policy concerns, and these too will be referenced when 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 possible to understand how their ideas and 

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

The individual level  

The inner areas of Figures 2.1 and 2.2 refers to the individual teacher themselves, and are 

more closely aligned with the socio-cognitive theories mentioned above. Although I have 

emphasised the importance of a multi-layered approach, this does not mean a rejection of 

individual concerns and psychological cognitions and interpretations; a key aim of 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 context (Kaplan, Karabenick, 

& Groot, 2009), it is impossible to ignore the individual capacity 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 considered (Schunk and Pajares, 2009).  

Bandura όмффтύ ŜƳǇƘŀǎƛǎŜǎ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǳǎƛƴƎ άǎŜƭŦ-ǊŜŦƭŜŎǘƛƻƴέ ǘƻ ŜȄǇƭƻǊŜ ƳƻǘƛǾŀǘƛƻƴΣ 

stressing that individuals will draw on various cognitive strategies to make sense of their 

ƻǿƴ ŜȄǇŜǊƛŜƴŎŜǎΦ ¢Ƙƛǎ ƛƴǾƻƭǾŜǎ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ǘŜŀŎƘŜǊǎΩ ƻǿƴ ōŜƭƛŜŦǎ, understandings and 

values which will underpin their 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, and an indication of how they may act in the future 

(Kaplan, Flum, & Kemelman, 2009). This is a crucial part of the current research, in that it is 

essential to unpick how individuals may draw on their own past experiences when choosing 

particular courses of action. The subjective appraisals which one makes as part of the 

ƳƻǘƛǾŀǘƛƻƴŀƭ ǇǊƻŎŜǎǎŜǎ ŀǊŜ ǘƘŜǊŜŦƻǊŜ ƛƴŜǾƛǘŀōƭȅ ŀ ǇǊƻŘǳŎǘ ƻŦ ƻƴŜΩǎ ǇǊŜǾƛƻǳǎ Ŝxperiences, 

current perceptions and future hopes (Järvelä & Niemivirta, 2001).  
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A key assumption within this individual-level research, therefore, is that the motivation to 

engage with a specific discipline is generated through the meanings that individuals 

construct with regards both themselves and the task (Maehr, Karabenick, & Urdan, 2008). 

The actions which teachers choose regarding the delivery of music in their classrooms will 

be dependent upon the meanings they assign to the subject, and the relationship of these 

meanings to their own perceptions of self. This is important to note, as it suggests that 

teachŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ Ƴŀȅ ǾŀǊȅ ōŜǘǿŜŜƴ ŎǳǊǊƛŎǳƭum domains, depending on how they 

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

ŀǎǎǳƳŜǎ ǘƘŀǘ ǘƘŜ ǎǳŎŎŜǎǎŦǳƭ ǘŜŀŎƘƛƴƎ ƻŦ ƳǳǎƛŎ ǊŜƭƛŜǎ ƻƴ ƻƴŜΩǎ ŜȄǇŜǊǘƛǎŜ ƛƴ ǎǇŜŎƛŀƭƛǎǘ ǎƪƛƭƭǎΣ 

such as the ability to play an instrument, this could significantly reduce any expectation of 

ǎǳŎŎŜǎǎΤ ǘŜŀŎƘŜǊǎΩ ǎǇŜŎƛŦƛŎ ǎŜƭŦ-efficacy judgements regarding music will thus be reduced 

because of how they interpret the subject itself in relation to their own self-beliefs 

(Bandura, 1997). In order to understand the engagement of individuals, therefore, it is 

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

ǊŜƭŀǘŜ ǘƘŜǎŜ ǘƻ ǘƘŜƳǎŜƭǾŜǎΦ ¢Ƙƛǎ ǿƛƭƭ ƛƴǾƻƭǾŜ ŀ ǎǇŜŎƛŦƛŎ ŦƻŎǳǎ ǳǇƻƴ ǘŜŀŎƘŜǊǎΩ ǎŜƭŦ-efficacy 

beliefs in music, 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 overall institutional 

culture of the school. These can be rather complex to unravel and can thus present quite a 

ŎƘŀƭƭŜƴƎŜ ǘƻ ǊŜǎŜŀǊŎƘΦ {ŎƘƻƻƭ ŎǳƭǘǳǊŜΣ ŦƻǊ ƛƴǎǘŀƴŎŜ Ƙŀǎ ōŜŜƴ ŘŜǎŎǊƛōŜŘ ŀǎ ŀƴ άŀƭƭ-

ŜƴŎƻƳǇŀǎǎƛƴƎ ǘŀǇŜǎǘǊȅ ƻŦ ƳŜŀƴƛƴƎέ ŀƴŘ ƛǎ ŀ ŘƛŦŦƛŎǳƭǘ ŎƻƴŎŜǇǘ ǘƻ ƎǊŀǎǇ (Deal, 1993, p. 6). 

However, an awareness of this is crucial to any investigation into a psycho-social construct 

such as motivation (Volet & Järvelä, 2001). 
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Most research acknowledges the importance of social context, but as Kaplan et al. (2009) 

point out, it is now important to examine how the cultural, contextual and situational 

factors combine with the individual self-processes. It is insufficient simply to recognise that 

they are influential, rather it is necessary to develop a more in-depth 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 researchers (Munro, 1997). 

Matos  et al (2009) ŘŜŦƛƴŜ ǎŎƘƻƻƭ ŎǳƭǘǳǊŜ ŀǎ ǘƘŜ άǾŀƭǳŜǎΣ ōŜƭƛŜŦǎ ŀƴŘ ǘǊŀŘƛǘƛƻƴǎ ǘƘŀǘ ƘŀǾŜ 

formed over its history, commonly held beliefs of heads, teachers and pupils, and how these 

ŀǊŜ ǇŜǊŎŜƛǾŜŘ ƛƴ ǘƘŜ ǎŎƘƻƻƭέ όǇΦмсоύΦ ¢Ƙƛǎ ƛƴŎƭǳŘŜǎ the patterns of thinking, feeling and 

acting that are shared by members of the group, as well as everyday practices, shared 

symbols and rituals (Schwartz, 1997). Clearly culture is constructed through many complex 

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

(Munro, 1997); rather, shared beliefs will interact ǿƛǘƘ ǘƘŜ ƎǊƻǳǇ ƳŜƳōŜǊǎΩ ƛƴŘƛǾƛŘǳŀƭ 

characteristics and attitudes, and this combination of processes will in turn react back upon 

those individuals. This is 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 therefore becomes both the cumulative product of individuals and an 

influential force upon these individuals. Classic sociological theories, for instance, suggests 

that individuals are motivated by a desire to fit in with dominant groups (see, for instance, 

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

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

other is that it fails to grasp the inherently inter-connected 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 learning, with some arguing that it is 

the most fundamental precursor to action (Matos et al, 2009). This supports Turner and 

tŀǘǊƛŎƪΩǎ (2008) claim that there has been a tendency to over-emphasise the power of 

individual beliefs and neglect the influence of the all-important social factors. Matos et 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 performance-based 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 

ǘŜŀŎƘŜǊǎΩ ŀƴŘ ǇǳǇƛƭǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ǘƘŜƛǊ ƻǿƴ Ǝƻŀƭǎ ǎŜŜƳǎ ǘƻ ǎǳƎƎŜǎǘ ǘƘŀǘ ΨǎŎƘƻƻƭ ŎǳƭǘǳǊŜΩ 

and shared understandings may well have an important impact.  

However, the situation is not quite so conclusive, with researchers such as Munro (1997) 

criticising the tendency to focus exclusively on social interactions; this, he believes, can 

prove equally as restrictive as the more typical focus on solely personal interpretations. 

Kashima (1997) concurs and succinctly summarises the situation by warning researchers to 

ŀǾƻƛŘ ōƻǘƘ ΨƻǾŜǊ-sociaƭƛǎƛƴƎΩ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ ΨƻǾŜǊ-ƛƴŘƛǾƛŘǳŀƭƛǎƛƴƎΩ ǎƻŎƛŜǘȅΦ ¢Ƙƛǎ ƛǎ 

important to bear in mind throughout, as researchers are realising that focusing exclusively 

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

to examine the whole picture (Järvelä et 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 

reciprocal rather than uni-directional influences.  

This clearly ǊŜƭŀǘŜǎ ōŀŎƪ ǘƻ .ǊƻƴŦŜƴōǊŜƴƴŜǊΩǎ ǎȅǎǘŜƳǎ ƳƻŘŜƭ ǿƘƛŎƘ ǿŀǎ ǇǊŜǎŜƴǘŜŘ ŀōƻǾŜΣ 

although there are some differences in how a multi-layered approach should be 

conceptualised. Munro (1997) suggests that examining and describing what is happening at 

different levels of the system can do little more than provide a snapshot of the current 

situation. To move beyond this, he suggests concentrating ƻƴ άŀŎǘƛƻƴέ ǿƛǘƘƛƴ ǘƘƛǎ ǎȅǎǘŜƳΤ 

this involves examining the individual person level and exploring how this both affects and is 

ŀŦŦŜŎǘŜŘ ōȅ ǘƘŜ άǎŜǘ ƻŦ ŘȅƴŀƳƛŎ ǇǊƻŎŜǎǎŜǎ ŎŀƭƭŜŘ ŎǳƭǘǳǊŜέ όaǳƴǊƻΣ мффтΣ ǇΦ5). To achieve a 

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

links between these, looking for correspondences and relationships. ¢ƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ǊƻƭŜ ƛǎ 

thus redefined and the challenge is ǘƻ άƳŀǇ ŎƻƳǇǊŜƘŜƴǎƛǾŜƭȅ ǘƘŜ ƳȅǊƛŀŘ ƭƛƴƪŀƎŜǎ ǿƛǘƘƛƴ 

ŀƴŘ ōŜǘǿŜŜƴ ƭŜǾŜƭǎ ƻŦ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ōƻǘƘ ƳƻǘƛǾŀǘƛƻƴŀƭ ŀƴŘ ŎǳƭǘǳǊŀƭ ǇƘŜƴƻƳŜƴŀέ όibid, 

p.14). 

aǳƴǊƻΩǎ ǿƻǊƪ ƛǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ǳǎŜŦǳƭ ƘŜǊŜ ŀǎ ƛǘ ƛs these interactions between individuals and 

school culture that are crucial for motivation. His conception of culture and motivation are 

ƭƛƴƪŜŘ ǿƛǘƘƛƴ ŀƴ ƛƴǘŜǊŀŎǘƛǾŜ ŎȅŎƭŜΣ ǿƘŜǊŜ ΨŎǳƭǘǳǊŜΩ ŘŜǾŜƭƻǇǎ ǘƘǊƻǳƎƘ ŎƻƭƭŜŎǘƛǾŜ ƘǳƳŀƴ ŀŎǘƛƻƴΣ 

actions are initiated by individual motivations and these motivations are influenced by 

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

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

factors; the individual will be influenced by the values and norms of the institution, whilst 

simultaneously influencing the core values of that context (Olsson, 2007). It could be argued 

that this is particularly important in a primary school setting, where the small size of the 
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staff can result in individual teachers being able to exert a greater influence on the values 

and expectations of the group as a whole.  

The key point made throughout this section therefore is that whilst social factors are often 

recognised as important, this in itself is insufficient and research needs to explicitly plan for 

how these situational elements can be investigated (Turner, 2001). In contrast to the 

individual factors however, these socially-situated influences can be much more elusive and 

require considerable clarification, as a range of approaches could be taken which 

correspond to the different systems level priorities. Is the focus of study the social 

interactions within specific situations, i.e. a micro level approach? Is it the potential 

judgements of others within the social sphere, i.e. a socio-emotional dimension? Is it the 

broader structures present in the institution, such as the expectations and demands, i.e. the 

meso-level systems? Or is it the socially shared beliefs, norms and values that are formed 

within the institution over time, i.e. the socio-cultural aspects? Throughout the 

methodology and analysis that follows therefore, recognition of these different dimensions 

will be important to define. 

2.2 Why study teachersȭ ÍÏÔÉÖÁÔÉÏÎ ÆÏÒ ÍÕÓÉÃȩ 
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 specific elements of this project, 

namely the reasons why motivation for music should be considered important, and why I 

have focused particularly on primary school teachers. This inevitably involves the impact of 

my own personal experiences, as discussed in Chapter 1, but also relates to what I perceive 

to be potential areas for exploration within the literature: 



45 
 

¶ There is a need to develop further motivational research that takes into account 

subject-specific factors (Turner & Meyer, 2009) 

¶ There is a need to focus ƻƴ ǘŜŀŎƘŜǊǎΩ ƻǿƴ ƳƻǘƛǾŀǘƛƻƴǎ ŦƻǊ ŎŜǊǘŀƛƴ ǎǳōƧŜŎǘ ŀǊŜŀǎ ƛƴ 

ƻǊŘŜǊ ǘƻ ōŀƭŀƴŎŜ ǘƘŜ Ǿŀǎǘ ŀƳƻǳƴǘ ƻŦ ǊŜǎŜŀǊŎƘ ōŀǎŜŘ ƻƴ ǇǳǇƛƭǎΩ ƳƻǘƛǾŜǎ όaŀǘƻǎΣ et al., 

2009) 

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

explores the reasons why research in these areas is worthwhile. 

2.2.1 Why music? 

²ƘŜƴ ǎǘǳŘȅƛƴƎ ƳƻǘƛǾŀǘƛƻƴΣ ǘƘŜ ŦƻŎǳǎ Ƙŀǎ ƻŦǘŜƴ ōŜŜƴ ƻƴ ƛƴŘƛǾƛŘǳŀƭǎΩ ƭŜǾŜƭ ƻŦ ǇŜǊǎƛǎǘŜƴŎŜ ŀƴŘ 

choice of actions across a range of 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 

ƛƴŘƛǾƛŘǳŀƭǎΩ ƳƻǘƛǾŀǘƛƻƴ ŀŎǊƻǎǎ ŘƛŦŦŜǊŜƴǘ ǎǳōƧŜŎǘ ŘƻƳŀƛƴǎ ό¢ǳǊƴŜǊ ϧ tŀǘǊƛŎƪΣ нллуύΦ ¢ǳǊƴŜǊ 

and Meyer (2009) suggest that this separation of subject-specific factors and motivational 

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 examine motivation for 

specific subjects, for instance mathematics (Bibby, 2002; Hodgen & Askew, 2007; Turner & 

Meyer, 2009), literacy and reading (Guthrie & Coddington, 2009; Guthrie & Wigfield, 2000) 

and Physical Education (Chen & Ennis, 2009; Roberts, 2001). However, there is still much 

potential to examine how motivation may be 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 to arts-based subjects.  

One of the aims of this project therefore 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 develop 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 areas together. 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 between the two areas (motivation and music) are less extensive, with the 

reviews serving more to introduce music educators to a range of motivational theories that 

may help inform their work. Motivational theories are therefore assessed and summarised, 

but the links to music are less in-depth, 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 socially-situated factors, 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 the current research relates in 

part to my own school experiences, where, as a teacher, I 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, which could lead to it being marginalised more often 

than other areas, and this is reflected in the literature (for example, Hennessy, 2000; Holden 

& Button, 2006). The general consensus is that music is a subject in which generalist primary 

school teachers lack confidence and find difficult to deliver effectively (Mills, 2005). This has 

been replicated across many countries (Russell-Bowie, 2009) and thus contributes to the 



47 
 

assumption that music is in some way different, and perhaps more challenging, than other 

curriculum areas.  

It is possibly not surprising that the performance-based aspects of the subject, the perceived 

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

skills all contribute to this view. As noted in Chapter 1, these problems are then 

ŎƻƳǇƻǳƴŘŜŘ ōȅ ƳǳǎƛŎΩǎ ƳŀǊƎƛƴŀƭ ǎǘŀǘǳǎ within education generally, together with questions 

ƻǾŜǊ ƛǘǎ ŜŘǳŎŀǘƛƻƴŀƭ ŀƴŘ ŦǳǘǳǊŜ ǾŀƭǳŜΦ /ŜǊǘŀƛƴƭȅΣ ǘƘŜǊŜ ƘŀǾŜ ōŜŜƴ ŘŜōŀǘŜǎ ƻǾŜǊ ƳǳǎƛŎΩǎ ǇƭŀŎŜ 

within the primary school and it is possible to position the subject as an enjoyable, extra-

curricular activity, rather than as something that should be studied on an equal footing with 

ƳƻǊŜ ΨŀŎŀŘŜƳƛŎΩ domains (Burnard, 2006a). 

However, although there are certain features which may well be specific to music, such as 

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

ǿƘŜǘƘŜǊ ǘƘŜǊŜ Ƴŀȅ ōŜ ƭƛƴƪǎ ōŜǘǿŜŜƴ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŦƻǊ ƳǳǎƛŎ ƛƴ ŎƻƳǇŀǊƛǎƻƴ ǿƛǘƘ 

other subject areas. Certainly the literature has suggested that there is a possibility of 

finding connections here, as shown below: 

¶ Maths: Both music and maths have been described as subjects 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 self-perceptions 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 one may 

demonstrate similar, transferable skills for the other (Jensen, 2000). 

¶ Science: Research has suggested that music 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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/ǳǊǊƛŎǳƭǳƳΩǎ ƛƴǘǊƻŘǳŎǘƛƻƴΤ ǘƘŜ ŎƭŀƛƳ ǿŀǎ ǘƘŀǘ ǘƘŜǎŜ ǘǿƻ ŘƻƳŀƛƴǎ ǿŜǊŜ ǇŜǊŎŜƛǾŜŘ ŀǎ 

demanding the highest level of specialist skills from all those within the curriculum 

(Barnes & Shinn-Taylor, 1988) 

¶ PE: Ardzejewska, McMaugh and Coutts (2010) found a link between music and PE in 

their interviews of primary head teachers. The dominant discourse to emerge from 

the conversations was that 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 can be 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. 

¶ Ψ¢ƘŜ !ǊǘǎΩ: Music comprises 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 

sphere face similar criticisms of being specialised, inaccessible and risky to teach in 

schools (Bresler, 2007). 

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

ǎƻƳŜ ŎƭŜŀǊ ǇŀǊŀƭƭŜƭǎ ōŜǘǿŜŜƴ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŦƻǊ Ƴǳǎƛc and that of other subject areas. 

These connections may well prove useful to bear in mind throughout this project. In 

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

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

to other, more fundamental concepts that could apply to several subject domains. In this 

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

I would contend that some of the overall themes within motivational research could prove 

applicable across various areas, even though they may operate differently for different 

subject areas. This research therefore has the potential to provide insights which could 
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demonstrate both the specificities of music itself, but which may prove useful in 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 specific subject area. However, within this field, my focus is on the 

motivation of teachers, rather than the more typical emphasis on pupil motivation. This 

addresses the second potential gap in the literature, where too much motivation research 

has ignored the perceptions and drives of the teachers (Matos, et 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 trend which can be found across most motivational theories in general (Matos 

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 achievement and increase learning. However, it 

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

motivation, where further research is still required. 

One reason for this continual focus on pupils is the belief that the motivation of teachers 

does not guarantee either the desired level of motivation in the pupils or successful learning 

outcomes (Maehr & Buck, 1993). However, the assumption underpinning this claim is that 

the focus of the research would look at the exteƴǘ ǘƻ ǿƘƛŎƘ ǘŜŀŎƘŜǊǎ ōŜƘŀǾŜ ƛƴ ΨƳƻǘƛǾŀǘŜŘΩ 

ways, rather 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 

ƳƻǘƛǾŀǘƛƻƴ ŀǇǇŜŀǊǎ ǘƻ ƘŀǾŜ ŦƻŎǳǎŜŘ ƻƴ ǘƘŜ ǉǳŀƭƛǘȅ ŀƴŘ ƛƴǘŜƴǎƛǘȅ ƻŦ ǘƘŜ ǇǊŀŎǘƛǘƛƻƴŜǊǎΩ 
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actions. This, however, is a somewhat different notion to the ways in which I am employing 

ǘƘŜ ǘŜǊƳΦ wŀǘƘŜǊ ǘƘŀƴ ƭƻƻƪƛƴƎ ŀǘ ǿƘŜǘƘŜǊ ǘŜŀŎƘŜǊǎ ŀǊŜ ŜƴƎŀƎƛƴƎ ǿƛǘƘ ƳǳǎƛŎ ƛƴ ŀ ΨƳƻǘƛǾŀǘŜŘΩ 

way within the classroom, I am focusing upon the precursors to their actions, such as 

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

with difficulty. In order to make clear this distinction, the following diagram in Figure 2.3 

demonstrates the understanding of motivation which underpins this research. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 2.3: The conceptual model of teacher motivation 

¢ŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ƘŜǊŜ ƛǎ ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ ŀǎ ǘƘŜ ōŀǎƛǎ ƻƴ ǿƘƛŎƘ ǘƘŜȅ ǿƛƭƭ ƳŀƪŜ ǘƘŜƛǊ 

decision to engage with or avoid teaching music. If they have a high level of motivation for 

the subject, they will be more 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 strategies, with the subject being taught less frequently, if at all. 

ΨaƻǘƛǾŀǘƛƻƴΩ ǘƘǳǎ ǇǊƻǾƛŘŜǎ ǘƘŜ ōŀǎƛǎ ŦƻǊ ǘŜŀŎƘŜǊǎΩ ŘŜŎƛǎƛƻƴ-ƳŀƪƛƴƎΣ ǿƛǘƘ ΨŜƴƎŀƎŜƳŜƴǘΩ 

representing the actions themselves.  

As shown by Figure 2.3, motivation is not assumed to be an internal stable concept, but is 

instead constructed through the interaction between both individual and social factors, as 

discussed in section 2.1. In this way, there is scope for individual motivation to vary, 

depending on the combination and interaction of these elements. The joint approach also 

allows for the contradictions which can occur for practitioners in real-life situations, for 

example, one may personally value music highly and feel capable of teaching it (both 

associated with positive expectancy-value and self-efficacy beliefs) but if the structures of 

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

subject could well decrease.  

I 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 importance 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 determined by the teacher. As Covington (2009, 

p.161ύ ƴƻǘŜǎΣ ǘƘŜ ǘŜŀŎƘŜǊ ǊŜƳŀƛƴǎ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ ǘƘŜ άǎǘǊǳŎǘǳǊŜΣ ŎƭƛƳŀǘŜ ŀƴŘ ŎƻƴǘŜȄǘέ ƻŦ 

ǇǳǇƛƭǎΩ ƭŜŀǊƴƛƴƎΣ ǘƘǳǎ ǘƘŜƛǊ ŎƘƻƛŎŜǎ ŀƴŘ ŀŎǘƛƻƴǎ ǿƛƭƭ ƘŀǾŜ ŀ ƘǳƎŜ ƛƳǇŀŎǘ ƻƴ ǘƘŜ whole 

education process. Whilst initiatives that advocate 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 music, it is thus Ǿƛǘŀƭ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ǇǊŀŎǘƛǘƛƻƴŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ǘƻ 

engage with, or avoid specific subject areas. 

2.3 Motivational barriers to the teaching of music  
Thus far, I 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: 

¶ Motivation is a complex psycho-social phenomenon which underpins the actions 

which individuals choose to take 

¶ Motivation relies on both individual cognitive factors and socially situated factors 

working in interaction with each other. 

¶ Research is needed to identify the possible range of competing individual and social 

factors related to the teaching of music and the ways in which they interact with 

each other on various levels. 

¶ 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 maintained.  

¶ Although it is helpful to commence with subject-specific inquiry, the research can 

potentially provide findings that may relate to other educational domains with 

similar characteristics 

Whilst motivation has been considered in largely general terms in the above discussion, I 

now focus more specifically upon primary music. The following section is therefore 

structured according to the identification of particular barriers to the teaching of music in 

the primary school. Although it could be argued that stating these connections in the 

literature review makes some assumptions about the eventual findings of the research, I do 

not begin this research with an entirely blank slate, having already completed what could be 

considered a pilot study for the current work (Evans, 2010). This small-scale, single-case 
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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 what may emerge. This does not, in any way, preclude the 

emergence of other, alternative factors which may prove relevant, but does form part of the 

foundations upon which this research is built, i.e. my previous research, knowledge of the 

literature and personal 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 

expectancy-value theories (Wigfield, Tonks, & Klauda, 2009). This dates back to the work of 

!ǘƪƛƴǎƻƴ όмфспύ ŀƴŘ ŀǎǎǳƳŜǎ ǘƘŀǘ ƻƴŜΩǎ ƳƻǘƛǾŀǘƛƻn to engage with a certain action is 

ŘŜǇŜƴŘŜƴǘ ǳǇƻƴ ǘƘŜ ƭƛƪŜƭƛƘƻƻŘ ƻŦ ǎǳŎŎŜǎǎ όƻƴŜΩǎ ǇŜǊŎŜƛǾŜŘ ŀōƛƭƛǘȅ ǘƻ ŘŜƭƛǾŜǊ ŀ ƭŜǎǎƻƴ 

effectively), and the value placed upon this (the perceived importance 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 note that in the interests of preserving the narrative 

sequence of the PhD journey, this section covers the potential links explored before the 

commencement of fieldwork. When it came to drawing conclusions from the data, some of 

these theoretical constructs proved more important than others, whilst additional, 

unforeseen factors also emerged; additional literature 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 nature of ability represent one of the most important ways 

ƛƴ ǿƘƛŎƘ ƛƴŘƛǾƛŘǳŀƭǎ ŎƻƴǎǘǊǳŎǘ ǘƘŜƛǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ǎŜƭŦΦ 5ǿŜŎƪΩǎ ǿƻǊƪ Ƙŀǎ ōŜŜƴ 

particularly influential in this field, taking the implicit theories which individuals hold about 

the nature of intelligence and connecting these with previous ideas about adaptive 

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

1988). Her model suggests that the holding of either entity or incremental theories of 

intelligence is an important contributory factor in the development of motivation (Dweck, 

1999). However, an equally crucial point is 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 through specific interventions or 

practices.  

hǾŜǊ ǘƘŜ ȅŜŀǊǎ ǘƘŜǊŜ ƘŀǾŜ ōŜŜƴ ƴǳƳŜǊƻǳǎ ŘƛŦŦŜǊŜƴǘ ŎƻƴŎŜǇǘƛƻƴǎ ƻŦ άƳǳǎƛŎŀƭ ŀōƛƭƛǘȅέΣ ƻǊ 

άƳǳǎƛŎŀƭƛǘȅέΣ ŀƴŘ ǘƘŜǎŜ ŀǊŜ ǘǊŀŎƪŜŘ ƛƴ ŘŜǘŀƛƭ ōȅ Iŀƭlam (2010). She notes the wide variety in 

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 Prince (2003) found that 71% of people they surveyed defined musical ability as 

being able to play an instrument or sing. Subsequent factor analysis in a later study again 

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

factors being largely focused on this (Hallam, 2010).   

It was particularly interesting to note that those who described themselves as non-

musicians, were more likely to focus exclusively on the ability to play an instrument or sing 
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(Hallam & Prince, 2003). This in itself could prove a potential barrier to involvement with 

music for generalist teachers. If an individual understands musical ability in this way, but 

does not believe they possess these specialised performance skills, it is likely that negative 

self-judgements will ensue, which could potentially threaten their motivation to teach it. A 

teacher who believes they do not have the requisite skill levels will clearly be less likely to 

have the confidence to engage with the subject, especially when combined with a 

perception of music as an optional 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 (Maehr, Pintrich & Linnenbrink, 2002). Davis (1994) certainly found this view to 

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

ŀǇƻŎǊȅǇƘŀƭ ŀŎŎƻǳƴǘǎ ƻŦ aƻȊŀǊǘΩǎ ƎŜƴƛǳǎ (Storr, 1992), combined with the general 

ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ΨƳǳǎƛŎƛŀƴǎΩ ŀǎ ƘŀǾƛƴƎ ǎƪƛƭƭs which originate within themselves, both 

contribute to the widespread notion that certain people have a natural talent in music 

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

innate talent to be identifiable from a young age, such beliefs could restrict them to 

providing opportunities which are only directŜŘ ǘƻǿŀǊŘǎ ǘƘŜ ǎŜƭŜŎǘ ΨǘŀƭŜƴǘŜŘΩ ŦŜǿ, leading 

others to miss out completely (Howe, Davidson, & Sloboda, 1998). This is clearly a situation 

which advocates would seek to avoid.  

In general, there is an agreed consensus that educators should promote attributions of 

effort over attributions of ability, stressing that success is often due to effort rather than 

solely dependent on ability (Dweck, 1986). This is important for music, where the ostensibly 

effortless quality of performances is actually the product of intensive effort and practice; 
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what may be perceived as an innate gift is therefore often the outcome of many hours of 

practice (McPherson, 2013).  However, the promotion of effort attributions is not quite so 

simple and an interesting counter-point 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 succeed, then to attribute this failure to a lack of effort can be 

extremely de-motivating and frustrating. Covington (2009) claims that in this situation 

individuals will inevitably resort to devaluing their own ability, meaning that any promotion 

of effort attributions could actually prove counter-productive.  

Legrette (2002) suggests that the solution to this problem should be to develop more 

άǘƘƻǳƎƘǘŦǳƭ ŀƴŘ ŘƛǎŎǊƛƳƛƴŀǘƛƴƎέ ǎǘǊŀǘŜƎƛŜǎ ŦƻǊ ŘŜŀƭƛƴƎ ǿƛǘƘ ƻƴŜΩǎ Ŏŀǳǎŀƭ ŀǘǘǊƛōǳǘƛƻƴǎΦ ¢Ƙƛǎ 

may be easier said than done, however, as music is a subject in which individuals may be 

completely discouraged by failure and use this as evidence of their complete lack of ability 

(Dweck & Leggett, 1988). Although intermittent failure is a part of any normal learning 

process and can, in fact help with the development of skills (Rogers, 2002), problems will 

arise if people attribute these failures to a complete lack of ability, seeing no hope in ever 

achieving in the subject and thus using this as justification for avoiding future involvement 

(Covington, 2009).  

¢ƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜ ǘŜǊƳ ΨƳǳǎƛŎŀƭΩ ƛƳǇƭƛŜǎ ŀƴ ŜƛǘƘŜǊκƻǊ ŘƛŎƘƻǘƻƳȅ Ŏŀƴ ǘƘǳǎ ǊŜǎǳƭǘ ƛƴ any 

ΨƴƻǊƳŀƭΩ failure being associated with a complete lack of musical ability. One way, for 

examplŜΣ ƛƴ ǿƘƛŎƘ ǇŜƻǇƭŜ ǊŜƛƴŦƻǊŎŜ ǘƘŜƛǊ ŎƻƴǎǘǊǳŎǘŜŘ ƴƻǘƛƻƴǎ ƻŦ ōŜƛƴƎ ΨǳƴƳǳǎƛŎŀƭΩ ƛǎ ǘƘǊƻǳƎƘ 

the temporary experience of learning to play an instrument but failing to continue with this 

(Sloboda, 2001). Indeed, Hennessy (2000) found that when assessing levels of musical 

confidence amongst teacher trainees, 70% of them actually had some experience of playing 
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an instrument but most had failed to persist with this; their negative experiences led many 

of them to conclude that they were lacking in musical ability, resulting in lower levels of 

confidence when faced with teaching the subject. The point here is that if one believes in 

the existence of a division between ΨmusicalΩ and ΨunmusicalΩ people, and then attributes 

ƻƴŜΩǎ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŦŀƛƭǳǊŜ ǘƻ ŀ ƭŀŎƪ ƻŦ ǘƘƛǎ ability, this can lead to the assumption that 

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 

teachers to be reluctant about teaching it regularly (Holden & Button, 2006). However, this 

ŀǾƻƛŘŀƴŎŜ ƻŦ ǎŎƘƻƻƭ ƳǳǎƛŎ ǎŜŜƳǎ ǎƻƳŜǿƘŀǘ ǇŀǊŀŘƻȄƛŎŀƭ ŎƻƴǎƛŘŜǊƛƴƎ ƳǳǎƛŎΩǎ ǇƭŀŎŜ ƛƴ ǎƻŎƛŜǘȅ 

(Ball, 2010). On the one hand, music is a fundamental part of everyday life and it is virtually 

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 that it is the domain solely of elite, 

talented performers (Paynter, 2002). As Blacking (1976) famously questioned, why must the 

majority be made unmusical so that a select few can become more musical?  As recent 

policy suggests, the ideal should be in promoting music for all rather than solely focusing on 

the select talented few (DfE, 2011). 

Yet despite the vehemence and frequency with which this widespread view has been 

questioned in the literature, the idea of the musical-unmusical divide still persists across 

society (Burnard, 2003). This construction inevitably implies two discrete categories of 

people, who are either musically gifted or have no chance of ever becoming so (Austin, 

Renwick, & McPherson, 2006). Burnard (2003, p.29) claims these two terms form part of a 
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άŘƛǎŎƻǳǊǎŜ ƻŦ ŘŜǊƛǎƛƻƴέΣ ǿƘƛŎƘ ǇǊŜǾŜƴǘǎ ǇŜƻǇƭŜ ŦǊƻƳ ŜƴƎŀƎƛƴƎ ǿƛǘƘ ǘƘŜ ǎǳōƧŜŎǘ ƛŦ ǘƘŜȅ 

believe themselves to belong to the unmusical category. The main point is that for some, 

success in music is deemed impossible because they consider themselves unmusical; the 

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

kind of failure (Covington, 2000).   

Lƴ ǘŜǊƳǎ ƻŦ ŜŘǳŎŀǘƛƻƴŀƭ ǎǘǊŀǘŜƎƛŜǎΣ ǘƘŜ ǉǳŜǎǘƛƻƴƛƴƎ ƻŦ ǘŜǊƳǎ ǎǳŎƘ ŀǎ ΨƳǳǎƛŎŀƭΩ ŀƴŘ 

ΨǳƴƳǳǎƛŎŀƭΩ Ŏŀƴ clearly be linked with the way in which Dweck (1999) advises against the 

ǇǊŀƛǎƛƴƎ ƻŦ ΨƛƴǘŜƭƭƛƎŜƴŎŜΩΦ LŦ ŎŜǊǘŀƛƴ ƛƴŘƛǾƛŘǳŀƭǎ ŀǊŜ ǇǊŀƛǎŜŘ ŦƻǊ ōŜƛƴƎ ƳǳǎƛŎŀƭ ŀǘ ŀƴ ŜŀǊƭȅ ŀƎŜΣ 

this could result in the reinforcement of categorical judgements, based on the idea that 

being musical is only available to this select few. This is important to bear in mind not just 

for the practice of teachers, when delivering the subject to others, but also for the ways in 

which they themselves formed their own self-perceptions of ability in music. 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 this and reflection on these may be a crucial way of 

enhancing motivation (Seddon & Biasutti, 2008). 

Lƴ ǘŜǊƳǎ ƻŦ ǊŜǎŜŀǊŎƘƛƴƎ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ǘƘŜǊŜŦƻǊŜΣ ƛǘ ƛǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ōŜ ŀǿŀǊŜ ƻŦ ǘƘŜ 

ŜȄƛǎǘŜƴŎŜ ƻŦ άŜƴǘƛǘȅέ ōŜƭƛŜŦǎ ŀōƻǳǘ ǘƘŜ ƴŀǘǳǊŜ ƻŦ ƳǳǎƛŎŀƭ ŀōƛƭƛǘȅΣ ƛΦŜΦ ǇŜƻǇƭŜ believe their 

ability in the subject is both categorical and fixed, thus cannot be improved by increased 

effort. Although Dweck (1999) suggests that it is possible to change entity beliefs through 

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

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

quickly become resistant to ŎƘŀƴƎŜ όhΩbŜƛƭƭΣ нллнύΦ !ŘŘƛǘƛƻƴŀƭƭȅ, if teachers themselves hold 
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firm entity views about music and continue 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 order to explore how they were constructed. By making explicit the often 

socially-constructed 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  

 

¢ƘŜ ǇǊŜǾƛƻǳǎ ǎŜŎǘƛƻƴ Ƙŀǎ ǘŀƪŜƴ ǊŜǎŜŀǊŎƘ ƛƴǘƻ ƛƴŘƛǾƛŘǳŀƭǎΩ ŎƻƴŎŜǇǘƛƻƴǎ ƻŦ ŀōƛƭƛǘȅ ŀƴŘ ƭƛƴƪŜŘ 

this to music specifically. This involves thinking about the overall judgements that 

individuals make regarding themselves and music, the general nature of which could be 

ŜǉǳŀǘŜŘ ǿƛǘƘ ǘƘŜ ƛŘŜŀ ƻŦ ŀ ƳǳǎƛŎŀƭ ΨǎŜƭŦ-ŎƻƴŎŜǇǘΩΤ ǘƘƛǎ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ǊŜƭŀǘƛǾŜƭȅ ǎǘŀōƭŜ ƻǾŜǊŀƭƭ 

ōŜƭƛŜŦǎ ŀōƻǳǘ ƻƴŜΩǎ ŀōƛƭƛǘȅ ƛƴ any broad domain (Bong & Skaalvik, 2003).  

In contrast to general beliefs about oneself relating to musical ability, another influential 

ǎŎƘƻƻƭ ƻŦ ǘƘƻǳƎƘǘ ƛǎ .ŀƴŘǳǊŀΩǎ ǿƻǊƪ ƻƴ ǎŜƭŦ-efficacy judgements (1997). This is equally 

crucial to consider in the current project as it relates to the expected performance of 

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

ǘƘŜ ǘŜǊƳǎ ΨǎŜƭŦ-ŜŦŦƛŎŀŎȅΩ ŀƴŘ ΨǎŜƭŦ-ŎƻƴŎŜǇǘΩΣ ōƻǘƘ ŀǊŜ ǊŜƭŜǾŀƴǘ ǘƻ Ƴȅ ǊŜǎŜŀǊŎƘ ŀƴŘ ŀǊŜ 

certainly not divorced from one another (Bong & Skaalvik, 2003). However, because the 

skills required to teach music in the primary school can be considered distinct from the skills 

ǊŜǉǳƛǊŜŘ ǘƻ ōŜ ŀ ΨƳǳǎƛŎƛŀƴΩΣ ƻǊ ŜǾŜƴ ǇŜǊƘŀǇǎ ǘƻ ōŜ ΨƳǳǎƛŎŀƭΩΣ ƛǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƘŀǘ ŀ ƳƻǊŜ 

intricate analysis could unearth discrepancies between the two, despite the potential for 
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overlapping beliefs. In this way, it may be possible for individuals to hold, for example, 

negative self-concept judgements about their ability in music generally, but still retain 

positive self-efficacy judgements related specifically to the teaching of music. 

Self-efficacy therefore provides a useful framework for exploring exactly which aspects of 

ƳǳǎƛŎ ǘŜŀŎƘƛƴƎ Ƴŀȅ ǇǊŜǎŜƴǘ ōŀǊǊƛŜǊǎ ǘƻ ǇǊŀŎǘƛǘƛƻƴŜǊǎΩ ǊŜƎǳƭŀǊ ŘŜƭƛǾŜǊȅ ƻŦ ǘƘŜ ǎǳōƧŜŎǘΦ .ȅ 

breaking down the teaching of music into specific tasks, the research will be able to explore 

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

within individual teachersΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ, which a more general exploration of musical 

self-concept may not reveal.  

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

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

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

from having to prepare a group of pupils for a public 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 enablŜ ƻǊ ŎƻƴǎǘǊŀƛƴ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ǘƻ ŜƴƎŀƎŜ ǿƛǘƘ ǘƘŜ 

subject. 

Bandura (1997) identifies four main areas upon which self-efficacy judgements are based, 

and these all have implications for primary music. The following table summarises these, 

and shows how they may be related more specifically to music.  
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Factor Explanation Links to music 

1. Actual 

performances 

and mastery 

of skills 

How do individuals 

interpret and judge 

their own successes 

and failures? 

This factor will be dependent on what individuals 

deem success or failure to be. In music this can 

be somewhat problematic, as in society we are 

saturated by highly polished performances and so 

the criteria for success may be deemed higher 

than in other subjects, for example in terms of 

singing ability. Expectations of replicating these 

are more likely to result in failure. 

2. Vicarious 

experiences 

How do individuals 

interpret other models 

of behaviour and 

compare themselves 

to these? 

The performative nature of music means that it is 

possible to listen and appraise the skills of others, 

and compare their performances to themselves. 

These social comparisons can prove problematic 

in music, particularly if unfavourable comparisons 

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 music (Davidson, 

Faulkner, & McPherson, 2009). There has been 

much research that has shown how people have 

often internalised the judgements of others 

regarding their musical abilities (Burnard, 2003). 

4. 

Physiological 

indexes 

To what extent does 

the task provoke 

particular physiological 

states, for example, 

stress or anxiety? 

Performing in public can produce feelings of 

anxiety in many people (Abril, 2007). This can 

lead to detrimental effects on their performance 

which will lead to negative self-efficacy 

judgements (Covington, 2009). 

 

Table 2.2: Factors contributing to the formation of self-efficacy beliefs 

Clearly the four dimensions through which self-efficacy 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 teachers are likely 

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

complex combination of the different elements. Tschannen-Moran and Hoy (2007) explored 

the ways in which teachers might draw upon different aspects from the 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 their self-judgements on 

these positive past experiences of success, whilst novice practitioners 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 reliance on contextual 

factors by those teachers who lack mastery 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 experiences, which may 

well prove negative (Hennessy, 2000), but also through the socio-contextual factors within 

the school environment, such as the resources and interpersonal support available 

(Tschannen-Moran & Hoy, 2007). For positive self-efficacy beliefs to be formed, therefore, it 

may well be necessary to have support from the school to enable this. This therefore 

provides further justification for the potential impact of institutional factors upon the 

formation of positive self-efficacy judgements and the necessity to include these within any 

consideration of teacher motivation.  

.ŀƴŘǳǊŀΩǎ ƪŜȅ ŘƛƳŜƴǎƛƻƴǎ ŀǊŜ ǘƘŜǊŜŦƻǊŜ ƛƳǇƻǊǘŀƴǘ ƛƴ ǘƘŀǘ ǘƘŜȅ ƛƴŎƻǊǇƻǊŀǘŜ both individual 

and social processes in the development of self-judgements. Whilst self-efficacy beliefs are 

typically located in the individual level section of the diagram in Figure 2.1, these are not 

formed in isolation, and are necessarily constructed within a complex social system. It is 

very easy to over-individualise such beliefs, thus the above framework includes the 

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

actions and practices, and socially situated elements in the environment.  

This can be shown in the following diagram in Figure 2.4 and is useful in starting to 

demonstrate the importance of taking account of both individual and social factors when 

attempting to explore motivation. The outcome of the diagram is the construction of 

personal self-efficacy 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.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 2.4: Tripartite system for the development of self-efficacy beliefs (based on 

Bandura, 1997) 
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Self-efficacy beliefs can therefore provide an important approach to the study of individual 

motivational, as the judgements which one makes are likely to affect the 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 processes that 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? Low self-efficacy 

judgements may therefore pose prƻōƭŜƳǎ ǘƻ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƛƴǾƻƭǾŜƳŜƴǘ ǿƛǘƘ ƳǳǎƛŎ ōŜŎŀǳǎŜ 

it would prove difficult to justify the additional effort if success is deemed unlikely. Although 

the self-efficacy beliefs are not the sole factor to explore therefore, they will most likely 

form a crǳŎƛŀƭ ǇŀǊǘ ƻŦ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭǎΩ ƳƻǘƛǾŀǘƛƻƴΦ 

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

this point how self-efficacy beliefs are generally studied. The primary research method 

within this field is the use of self-efficacy scales, which are designed to measure ƻƴŜΩǎ ǎŜƭŦ 

efficacy. Such instruments have, however, been criticised for their failure to recognise the 

context-dependent nature of any task (Woolfolk Hoy, Hoy, & Davies, 2009). To take an 

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

ǉǳŜǎǘƛƻƴΣ άƘƻǿ ƳǳŎƘ Ŏŀƴ ȅƻǳ Řƻ ǘƻ ŎŀƭƳ ŀ ǎǘǳŘŜƴǘ ǿƘƻ ƛǎ ŘƛǎǊǳǇǘƛǾŜ ƻǊ ƴƻƛǎȅΚέΣ ǘƘŜ ŀƴǎǿŜǊ 

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

However, this does not negate their use completely and self-efficacy scales have proved 

important to explore for my project, particularly the quantitative phase. Rather than using 

scale items in order to measure ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ level of self-efficacy, some of the same 

survey techniques could be employed in order to actually explore different elements of the 
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subject itself. Whilst more traditional self-efficacy research would use scale items to 

produce an overall score for individuals, which could then be analysed, the individual items 

themselves could equally be used to look at patterns based around specific skills required 

when teaching music. Instead of seeking an overall self-efficacy score therefore, I would be 

ƳƻǊŜ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǘƘŜ ŘƛŦŦŜǊŜƴǘ ƛǘŜƳǎ ƻƴ ǘƘŜ ǎŎŀƭŜ ŀƴŘ Ƙƻǿ ǘƘŜ ǊŜǎǇƻƴŘŜƴǘǎΩ ŀƴǎǿŜǊǎ 

cƭǳǎǘŜǊŜŘ ŀǊƻǳƴŘ ŎŜǊǘŀƛƴ ŀǊŜŀǎΦ  CƻǊ ǘƘŜǎŜ ǊŜŀǎƻƴǎ .ŀƴŘǳǊŀΩǎ όнллсύ ǿƻǊƪ ǿƛƭƭ ǇǊƻǾƛŘŜ ŀ 

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, music itself can sometimes prove more problematic than other subjects 

for the development of positive self-efficacy beliefs. In an extension to these negative self-

judgements, Kaplan et al. (2009) point out that when individuals perceive a situation to be 

evaluative of their ability, this can pose problems for both motivation and self-worth, 

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

others. This forms one section of the three-part diagram in Figure 2.4 but it is also worth 

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 positive self-image 

to others and secondly there is the desire to avoid negative evaluation (Geen and Shea, 

мффтύΦ /ƻǾƛƴƎǘƻƴ όмффнύ ŘŜǎŎǊƛōŜǎ ǘƘƛǎ ŎƻƴŎŜǇǘ ŀǎ ǘƘŜ άǎŜƭŦ-ǿƻǊǘƘ ƳƻǘƛǾŜέ ŀƴŘ ƛǘ Ŏŀƴ 

complicate ostensibly simple goals and ambitions which individuals hold. The desire to 

present favourable self-images, for example, may alter or distort the meanings of success 

and failure, because the individuŀƭΩǎ ǇǊƛƻǊƛǘȅ shifts from what might be termed ΨƻōƧŜŎǘƛǾŜΩ 

success in the particular domain, to success in projecting a positive self-image to others. 



66 
 

This concept seems particularly pertinent to music, where public performance is integral to 

the subject. The ways in which both teachers and pupils are required to perform music in 

ŦǊƻƴǘ ƻŦ ƻǘƘŜǊǎ Ŏŀƴ ŜǾƻƪŜ ŦŜŜƭƛƴƎǎ ƻŦ άŜǾŀƭǳŀǘƛƻƴ ŀǇǇǊŜƘŜƴǎƛƻƴέΣ ǿƘƛŎƘ Ŏŀƴ be heightened 

dramatically by low self-perceptions 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 an instant judgement as to whether this is 

άƳǳǎƛŎŀƭέ ƻǊ ƴƻǘ (Hargreaves, 1986). Whenever we perform music in front of others, there is 

therefore always a potential threat of evaluation, as it is inevitable that some kind of 

judgement will be made. 

In terms of teaching this could pose problems, particularly if one lacks confidence in 

performing. Many teachers experience anxiety at the thought of having to sing or play an 

instrument and this could affect their decisions as to whether they will engage with music 

(Abril, 2007). As Covington (1992) points out, individuals 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. 

The desire to preserve self-worth can therefore conflict with the perceived demands of 

teaching music, because the level of skills required is often assumed to be excessively high 

(Hennessy, 2000). The focus in the subject is often placed upon instrumental and vocal 

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 produce a serious barrier to motivation. 

Indeed, an important consequence could be that teachers fail to engage with music at all 

through fear of the risk of public failure. Importantly, it is this social dimension which can 
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lead to the perception that music is therefore 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 within the social sphere.  

Drawing on a different theoretical framework, the level of musical performance which the 

subject can (or appear to) demand may ŀƭǎƻ ǘƘǊŜŀǘŜƴ ƻƴŜΩǎ ǎŜƴǎŜ ƻŦ ŎƻƳǇŜǘŜƴŎŜ ŀǎ ŀ 

practitioner. As part of their theory of self-determination, Ryan and Deci (2000; 2002) 

identify personal competence beliefs as part of a system which can support 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, therefore, 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) discuss some of the reasons as to why music specifically could 

ǇǊƻǾƛŘŜ ŀ ŎƘŀƭƭŜƴƎŜ ǘƻ ǘŜŀŎƘŜǊǎΩ ǎŜƴǎŜ ƻŦ ŎƻƳǇŜǘŜƴŎȅΣ ŘŜǎǇƛǘŜ ǘƘŜƳ ƳŀƛƴǘŀƛƴƛƴƎ ƘƛƎƘ ƭŜǾŜƭǎ 

of confidence in other areas. These include a lack of knowledge and skills, insufficient time 

ŀƴŘ ǊŜǎƻǳǊŎŜǎΣ ŀƴŘ ŀ ǇŜǊŎŜƛǾŜŘ ƛƴŀŘŜǉǳŀŎȅ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ƻƴŜΩǎ ǇŜǊŦƻǊƳance ability, 

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 greater problem because they are 

ǇŜǊŎŜƛǾŜŘ ŀǎ ōŜƛƴƎ ƳƻǊŜ ŎŀǇŀōƭŜ ƻŦ ƧǳŘƎƛƴƎ ǘƘŜ ŀŎŎǳǊŀŎȅ ŀƴŘ ƳǳǎƛŎŀƭƛǘȅ ƻŦ ǘƘŜ ǘŜŀŎƘŜǊΩǎ 

performance. 

A further point highlighted by Holden and Button (2006) is the assumption that to teach 

music effectively, one must be able to read music notation, a skill which is further 
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referenced in the new National Curriculum (2014). As with the emphasis on performance 

ŘŜǎŎǊƛōŜŘ ŀōƻǾŜΣ ǘƘƛǎ ŎƻǳƭŘ ŀƎŀƛƴ ŎƘŀƭƭŜƴƎŜ ƻƴŜΩǎ ƴƻǘƛƻƴ ƻŦ ŎƻƳǇŜǘŜƴŎȅΣ ǘƘƛǎ ǘƛƳŜ ǊŜƭŀǘŜŘ ǘƻ 

the fact that the teacher is often 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 

of music. A lack of ǘƘƛǎ ǎƪƛƭƭ ŎƻǳƭŘ ǘƘǳǎ ǳƴŘŜǊƳƛƴŜ ǘƘŜ ǘŜŀŎƘŜǊΩǎ ǎŜƴǎŜ ƻŦ ŀǳǘƘƻǊƛǘȅ ŀƴŘ ŎƻǳƭŘ 

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 to the individual and 

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

ǘƘŜ ǘŜŀŎƘŜǊǎΩ ōŜƭƛŜŦǎ ŀōƻǳǘ ŀōƛƭƛǘȅ ŀƴŘ the ways in which they considered themselves in 

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

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

from inward-looking theories of self, to thinking about the subject of music as the object of 

interest. This involves consideration of all-important issues of advocŀŎȅ ŀƴŘ Ƙƻǿ ƳǳǎƛŎΩǎ 

place can be both conceptualised and supported within education more generally. 

The impact of values as an influence on motivation dates back to the work of psychologist 

Kurt Lewin, who noted how the perceived 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 defined in increasingly 

more complex terms. Higgins (2007) for example, claimed that the notion of value 

incorporates: 
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¶ The comparative judgements of different tasks in relation to each other 

¶ The psychological experience of being attracted to a task and developing interest 

¶ The drive to attain high outcomes in the task, related to individual and social goals 

In her work on άSubjective Task ValueέΣ 9ŎŎƭŜǎ ό2005) identifies four key areas which 

contribute to the development of value judgements and these provide a useful starting 

point for this investigation. 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, 

considering practitioners understand music within the curriculum.  

Both Eccles (2005) and Higgins (2007) stress the fact that value judgements in education are 

complex and do not comprise simple, fixed judgements. Instead they involve various 

components, contradictions and compromises. It is possible, for instance, to 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 discipline, as well as 

ƛǘǎ ǇƭŀŎŜ ǿƛǘƘƛƴ ǘƘŜ ŎǳǊǊƛŎǳƭǳƳΦ hƴŜΩǎ ǇŜǊŎŜǇǘƛƻƴǎ ǘƘŜǊŜŦƻǊŜ ƴŜŜŘ ǘƻ ōŜ ǎƛǘǳŀǘŜŘ ƛƴ ǘŜǊƳǎ ƻŦ 

how music relates to the self as a teacher, but also the pupils, the institutional priorities of 

the school and the relative judgements of other subjects. Whilst an individual might 

ƻǎǘŜƴǎƛōƭȅ ǾŀƭǳŜ ƳǳǎƛŎ ƘƛƎƘƭȅ ŀŎǊƻǎǎΣ ǎŀȅΣ ǘƘŜ ŦƛǊǎǘ ǘƘǊŜŜ ƻŦ 9ŎŎƭŜǎΩ ŘƛƳŜƴǎƛƻƴǎΣ ƛŦ ǘƘƛǎ ŘƻŜǎ 

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 of music itself to incorporate broader educational visions.   
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Aspect of 

subjective 

task value 

Meaning Explanation and potential relationship to music education 

Attainment 

value 

Is it important 

for me 

personally to 

succeed in 

this task? 

¢Ƙƛǎ ŦƛǊǎǘ ŀǊŜŀ ƭƛƴƪǎ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǘƘŜ ǘŀǎƪ ǘƻ ƻƴŜΩǎ ǎŜƴǎŜ ƻŦ 

self. LŦ ƛǘ ƛǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ƻƴŜΩǎ ƛŘŜƴǘƛǘȅ ŀǎ ŀ ǇǊŀŎǘƛǘƛƻƴŜǊ ǘƘŀǘ 

music should be taught, for example, if it features as a crucial 

ǇŀǊǘ ƻŦ ƻƴŜΩǎ ŜŘǳŎŀǘƛƻƴŀƭ ǇƘƛƭƻǎƻǇƘƛŜǎ ŀƴŘ ƎƻŀƭǎΣ ǘƘŜƴ ǘƘŜ 

subject will be highly valued. 

Utility value Is it useful for 

me to 

succeed in 

this task in 

terms of my 

future 

prospects? 

When thinking about the teaching of music there are two 

dimensions here. The first is an outward-looking judgement, 

relating to whether engaging in music will be considered a useful 

activity for the pupils. If this is deemed irrelevant for their 

futures then they will be less motivated to include it. The second 

dimension refers to the teacher herself, and whether music can 

help to achieve her own goals in her career. If music is not a 

necessary obligation or if there are no tangible rewards for the 

engagement with it, motivation is less likely to develop. 

Interest Do I enjoy the 

task itself and 

am I 

interested in 

pursuing this? 

In terms of pupil motivation, interest and enjoyment tend to be 

rated very highly for music, even though it may prove 

problematic when judged on other criteria (Wright, 2008). For 

teachers, this aspect may prove more complex. Again there is 

the joint consideration between pupils and self; on the one hand 

music might be valued because it is perceived as interesting and 

enjoyable for the pupils to be involved with. However, the actual 

task of teaching the subject may not necessarily align with the 

ǘŜŀŎƘŜǊǎΩ ƻǿƴ ƛƴǘŜǊŜǎǘǎΦ 9ǉǳŀƭƭȅΣ ƛŦ ƻƴŜ Řƻǳōǘǎ ƻƴŜΩǎ ƻǿƴ 

capabilities to teach it, the experience may not be considered 

enjoyable. 

Perceived 

cost 

Does this task 

require other 

sacrifices to 

be made and 

is it worth this 

cost? 

This is a crucial element when thinking about both the place of 

music in the curriculum and the amount of effort the subject is 

perceived to demand. Throughout the previous sections I have 

discussed how music can be considered a threat or a challenge 

ǘƻ ƻƴŜΩǎ ǎŜƴǎŜ ƻŦ ŎƻƳǇŜǘŜƴŎȅ ŀƴŘ ƛŦ ǘƘƛǎ ƛǎ ǘƻƻ ƎǊŜŀǘΣ ǘƘŜƴ ǘƘŜ 

cost of attempting to deliver the subject may outweigh its value. 

Equally, this aspect can be considered in relation to other 

subject areas; if the teaching of music is considered to demand 

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. 

 

¢ŀōƭŜ нΦоΥ 9ŎŎƭŜǎΩ ǎǳōƧŜŎǘƛǾŜ ǘŀǎƪ ǾŀƭǳŜ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ƳǳǎƛŎ 
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9ŎŎƭŜǎΩ ŦǊŀƳŜǿƻǊƪ ǇǊƻǾŜǎ useful for identifying areas which 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 bear in mind when drawing 

upon this. ¢ƘŜ ƭŀōŜƭ ά{ǳōƧŜŎǘƛǾŜ ¢ŀǎƪ ±ŀƭǳŜέ ƛǘǎŜlf, for instance, could prove problematic. 

Although this rightly implies that different individuals will hold different personal values, 

depending on their subjective interpretations, these judgements are not formed in isolation. 

By emplƻȅƛƴƎ ǘƘŜ ǘŜǊƳ άǎǳōƧŜŎǘƛǾŜέΣ ƛǘ ŎƻǳƭŘ ōŜ ŀǊƎǳŜŘ ǘƘŀǘ ǘƻƻ ƎǊŜŀǘ ŀƴ emphasis is placed 

upon the individual, implying that values are necessarily private, personal constructions. 

Whilst individual interpretations may mediate the ways in which value judgements are 

made (Järvelä, 2001), teachers and pupils do not operate within a vacuum and again, social 

context and cultural factors will always play a part (Welch, 2001).  The influence of the social 

context of the school is thus important again here, for example, through shared institutional 

values and collective priorities. 

There is thus a social aspect to value judgements that extends beyond the notion of 

subjectivity, as is duly noted in more recent work by Eccles and Wigfield (2009). Rather than 

being based solely upon autonomous interpretations, value judgements are also 

constructed and reinforced through interactions, social influences and socially shared beliefs 

(Turner, 2001). Indeed, a crucial part of the culture of an institution is the way in which 

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

through the individual, within their apparently subjective judgements (Matos et al., 2009). 

Social identity theory may also prove relevant here, as there is much evidence that 

individuals tend to follow the collective norms of the groups to which they belong for fear of 

rejection (Tajfel, 1974). As Duveen (1997) points out, there is a tendency to conform to 
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socially accepted norms, even if this contradicts their original personal beliefs. This means 

that simply asking teachers for their personal judgements as to the value of music may be 

insufficient, as in practice, these could be altered or even subverted by the culture of the 

institution. 

Despite the ostensible autonomy which teachers retain in the classroom, schools provide 

ǘƘŜ ōŀŎƪŘǊƻǇ ŦƻǊ ƻƴŜΩǎ ǇǊŀŎǘƛŎŜǎ. For motivation to be encouraged, music must therefore be 

valued along two dimensions: subjectively and socially. This inevitably leads the discussion 

back to the issue of school culture. For 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 tacit) hierarchy of shared values that 

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

ǘŜŀŎƘŜǊΩǎ ōŜƘŀǾƛƻǳǊǎ in the classroom are legitimised not only through their own, personal 

ideas about the purposes of education, but also through those which are prioritised within 

the institution (ibid, 1997). 

!ƭǘƘƻǳƎƘ {ŎƘǿŀǊǘȊΩǎ ƛŘŜŀǎ ŀǊŜ ŎŜǊǘŀƛƴƭȅ ŎƻƴǾƛƴŎƛƴƎ, he does claim that shared values can be 

ǾƛŜǿŜŘ ŀǎ άŘŜǘŜǊƳƛƴŀƴǘǎέ ƻŦ ōehaviour (1997, p.72). I would question the implications 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 (Bandura, 1997). It also implies 

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

personal experience I would also question. Whilst one might alter certain practices to an 

extent in order to fit with institutional expectations, this does not necessarily mean that 

upon entering a new setting, any individual will inevitably assume and subscribe to all the 



73 
 

values of that culture. Indeed, as noted above, the individuals themselves will inevitably 

contribute to the shaping of these shared understandings, meaning that they themselves 

can exert a positive influence on the social environment; the influence of context on 

individuals is thus not a uni-directional relationship(Munro, 1997).  

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

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

for investigation. Whilst I agree that participation in the laws, customs, norms, scripts and 

practices can be shaped by cultural and social values, the practices of the individuals within 

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

relationship (Kaplan et alΦΣ нллфύΦ Lƴ ƻǊŘŜǊ ǘƻ ŎƻƴǎƛŘŜǊ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ǿƛǘƘƛƴ ŀ 

particular context, it will be necessary to explore both the individual subjective values and 

the socially shared values. As Bruner (1996) notes, thinking and learning will always be 

ǎƛǘǳŀǘŜŘ ƛƴ ŀ ŎǳƭǘǳǊŀƭ ǎŜǘǘƛƴƎΣ ŀƴŘ άŘŜǇŜƴŘŜƴǘ ƻƴ ǘƘŜ ǳǘƛƭƛǎŀǘƛƻƴ ƻŦ ŎǳƭǘǳǊŀƭ ǊŜǎƻǳǊŎŜǎέ όǇΦпύΤ 

uncovering these is one way of developing a more in-depth understanding and exploring 

how shared practices can impact upon teacher motivation.  

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

ǘŜŀŎƘŜǊǎΩ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ƳǳǎƛŎ ƛƴ ǘƘŜ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭΣ ŀƭǘƘƻǳƎƘ ǿƛǘƘ ǘǿƻ ǎǳŎƘ ōǊƻŀŘ ŦƛŜƭŘǎ 

of literature, it is inevitable that this review has merely covered a fraction of the current 

body of work. It is clear from the diversƛǘȅ ƻŦ ǘƘŜ ŦƛŜƭŘǎ ǘƘŀǘ ŀ ǎǘǳŘȅ ƛƴǘƻ ǘŜŀŎƘŜǊǎΩ 

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 potentially interact with each other; through in-depth exploration 
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of this, it may be possible to enhance understanding of the processes involved, with the 

ŜǾŜƴǘǳŀƭ ŀƛƳ ƻŦ ƛƴǾŜǎǘƛƎŀǘƛƴƎ Ƙƻǿ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŎƻǳƭŘ ōŜ ŜƴƘŀƴŎŜŘΦ ¢Ƙƛǎ ƛƴǾƻƭǾŜǎ 

crossing the individual-social divides and developing a more comprehensive way of 

conceptualising teacher motivation (Järvelä, et al, 2010). Rather than viewing the problem 

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

combine elements 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 phase was 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 be fully formulated on the basis of these 

initial survey findings.  

1. How do teachers perceive music in the primary school, in comparison with other 

curriculum subjects? Given that motivation to engage with music relies, at least 

partially, on music being judged positively in comparison with other subjects, I was 

interested to explore the relative judgements which teachers made concerning 

ǎǳōƧŜŎǘǎΩ ǾŀƭǳŜ ŀƴŘ ƛƳǇƻǊǘŀƴŎŜ. This question was perhaps the most strongly rooted 

in my own experiences, whereby my former colleagues consistently failed to see the 

importance of engaging in music lessons in their classrooms. I was therefore 

concerned as to whether such issues might prove prevalent 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 responses. 

2. Are there specific aspects of music teaching which are interpreted as barriers to 

teacher involvement with the subject? This question mainly relates to the 

discussion surrounding self-efficacy judgements (section 2.3.2). In particular I was 

interested in identifying the specific aspects of music teaching which may pose the 

ƎǊŜŀǘŜǎǘ ǇǊƻōƭŜƳǎ ŦƻǊ ǘŜŀŎƘŜǊǎΣ ŀƴŘ ǘƘŜ ƛƳǇŀŎǘ ǿƘƛŎƘ ƻƴŜΩǎ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ǘƘŜǎŜ 

might have upon motivation more generally. Although this would be investigated 

through the use of self-efficacy 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 reasons behind these within the second phase. 

3. ²ƘŜƴ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΣ ƛn what ways do personal 

interpretations interact with the contextual factors within the school? The final, 

and most complex, research question links to the most fundamental aim of the 

ǎǘǳŘȅΣ ǿƘƛŎƘ ǿŀǎ ǘƻ ŜȄǇƭƻǊŜ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ǘƘǊƻǳƎƘ ŀƴ ŀǇǇǊƻŀŎƘ ǿƘƛŎƘ Ƨƻƛƴǘƭȅ 

privileges both individual cognitive and socially-situated elements. This question is 

presented here because it was part of my initial aims; however, unlike the previous 

two, this proved difficult to explore through quantitative methods alone and would 

thus be taken forward into the qualitative phase.  

To reiterate therefore, these research questions were designed in order to structure the 

opening quantitative investigation, and would be further refined and developed in 

preparation for the qualitative phase. They 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 questions 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 consider if the 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: 

¶ The theoretical perspective and philosophical stance which informs the research 

design 

¶ The methodology, which refers to the overall design and plan of action  

¶ The specific methods used to collect and analyse the data 

Each stage, therefore, needs to be described explicitly with 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, given the 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 both individual 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 information regarding the research process and includes detailed 

descriptions of the three methodological dimensions described above. It is therefore split 

into the following sections, the content of which is outlined briefly below: 
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¶ Section 3.1: A discussion concerning the ontological and epistemological foundations 

on which this research is built. These comprise an approach which is borne out of 

social-constructionism, but which also incorporates elements of social realism in an 

attempt to provide legitimate judgements, rather than purely descriptive findings. 

¶ Section 3.2: An overview of the research methodology, including the rationale for 

using mixed methods and a brief mention of potential ethical concerns. 

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

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

Due to the sequential nature of this study, I have split the sections describing the research 

design into two parts, hence a description of the qualitative 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 seems more logical to present the quantitative section before 

discussing the details of the 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 fundamental to all research projects and a sound understanding of these is 

essential to the eventual success of such undertakings (Burnard, 2006a). This section will 

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

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

key approaches which underpin this work. Firstly I consider ΨŎƻƴǎǘǊǳŎǘƛƻƴƛǎƳΩΣ ǿƘƛŎƘ Ŏŀƴ ōŜ 

split into an individual-ŦƻŎǳǎŜŘ ΨconstructivismΩ ŀƴŘ ŀ ƳƻǊŜ ŎǳƭǘǳǊŀƭ-interactional and 

institutional-focused Ψsocial-constructionismΩΦ {ŜŎƻƴŘƭȅΣ L ŘƛǎŎǳǎǎ ΨǎƻŎƛŀƭ ǊŜŀƭƛǎƳΩ ǿƘƛŎƘ 

incorporates a more critical stance, allowing value judgements to be made about these 

ǎŜŜƳƛƴƎƭȅ ΨƴŀǘǳǊŀƭΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎΦ ¢ƘŜ ǘŜǊƳǎ ǳǎŜŘ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜǎŜ ŘŜōŀǘŜǎ ŀǊŜ 
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contested and complex, hence the need for a thorough exploration within the 

methodological discussion.  

It may perhaps seem odd to be attempting to integrate two, potentially incompatible, 

philosophical positions; indeed, social realists are extremely critical of constructionist 

approaches and make the case for a new paradigm shift away from the traditional positivist-

interpretivist divide (Young, 2008). However, the relationship between the two areas can be 

seen as reflective of the journey of understanding which has accompanied the research 

process. Whilst the project initially emerged from constructionist roots and concerns, as 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 which to do this and helped to 

negate the potential threat of descending into any kind of naive relativism, whereby all 

perspectives are considered equally possible and any conclusion could potentially be 

assumed valid (Scott, 2000). Social realism therefore provides an alternative conception of 

knowledge to the constructionist beliefs about multiple perspectives. Instead of all 

viewpoints being 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 is constructed through various processes, thus the interpretivist 

paradigm proved a logical starting point from which to situate the work. Whilst there is 
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much debate over the various contested and ambiguous terms used, the definitions I 

employ here are those provided by Koro-Ljungberg et al (2009), who distinguish two 

ŘƛƳŜƴǎƛƻƴǎ ǿƛǘƘƛƴ ŀ ƳƻǊŜ ƎŜƴŜǊŀƭ ΨŎƻƴǎǘǊǳŎǘƛƻƴƛǎǘΩ ǇƘƛƭƻǎƻǇƘȅΥ ŎƻƴǎǘǊǳŎǘƛǾƛǎƳ ŀƴŘ ǎƻŎƛŀƭ-

constructionism. The divide between these two reflects some of the debates between 

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 to Koro-Ljungberg 

et alΩǎ όнллфύ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ΨŎƻƴǎǘǊǳŎǘƛǾƛǎƳΩΣ ǿƘƛŎƘ ǘƘŜȅ ŜȄǇƭŀƛƴ ŀǎ ǘƘŜ ǎǘǳŘȅ ƻŦ Ƙƻǿ 

individuals make sense of their world and develop understandings based on their previous 

ŜȄǇŜǊƛŜƴŎŜǎΦ ¢ƘŜȅ ŎƛǘŜ ǘƘŜ ŀƛƳ ƻŦ ǎǳŎƘ ǊŜǎŜŀǊŎƘ ŀǎ ōŜƛƴƎ ǘƻ ǇǊŜǎŜƴǘ άƛƴŘƛǾƛŘǳŀƭǎΩ 

perspectives, experiences, meaning-ƳŀƪƛƴƎ ǇǊƻŎŜǎǎŜǎΣ ǾŀƭǳŜǎ ŀƴŘ ōŜƭƛŜŦǎέ όYƻǊƻ-Ljungberg 

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 individual teachers, looking at how meaning-making processes are constructed 

through previous experiences and exploring personal understandings in an in-depth 

manner. Although this perspective links most closely to the notion of individual interviews 

and the qualitative phase, the self-report data from the questionnaire also fits with this 

focus on a set of individual perceptions related to both the self and music.   

Ψ/ƻƴǎǘǊǳŎǘƛǾƛǎƳΩΣ ŀǎ ǇǊŜǾƛƻǳǎƭȅ ŘŜŦƛƴŜŘΣ ǘƘŜǊŜŦƻǊŜ ǇǊƻǾƛŘŜǎ ŀ ǳǎŜŦǳƭ starting point for the 

philosophical foundations of this research. However, 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 (Koro-Ljungberg et al., 2009), 

the responsibility for developing beliefs and understandings is placed firmly in the cognitive 

interpretations of the individual, with constructions being situated within the personal 

domain. Whilst this certainly comprises an important part of the overall project, there are 

further socially-situated 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, including cultural resources, social processes, shared 

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

Social-constructionism provides an additional framework for this, with its key premise being 

that knowledge develops and is sustained through social processes (Holstein & Gubrium, 

2008)Φ ¢Ƙƛǎ ƴƻǘƛƻƴΣ ǿƘƛŎƘ Ƙŀǎ ƎŀƛƴŜŘ ǇǊƻƳƛƴŜƴŎŜ ǎƛƴŎŜ ǘƘŜ ΨƛƴǘŜǊǇǊŜǘƛǾŜ ǘǳǊƴΩ (Elliott, 2002), 

is generally associated with postmodernist notions of historical and cultural specificity as 

well as a criǘƛŎŀƭ ǎǘŀƴŎŜ ǘƻǿŀǊŘǎ ǘƘŜ ΨǘŀƪŜƴ-for-ƎǊŀƴǘŜŘΩ ŀƴŘ ŎƻƳƳƻƴ ǎŜƴǎŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ 

by which we live our lives (Holstein & Gubrium, 2008). Indeed, a crucial aim of researchers 

working within this field is often to explore the power relationships which lead to the 

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

knowledge which replicates inequalities (Burr, 1995). Traditionally this has focused on issues 

of social justice but there is no reason why the dominant educational ideologies 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 



82 
 

between curriculum areas have been highlighted through previous research (Paechter, 

2000)5. 

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 as well as within institutions. This is useful for exploring how music may be given 

time, resources, priority and thus power, within the school (Paetcher, 2000). Additionally, 

the notion of taken-for-granted assumptions within music education, such as the fact that 

most people believe themselves to be lacking in musical ability, can be questioned when 

they are exposed as socially constructed notions, rather than as natural and inevitable 

ΨŦŀŎǘǎΩΦ ¢ƘŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ŀƴŘ ǇŜǊŎŜǇǘƛƻƴǎ ǿƘƛŎƘ ǳƴŘŜǊǇƛƴ ƛƴŘƛǾƛŘǳŀƭǎΩ ŀŎǘƛƻƴǎ ǿƛǘƘƛƴ ŀ 

school can be explored in terms of how they have been produced, reproduced and shared 

within this specific socio-cultural setting (Matos et al., 2009). Individuals do not operate in a 

cultural vacuum and it is highly likely there will be influential forces and structures at work 

within institutions; social constructionist research prioritises investigation of these. 

Social-constructionism therefore proves useful in thinking about how understandings and 

shared beliefs are constructed through both societal and institutional processes, and 

recognition of this can enhance a solely cognitive approach. Additionally, social-

constructionism can also be employed at a more micro-level, to look at interactions and 

group processes. In terms of motivation research, this clearly links 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 situation.  

                                                      
5
 It should be noted that there is a certain degree of overlap between research which is clŀǎǎƛŦƛŜŘ ŀǎ ΨŎǊƛǘƛŎŀƭΩΣ 
ǎŜŜƪƛƴƎ ǘƻ ŜȄǇƭƻǊŜ ŀƴŘ ǊŜŘǊŜǎǎ ƛƴŜǉǳŀƭƛǘƛŜǎΣ ŀƴŘ ΨǎƻŎƛŀƭ-ŎƻƴǎǘǊǳŎǘƛƻƴƛǎǘΩ ǊŜǎŜŀǊŎƘ ŀǎ ŘŜŦƛƴŜŘ ōȅ .ǳǊǊ όмффрύΦ 
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Clearly both constructivism and social-constructionism 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 motivation. Järvelä et al (2010) make a case for this, labelling 

their research both Ψsocially influencedΩ όƛΦŜΦ ǇƭŀŎƛƴƎ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ ǘƘŜ ǎǘǳŘȅ 

ǿƘƛƭǎǘ ǊŜŎƻƎƴƛǎƛƴƎ ǘƘŀǘ ǘƘŜƛǊ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ Ƴŀȅ ōŜ ƛƴŦƭǳŜƴŎŜŘ ōȅ ŎƻƴǘŜȄǘύ ŀƴŘ Ψsocially 

constructedΩ όƛΦŜΦ ǇǊƛƻǊƛǘƛǎƛƴƎ ǎƻŎƛƻ-contextual processes and attributing individual 

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

constructivist ς social-constructionist approach therefore seems to fit well with the current 

aims.  

However, to what extent is it possible to integrate 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 different 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-

Ljungberg et al, 2009). This contradiction itself seems to mirror the debates within 

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

(psychological or social) and to attempt to transcend this is no easy task. 

However, I do believe it is possible to employ elements from both traditions and indeed to 

recognise that knowledge can be constructed both 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 ever-changing priorities of the research. At various 

occasions within the research process, therefore, it may be necessary to focus primarily on 



84 
 

the individual, whilst at other points the institutional aspects will be given priority. The point 

here is that a greater understanding and recognition of both is important if this research is 

to provide in-ŘŜǇǘƘ ƪƴƻǿƭŜŘƎŜ ƻŦ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΤ ŀǎ ŀǊƎǳŜŘ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ƭƛǘŜǊŀǘǳǊŜ 

review, this duality is at the heart of motivation research and any attempt to focus solely on 

one aspect is likely to prove unsuccessful (Järvelä, 2001). 

The following diagram demonstrates the ways in which this understanding will operate 

within the research. Knowledge will be explored which is constructed on both an 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 meso-level systems, which for this 

study comprises the school. 

 

 

 

 

 

 

 

 

 

 

 

 

 

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 will thus be possible to explore various 

factors: 

¶ ¢ƘŜ ƛƴŘƛǾƛŘǳŀƭ ǎŜƭŦ ŀƴŘ Ƙƻǿ ƪƴƻǿƭŜŘƎŜ ƛǎ ŎƻƴǎǘǊǳŎǘŜŘ ŎƻƎƴƛǘƛǾŜƭȅ ǘƘǊƻǳƎƘ ƻƴŜΩǎ ƻǿƴ 

experiences and interpretations 

¶ The self as having the power (or not) to contribute to shared understandings within 

the institutions 

¶ The institutional values, shared beliefs and culture, and the knowledge produced 

within this social system 

¶ ¢ƘŜ ƛƳǇŀŎǘ ƻŦ ǘƘŜ ƛƴǎǘƛǘǳǘƛƻƴ ǳǇƻƴ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ƻǿƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ŀƴŘ ǾŀƭǳŜǎ 

One final point here is that whilst the two aspects will be given priority at different points in 

the research process, a full understanding will not be complete without recognition of both, 

including how they might interact. The research questions themselves are therefore 

designed so that each area can be investigated but also that the relative impact of the two 

can be compared and explored. In particular, I am interested in whether the schools 

themselves have the potential to impact upon the motivation of those teachers who 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 specific circumstances in which this would 

prove more or less successful? By focusing on how motivation might be enhanced, I will 

inevitably explore the ways in which the two strands themselves interact, thus it is vital to 

ensure that my research allows the chance to explore both. 
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3.1.2 Social realism  

Thus far the work has been situated in relation to a broadly constructionist epistemology, 

which recognises how knowledge can be constructed through both individual and social 

means, and thus supports the joint cognitive-situative foundations of my project. Both a 

socially influenced, self-ŦƻŎǳǎŜŘ ΨŎƻƴǎǘǊǳŎǘƛǾƛǎƳΩ ŀƴŘ ŀ ǎƻŎƛŀƭƭȅ ǎƛǘǳŀǘŜŘΣ ŎƻƴǘŜȄǘ-focused 

ΨǎƻŎƛŀƭ-ŎƻƴǎǘǊǳŎǘƛƻƴƛǎƳΩ ƘŀǾŜ ǳƴŘŜǊǇƛƴƴŜŘ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ Ƴȅ ǊŜǎŜŀǊŎƘ ǉǳŜǎǘƛƻƴǎ ŀƴŘ 

both will remain core areas throughout the thesis.  

However, to situate the project within a purely constructionist epistemology does pose 

ǎƻƳŜ ǇǊƻōƭŜƳǎΦ 5ŜǎǇƛǘŜ ǘƘŜ ǇǊŜǾŀƭŜƴŎŜ ƻŦ ǎǳŎƘ ǿƻǊƪǎ ƛƴ ǊŜŎŜƴǘ ȅŜŀǊǎΣ ΨŎƻƴǎǘǊǳŎǘƛƻƴƛǎƳΩ ŀǎ ŀ 

paradigm is starting to be questioned, with alternatives being proposed that may allow us to 

move beyond the longstanding positivistςinterpretive 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 posivitism and constructionism in favour of what he 

ǘŜǊƳǎ ŀ ΨǎƻŎƛŀƭ ǊŜŀƭƛǎǘΩ Ǉƻǎƛǘƛƻƴ6. His argument stresses that if all knowledge 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 to the 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 can improve and change the educational prospects in schools. In 

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

                                                      
6
 Although I have chosen to employ the ǘŜǊƳ ΨǎƻŎƛŀƭ ǊŜŀƭƛǎƳΩΣ after Young (2008) and Maton & Moore (2010), 

this section is ŀƭǎƻ ƛƴŦƭǳŜƴŎŜŘ ōȅ ōƻǘƘ {ŀȅŜǊΩǎ (2000) ΨŎǊƛǘƛŎŀƭ ǊŜŀƭƛǎƳΩ ŀƴŘ {ŎƻǘǘΩǎ (2000) ΨǘǊŀƴǎŎŜƴŘŜƴǘŀƭ 

ǊŜŀƭƛǎƳΩ.  
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ōŜ ǎƛƳǇƭȅ ǊŜŘǳŎƛōƭŜ ǘƻ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜǎ ƻŦ ǘƘŜ ΨƪƴƻǿŜǊǎΩ ŀƴŘ Ŏŀƴƴƻǘ ōŜ ŎƻƴǎǘǊǳŎǘŜŘ ŦǊŜŜƭȅ ǘƻ 

suit the purposes of any specific group (Young, 2008).  

Social realism therefore offers a more sophisticated way of understanding the nature of 

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

άƪƴƻǿƭŜŘƎŜ ƛǎ emergent from but not reducible to the practices and contexts of its 

ǇǊƻŘǳŎǘƛƻƴέ (Maton & Moore, 2010, p. 5). In this way, knowledge is still considered social in 

ǘƘŀǘ ƛǘ ƛǎ ǇǊƻŘǳŎŜŘ ǘƘǊƻǳƎƘ ǎƻŎƛŀƭ ǇǊƻŎŜǎǎŜǎΣ ōǳǘ ƛǘ ƛǎ ŀƭǎƻ ǊŜŀƭ ŀƴŘΣ ǘƻ ŀƴ ŜȄǘŜƴǘΣ ΨƻōƧŜŎǘƛǾŜΩ 

in that it has actual consequences to the world. Knowledge thus has the power to transcend 

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

which school culture is in part dependent on the individuals who form part of it, but equally 

reacts back upon these individuals. 

This notion is particularly important, as although I retain a constructionist focus upon the 

ΨƪƴƻǿŜǊǎΩ ŀƴŘ ǘƘŜƛǊ ǇŜǊǎǇŜŎǘƛǾŜǎΣ L ŀƳ also ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǘƘŜ ΨƪƴƻǿƭŜŘƎŜΩ ǘƘŀǘ Ƙŀǎ ōŜŜƴ 

produced with regards music education and the consequences that this has for real-life 

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 should be 

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 are external structures that 

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

be made about the relative worth of different theories (Maton & Moore, 2010).  
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The key point here is that by focusing on the specifics of each ƛƴŘƛǾƛŘǳŀƭΩǎ ǾƛŜǿǇƻƛƴǘ, and 

reducing knowledge to a series of equally valid perspectives, purely constructionist research 

Ǌǳƴǎ ǘƘŜ Ǌƛǎƪ ƻŦ ŀ ŘŜǎŎŜƴǘ ƛƴǘƻ ǿƘŀǘ Ƙŀǎ ōŜŜƴ ƭŀōŜƭƭŜŘ ŀǎ άǊŀŘƛŎŀƭ ǊŜƭŀǘƛǾƛǎƳέ (Scott, 2000). 

Young (2008) goes further, describing purely constructionist philosophies as self-defeating; 

ƛŦ ŀƭƭ ƪƴƻǿƭŜŘƎŜ ƛǎ ŎƻƴǎǘǊǳŎǘŜŘ ǘƘǊƻǳƎƘ ƻƴŜΩǎ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ǘƘŜ ǿƻǊƭŘΣ ǘƘƛǎ denies the 

production of any valuable or worthwhile knowledge at all, even that of the constructionist 

researchers themselves. What can research tell us if it is one of simply endless 

ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎΣ ƴƻƴŜ ƻŦ ǿƘƛŎƘ Ŏƻƴǘŀƛƴǎ ƳƻǊŜ ΨǘǊǳǘƘΩ ǘƘŀƴ ŀƴȅ ƻǘƘŜǊ ŀƴŘ ƴƻƴŜ ƻŦ ǿƘƛŎƘ Ŏŀƴ 

claim any kind of credibility or validity?  

Whilst one of the aims of my project is to put forward the voices of real teachers, this in 

itself could be considered questionable if the end result is simply to present and describe 

these perspectives. This was an important problem to confront, especially since I accept the 

constructionist stance that multiple interpretations are possible and that each teacher may 

have different understandings and beliefs about music based on their own unique 

experiences within particular contexts. However, I also seek to explain the ways in which the 

particular phenomenon of motivation 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 disputed, by 

drawing on the accepted shared understandings of the academic field. This therefore 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 understanding (Sayer, 2000). 

If research is to improve education, this requires a degree of critical analysis and social 

realism provides a framework for this to occur (Young, 2008).    
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It is possible to understand the use of the two approaches, i.e. constructionism and social 

realism, by making a distinction between the data collected and the analysis. The data, 

ǇŀǊǘƛŎǳƭŀǊƭȅ ŦǊƻƳ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ƛƴǘŜǊǾƛŜǿǎΣ ǿƛƭƭ ŎƻƳǇǊƛǎŜ ǘŜŀŎƘŜǊǎΩ ƻǿƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ 

imbued with social influences. This in itself was generated through traditional 

constructionist means, where participants were encouraged to re-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 practice (Maton & Moore, 2010). Whilst 

ŜŀŎƘ ǇŜǊǎƻƴΩǎ ǎǘƻǊȅ Ƴŀȅ ōŜ ǳƴƛǉǳŜ ŀƴŘ ǊƻƻǘŜŘ ƛƴ ǘƘŜƛǊ ƻǿƴ experiences, this is not the sole 

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 can still be objectified and examined itself and 

does not solely comprise the perspectives of the knowers (Moore & Young, 2010). In this 

way, my analysis techniques, which can be seen to gain validity in the field of educational 

research, can thus provide a structure to these individual interpretations, allowing 

exploration of the concrete implications of these. 

!ƴ ƛƳǇƻǊǘŀƴǘ ǉǳŜǎǘƛƻƴ ǘƻ ŀǎƪ ǘƘŜǊŜŦƻǊŜΣ ƛǎ ǘƻ ǿƘŀǘ ŜȄǘŜƴǘ L ŀƳ ŎƭŀƛƳƛƴƎ ΨƻōƧŜŎǘƛǾŜΩ 

knowledge. As noted above, the aim of this work is to provide knowledge that can be used 

ǘƻ ƘŜƭǇ ƛƳǇǊƻǾŜ ǇǊŀŎǘƛŎŜΤ ŘƻŜǎ ǘƘƛǎ ƳŜŀƴ ƛǘ ƛǎ ƴŜŎŜǎǎŀǊƛƭȅ ŘŜǎƛƎƴŀǘŜŘ ŀǎ ΨƻōƧŜŎǘƛǾŜΩΚ ¸ƻǳƴƎ 

(2008) writes extensively on the possibility of claiming objectivity within a social theory of 

knowledge and his argument is relevant here. It is precisely 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 

ǎǳŎƘ ƪƴƻǿƭŜŘƎŜ Ŏŀƴ Ǝŀƛƴ ŀ άǎƻŎƛŀƭ ƻōƧŜŎǘƛǾƛǘȅέ ŘǳŜ ǘƻ ƛǘǎ ƭŜƎƛǘƛƳƛǎŀǘƛƻƴ ōȅ ƎǊƻǳǇǎ ƻŦ ŜȄǇŜǊǘǎ 

within intellectual communities and it is this form of objectivity for which we should strive; 

ǊŀǘƘŜǊ ǘƘŀƴ ǇǊƻŘǳŎƛƴƎ ŀ ǎŜǊƛŜǎ ƻŦ ƎǊŀƴŘ ΨǘǊǳǘƘǎΩΣ ǘƘŜ ŀƛƳ ǎƘƻǳƭŘ ōŜ ǘƻ ǇǊƻŘǳŎŜ ƪƴƻǿƭŜŘƎŜ 

that is granted legitiƳŀŎȅ ǿƛǘƘƛƴ ǘƘŜ άǎƻŎƛŀƭ ƴŜǘǿƻǊƪǎΣ ƛƴǎǘƛǘǳǘƛƻƴǎ ŀnd codes of practice 

built up by ƪƴƻǿƭŜŘƎŜ ǇǊƻŘǳŎŜǊǎ ƻǾŜǊ ǘƛƳŜέ ό¸ƻǳƴƎΣ нллуΣ ǇΦомύΦ YƴƻǿƭŜŘƎŜ Ŏŀƴ ǘƘŜǊŜŦƻǊŜ 

be considered objective if it is placed in context ƻƴ ŀƴ άŜǇƛǎǘŜƳƛŎΣ ŎǳƭǘǳǊŀƭΣ ƘƛǎǘƻǊƛŎŀƭΣ 

personal ŀƴŘ ƳŜǘƘƻŘƻƭƻƎƛŎŀƭ ƎǊƻǳƴŘέ ό{ŎƻǘǘΣ нлллΣ ǇΦнрύΦ .ȅ ōŜƛƴƎ ŎƭŜŀǊ ƻƴ ǘƘŜǎŜ ŦŀŎǘƻǊǎΣ ƛǘ 

ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ǇǊƻŘǳŎŜ ǊŜǎŜŀǊŎƘ ŎƻƴŎƭǳǎƛƻƴǎ ǘƘŀǘ Ŏŀƴ ōŜ ŎƻƴǎƛŘŜǊŜŘ ǎƻŎƛŀƭƭȅ ΨƻōƧŜŎǘƛǾŜΩΣ ƛƴ 

that they are established as reliable and valid within the field. The conclusions drawn 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 of its key 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 self-perceptions in relation to music, with the literature 

claiming that negative judgements are often formed at an early age but questioning the 

foundations upon which such judgements are based (McPherson, Davidson, & Faulkner, 

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 questioning the legitimacy of these. 
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Whilst I accept that for the teachers themselves, beliefs can impact upon their actions and 

practices regardless of how they were formed and whether or not they are justified, it may 

be possible to effect change by making explicit some of the ways in which self-judgements 

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 unquestioning 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 music in any form and it is necessary to 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, I 

ŀƎǊŜŜ ǿƛǘƘ .ƻǿȅŜǊΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ƳǳǎƛŎ ǎƘƻǳƭŘ ƴƻǘ Ƨǳǎǘ ōŜ ōƭindly advocated in any form; 

ǘƘŜǊŜ ƛǎ ŎŜǊǘŀƛƴƭȅ ŀƴ ΨƻōƧŜŎǘƛǾŜΩ ŘŜŎƛǎƛƻƴ ǘƻ ōŜ ǘŀƪŜƴ ŀōƻǳǘ ǿƘŀǘ ŎƻƴǎǘƛǘǳǘŜǎ ŜŦŦŜŎǘƛǾŜ 

provision (Bowyer, 2012). By looking at the different conceptions of music which the 

teachers hold, it may well be possible to privilege some over 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 is simply 

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 and could not 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 

ƻƴŜ ƻŦ Ƴȅ ŀƛƳǎ ƛǎ ǘƻ ƭƻƻƪ ŀǘ Ƙƻǿ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ for music may be enhanced, there 

must necessarily be 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 knowledge formation within the current context. Whilst the specificities 

cannot be ignored, knowledge itself can transcend these contextual issues and be of use 

beyond the specifics. In order to achieve this, it is essential that throughout the process I 

make clear that the conclusions which I draw are: rooted in the words and worlds of the 

participants; connected to the literature and previous expert findings; and 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 with the 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 two-stage research design. Although this was 

initially imagined as a fully mixed methods approach, this has since been revised and is now 

a primarily qualitative investigation but with an initial, exploratory quantitative phase. This 

decision was in part taken due to practical reasons; the qualitative 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 individual-social divide, as noted when 

detailing the third research question above. The following section therefore describes the 

broad methodological rationale, with the specific methods themselves being covered in 

sections 3.3 (quantitative) and 5.1 (qualitative). 

Within social science research, there has traditionally been a divide between the two major 

fields of quantitative and qualitative research (Hammersley, 2006). This relates to the 

traditional paradigmatic dichotomy between positivist (associated with quantitative) and 

interpretive (associated with qualitative) research. Although the field is considerably more 

complex than this duality suggests, with the emergence of post-positivism, various forms of 

constructionism and newer, more participatory methods such as action research (Creswell & 

Plano Clark, 2007), the debates continue, with many purists on either side of the divide 

failing to recognise the ǾŀƭǳŜ ƻŦ ǊŜǎŜŀǊŎƘ ŦǊƻƳ ǘƘŜ ΨƻǇǇƻǎƛƴƎΩ tradition (Johnson & 

Onwuegbuzie, 2004).   

From my own perspective, I 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, I feel more drawn towards the interpretive paradigm, which 

privileges the voices of individuals and celebrates plurality and personal narratives rather 

than broad generalisations (Janesick, 2000). On the other hand, I do not reject the 

importance of statistics as used in psychology for drawing more general conclusions and 

making tentative predictions (Elliott, 2005); indeed the field of music psychology 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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ŦǳƴŘŀƳŜƴǘŀƭ ŘƛŦŦŜǊŜƴŎŜǎ ŀƴŘ ŎƻǳƭŘ άōǊƛŘƎŜ ǘƘŜ ǎŎƘƛǎƳέ ōŜtween the two distinct fields 

(Johnson & Onwuegbuzie, 2004, p.15).  

Breaking down divides becomes something of an on-running theme of this thesis, and 

employing multiple research phases assists in this. Whilst I recognised the need to explore 

the broader picture of music in schools and question the extent to which the subject might 

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

unpicking the ways in which individuals interpreted and understood primary music. In this 

way, my scope focused primarily on the minutiae of inŘƛǾƛŘǳŀƭǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎΣ ōǳǘ 

recognised the broader educational context; the general mapping of issues in the 

quantitative phase would therefore lay the foundations for an in-depth, detailed study in a 

second 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 research in this way meant that particular issues which 

arose from the survey analysis could then ōŜ ŜȄǇƭƻǊŜŘ ƛƴ ƳƻǊŜ ŘŜǇǘƘ ǘƘǊƻǳƎƘ ΨǿƘȅΩ ŀƴŘ 

ΨƘƻǿΩ ǉǳŜǎǘƛƻƴǎ ƛƴ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎΦ Figure 3.2 demonstrates the overall research design from 

start to finish, moving sequentially from the initial identification of the problem, through the 

quantitative 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 sequential, with the quantitative phase feeding into the qualitative interviews, there 

will inevitably be occasional iterative reflections between the two sets of findings. This will 

involve consideration of the ways in which the data from both support, contradict or 

enhance each other.  
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Recognition of problem rooted in practical experience, 

current policy issues and the fact that music is under threat 

Conduct literature review in order to explore previous 

ǊŜǎŜŀǊŎƘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŀƴŘ ƳǳǎƛŎ 

education. Develop initial research questions. 

Quantitative data collection: Design and conduct a survey 

in order to explore the general perceptions of teachers, 

largely focused upon their self-perceptions in relation to the 

subject, which was highlighted within the literature. 

Use these to refine and rework research questions for the qualitative 

phase and to design the qualitative interview schedule. 

Qualitative data collection: Conduct interviews with 

teachers from 7 schools, transcribe the interviews and 

contact individual teachers to clarify any uncertainties. 

Qualitative data analysis: Rigorous analysis of 

interview transcripts using repeated stages of 

coding to eventually produce higher level themes 

ǘƘŀǘ ŀǊŜ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŦƻǊ 

music.  

Reflect on 

quantitative 

findings in 

comparison 

with 

qualitative 

Discuss qualitative findings and through this process, draw 

conclusions from the research and make recommendations for 

future practice, on the levels of policy, schools and practitioners 

Figure 3.2 Overview of the research process 
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Although the links between the two sections were crucial to maintain, they did not operate 

in the straightforward way that I originally planned. A key problem was being unable to 

include exclusively the same participants and institutions in both stages of the project. 

Lƴƛǘƛŀƭƭȅ L ƘŀŘ ŎƻƴŎŜƛǾŜŘ ǘƘŜ ǎǘǳŘȅ ŀǎ ŀƴ άŜȄǇƭŀƴŀǘƻǊȅ ŘŜǎƛƎƴέ ŀǎ ŘŜǎŎǊƛōŜŘ ōȅ /ǊŜǎǿŜƭƭ ŀƴŘ 

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 participants meant that it is thus 

not possible to claim that the qualitative phase directly explains the findings of the 

quantitative phase. As over half of the interviewees in the second phase had not been 

involved in the original survey, many of the broad issues 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 on the ways in which the two phases were connected, therefore, I 

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 

themselves be explained through in-depth interviews, the quantitative analysis was instead 

used more as a pilot study designed to highlight potential areas for exploration within the 

second phase. It thus enabled me to design an interview schedule around particular issues, 

as well as giving a broad overview of how this particular group of teachers perceived their 

abilities in music teaching. In this way, I 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 maintain. The diagram in Figure 3.2 thus includes a reverse 

arrow between the analysis of both phases (see Purple sections). Rather than a simple 

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 producing the 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  

Whilst ethical considerations are an essential part of any research project, the current 

subject matter is not overly sensitive, meaning the process proved reasonably 

straightforward. The study fully adhered to the BERA guidelines (2011), 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 I provided 

all the necessary paperwork to complete this process prior to any data collection.  

The issue of anonymity could have posed problems in the qualitative phase, as I needed to 

discuss key contextual features of the school. However, I also wanted to ensure that 

individual teachers would feel comfortable sharing their experiences and perceptions 

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 information concerning 

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 

queries or to withdraw from the study. With complex interviews involving life histories there 

is always an element of trust involved, and by transcribing these myself I 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 

explicitly the processes by which I 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 personal 

perspectives (Somekh & 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 

ǘƻ ǊŜŦƭŜŎǘ ƻƴ ƻƴŜΩǎ ƻǿƴ ǳƴŘŜǊǎǘŀndings and practice has been described as a potentially 

positive experience for teachers, because it offers such a rare occasion on which to take a 

ǎǘŜǇ ōŀŎƪ ŦǊƻƳ ǘƘŜ ǇǊŜǎǎǳǊŜǎ ƻŦ ǘƘŜ ǇǊƻŦŜǎǎƛƻƴ ŀƴŘ ŎƻƴǎƛŘŜǊ ƻƴŜΩǎ ƻǿƴ ǇƻǎƛǘƛƻƴΣ ǇŜǊŎŜǇǘƛƻƴǎ 

and beliefs (Nias & Aspinall, 1995). Judging from the post-interview 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!) experience to take 

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 too aided 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 

quantitative phase of the project. This comprised the use of a survey which was given to 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 phase was developed in conjunction with the 

literature review. This had suggested that self-efficacy judgements and the construction of 

ōŜƭƛŜŦǎ ǊŜƭŀǘŜŘ ǘƻ ƻƴŜΩǎ ƻǿƴ ŀōƛƭƛǘȅ ǿƻǳƭŘ ǇǊƻǾŜ ŎǊǳŎƛŀƭ ǘƻ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΣ ƛƴ ŀŘŘƛǘƛƻƴ 

to the question of the perceived importance of music and the maintenance of a sense of 

self-worth. I 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 element was also crucial, since I 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 issues could then be explored in more detail in the 

qualitative phase.  

Although I had several key questions in mind when constructing the questionnaire, this 

process was not straightforward and the survey underwent several revisions. Initial versions 

were piloted and altered in response to the feedback received. A full copy of the 

questionnaire is included in Appendix A, 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 

discussed 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 to respond. 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 their time (Walonik, 2000).  The persuasive element was important 

considering the marginalised nature of music in the curriculum, as I was concerned that 

those who may not value the subject particularly highly would not take the time to 

complete the questionnaire. As such, I specifically requested that I 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, I also decided to offer an incentive for taking part. This comprised entry into a 

prize draw for a nominal voucher, which could encourage participation but which would not 

provide any other unforeseen or detrimental consequences (BERA, 2011). 

The introductory page concludes with a request for respondents to name the school in 

which they work. At the time of designing the survey, I 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 different types of 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; I thus decided it was an ideal, rather than an 

essential, for teachers to specifically name their school in order to encourage participation 

and to potentially increase the number of respondents. In particular, I was concerned that 

asking teachers to align themselves to particular institutions may prove off-putting or result 

in a more guarded response.  

Whilst the possibility of complete anonymity may well have helped to encourage more 

participants, it was not especially helpful for the analysis and restricted the ways in which I 

could address the third research question. In hindsight, I could have perhaps included this 

question on the final page of the survey and made it ŎƻƳǇǳƭǎƻǊȅ ǎƻ ǘƘŀǘ ƳƻǊŜ ΨǿƛǘƘƛƴ 

ǎŎƘƻƻƭǎΩ ŀƴŀƭȅǎƛǎ ŎƻǳƭŘ ƘŀǾŜ ǘŀƪŜƴ ǇƭŀŎŜΤ ŀƭǘƘƻǳƎƘ ǘƘƛǎ ǿŀǎ ǇƻǎǎƛōƭŜ ƛƴ ǎƻƳŜ ƛƴǎǘƛǘǳǘƛƻƴǎΣ ǘƘŜ 

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 within-school beliefs. This was something to reflect upon for 

future research. 

Comparisons between subjects  

Following the personal information, the first main section of the questionnaire comprised 

the opportunity for teachers to make comparisons across different subjects on the basis of 

three areas: 

¶ The extent to which they believe it is a priority to teach the subject every week 

¶ Their perceived confidence in delivering effective lessons   

¶ 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 section to include, 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 different 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 of motivation. These can be linked to classic 

expectancy-value theories, i.e. am I able to deliver this subject and is it important for me to 

do so? In this way, the opening questions would enable me to position music in terms of its 

rating against other subjects 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, ordinal categories. The 

ǊŜŀǎƻƴ ŦƻǊ ǘƘƛǎ ǿŀǎ ǘƘŀǘ L ǿŀƴǘŜŘ ǘƻ ǎǇŜŎƛŦȅ ǘŜŀŎƘŜǊǎΩ ǊŜǎǇƻƴǎŜǎ ƛƴ ǘŜǊƳǎ ƻŦ Ƙƻǿ ǘƘŜƛǊ ǊŀǘƛƴƎ 

ƻŦ ƛƳǇƻǊǘŀƴŎŜ ƛǎ ƭƛƴƪŜŘ ǘƻ ǘƘŜƛǊ ǇǊŀŎǘƛŎŜΦ CǊƻƳ Ƴȅ aŀǎǘŜǊΩǎ ƭŜǾŜƭ ǊŜǎŜŀǊŎƘ (Evans, 2010), I 

ǊŜŀƭƛǎŜŘ ǘƘŀǘ ǿƘŜƴ ŀǎƪŜŘ ǉǳŜǎǘƛƻƴǎ ǎǳŎƘ ŀǎΣ ά5ƻ ȅƻǳ think music is an important subject in 

ǘƘŜ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭΚέ ǘƘŜ ǘŜƴŘŜƴŎȅ ƛǎ ǘƻ ǊŜǇƭȅ ƛƴ ǘƘŜ ŀŦŦƛǊƳŀǘƛǾŜΤ ǘƘƛǎ ǇǊƻǾŜŘ ǘƻ ōŜ ǘƘŜ ŎŀǎŜ 

even for those teachers who then went on to claim that they rarely taught the subject, thus 

more sophisticated questions proved 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 are important. Instead I wanted to delve 
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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 which each 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 importance: It is not a priority for me to teach this subject and I usually miss it out. 

2 = Quite low importance: I often miss out this subject as I see others as a greater priority. 

3 = Moderate importance: I try to include this subject but it may sometimes be missed 

during pressurised weeks. 

4 = Quite high importance: This is an important subject that is rarely missed out, except 

when it is unavoidable. 

5 = High importance: It is a top priority for me to teach this subject and I never miss this. 

The ordering language here was therefore related to the extent to which one might miss out 

the subject within onŜΩǎ ǿŜŜƪƭȅ ǘŜŀŎƘƛƴƎΤ ƘŀǾƛƴƎ ƻōǎŜǊǾŜŘ ŦƛǊǎǘƘŀƴŘ ǘƘŀǘ ƳǳǎƛŎ ǿŀǎ ƻŦǘŜƴ 

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 contain 6-point scales, which are now used 

throughout the remainder of the survey. Although I 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 increase this to 6 in order to force the respondents to 

select either a positive or a negative category. This helped to generate useful, binary data in 

relation to their perceived confidence and knowledge. 

In his guide to constructing efficacy scales, Bandura (2005) claimed 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, I was wary of ensuring the questions were straightforward for teachers to 

answer; I thus chose simple categories which 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 

between, say, the terms άǉǳƛǘŜέ ŀƴŘ άǎƭƛƎƘǘƭȅέΦ L ǘƘǳǎ ŘŜŎƛŘŜŘ ǘƻ ƳŀƪŜ ŎƭŜŀǊ ǘƘǊŜŜ ŘƛǎǘƛƴŎǘ 

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 as it proved more user-friendly 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 opportunity for relative judgements between subjects. 

The final important point in relation to this section is the wording of the two questions 

relating to perceived confidence. This was quite complex, as I was interested in two areas 

that were definitely related but inƘŜǊŜƴǘƭȅ ŘƛǎǘƛƴŎǘΦ ¢ƘŜ ŦƛǊǎǘ ǿŀǎ ǘƘŜ άŎƻƴŦƛŘŜƴŎŜ ǘƻ ŘŜƭƛǾŜǊ 

ŜŦŦŜŎǘƛǾŜ ƭŜǎǎƻƴǎέ ƛƴ ŜŀŎƘ ǎǳōƧŜŎǘΣ ŀƴŘ ƭƛƴƪǎ ƳƻǊŜ ǘƻ .ŀƴŘǳǊŀΩǎ όнллрύ ŎƻƴŎŜǇǘ ƻŦ ǘŜŀŎƘŜǊ 

efficacy. This relates to how confident the individual feels that they can succeed in a 

particular action, in this case teach the various subjects.  

Lƴ ŎƻƴǘǊŀǎǘ ǘƻ ǘƘƛǎ ǎǇŜŎƛŦƛŎ ƧǳŘƎŜƳŜƴǘΣ L ǿŀǎ ŀƭǎƻ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ŀ ƳƻǊŜ ƎŜƴŜǊŀƭ ǎŜƴǎŜ ƻŦ ƻƴŜΩǎ 

perceived level of knowledge in relation to each subject, i.e. how teachers rated their own 

personal knowledge and skills in each area. I felt it was important to include this as a 

separate question, because whilst the two (self-judgements in relation to teaching and 

those in relation to background knowledge) are obviously connected, they are not 
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necessarily identical. It could well be possible to have a low general self-concept 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 a subject 

but still lack confidence in being able to deliver a lesson in it. 

The teaching of music  

The most extensive part of the questionnaire delves in more detail into the particular issues 

that may affect the teaching of music. This involved many items and was revised several 

times before reaching its current format. This process included comparisons with existing 

literature, extensive re-drafting and editing, as well as piloting and discussions with the 

testers. 

The construction of the items in this section began 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 I drew on this in the early 

stages of construction. However, 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 

Thompson (20лтύΣ ǿƘƻ ƳƻŘƛŦƛŜŘ .ƻǊƛŎƘΩǎ όнллл) Teacher Concerns Checklist in order to 

explore issues related to music teaching. This consisted of 45 items based upon three broad 

factorsΣ ŜŀŎƘ ƻŦ ǿƘƛŎƘ ǊŜƭŀǘŜŘ ǘƻ CǳƭƭŜǊΩǎ ŎƭŀǎǎƛŎ ǘƘŜƻǊȅ ƻŦ ǘŜŀŎƘŜǊ ŘŜǾŜƭƻǇƳŜƴǘ:    

¶ Self concerns: focused on personal feelings of adequacy and competence 

¶ Task concerns: focused on specific aspects of teaching, time management and 

pedagogical knowledge 

¶ Impact concerns: focused on pupil learning, development and achievement 
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This scale proved more compatible with the current study, as it focused on examining the 

ŎƻƳǇƭŜȄ ŦŀŎǘƻǊǎ ǘƘŀǘ ŀŦŦŜŎǘ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ƳǳǎƛŎ ǎǇŜŎƛŦƛŎŀƭƭȅΦ IƻǿŜǾŜǊΣ ǘƘŜ ŦŀŎǘ 

that their study focused on secondary-level teachers meant that many questions still 

required modification and could not be simply translated to the current survey. In particular, 

ŀ ƳǳŎƘ ƘƛƎƘŜǊ ƭŜǾŜƭ ƻŦ ƳǳǎƛŎŀƭ ƪƴƻǿƭŜŘƎŜ ǿŀǎ ŀǎǎǳƳŜŘΣ ǿƛǘƘ ǘŜŀŎƘŜǊǎΩ ǎǳōƧŜŎǘ ƪƴƻǿƭŜŘƎŜ 

much less like to be an issue than with primary teachers. Some important questions about 

musical ability and self-efficacy judgements would thus need to be included. 

! ŦǳǊǘƘŜǊ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ǿŀǎ ǘƘŜ ǘŜǊƳ άŎƻƴŎŜǊƴέ ƛǘǎŜƭŦΣ ǿƘƛŎƘ ǿŀǎ ǳǎŜŘ ƛƴ ǘƘŜ ƛƴǎǘǊǳŎǘƛƻƴǎΦ 

¢ŜŀŎƘŜǊǎ ǿŜǊŜ ŀǎƪŜŘ ǘƻ ŎƻƴǎƛŘŜǊ ŜŀŎƘ ƛǘŜƳ ŀƴŘ ŀǎƪ ǘƘŜƳǎŜƭǾŜǎ ǘƘŜ ǉǳŜǎǘƛƻƴΣ άǿƘŜƴ L ǘƘink 

ŀōƻǳǘ ƳǳǎƛŎΣ Ƙƻǿ ŎƻƴŎŜǊƴŜŘ ŀƳ L ŀōƻǳǘ ǘƘƛǎΚέ ²ƘŜƴ ǘǊŀƴǎƭŀǘŜŘ ǘƻ Ƴȅ ǊŜǎŜŀǊŎƘ ƛƴǘŜǊŜǎǘǎ 

this question could easily produce ambiguous results. Consider, for example, the following 

statement taken from the original survey and the problems that could ensue from this: 

 ά¢ƘŜ ǉǳŀƭƛǘȅ ƻŦ ǊŜǎƻǳǊŎŜǎ ŀǾŀƛƭŀōƭŜ ƛƴ ǘƘŜ ǎŎƘƻƻƭΦέ 

LŦ ǘƘŜ ǊŜǎǇƻƴŘŜƴǘ ǊŜǇƭƛŜǎ ǘƘŀǘ ǘƘŜȅ ŀǊŜ άƘƛƎƘƭȅ ŎƻƴŎŜǊƴŜŘέ ŀōƻǳǘ ǘƘƛǎ ǎǘŀǘŜƳŜƴǘΣ ǿƘŀǘ Ŏŀƴ 

be inferred from this? The teacher could be highly concerned because there are no quality 

resources available 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 resources there 

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 whether they are available. 
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I 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 what extent they felt these to be true 

for themselves. The 6-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 
untrue 

Slightly 
untrue 

Slightly true Mostly true Very true 

 

Although the six categories remained similar to those in section 2, the wording was altered. 

LŦ ǎƻƳŜǘƘƛƴƎ ƛǎ ŎƻƴǎƛŘŜǊŜŘ άǘǊǳŜέΣ ƛǘ ƛǎ ŘƛŦŦƛŎǳƭǘ ǘƻ ǎŜǇŀǊŀǘŜ ǘƘƛǎ ŦǊƻƳ άǾŜǊȅ ǘǊǳŜέΦ ¢ƘŜ 

wording above therefore allowed 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 teacher 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 self-judgements. I therefore constructed a new group of factors, 

relating to contextual issues. 

3.3.2 Sampling and distribution  

The sampling strategy was initially construed as a two-fold process, where the first stage 

would involve purposive sampling of specifically targeted schools, whilst a second stage 

could be used to increase the numbers if required. I 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, I 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 distribution, I initially began with email contact to schools, including an invitation 

message and several follow-up reminders. However, although this was easy to facilitate, the 

response rate remained low. By the time I had collected approximately 80 responses, I was 

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 I was 

interested in the views of music coordinators, there is clearly a greater chance that they 

would have specific expertise in the subject, so may not provide me with the information I 

required concerning potential barriers to the teaching of music.  

This problem, coupled with the fact that emailing schools was not proving particularly 

fruitful, led me to design a new approach. I sent out letters containing paper copies of the 

questionnaires and requested that these be completed by two teachers in the school who 

taught music but were not the music coordinator. The letters were addressed to the music 

coordinator and I appealed to their interest in the subject to encourage and find two 

ǘŜŀŎƘŜǊǎ ǿƘƻ ǘƘŜȅ ōŜƭƛŜǾŜŘ ŎƻƴǎǘƛǘǳǘŜŘ άǘȅǇƛŎŀƭ ƎŜƴŜǊŀƭƛǎǘ ǇǊŀŎǘƛǘƛƻƴŜǊǎ ŦǊƻƳ ǘƘŜƛǊ ǎŎƘƻƻƭέΦ  

Despite the increased cost and effort, this approach proved more successful and I 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 under-represented, thus ensuring a greater spread of 

respondents across the region. Indeed, the eventual sample, although relatively small for a 

quantitative mapping exercise, did produce a broad spread of teachers from schools of 

different sizes, denominations and socio-economic areas.  
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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 from the 

questionnaire, since only 11 teachers 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 any real exploration of gender differences within 

the data.  

One final point to note is that the quantitative phase would produce a mapping of potential 

issues, as they appeared for this sample of teachers. There is no guarantee that the number 

of practitioners who responded to this questionnaire would prove representative of the 

population, despite the 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 reflective of a broader picture, both in the school and in the wider 

field. The data, therefore, proved interesting to explore, and the findings that follow were 

used to plan for the qualitative phase, rather than to produce conclusions which would be 

generalisable in themselves to the full community. 
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4. Quantitative findings 

This chapter outlines some of the key findings from the questionnaire, following statistical 

analysis within SPSS. Although these will be presented in their own right, it is important to 

highlight the ways in which they will feed forward into the subsequent quantitative phase. 

Indeed the key purpose of including this section within this thesis is to identify areas of 

interest which could then be explored through the main qualitative phase; the discussion 

which follows is thus focused tightly upon the following two aspects: 

¶ Section 4.1: Explorations of the importance of music 

¶ {ŜŎǘƛƻƴ пΦнΥ ¢ŜŀŎƘŜǊǎΩ ǎŜƭŦ-perceptions of their ability within the subject 

Although there were many other interesting avenues which I could have explored in this 

data set, space prohibits extended presentation of these. It is thus possible that the data-

obtained may prove fruitful for further analysis in the future, although the potential 

limitations in terms of sampling must equally be acknowledged. Whilst the total sample size 

was 126, the characteristics were somewhat skewed, with a high percentage of respondents 

being responsible for coordinating music (27 out of 126). This proportion is clearly greater 

than one would expect within a typical primary school, 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 slightly different from the 6-point Likert items 

that follow, in that it only employed five categories, each of which was assigned a definition 
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depending on the extent to which teachers felt it was important to teach the subject 

regularly (see section 3.3 above).  

Although this question retains a categorical nature, the responses were also ordinal. 

Exploring the mean values thus remains a useful starting point for showing the spread of the 

data and the selections around which most responses were clustered. The following table 

demonstrates how the teachers rated each subject, in rank order according to these means. 

It also provides the modal value and the variance in order to show the 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 subjects, including music. The 

following table demonstrates the responses from the full dataset: 

Rank 
order 

Subject Mean Mode Variance 

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 
Languages  

2.78 3 1.475 

 

Table 4.1 Rank order of subjects related to perceived importance (full sample) 

It is unsurprising that the core areas of English, maths and science all find themselves at the 

top, whilst Modern Foreign Languages (MFL), as a more recent addition to the curriculum, is 

positioned lowest. Another interesting point to note is the high modal value 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 non-denominational schools, RE is 

unlikely to be perceived as a priority, hence the high variation. 

aǳǎƛŎΩǎ Ǌŀƴƪ ƛƴ ǘƘƛǎ ǘŀōƭŜ is clearly concerning, as on average it was rated as least important 

of the subjects, barring MFL7. According to the categorical definitions, this means it is more 

likely to be missed out by teachers than other subject areas. The modal value is also 

ƛƳǇƻǊǘŀƴǘΣ ŀǎ ŦƻǊ ƳǳǎƛŎΣ ŀǊǘ ŀƴŘ aC[Σ ǘƘŜ Ƴƻǎǘ ŎƻƳƳƻƴ ŎŀǘŜƎƻǊȅ ǿŀǎ оΥ άL ǘǊȅ ǘƻ ƛƴŎƭǳŘŜ ǘƘƛǎ 

subject but it will sometimes be ƳƛǎǎŜŘ ƛƴ ǇǊŜǎǎǳǊƛǎŜŘ ǘƛƳŜǎΦέ !ǎ ƛǘ ƛǎ ǇŜǊƘŀǇǎ ƭƛƪŜƭȅ ǘƘŀǘ 

most weeks could be considered pressurised, this increases the chances of music being left 

out of regular teaching. 

Although music did not compare well with other subjects when examining the means, the 

high variance is important to recognise and the high frequency of top-rating scores 

produces a different picture. When taking the whole sample, almost a fifth of the 

ǊŜǎǇƻƴŘŜƴǘǎ ǊŀǘŜŘ ƳǳǎƛŎ ŀǎ ǘƘŜ ǘƻǇ ƭŜǾŜƭ ƻŦ ΨƘƛƎƘΩ ƛƳǇƻǊǘŀƴŎŜ όмт҈ύΦ ¢Ƙƛǎ ǿŀǎ ƎǊŜŀǘŜǊ ǘƘŀƴ 

those who rated art (16%), history (10%), geography (7%) or MFL (7%) as the highest 

priority, showing that music did elicit some highly positive judgements from teachers.  

This positive finding, however, requires further clarification. Of the teachers who rated 

music as a top priority, two thirds were music coordinators, thus explaining the higher 

proportion of positive judgements than might have been expected. I 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 the music coordinators are excluded, the 

percentage of teachers who assigned music the highest score of 5 drops to 7%, placing it on 

                                                      
7
 Whilst MFL is statutory as part of the new 2014 National Curriculum, its provision remained inconsistent at 

the time of the data collection.  



113 
 

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 case, the process of splitting a dataset is always potentially 

problematic. A crucial drawback was that removing all music coordinators would result in a 

sample in which music was now under-represented. Since the full sample comprised 

teachers who coordinated every 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 fail to achieve this. 

I did consider transferring a random selection of music coordinators back into the working 

sample, for instance by including a number which would be comparable with the other 

foundation subjects. However, the total to be transferred could prove difficult to determine, 

especially as there was variation between other supposedly comparable subjects; certain 

areas such as RE, art and ICT, for instance, had considerably more representation than the 

humanities.  

To attempt to manipulate the sample to reduce such differences could therefore prove both 

difficult and potentially detrimental to the validity of the findings as a whole, especially as 

the purpose of this section was as an exploratory pilot. I thus decided to split the data to 

exclude the music coordinators, accepting that the remaining sample now comprised those 

teachers who did no coordinate music at all. When looking at the general mapping, I would 

now be able to examine the perspectives of those teachers who were not officially involved 

with leading music, so could gain a picture of how the subject is perceived and valued by 

generalist practitioners.  
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Returning to the current question, the sample alteration ŘƛŘ ƴƻǘ ŀŦŦŜŎǘ ƳǳǎƛŎΩǎ Ǉƻǎƛǘƛƻƴ ƛƴ 

the overall ranking and it remained 10th, although as expected, the mean reduced from 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 showed that there were indeed correlations between those teachers who valued 

ƳǳǎƛŎ ŀƴŘ ŀǊǘ ό{ǇŜŀǊƳŀƴΩǎ Ǌŀƴƪ ŎƻǊǊŜƭŀǘƛƻƴ лΦрмфΣ ǿƛǘƘ ŀ ǎƛƎƴƛŦƛŎŀƴŎŜ level p<0.001)8, 

indicating a potential connection between the two subjects which could be explored 

further. 

It is helpful at this point to examine the spread of data for the generalist teachers with 

regards the question of importance. Figure 4.1 below shows how the responses tended to 

cluster around a rating of 3, although the high frequency for a rating of 2 is also important.

 

                                                      
8
 SpeaǊƳŀƴΩǎ wŀƴƪ ǿŀǎ ŎƘƻǎŜƴ ōŜŎŀǳǎŜ ǘƘŜ Řŀǘŀ ŎƻǳƭŘ ƴƻǘ ǎŀǘƛǎŦȅ ǘƘŜ ŎƻƴŘƛǘƛƻƴǎ ŦƻǊ tŜŀǊǎƻƴΩǎ ŎƻǊǊŜƭŀǘƛƻƴΣ ƛƴ 

particular the linear relationship. Whilst there does appear to be a monotonic relationship between the two 
variables, where one increases as the other increases, this was non-linear and thus the assumptions for the 
Pearson correlation could not be satisfied. 

Figure 4.1: Spread of the ratings for the importance of music 
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It is possible to contrast music 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 nature (Ardzejewska et al., 2010). PE has also been highlighted in the music 

education literature as a positive example of a potentially difficult subject which has 

managed to construct a very coherent message as to its value. Advocates of sports 

education have, for example, promoted the message that regular participation in sports 

leads to healthier children, which has positive consequences for society as a whole; whilst 

ƳǳǎƛŎΩǎ ƳŜǎǎŀƎŜǎ ŀǊŜ ŎƻƴǘǊŀŘƛŎǘƻǊȅ ŀƴŘ ŎƻƴŦƭƛŎǘŜŘΣ t9 Ƙŀǎ ŀ ǾŜǊȅ ŎƭŜŀǊ ƳŜǎǎŀƎŜ ŀǎ ǘƻ ƛǘǎ 

educational value (McPherson, 2013).  

Certainly from this data, it appears that PE was considered much less likely to be missed out 

than music, with only 22.7% rating it as either 2 or 3 ς a third of the number who rated 

music in these two categories. The following graph shows the spread of the data for PE and 

can be compared to that of music above. 

 

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 that it is far more likely to be taught on a regular 

basis. For this sample of teachers, it appears that PE remained a priority regardless of other 

pressures, whilst music was one of the first subjects to be missed out. 

Although this question involved rating the importance of each subject, Chapter 2 

demonstrated how the ƛǎǎǳŜ ƻŦ ƳǳǎƛŎΩǎ ǾŀƭǳŜ ƛǎ ƳƻǊŜ ŎƻƳǇƭŜȄ ǘƘŀƴ ǘƘƛǎΦ Lǘ ƛǎ thus worth 

comparing the results of this discussion with other value-related questions from the final 

section of the survey, where some interesting contradictions emerged. These later 

questions comprised 6-point responses, so did not include a middle, neutral answer; 

teachers could thus be positioned as either in agreement or disagreement with each 

statement, albeit to varying degrees.  

When asked directly about the value of music, the answers here proved overwhelmingly 

ǇƻǎƛǘƛǾŜΦ фнΦу҈ ƻŦ ǘƘŜ ƎŜƴŜǊŀƭƛǎǘ ǘŜŀŎƘŜǊǎ ŀƎǊŜŜŘ ǘƘŀǘ άƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴ ƛǎ ǾŀƭǳŀōƭŜ ŦƻǊ Ƴȅ 

ǇǳǇƛƭǎέΣ ǿƘƛƭǎǘ тмΦм҈ ŀƎǊŜŜŘ ǘƘŀǘ ƛǘ ǿŀǎ ŀ άǾƛǘŀƭ ǇŀǊǘ ƻŦ ǘƘŜ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭ ŎǳǊǊƛŎǳƭǳƳέΦ 

Clearly these figures contrast with the minority of 29.9% who rated it as important in the 

earlier questions and it is important to consider why. 

hƴŜ Ǉƻǎǎƛōƛƭƛǘȅ ƛǎ ŀ ŘƛǾƛŘŜ ōŜǘǿŜŜƴ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ music as a subject in its own 

right and their perceptions of it in comparison with other subjects. When considering music 

in relation to other subjects, there appears to be a tendency to view these other domains as 

greater priority, thus resulting in ƳǳǎƛŎΩǎ ƭƻǿ ǊŀƴƪƛƴƎ ǇƻǎƛǘƛƻƴΦ Iowever, when thinking 

about music in isolation, it appears that generalist 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 

engage with, but it may not be considered a priority when compared to other subject areas9. 

Whilst this contradiction could be explored further through qualitative methods, it is 

possible to 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 

ōŜ άǾŀƭǳŀōƭŜ ŦƻǊ Ƴȅ ǇǳǇƛƭǎέ ŀƴŘ ǘƘƻǎŜ ǿƘƻ ōŜƭƛŜǾŜŘ άƳƻǎǘ ƻŦ Ƴȅ ǇǳǇƛƭǎ ŜƴƧƻȅ Ƴǳsic at 

ǎŎƘƻƻƭέ ό{ǇŜŀǊƳŀƴΩǎ Ǌŀƴƪ ŎƻǊǊŜƭŀǘƛƻƴ ŎƻŜŦŦƛŎƛŜƴǘ ƻŦ лΦррт ǿƛǘƘ ŀ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ǇғлΦллмύΦ 

This could suggest that teachers considered music to be valuable on the basis that it was 

assumed the pupils would enjoy it. By contrast, there was a much more mixed response in 

ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ƛǘŜƳΣ άLƴ Ƴȅ ƻǇƛƴƛƻƴΣ ǘƘŜ ƳǳǎƛŎ ŎǳǊǊƛŎǳƭǳƳ ƛǎ ǊŜƭŜǾŀƴǘ ŦƻǊ ǇǳǇƛƭǎ ǘƻŘŀȅέΣ ǿƛǘƘ 

49% of the teachers disagreeing with this statement. The following graphs demonstrate this 

ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ άŜƴƧƻȅƳŜƴǘέ ŀƴŘ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ άǊŜƭŜǾŀƴŎŜέΦ 

 

                                                      
9
 This links back to previous discussions in the literature review. 
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Figure 4.3 Comparison of perceived enjoyment and perceived relevance 

 

It is clear from the graphs that whilst teachers generally agreed music was enjoyable, there 

were questions over its relevance. This difference could help to explain some of the low 

judgements when comparing music with other subjects. If one believes a subject to be fun 

but not useful, this may cause problems when attempting to compare its relative worth with 

other areas, particuƭŀǊƭȅ ǿƘŜƴ ŎƻƴǎƛŘŜǊƛƴƎ ƛǘǎ ǳǘƛƭƛǘȅ ǾŀƭǳŜ ŦƻǊ ǘƘŜ ǇǳǇƛƭǎΩ ŦǳǘǳǊŜǎ (Eccles, 

2005). It is therefore possible for teachers to consider the subject in some way άvŀƭǳŀōƭŜέΣ 

such as through its enjoyment factors, but not necesǎŀǊƛƭȅ ŀǎ άƛƳǇƻǊǘŀƴǘέ within the 

curriculum as a whole.  

4.2 Self-perceptions and potential barriers  

In addition to questions of value, one of the major barriers noted in Chapter 2 was the 

ǘŜŀŎƘŜǊǎΩ perceived level of skills. The subject was considered one which could cause 

anxiety, thus leading to a lack of confidence in their ability to deliver effective lessons (see 
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Chapter 2)Φ ¢ƘŜ ǉǳŜǎǘƛƻƴƴŀƛǊŜ ǿŀǎ ǘƘŜǊŜŦƻǊŜ ŘŜǎƛƎƴŜŘ ǘƻ ŜȄǇƭƻǊŜ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǎŜƭŦ-

perceptions, firstly when considering music in comparison with other subjects, and secondly 

focusing on more specific aspects of the subject itself. The following section replicates the 

ǇǊŜǾƛƻǳǎ ŘƛǎŎǳǎǎƛƻƴ ƛƴ ǘƘŀǘ ƛǘ ŦƛǊǎǘƭȅ ŎƻƴǎƛŘŜǊǎ ƳǳǎƛŎΩǎ ǇƭŀŎŜ ǿƛǘƘƛƴ ǘƘŜ ǿƛŘŜǊ ŎǳǊǊƛŎǳƭǳƳ 

(4.2.1.) and secondly as an independent subject (4.2.2).  

4.2.1 Exploring self -perceptions across subjects  

When comparing the different subject areas, the questionnaire allowed for two dimensions 

to be explƻǊŜŘΥ ǘƘŜ ǇŜǊŎŜƛǾŜŘ άŎƻƴŦƛŘŜƴŎŜ to teach an eŦŦŜŎǘƛǾŜ ƭŜǎǎƻƴέ ŀƴŘ ƻƴŜΩǎ 

άōŀŎƪƎǊƻǳƴŘ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ŀōƛƭƛǘȅέ ƛn each area. This second aspect was further defined by 

ŜȄǇƭŀƛƴƛƴƎ ǘƘŀǘ ǘƘŜ ǊŜǎǇƻƴŘŜƴǘ ƴŜŜŘŜŘ ǘƻ ǘƘƛƴƪ ŀōƻǳǘ ǿƘŜǊŜ ƻƴŜΩǎ ƻǿƴ ƪƴƻǿƭŜŘƎŜ ŀƴŘ 

expertise lies, rather than whether one is able to teach the subject. 

Taking firstly the confidence to deliver an effective lesson, the ranking of means shows a 

similar pattern to that of perceived importance above, with music finding itself rated 10th 

out of 11 subjects (for generalist teachers). Again there was only MFL which scored lower, 

most likely due to its recent ŀŘŘƛǘƛƻƴ ƛƴǘƻ ǘƘŜ ŎǳǊǊƛŎǳƭǳƳΦ aǳǎƛŎΩǎ Ǉƻǎƛǘƛƻƴ ƘŜǊŜ ǊŜŦƭŜŎǘǎ 

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 confidence (Holden & 

Button, 2006). Indeed, the low modal value indicates that a high proportion of teachers may 

find the subject difficult to deliver. However, the high variance for music indicates that there 

were a broad range of responses, which were not necessarily clustered around a specific 

point. It therefore appears that whilst many of the teachers rated their confidence to deliver 

effective lessons in music as low, there were also a significant number of others who rated 

themselves very highly, even within solely the generalist teachers. 
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Rank 
order 

Subject Mean Mode Variance 

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 2 and 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 4.2. For areas such as music, art and MFL, which also scored lower on the 

importance ranking, an explanation ŦƻǊ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƭŀŎƪ ƻŦ ŎƻƴŦƛŘŜƴŎŜ ŎƻǳƭŘ ōŜ ǘhe fact 

that previous results indicate these subjects were much more likely to be missed out, 

resulting in less chance to develop confidence through regular teaching. If one is only 

occasionally teaching the subject, then confidence is likely to be lower due to a lack of 

regular engagement. This point would later be suggested to me by teachers themselves in 

the qualitative phase, who cited their lack of involvement in music as one of the reasons for 

their low confidence. 

However, for subjects such as PE, which was discussed above as being rarely missed out, 

this argument can be questioned, as PE was also a subject in which teachers felt less 

confident. When analysed together, those subjects with the lowest rating judgements all 

comprise a certain element of performance, which could in itself be a reason for their 

position. ICT could potentially be included in this list too, as despite the extremely high 
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value judgements, this also gains a surprisingly low place in the ranking order of teacher 

confidence. 

One interpretation is therefore that tƘŜ ǘŜŀŎƘŜǊǎΩ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ǘƘŜƛǊ ŀōƛƭƛǘȅ ǘƻ ŘŜƭƛǾŜǊ 

effective lessons is related to the perceived level of performance and demonstration that is 

required, and potentially the threat of failure associated with this (see literature review). It 

is possible to consider the top six subjects in the table as being domains in which 

ǇǊŀŎǘƛǘƛƻƴŜǊǎ ƳƛƎƘǘ ŘŜƭƛǾŜǊ ŀ ΨǎǘŀƴŘŀǊŘΩ ƭŜǎǎƻƴΣ ƛΦŜΦ ŦƻƭƭƻǿƛƴƎ ŀ ǘǊŀŘƛǘƛƻƴŀƭ ŦƻǊƳŀǘ ƻŦ ǇŜǊƘŀǇǎ 

class discussion followed by written activities. The skills involved are generally ΨŀŎŀŘŜƳƛŎΩΣ ƛƴ 

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 which teachers 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 have to be taught regularly (every day in the case of maths) could help to account for 

the higher levels of confidence. Equally, it is also perhaps possible to teach both maths and 

science within the typical format of discussion followed by written work; by contrast, one 

would be less likely to teach music or art without some kind of practical element. The 

question of teacher modelling could thus be an important determining factor, and is a 

theme to which I will return in the qualitative chapters. 

Whilst the above discussion presents a somewhat simplified view of education, there does 

seem to be something distinctive about the five subjects which are positioned as lowest in 

terms of confidence (in Table 4.2). In contrast to the core areas, the lower five subjects 

require skills that could be considered specialist and/or practical. This is an important 



122 
 

distinction and could affect the perceived potential for lessons to be successful; if one 

considers the requisite level of skills to be high and does not feel confident in being able to 

demonstrate thŜǎŜΣ ǘƘŜƴ ǘƘŜ ōŜƭƛŜŦ ƛƴ ƻƴŜΩǎ ability to deliver a successful lesson will 

necessarily be lower. This could result in reduced self-efficacy judgements, and could thus 

be detrimental to motivation. 

Further data from the survey appears to confirm this, where 60.8% of teachers agreed that, 

ά¢ƘŜ ƳǳǎƛŎ ŎǳǊǊƛŎǳƭǳƳ ŘŜƳŀƴŘǎ ǘƻƻ Ƴŀƴȅ ǎǇŜŎƛŀƭƛǎŜŘ ǎƪƛƭƭǎ ŦƻǊ ƳŜ ǘƻ ŦŜŜƭ ŎƻƳŦƻǊǘŀōƭŜ 

ǘŜŀŎƘƛƴƎ ƛǘέΦ !ŘŘƛǘƛƻƴŀƭƭȅΣ роΦс҈ ŎƭŀƛƳŜŘ ǘƘŀǘ ǘƘŜȅ ŘƛŘ ƴƻǘ ƘŀǾŜ ǘƘŜ άŀǇǇǊƻǇǊƛŀǘŜ ƭŜǾŜƭ ƻŦ 

ǎƪƛƭƭǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ǘŜŀŎƘ ƳǳǎƛŎ ǘƻ Ƴȅ ŎƭŀǎǎέΦ ¢ƘŜǎŜ ŀǊŜ ǘƘǳǎ ŎƭŜŀǊ ƛƴŘƛŎŀǘions that the skills 

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, thus highlighting the importance of the 

qualitative phase in moving beyond such conjecture to a more in-depth exploration. 

Returning to the quantitative data, the distribution of how teachers rated their own musical 

skills is interesting to explore. Figure 4.4 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 the middle sections, with 

teachers clearly believing themselves to either have, or lack, the appropriate level of skills. 

Making such clear-cut judgements may prove problematic, if linked to the assumption 

discussed above that teaching music demands too many specialised skills. For those at the 

lower end of the scale, such categorical judgements may prove a further barrier to 

engagement. 
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Figure 4.4 Perceived levels of skills in music 

It is possible to relate this finding to the idea of a musical-unmusical divide which was 

discussed in the literature review. In response ǘƻ ǘƘŜ ƛǘŜƳΣ άL ŎƻƴǎƛŘŜǊ ƳȅǎŜƭŦ ǘƻ ōŜ ŀ ƳǳǎƛŎŀƭ 

ǇŜǊǎƻƴΣέ 46.4% of respondents rated themselves at the extreme ends of the scale (either 1 

or 6), suggesting that there were some categorical judgements as to whether participants 

believed themselves either wholly musical or wholly unmusical.  

It is possible to analyse this finding further by looking at the perceived level of background 

knowledge and skills which teachers believed themselves to possess in each 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 

teaching languages due to its recent addition to the curriculum, the majority were educated 

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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The fact that the teachers rated their own background knowledge as low, therefore, 

provides further support for the fact 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 in the future. 

69.1% of teachers, for instance, claimed ǘƘŜȅ ƘŀŘ άƳƛǎǎŜŘ ƻǳǘ ƻƴ ǘƘŜ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ 

ŘŜǾŜƭƻǇ ƳǳǎƛŎŀƭ ǎƪƛƭƭǎέ in early life, suggesting perhaps a link to their early experiences in 

relation to their current self-perceptions. In terms of specifically being able to teach, this 

problem could be exacerbated when combined with the fact that 70.1% did not consider 

themselves to have received appropriate training to be able to deliver the subject10. A lack 

of musical opportunities, coupled with a lack of pre-service training, may thus provide an 

insight into the reasons behind such low 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 assess which specific aspects of music might prove particularly problematic for 

teachers. A number of items were therefore included in order to explore the resǇƻƴŘŜƴǘǎΩ 

judgements in relation to their perceived ability to deliver specific aspects of the subject. 

OnŜ ƻŦ ǘƘŜ Ƴƻǎǘ ǇǊƻƳƛƴŜƴǘ ŀǊŜŀǎ ǘƻ ŜƳŜǊƎŜ ƘŜǊŜ ǿŀǎ ōŜƛƴƎ ŀōƭŜ ǘƻΣ άŘƛŦŦŜǊŜƴǘƛŀǘŜ ŦƻǊ 

ǾŀǊȅƛƴƎ ƭŜǾŜƭǎ ƻŦ ǎƪƛƭƭ ƛƴ ƳǳǎƛŎέΣ ǿƛǘƘ ст҈ ōŜƭƛŜǾƛƴƎ ǘƘŜȅ ǿŜǊŜ ǳƴŀōƭŜ ǘƻ Řƻ ǘƘƛǎΦ !ǘ ŀ ǎƛƳƛƭŀǊ 

ƭŜǾŜƭΣ спΦф҈ ŀƭǎƻ ŦŜƭǘ ǘƘŜȅ ǿŜǊŜ ǳƴŀōƭŜ ǘƻΣ άƻŦŦŜǊ ǇǳǇƛƭǎ ŀǇǇǊƻǇǊƛŀǘŜ ƎǳƛŘŀƴŎe to move them 

ǘƻ ǘƘŜ ƴŜȄǘ ƭŜǾŜƭ ƻŦ ǘƘŜƛǊ ƭŜŀǊƴƛƴƎ ƛƴ ƳǳǎƛŎέΦ ¢ƘŜǎŜ ǘǿƻ ǘŜŀŎƘƛƴƎ ǎƪƛƭƭs (differentiation and 

scaffolding learning), which would form part of day-to-day practice in all other subjects, 

were thus considered particularly difficult in music. This therefore highlights two potential 

areas which could be further investigated in the qualitative phase. 

                                                      
10

 Interestingly, over a third (37.9%) of the music coordinators also claimed they had received 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 was a difference between 

elements of teaching which asked teachers to focus upon solely themselves as teachers, in 

comparison with those which focused upon the pupils. 54.6% of the practitioners, for 

ƛƴǎǘŀƴŎŜΣ ŘƛŘ ƴƻǘ ŦŜŜƭ άŎƻƳŦƻǊǘŀōƭŜ ǇƭŀȅƛƴƎ ǎŎƘƻƻƭ ƛƴǎǘǊǳƳŜƴǘǎέΣ ǊŜŦƭŜŎǘƛƴƎ ǇŜǊƘŀǇǎ the 

threat of performing discussed previously. However, when the focus moved to the pupils, 

the responses were much more positive. 94% of the teachers believed that their pupils 

ŜƴƧƻȅŜŘ ƳǳǎƛŎΣ ǿƘƛƭǎǘ усΦф҈ ŎƭŀƛƳŜŘ ǘƘŜȅ ǿŜǊŜ ŀōƭŜ ǘƻ άƳƻǘƛǾŀǘŜ ǘƘŜƛǊ ǇǳǇƛƭǎ ǘƻ Ŝngage 

ǿƛǘƘ ƳǳǎƛŎέΤ ŀ ǎƻƳŜǿƘŀǘ ǇŀǊŀŘƻȄƛŎŀƭ finding perhaps, given that 38.9% of my sample taught 

music for less than half an hour per week, so were perhaps not very motivated to engage 

with it themselves! However, the point here is that when reflecting on their pupils and their 

responses to music, the teachers were much more positive than when they focused upon 

themselves as practitioners; this again provides an avenue for investigation in the 

qualitative discussion.  

Although certain aspects of teaching did appear to cause problems in music, there were 

other areas in which the teachers appeared to feel more confident. Somewhat surprisingly, 

given the literature, maintaining classroom control was not considered an issue by this 

sample of teachers, with 85.9% agreeing that they were confident in keeping control of the 

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 

άƳŀƛƴǘŀƛƴ ǘƘŜ ǊŜƭŜǾŀƴǘ ŘŜƎǊŜŜ ƻŦ ŎƭŀǎǎǊƻƻƳ ŎƻƴǘǊƻƭέΦ ¢Ƙƛǎ ƘƛƎƘ ǊŀǘƛƴƎ ŎƻǳƭŘ ǘƘŜǊŜŦƻǊŜ ōŜ 

connected to the fact that this question was perceived as being related more to a teaching 

skill, rather than an intrinsic musical skill. When considering the more problematic areas 

discussed above, being able to offer musical guidance requires specialist knowledge and 
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skills, which may be considered more difficult. However, being able to control the class 

could well be perceived as separate from subject knowledge, related more to their 

competence as a teacher rather than their competence in music. 

The samŜ ǇǊƛƴŎƛǇƭŜ ŎƻǳƭŘ ŀƭǎƻ ŀǇǇƭȅ ǘƻ ǘƘŜ ƛǘŜƳΣ άL ŀƳ ŀōƭŜ ǘƻ ƻǊƎŀƴƛǎŜ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ŦƻǊ 

ǿƘƻƭŜ Ŏƭŀǎǎ ǇŜǊŦƻǊƳŀƴŎŜέΦ ¢ƘŜ ŜƳǇƘŀǎƛǎ ƘŜǊŜ ƛǎ ǇƭŀŎŜŘ ƻƴ ƻǊƎŀƴƛǎŀǘƛƻƴΣ ǊŀǘƘŜǊ ǘƘŀƴ ƻƴ ǘƘŜ 

teachers having to perform themselves, thus 67% of teachers felt confident they were able 

to do this. An important issue to explore in the qualitative phase is thus the ways in which 

skills such as differentiation and scaffolding learning are considered more difficult when 

specifically related to music, whilst other areas of teaching might be more easily transferred. 

Is this, as I have suggested, because these aspects demand a greater degree of knowledge 

ŀƴŘ ǎƪƛƭƭǎΣ ƳŜŀƴƛƴƎ ǘƘŀǘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ perceived level of skills would be in fact the crucial 

barrier to the teaching of music? There is clearly some evidence here that certain aspects of 

music can be considered more challenging than in other areas of the curriculum, and the 

tentative suggestions I have offered here can be further explored within the qualitative 

interviews. 

4.3 Linking quantitative to qualitative  

The above discussions have outlined a small selection of findings from the exploratory 

analysis, considering how this might link to the next phase of the project. Whilst the 

questionnaire provided some indications as to the complex construction of teacher 

motivation, it also led to further ǉǳŜǎǘƛƻƴǎ ŀƴŘ L ŦƻǳƴŘ ƳȅǎŜƭŦ Ŏƻƴǘƛƴǳŀƭƭȅ ŀǎƪƛƴƎ άǿƘȅέΦ Lƴ 

particular, when exploring the self-judgements of teachers in response to the extended 

items, it was not always clear as to why certain factors 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 information may 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 aspects prevent her from feeling confident? How have her self-perceptions 

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 an individual level? These were the type of dilemmas which emerged from this phase of 

the research and which could now be addressed through qualitative means. 

I therefore needed to revise the research questions in order to reflect my new 

understandings and priorities, and also to consider the key question of contextual factors, 

which proved difficult from the survey. These spanned two main aims, the first of which was 

to generate greater knowledge of how teachers actually understood music as a subject and 

how these beliefs contributed to their decision making process with regards their own 

actions in the discipline (covered by questions 1-3 below). This involves analysing in-depth 

interview data in order to unpick both the actual understandings themselves and the ways 

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 new questions 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 these ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƘŀǾŜ ǳǇƻƴ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ǘƻ ŜƴƎŀƎŜ 

with the teaching of music? 

4. How might an understanding of individual and social processes help to enhance 

ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ǘƻ ŜƴƎŀƎŜ ǿƛǘƘ ƳǳǎƛŎΚ 

These questions now remain at the heart of this study for 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 a link between the two phases of the research design as well 

as explaining how the qualitative phase was designed and operationalised. Although the 

qualitative phase now takes priority for the remainder of the thesis, I will return to some of 

the findings discussed 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 had also thrown up unanswered questions which now needed to be explored in a 

more in-depth way through qualitative methods. Taking the revised research questions, the 

qualitative phase was now designed to allow investigation of some of the more elusive lines 

oŦ ƛƴǉǳƛǊȅΦ Lƴ ǇŀǊǘƛŎǳƭŀǊΣ L ǿŀǎ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǘŜŀŎƘŜǊǎΩ ƻǿƴ ǇŜǊǎƻƴŀƭ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ǿƘŀǘ 

music should actually entail, and the ways in which these had been constructed. These in-

depth beliefs and theories could not be accessed through questionnaires, which typically 

assume uniformity of interpretation. It was thus important now to focus on the more 

complex personal constructions and to start to unpick some of the webs of understandings 

ǿƘƛŎƘ ǳƴŘŜǊǇƛƴ ǘŜŀŎƘŜǊǎΩ ǇǊŀŎǘƛŎŜǎ ŀƴŘ ŀŎǘƛƻƴǎΦ Through this, the connections between 

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. I 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 qualitative phase was to 

provide the in-depth exploration of individual teachers within their particular contexts.  

I then describe the schools which were involved in this research, giving key details of each 

institution and a brief outline of the characteristics of those teachers who participated. As 

noted in section 3.2.1, all 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 a useful frame of reference during the discussion 

chapters which follow. 

The main body of this chapter comprises section 5.3, where I discuss the analysis that was 

undertaken and the ways in which conclusions were reached. The coding process is 

demonstrated, as this underpins the development of findings and conclusions related to 

ōƻǘƘ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ ǎƻŎƛŀƭ ƛǎǎǳŜǎΦ ²ƛǘƘ ƛƴǘŜǊǾƛŜǿ ŘŀǘŀΣ ƛǘ Ŏŀƴ ōŜ ǾŜǊȅ Ŝŀǎȅ ǘƻ άƻǾŜǊ-

ƛƴŘƛǾƛŘǳŀƭƛǎŜέ ǘƘŜƳŜǎ ǿƘƛŎƘ Ŏŀƴ ōŜ ǎƘŀǇŜŘ ŀǎ ƳǳŎƘ ōȅ ŎƻƴǘŜȄǘǳŀƭ ŦŀŎǘƻǊǎ ŀǎ ōȅ ǎǳōƧŜŎǘƛǾŜ 

interpretations. It was through the processes of coding therefore, that I 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 project. Eight 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 phase comprised 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, in-depth questions ŀōƻǳǘ ǘƘŜ ƴŀǘǳǊŜ ƻŦ ǘŜŀŎƘŜǊǎΩ 

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 (5.1.2) and 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 and is a primary function of our minds (Kashima, 1997). 

It addresses the profound need to hear and tell stories and is the άsocial cementέ that 

creates both group cohesion and personal meaning-making; narratives have the power to 

communicate, interpret and give meaning to our experiences, making them highly relevant 

for this project (Thomas, 1995, p.3).  

One of the key aims 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 a 

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 which individuals are involved 

in acts of meaning-ƳŀƪƛƴƎ άǿƛǘƘƛƴ ǘƘŜƛǊ ǎƻŎƛŀƭ ŀƴŘ ŎǳƭǘǳǊŀƭ ŜƴǾƛǊƻƴƳŜƴǘέ ό¢ƘƻƳŀǎΣ мффрΣ 

p.2). It thus allows exploration of both individual understandings and the social situations 

within which these are produced, making it an appropriate method for the overarching aim 

of exploring these two dimensions. Narratives neither over-individualise nor over-socialise 

(Kashima, 1997). 

! ŎǊǳŎƛŀƭ ǇŀǊǘ ƻŦ ŜȄǇƭƻǊƛƴƎ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƛƴǾƻƭǾŜǎ ƭƻƻƪƛƴƎ ŀǘ ƛƴŘƛǾƛŘǳŀƭǎΩ Ǉŀǎǘ 

experiences with mǳǎƛŎΣ ƻǊ ǘƘŜƛǊ ΨƳǳǎƛŎŀƭ ƘƛǎǘƻǊƛŜǎΩΣ ŀƴŘ ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ǘƘŜǎŜ 

have impacted upon their current judgements. Narrative inquiry makes this possible by 

ƻŦŦŜǊƛƴƎ ǘƘŜ ǎǇŀŎŜ ǘƻ ǊŜŦƭŜŎǘ ƻƴ ǘƘŜǎŜ Ǉŀǎǘ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ ōǊƛƴƎ ǘƘŜƳ ǘƻƎŜǘƘŜǊ ǿƛǘƘ ƻƴŜΩǎ 

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 which people 

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 

ŜǘƘƴƻƎǊŀǇƘƛŎ ŀǇǇǊƻŀŎƘ ƳƛƎƘǘ ōŜ ƳƻǊŜ ǎǳƛǘŜŘ ǘƻ ŀ ǎǘǳŘȅ ƻŦ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΣ ŜȄǇloring 

how it is constructed on a moment-to-moment basis. However, as shown in Figure 2.3, the 

ƪŜȅ ŦƻŎǳǎ ǿŀǎ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ǿƘŜǘƘŜǊ ǘƘŜ ǘŜŀŎƘŜǊǎ ǿŜǊŜ άƳƻǘƛǾŀǘŜŘέ ƛƴ ǘƘŜ ǎŜƴǎŜ ƻŦ ōŜƛƴƎ 

fully committed and involved whilst teaching; instead it was important to explore the ways 

in which they choose to 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 research are 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 question why this should be the case, with a focus on how the 

teachers constructed their own understandings and meanings associated with the subject. 

LƴǘŜǊǾƛŜǿǎ ǿŜǊŜ ǘƘŜǊŜŦƻǊŜ ǎŜƭŜŎǘŜŘ ōŜŎŀǳǎŜ ǘƘŜȅ ŎƻǳƭŘ ǇǊƻǾƛŘŜ ƛƴǎƛƎƘǘǎ ƛƴǘƻ ǘƘŜ ǘŜŀŎƘŜǊǎΩ 

personal thoughts and perspectives that would otherwise have been inaccessible.  
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Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ƭƻƻƪƛƴƎ ŀǘ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ƳǳǎƛŎ ǎǇŜŎƛŦƛŎŀƭƭȅΣ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎ ŀƭǎƻ 

allowed exploration of their general beliefs about teaching and the broader purposes of 

education, which could again have remained invisible through other methods. In particular, 

ƛǘ ǿŀǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ǘŀƪŜ ŀ ƳƻǊŜ ǎƻǇƘƛǎǘƛŎŀǘŜŘ ǾƛŜǿ ƻŦ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ǘƘŀƴ ǘƘŀǘ ƻŦ 

ǘƘŜ ǎǳǊǾŜȅΣ ƛƴ ǿƘƛŎƘ ǘƘŜ ǘŜŀŎƘŜǊǎ ǊŜǎǇƻƴŘŜŘ ǘƻ ǉǳŜǎǘƛƻƴǎ ǊŜƎŀǊŘƛƴƎ ǘƘŜ άǘŜŀŎƘƛƴƎ ƻŦ ƳǳǎƛŎ 

ƛƴ ǘƘŜ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭέΦ vǳŀƭƛǘŀǘƛǾŜ ƛƴǘŜǊǾƛŜǿs allowed exploration of what teachers actually 

understood this term to mean.  

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 develop a 

ŦǳƴŘŀƳŜƴǘŀƭ ŀƴŘ ŎƻƴǎƛǎǘŜƴǘ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜ ΨǘǊǳǘƘΩ ƻŦ ǿƘŀǘ ŎƻƴǎǘƛǘǳǘŜǎ ƳǳǎƛŎ ǘŜŀŎƘƛƴƎ ƛƴ ǘƘŜ 

primary school. Indeed, Thomas (1995) warns how the endless search for consensus across 

accounts can serve to dampen and undermine the individual voices. Instead, the research 

intends to explore the ways in which teachers have constructed their own beliefs about 

music within the various contexts in which they have interacted. The project has therefore 

been designed in order to provide insight into the meanings that teachers construct and 

άƘƻǿ ǘƘŜǎŜ ŎƻƴǎǘǊǳŎǘƛƻƴǎ ƘŀǾŜ ŜǾƻƭǾŜŘ ǿƛǘƘƛƴ ǘƘŜ ƭƛŦŜ ǿƻǊƭŘǎ ƻŦ ŀ ǇŀǊǘƛŎǳƭŀǊ ŎƻƳƳǳƴƛǘȅ ƻŦ 

ƪƴƻǿŜǊǎέ (Scott, 2000, p. 5). The focus here is therefore on how this construction is made 

jointly between the individual and the social groups 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 I have questioned the notion of providing universal truths from this research, it is 

ŀƭǎƻ ƛƳǇƻǊǘŀƴǘ ǘƘŀǘ ǊŜǎŜŀǊŎƘ ƭƛƴƪǎ ǘƻ ǇǊŀŎǘƛŎŜ ŀƴŘ ŘƻŜǎ ƴƻǘ ǇǊƻǾƛŘŜ ǎƛƳǇƭȅ ŀƴ ΨŀƴȅǘƘƛƴƎ ƎƻŜǎΩ 
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philosophy in relation to the various understandings which emerge (Young, 2008). As will 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 interviews. The discussion which 

follows does not simply present these uncritically, but instead seeks to examine the ways in 

ǿƘƛŎƘ ōŜƭƛŜŦǎ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƘŀǾŜ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ǘƻ ŀŦŦŜŎǘ ǇǊŀŎǘƛǘƛƻƴŜǊǎΩ ŘŜŎƛǎƛƻƴ-

making, actions and motivation to engage with music. The point here is that certain 

ǇŜǊǎǇŜŎǘƛǾŜǎ Ŏŀƴ ǇǊƻǾŜ ŜƛǘƘŜǊ ƘŜƭǇŦǳƭ ƻǊ ŘŜǘǊƛƳŜƴǘŀƭ ǘƻ ǘŜŀŎƘŜǊǎΩ ƛƴǾƻƭǾŜƳŜƴǘ ǿƛǘƘ ǘƘŜ 

subject and by looking at how these have developed it is possible to explore whether 

change might be possible. The overall aim of the project is 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 beliefs 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 result was that a semi-structured interview schedule was developed, 

which covered the key areas identified in the quantitative data but also allowed for a high 

degree of flexibility. It was important to allow the participants to retain a degree of 

ownership over the content of the discussion, thus it was essential to permit them the space 

to draw upon those events which they perceived as being most significant (Rubin & Rubin, 

2005). The choices, selections and emphases which participants made were themselves 

important to examine, 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 I indicated that the 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 choices about those events which could themselves be analysed. 

Lƴ ǘƘƛǎ ǿŀȅΣ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎ ŀƭƭƻǿŜŘ ǊŜŎƻƭƭŜŎǘƛƻƴ ƻŦ ΨŎǊƛǘƛŎŀƭ ƛƴŎƛŘŜƴǘǎΩ ŦǊƻƳ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ 

musical histories. Although Critical Incident Technique has largely been associated with 

looking for patterns and commonalities (Kain, 2004), I 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 therefore important to retain an element of free choice. 

When looking across these stories, I 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. Were thŜ ǘŜŀŎƘŜǊǎΩ ŦƻǊƳŀǘƛǾŜ ƳǳǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴŘƛŎŀǘƛǾŜ ƻŦ ǘƘŜƛǊ 

current attitudes and, if so, were these fixed? The use of narrative proved a useful ground 

for exploring this possibility of change; 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. Literature suggests that 

negative incidents in childhood can be the catalyst for the cessation of all involvement in 

ƳǳǎƛŎ ōǳǘ ŎƻǳƭŘ ǘƘŜ ǊŜǾŜǊǎŜ ōŜ ǘǊǳŜΚ Lǎ ƛǘ ǇƻǎǎƛōƭŜ ŦƻǊ ǘƘŜǊŜ ǘƻ ōŜ ǇƻǎƛǘƛǾŜ ŎƘŀƴƎŜ ƛƴ ƻƴŜΩǎ 

perceptions of music later in life, if the appropriate circumstances allowed for this? 
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Following from the largely unstructured opening to the interview, the remainder of the 

conversation was directed towards the key areas identified in the literature review: self-

perceptions and efficacy beliefs; beliefs about the nature 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 pre-prepared questions (Rubin & Rubin, 2005), particularly 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 

participants explicitly 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 and instead the 

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 of consistency11. 

5.1.3 Potential limitations of method  

Although interviewing proved suitably compatible with the aims of the project, it is not a 

problem-free method and it is important to be aware of its limitations. It can, for instance, 

be easy to over-claim from the personal accounts this 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 can be slightly 

more problematic. Although I tried to subvert this to an extent by interviewing several 

ǘŜŀŎƘŜǊǎ ŦǊƻƳ ŜŀŎƘ ǎŎƘƻƻƭ ŀƴŘ ƎŀƛƴƛƴƎ ƛƴǎƛƎƘǘ ƛƴǘƻ ƳǳǎƛŎΩǎ ǇƭŀŎŜ ǿƛǘƘƛƴ ǘƘŜ ƛƴǎǘƛǘǳǘƛƻƴΣ ŀ 

                                                      
11

 All interview transcripts retain a record of the way in which questions were structured, although space 
prohibits the inclusion of these here.  
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more ethnographic and longitudinal approach could perhaps have enabled a greater insider 

understanding of how the ǎŎƘƻƻƭΩǎ ŀǇǇǊƻŀŎƘ ŜȄǘŜƴŘŜŘ ōŜȅƻƴŘ ǎƘŀǊŜŘ ŘƛǎŎƻǳǊǎŜǎ ǘƻ ŀŎǘǳŀƭ 

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 and contradictions 

may occur due to misconceptions, misattributions or indeed may be evidence of structures 

of which the respondents may themselves be unaware (Rubin & Rubin, 2005). It is inevitable 

ǘƘŀǘ ǘƘŜ ŦƻŎǳǎ ƻƴ ƛƴŘƛǾƛŘǳŀƭǎΩ ǇŜǊŎŜǇǘƛƻƴǎ Ŏŀƴ ōŜ ǊŜǎǘǊŀƛƴƛƴƎ ŀǎ well as illuminating, as the 

interview provides information from the perspective of the respondent. 

Equally, what occurs in the interviews is very much a time-bounded text, and a different 

interview conducted at a different time could have the potential to produce very different 

responses (Scott, 2000). It is thus important to understand that this method provides a 

ΨǎƴŀǇǎƘƻǘΩ ƻŦ ŘŀǘŀΣ ǊŀǘƘŜǊ ǘƘŀƴ ƴŜŎŜǎǎŀǊƛƭȅ ŀƴ ŜƴŘǳǊƛƴƎ ǇƛŎǘǳǊŜΦ ²Ƙƛƭǎǘ Ƴŀƴȅ ƻŦ ǘƘŜ ŜǾŜƴǘǎ 

which the teachers discussed had proved relatively resistant 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 regards Chapter 9, in which I discuss a whole 

ǎŎƘƻƻƭ ŀǇǇǊƻŀŎƘ ǘƻ ƳǳǎƛŎΦ Lƴ ǘƘƛǎΣ Ƴȅ ŦƻŎǳǎ ƛǎ ƻƴ Ƙƻǿ ǘƘŜ ǎŎƘƻƻƭΩǎ ŘŜǾŜƭƻǇƳŜƴǘǎ ƘŀǾŜ 

contributed to the state of the institution as it is now; there is thus no guarantee of the 

longevity of the strategies described and 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 through unconscious factors and inaccessible structures. In 
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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 

small-scale study such as the one I 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 to make the study 

more bounded. By focusing closely on 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 broader structures present within these. My 

ƻǿƴ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ƳƻǊŜ ΨǎǘǊǳŎǘǳǊŀƭΩ ƛǎǎǳŜǎ ǿŀǎ ǘƘŜǊŜŦƻǊŜ ŎƻƴŘǳŎǘŜŘ ŀǘ ǘƘŜ ƭŜǾŜƭ ƻŦ ǎŎƘƻƻƭǎ 

themselves, as institutions with their own specific culture. Within this, there would be 

ŎŜǊǘŀƛƴ ΨǊǳƭŜǎΩΣ ǿƘƛŎƘ ŀǊŜ ǇŀǊǘ ƻŦ ǘƘŜ ƴorms and traditions of the institution and which may 

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 the personal 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 is important to highlight here. 

By looking across the different accounts from within 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 Scott (2000) 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: 



139 
 

Each role is characterised by a set of responsibilities, an accepted way of behaving in that 

role, expected outcomes and fundamentally different amounts of power in relation to other 

people playing different roles. (Scott, 2000, p.26) 

This is important to analyse, as it positions the role which teachers play within the 

institution not as uniformly identical to one another, but rather as something which is 

ŎƻƴǎǘǊǳŎǘŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ŜȄǇŜŎǘŀǘƛƻƴǎ ǿƛǘƘƛƴ ǘƘŜ ƛƴǎǘƛǘǳǘƛƻƴΦ Lƴ ǘƘƛǎ ǿŀȅΣ ƻƴŜΩǎ ƻǿƴ ǇŜǊǎƻƴŀƭ 

understandings may evolve to become merged with the priorities and expectations of the 

ƛƴǎǘƛǘǳǘƛƻƴΦ !ƭǘŜǊƴŀǘƛǾŜƭȅΣ ǘƘŜ ƻǇǇƻǎƛǘŜ Ƴŀȅ Ŝǉǳŀƭƭȅ ƻŎŎǳǊΣ ǿƘŜǊŜ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ōŜƭƛŜŦǎ 

conflict with those prevalent within the institution. Both scenarios will be useful to explore, 

and will provide insights into the 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 strategic, although the end result was that an 

appropriate range of schools was achieved. Firstly, I 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 remaining completely anonymous which was included on the 

questionnaire 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 success, and three 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 gave me three 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 schools in 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 of school life, they would clearly be less likely to participate in 

research whose focus was music.  

Eventually, I resorted to two alternative methods to recruit schools. The first was to attend 

music coordinator meetings during which I publicised the research. This 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 juggle the competing 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 second 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 situation 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 that either 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 

I did not include my own contacts in the interviews in order to avoid any kind of explicit 

personal bias. 
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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 I was able to 

spend in each school varied, with two of the schools (C and 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 I simply entered the school, 

conducted the interviews and then left. However, I ensured that I 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 identities would 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. The following 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 character of certain 

institutions, where appropriate. 

As will become apparent, I 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 different institutions. During the discussion chapters, quotations will 

be followed by the pseudonym of the teacher and an indication of the year group taught, 

ŦƻǊ ŜȄŀƳǇƭŜΣ ά!ƳȅΣ ¦Y{нέ ǿƻǳƭŘ ǊŜŦŜǊ ǘƻ !ƳȅΣ ƛƴ ǎŎƘƻƻƭ !Σ ǿƘƻ ǘŜŀŎƘŜǎ ƛƴ ¦ǇǇŜǊ YŜȅ {ǘŀƎŜ 

2. If further ƛƴŦƻǊƳŀǘƛƻƴ ƛǎ ǊŜǉǳƛǊŜŘΣ ŦƻǊ ŜȄŀƳǇƭŜ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƭŜǾŜƭ ƻŦ ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ǘƘŜƛǊ 

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 demarcated with the 

ƭŜǘǘŜǊǎ a/Σ ŦƻǊ ŜȄŀƳǇƭŜΣ ά/ŜŎƛƭƛŀΣ [Y{нΣ a/έ ǿƻǳƭŘ ōŜ /ŜŎƛƭƛŀΣ ƻŦ ǎŎƘƻƻƭ /Σ ǿƘƻ ǘŜŀŎƘŜǊǎ ƛƴ 

lower Key Stage 2 and is the music coordinator. 

 

5.2.1 List of schools and their characteristics  

 

School A: All Saints RC Primary School 

All Saints is a one-form entry Catholic primary school situated in an area of reasonably low 

socio-economic circumstances. Free school meals data shows that 38% of pupils are eligible 

for this, twice the national average in primary schools. Music has traditionally been a 

forgotten subject in this school, with very little taking place in terms of both classroom 

lessons and extra-curricular activity. Although the head teacher wishes to change this 

situation, the music coordinator has little time or resources and 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 I was in this 

school, a visit from Ofsted was perceived as imminent, with a nearby (and comparable) 

school having recently been placed in special measures. 

Teacher Key Stage taught Subject 
coordinator / 
role 

¢ƻǘŀƭ ȅŜŀǊǎΩ 
experience 

Years in current 
school 

Abigail  Lower Key Stage 2 Science and 
Music 

5 2 

Anna Key Stage 1 History and 
Geography 

9 9 

Alison  Key Stage 1 Head of Key Stage 
1 

14 13 

Amy  Upper Key Stage 
2 

Maths 24 16 

Adele  Lower Key Stage 2 ICT 8 6 
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School B: Bramley Primary School 

Bramley Primary 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 I worked (6%). Before 2006, music had been 

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 looking to increase 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 back to the higher year groups.  

Teacher Key Stage taught Subject 
coordinator / 
role 

¢ƻǘŀƭ ȅŜŀǊǎΩ 
experience 

Years in current 
school 

Barbara  Foundation Stage Music 19 11 

Beatrice  Lower Key Stage 2 Science 16 9 

Bella  Upper Key stage 2 Advanced skills 
teacher in 
Creative Arts 

5 1 

Briony  Foundation Stage Healthy Schools 3 3 

Beverley  Upper Key Stage 
2 

N/A 4 1 

 

School C: Christ the King RC School 

Christ the King is a large, three-form 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 higher than those 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 extra-curricular instrumental tuition. 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 teaching since an INSET programme approximately ten years ago.  

Teacher Key Stage taught Subject 
coordinator / 
role 

¢ƻǘŀƭ ȅŜŀǊǎΩ 
experience 

Years in current 
school 

Christopher  Upper Key Stage 
2 

Deputy head 35 22 

Christine  Lower Key Stage 2 Science 20 20 

Claire  Lower Key Stage 2 Assessment 33 33 

Catherine  Lower Key Stage 2 Gifted and 
talented 

3 3 

Cecilia  Lower Key Stage 2 Music 4 4 

Catrina  Upper Key Stage 
2 

RE and drama / 
assistant head 

29 18 

 

School D: 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 well as highly 

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 

ŀƭǎƻ ƘƛƎƘΣ ŀǘ ƻǾŜǊ фл҈Φ ¢ƘŜ ǎŎƘƻƻƭ Ƙŀǎ ōŜŜƴ ǊŀǘŜŘ ΨhǳǘǎǘŀƴŘƛƴƎΩ ōȅ hŦǎǘŜŘ ƻƴ ǘƘŜ Ǉŀǎǘ ǘƘǊŜŜ 

visits. 

Teacher Key Stage taught Subject 
coordinator 

¢ƻǘŀƭ ȅŜŀǊǎΩ 
experience 

Years in current 
school 

Dawn  Upper Key Stage 
2 

Music 11 11 

Debbie  Foundation Stage Head of Early 
Years 

7 4 

Diana  Lower Key Stage 2 History 16 11 

Danielle  Upper Key Stage 
2 

Modern Foreign 
Languages 

2 2 

Daisy  Key Stage 1 Geography 3 2 
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School E: Emmanuel Church of England Primary School 

Emmanuel CE school is a one-form 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 2000s, a title which was 

ƻƴƭȅ ƎƛǾŜƴ ǘƻ ǘƘŜ ǘƻǇ мΣмрл ǎŎƘƻƻƭǎ ƛƴ ǘƘŜ ŎƻǳƴǘǊȅΦ Lǘ Ƙŀǎ ŀƭǎƻ ƎŀƛƴŜŘ ΨhǳǘǎǘŀƴŘƛƴƎΩ ƛƴ ƛǘǎ 

most recent Ofsted, as well as both the Silver Arts Mark award and the Platinum Sing Up 

award. 

Teacher Key Stage taught Subject 
coordinator 

¢ƻǘŀƭ ȅŜŀǊǎΩ 
experience 

Years in current 
school 

Ethan  Upper Key Stage 
2 

ICT 4 4 

Ellen  Lower Key Stage 2 Maths and Music 23 17 

Eddy  Key Stage 1 English 22 22 

Elizabeth  Upper Key Stage 
2 

RE 8 6 

Ellie  Lower Key Stage 2 Art 12 6 

 

School F: Fairfield Primary School 

Fairfield Primary School is a two-form 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 young and recently 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 drive to raise 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 
coordinator 

¢ƻǘŀƭ ȅŜŀǊǎΩ 
experience 

Years in current 
school 

Faye  Key Stage 1 ICT 4 4 

Fiona Lower Key Stage 2 N/A  1  1 

Frederick  Key Stage 1 Advanced Skills 
Teacher for 
English and 
drama 

5 5 

Fleur  Upper Key Stage 2 Music 2 2 

 

School G: Greengate Primary School 

Greengate is a one-form entry school located in an inner-city 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 been significant 

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 expressing reluctance at the 

amount of time it was taking to become familiar with the programs. 

Teacher Key Stage taught Subject 
coordinator 

¢ƻǘŀƭ ȅŜŀǊǎΩ 
experience 

Years in current 
school 

Gabrielle  Lower Key Stage 2 Literacy 15 15 

Gemma  Key Stage 1 History 3 3 

Gareth  Upper Key Stage 
2 

Science 9 6 

Geoff  Upper Key Stage 
2 

Deputy Head 22 7 

Georgia  Lower Key Stage 2 Modern foreign 
languages 

5 3 

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 I will demonstrate the complexities of some of 
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these factors. Although 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 areas comprised elements of both. In order 

to fully explore the two dimensions, it was therefore 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 into a dynamic and interactive process (see Figure 6.2). In 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 Chapter 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 transcript and in this initial stage, to include all 

ŎƻŘŜǎ ǿƛǘƘƻǳǘ ŜŘƛǘƛƴƎ ƻǊ ǊŜŦƛƴƛƴƎΦ IƻǿŜǾŜǊΣ ƛǘ ǎƘƻǳƭŘ ōŜ ƴƻǘŜŘ ǘƘŀǘ ǘƘŜ ǘŜǊƳ ΨhǇŜƴΩ ƛǎ ǳǎŜŘ 

with certain provisos and does not refer to a fully grounded approach. As the previous 

chapters of this thesis have shown, my 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 project. The aim was thus to remain faithful to the content of the 

data, whilst being guided by both the research questions and the preliminary findings. The 

quantitative phase had already suggested potential avenues of enquiry and from the start 

the coding was necessarily 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: memories 

of past experiences with music; judgements and comments regarding the current school; 

ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƧǳŘƎŜƳŜƴǘǎ ŀōƻǳǘ ǘƘŜƳǎŜƭǾŜǎ ŀƴŘ ǘƘŜƛǊ ŀōƛƭƛǘƛŜǎΤ ŀƴŘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ 

understandings about music and music teaching. There was also a distinction between 

ŎƻŘŜǎ ǿƘƛŎƘ ǿŜǊŜ ƳƻǊŜ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ΨŦŀŎǘǳŀƭΩ ƛƴŦƻǊmation, for example the actual 

ŜȄǇŜǊƛŜƴŎŜǎΣ ŀƴŘ ǘƘŜ ƳƻǊŜ ΨƛƴǘŜǊǇǊŜǘƛǾŜΩ ǇŜǊǎƻƴŀƭ ǇŜǊǎǇŜŎǘƛǾŜǎΦ Lǘ ǿŀǎ ǘƘŜǊŜŦƻǊŜ ǇƻǎǎƛōƭŜ ǘƻ 

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 the codes 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 was necessary, for example, some needed 

breaking down into more specific strands whilst others required revising and rewording. A 

full list of the codes and their revisions can be found in Appendix B but an example will now 

be presented in order to demonstrate the 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 

ŎƻƴŎŜǇǘǎΦ Lǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘƛǎ ǿƛǘƘ ǘƘŜ ƻǊƛƎƛƴŀƭ ŎƻŘŜ ƻŦ Ψ!ƴȄƛŜǘƛŜǎΩΣ ǿƘƛŎƘ 

occurred in 23 of the interviews. Anxiety can certainly be an important factor when 
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ŎƻƴǎƛŘŜǊƛƴƎ ǘŜŀŎƘŜǊǎΩ ŀǘǘƛǘǳŘŜǎ ǘƻǿŀǊŘǎ ƳǳǎƛŎ ǘŜŀŎƘƛƴƎ ōǳǘ ǘƘƛǎ ƻǊƛƎƛƴŀƭ ŎƻŘŜ ŘƛŘ ƭƛǘǘƭŜ ǘƻ 

ŜȄǇƭŀƛƴ ǘƘŜ ŎŀǳǎŜǎ ƻŦ ǘƘŜ ŀƴȄƛŜǘȅ ƻǊ Ƙƻǿ ƛǘ ǿƻǳƭŘ ŀŦŦŜŎǘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ŀŎǘƛƻƴǎ ŀƴd attitudes. 

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 specific sub-codes.  

In order to decide how the code could be divided, I examined the iƴǎǘŀƴŎŜǎ ƻŦ Ψ!ƴȄƛŜǘƛŜǎΩ 

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 sub-divisions, along with some example quotations to illustrate are given below: 

Code Name Illustrative example 

Anxieties with music in 
general 

ά²ƘŜƴ L ǘƘƛƴƪ ŀōƻǳǘ ƳǳǎƛŎ ς L Ƨǳǎǘ ƎŜǘ ǿƻǊǊƛŜŘ ŀōƻǳǘ ƛǘ ŀƭƭΣ L Ƨǳǎǘ ŦŜŜƭ ƛǘΩǎ 
ōŜȅƻƴŘ ƳŜΦέ 

Anxieties with lesson 
knowledge 

άLǘ Ŏŀƴ ōŜ ƘŀǊŘ ŦƻǊ ǘƘŜ ǘŜŀŎƘŜǊΣ L ƳŜŀƴ ƛŦ ǘƘŜ ŎƘƛƭŘǊŜƴ ǿŀƴǘ ǘƻ ƪƴƻǿ ǿƘŀǘΩǎ 
a ς ŜǊƳ ǿƘŀǘΩǎ ŀ ǎŜƳƛǉǳŀǾŜǊ ƻǊ ǎƻƳŜǘƘƛƴƎ ȅƻǳ ŎŀƴΩǘ Ƨǳǎǘ Ǝƻ ΨƻƘ L ŘƻƴΩǘ 
ŀŎǘǳŀƭƭȅ ƪƴƻǿΣ ƘŀƴƎ ƻƴ ŀ ƳƛƴǳǘŜΣ LΩƭƭ Ƨǳǎǘ Ǝƻ ŀƴŘ ƭƻƻƪ ƛǘ ǳǇΩΣ ōŜŎŀǳǎŜ ȅƻǳ 
ŎŀƴΩǘ Řƻ ǘƘŀǘΣ ȅƻǳ Ƨǳǎǘ ƴŜŜŘ ǘƻ ƪƴƻǿ ƛǘ ŀƴŘ ǘƘŀǘΩǎ ǿƘȅ L ŦƛƴŘ ƛt so hard - I 
ǘƘƛƴƪ ǎƻƳŜǘƛƳŜǎ ƛǘΩǎ ǘƘŀǘ ŦŜŀǊ ƻŦ ƴƻǘ ƪƴƻǿƛƴƎΦέ 

Anxieties with 
performing 

άL Řƻ ǎǘƛƭƭ ƎŜǘ ƴŜǊǾƻǳǎ ǿƘŜƴ L ƘŀǾŜ ǘƻ ǇŜǊŦƻǊƳΣ LΩƳ ƻƪ ƛƴ ǘƘŜ ŎƭŀǎǎǊƻƻƳ ōǳǘ 
ƛŦ L ƘŀǾŜ ǘƻ Ǉƭŀȅ ƛƴ ŦǊƻƴǘ ƻŦ ŜǾŜǊȅƻƴŜΣ ŜǊƳ ŜǎǇŜŎƛŀƭƭȅ ƛŦ ƛǘΩǎ ŀƴ ƛƳǇƻǊǘŀƴǘ 
occasion or something, then I still get very, very nervous and I have to 
ǎǇŜƴŘ ǎƻ ƳǳŎƘ ǘƛƳŜ ǇǊŀŎǘƛǎƛƴƎΦέ  

Anxieties with teaching 
skills 

ά²ŜΩǊŜ ƘŀǾƛƴƎ ǘƘƛǎ ōƛƎ ǇǳǎƘ ƻƴ ŀǎǎŜǎǎƳŜƴǘ ŀǘ ǘƘŜ ƳƛƴǳǘŜ ŀƴŘ ǿŜ ƘŀŘ ǘƻ 
ǘǊȅ ŀƴŘ Řƻ ƛǘ ǿƛǘƘ ƳǳǎƛŎ ōǳǘ L Ƨǳǎǘ ŘƛŘƴΩǘ ƘŀǾŜ ŀ ŎƭǳŜΦΦΦ ƛǘ ǊŜally worried me, 
and I did find that very difficult... how do you judge things like pitch and 
ǊƘȅǘƘƳ ǿƘŜƴ ǿŜΩǊŜ Ƴŀƛƴƭȅ Ƨǳǎǘ ǎƛƴƎƛƴƎ ŀŎǘƛƻƴ ǎƻƴƎǎ ŀƴŘ ǎƛƭƭȅ ǎƻƴƎǎΦΦΦ L 
ŘƻƴΩǘ ƪƴƻǿΦέ 

Early anxieties άL ǊŜƳŜƳōŜǊΣ ǿŜ ƘŀŘ ǘƻ Řƻ !ƴƴƛŜΩǎ {ƻƴƎ ƻƴ ǘƘŜ ȄȅƭƻǇƘƻƴŜ ŦƻǊ a Christmas 
concert and she chose me to play the lead part and I literally was 
ǇƘȅǎƛŎŀƭƭȅ ǎƛŎƪ ŀƴŘ L ŎƻǳƭŘƴΩǘ Ǝƻ ƛƴǘƻ ǎŎƘƻƻƭ ƻƴ ǘƘŜ Řŀȅ ƻŦ ǘƘŜ ŎƻƴŎŜǊǘ 
ōŜŎŀǳǎŜ L ǿŀǎ ǎƻ ǎŎŀǊŜŘ ƻŦ ƎŜǘǘƛƴƎ ƛǘ ǿǊƻƴƎΦέ 

Teacher training 
anxieties 

άLǘ ǿŀǎ Ƴȅ ǎŜŎƻƴŘ ǇƭŀŎŜƳŜƴǘΣ L had to teach music on my own [...] and the 
lunchtime before I had to teach music I was in absolute tears, no other 
lesson made me cry before I had to teach it but the music lesson made me 
ŎǊȅΦέ 

Anxieties about social 
judgements 

άL Řƻ ŘƛǎǘƛƴŎǘƭȅ ǊŜƳŜƳōŜǊ ǘhat I was supposed to be teaching music on one 
of the days when my tutor was coming in, and I really, really ŘƛŘƴΩǘ ǿŀƴǘ 
him to watch me teach music... erm and I got really worried and I think ς 
ƛƴ ǘƘŜ ŜƴŘ ǿŜ ƳƻǾŜŘ ƳǳǎƛŎ ǘƻ ŀƴƻǘƘŜǊ Řŀȅ ǎƻ L ǿƻǳƭŘƴΩǘ ƘŀǾŜ ǘƻ Řƻ ƛǘ ŦƻǊ 
ŀƴ ƻōǎŜǊǾŀǘƛƻƴΦέ 

Table 5.1 Splitting codes 
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Clearly the teachers in the above examples all experienced anxiety, some of which actually 

manifested itself in physical elements. However, by distinguishing between the causes, the 

revised codes could show the specific elements of music that were causing these teachers 

anxiety. This is helpful for exploring the potential ways in which music might cause problems 

for primary school teachers and thus allow speculation as to how these problems might be 

subverted. Additionally, by interrogating the data further it became possible to identify 

some broader themes, for instance, a perceived lack of personal knowledge, 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 next step was to start to connect these together into 

families, considering some of the broader themes which would incorporate several codes 

under one over-arching umbrella term. Due to the extremely high number of codes at this 

stage ς 230 following the revisions ς 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.  

Lƴ ǘƻǘŀƭΣ оу ŎƻŘŜ ΨŦŀƳƛƭƛŜǎΩ ǿŜǊŜ ǇǊƻŘǳŎŜŘΣ ŜŀŎƘ ƻŦ ǿƘƛŎƘ ōǊƻǳƎƘǘ ǘƻƎŜǘƘŜǊ ōŜǘween 2 and 

13 different codes into a slightly broader theme. These can be found in Appendix B, where 

there is a detailed list of the code families, and the codes which comprise them. Reducing 

the high number of codes from 230 into the 38 ΨfamiliesΩ was an important 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 development 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 forward from the model in Figure 5.1, the development of an in-depth 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ōŜƎŀƴ ǿƛǘƘ ǘƘŜ ŦƻǊƳŀǘƛƻƴ ƻŦ ŜƛƎƘǘ ƘƛƎƘŜǊ ƭŜǾŜƭ ŎƻŘŜǎΣ 

or categoriesΤ ǘƘŜǎŜ ŦƻǊƳ ǘƘŜ ƪŜȅ ŎƻƳǇƻƴŜƴǘǎ ƻŦ ǘŜŀŎƘŜǊǎΩ motivation and will prove 

essential to display before engaging within any kind of in-depth discussion. In order to fit 

the data accurately, these eight factors needed to account for the majority of the content of 

the interview transcripts, and were thus tested 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 will become 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 socio-contextual issues. Recognition of this was important for exploring 

the divide and interactions between the two dimensions, although as noted above, such 

divisions were not as simple as first appeared and each factor in itself contained elements 

from both.  
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1. Personally Held theories 

The first, and most prevalent, category refers to the outward 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 primary school. This was crucial to 

consider because it provided an important 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 clearly necessary to know what they understand by the term, and the 

interviews allowed access to this. 
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2. Self Theories 

The second category, which was perhaps the most prominent within the literature review, 

focuses on the theories which 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 clearly links 

to the self-efficacy judgements which people make in relation to themselves and particular 

tasks, as well as the more general self-concept beliefs which people hold. Parallel to the 

previous category, self theories could be seen as relating to three key aspects: the self in 

relation to music generally, the self in relation to teaching generally and the self in relation 

to the teaching of music. 
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3. Dispositional factors 

¢ƘŜ ǘƘƛǊŘ ŀǊŜŀ ŦƻŎǳǎŜǎ ǳǇƻƴ άŘƛǎǇƻǎƛǘƛƻƴŀƭ ŦŀŎǘƻǊǎέΣ ŀ ƭŀōŜƭ ǿƘƛŎƘ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ǊŜƭŀǘƛǾŜƭȅ 

ΨŦƛȄŜŘΩ ŀǎǇŜŎǘǎ ƻŦ ƛƴŘƛǾƛŘǳŀƭǎΩ ǇŜǊǎƻƴŀƭƛǘȅ ǘǊŀƛǘǎΦ /ŀǊǊ ŀƴŘ /ƭŀȄǘƻƴ (2002) discuss dispositions 

as being separate from self-ƧǳŘƎŜƳŜƴǘǎ ǊŜƎŀǊŘƛƴƎ ƻƴŜΩǎ ƻǿƴ ŎŀǇŀōƛƭƛǘƛŜǎΣ ŘŜŦƛƴƛƴƎ ǘƘŜƳ ŀǎ 

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 dispositional factors 

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, rather than 

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 prevalent than the previous two, 

although it is still important to acknowledge within the current understandings related to 

ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΤ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ƛƴŘƛǾƛŘǳŀƭǎ ǿƛƭƭ Ƙŀōƛǘǳŀƭƭȅ ŀǇǇǊƻŀŎƘ ǎƛǘǳŀǘƛƻƴǎ ƛǎ 

inevitably interlinked with their previous experiences, thus this factor can bring together 

both the actions taken and the underlying reasons for these. 
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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 information 

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 

ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǇŜǊǎǇŜŎǘƛǾŜǎ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƳǳǎƛŎΦ /ƭŜŀǊƭȅ ƛǘ ƛǎ ƭƛƪŜƭȅ ǘƘŀǘ ƻƴŜΩǎ ŎǳǊǊŜƴǘ 

views and self-perceptions 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 of musical skills as dependent on 

opportunity or innate ability (see discussion in Chapter 6). 
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5. Contextual Factors 

The contextual elements would inevitably prove vital to develop and included a wide range 

of aspects related 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 the first category of 

personally held tƘŜƻǊƛŜǎΣ ǘƘǳǎ ŘŜƳƻƴǎǘǊŀǘƛƴƎ ǘƘŜƛǊ ǇǊƻƳƛƴŜƴŎŜ ǿƛǘƘƛƴ ǘƘŜ ǘŜŀŎƘŜǊǎΩ 

thinking.  
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6. Social Factors 

 

Following on from the previous theme, this category refers to the inter-personal aspects 

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. In addition, there are the 

traditional socio-psychological concepts such as desire to fit in with specific groups and 

conform to social norms. 
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7. Socio-contextual factors 

After finding it difficult to place certain aspects into either purely contextual or social 

categories, it was decided that a further category should be created. This could include 

aspects situated in the school context, but which were themselves inherently social, 

labelling this as Socio-Contextual factors. Although the boundaries between these three 

categories were inevitably blurred, this joint theme proved useful for categorising those 

codes which could neither be designated wholly social nor wholly contextual.   

 

 

 

  

 

6. Social Factors 
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8. Actual opportunities and involvement (present) 

The final category here mirrors Factor 4, in that it refers to the actual opportunities which 

are afforded to teachers, but this time those which are situated in their current school. 

!Ǝŀƛƴ ǘƘƛǎ ǘƘŜǊŜŦƻǊŜ ǊŜŦŜǊǎ ǘƻ ƳƻǊŜ ΨŦŀŎǘǳŀƭΩ ŀǎǇŜŎǘǎΣ ǎǳŎƘ ŀǎ ǘƘŜ ŀƳƻǳƴǘ ƻŦ /t5 ŀƴŘ ǘǊŀƛƴƛƴƎ 

which is provided by the school. The distinction between the two, although it might appear 

minor, is important for the analysis. As I want to explore the impact of the current school 

context, it is important that the opportunities which this affords can be separated from 

ƻƴŜΩǎ ǇǊŜǾƛƻǳǎ ŜȄǇŜǊƛŜƴŎŜǎΣ ǿƘƛŎƘ ƘŀǾŜ ōŜŜƴ ƛƴǘŜǊƴŀƭƛǎŜŘ ŀƴŘ ƛƴǘŜǊǇǊŜǘŜŘΦ  
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The eight factors identified above, and their component elements, provide the key findings 

ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ǘƻ ŜƴƎŀƎŜ ǿƛǘƘ ƳǳǎƛŎΦ ¢ƘŜǎŜ ƘŀǾŜ 

emerged directly from the data and the ways in which they interact with each other will be 

discussed in the forthcoming chapters. These eight 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 which follow comprise the findings and discussion drawn from the 

qualitative analysis; this short, bridging section provides an overview of these.  The 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 project has thus involved 

the investigation of an interwoven system full of interacting and competing factors. During 

analysis, it quickly became apparent that attempting to separate out the single specific 

elements would itself prove difficult, as each one comprised part of an interactive and inter-

dependent system. Indeed, although eight key areas were identified through the analysis, 

even the seemingly clear divides between personal and social factors needed to be 

questioned.  

With such an extensive amount of data and reasonably open research questions, many 

difficult decisions needed to be taken over what to include in the discussion; it has therefore 

been impossible to focus on every theme which emerged and certain elements have been 

allocated more attention than others. Through extensive, iterative engagement with the 

data, I developed a structure for the following chapters, starting with the theories which 

individuals hold about themselves and music, moving through their understandings of music 

teaching, the value judgements related to this, and finally concluding with a discussion of 

the potential impact of schools upon teacher engagement. This is based partially upon the 

layered approach to social research which was put forward in the literature review and is 

summarised in Figure 6.1 below. 

The structure of the discussion can be described as moving from the internally focused 

judgements which individuals construct about themselves, through the outward-looking 

theories related to music and concluding with an exploration of the socio-contextual impact.  

5ŜǎǇƛǘŜ ǘƘŜ ŘƛǎǘƛƴŎǘƛƻƴǎ ƳŀŘŜ ōŜǘǿŜŜƴ ǘƘŜǎŜ ŘƛŦŦŜǊŜƴǘ ΨƭŜǾŜƭǎΩΣ ƘƻǿŜǾŜǊΣ ŜŀŎƘ ŎƻƳǇǊƛǎŜǎ 

part of a full, complex motivational system and inevitably there will be links and interactions 

between them.  
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Figure 6.1: A multi-layered approach to the discussion chapters 

 

Although this layered structure continues to suggest a split between personal and social 

factors, each of the areas to be discussed is in fact constructed through elements of both. 

This is important to note, as through the process of writing, I soon came to realise that it 

was almost impossible to discuss one angle without at least some reference to the others; it 

was impossible, for instance, to fully extract the themes relating to how teachers 
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understood music education (1) without acknowledging the impact of self theories (2)Σ ƻƴŜΩǎ 

previous experiences (4) and the socio-contextual factors present in the school (5, 6, 7) in 

the construction of these. It is therefore important to note that the divides between the 

chapters do not designate discrete, separate areas of discussion and there is a degree of 

overlap between them. Indeed, this blurring of individual and social was evident throughout 

all factors, meaning that a divide between factors 1-4 (largely personal) and 5-8 (largely 

reliant on context) therefore was not quite so straightforward as might potentially have 

been conceived.  

Interactions between personal-historical and socio-contextual processes were thus actually 

occurring within all the 8 different factors, rather than between two discrete sets, although 

the locus of control did shift depending on how these aspects were constructed.  When 

looking at the impact of contextual structures in the school, for example, it would be 

impossible to negate the ways in which these would be interpreted by individuals, despite 

them originating within the setting. Equally, the ostensibly ΨǇŜǊǎƻƴŀƭΩ ǘƘŜƻǊƛŜǎ were at least 

partially constructed through social processes and influenced by the cultural context.  

It is thus helpful to combine the eight different factors identified in the previous chapter 

into one, all-ŜƴŎƻƳǇŀǎǎƛƴƎ ƳƻŘŜƭ ǘƘŀǘ ŎƻǳƭŘ ǘƘŜƴ ōŜ ŘǊŀǿƴ ǳǇƻƴ ǘƻ ŜȄǇƭƻǊŜ ǘŜŀŎƘŜǊǎΩ 

motivation for music in the primary school. This is presented below in Figure 6.2.  
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Figure 6.2Υ !ƴ ƛƴǘŜƎǊŀǘŜŘ ƳƻŘŜƭ ƻŦ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŦƻǊ ƳǳǎƛŎ 

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 judgements and 
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assertions on a combination of personal and social elements, and how these judgements 

can impact upon practice. Chapters 6-8 will deal with the central sections of this model, 

ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǎŜƭŦ-perceptions and judgements in relation to: music in 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 

ƻŎŎǳǊǊŜŘ ǿƛǘƘƛƴ ƻƴŜ ǎǇŜŎƛŦƛŎ ǎŎƘƻƻƭ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ǘŜŀŎƘŜǊǎΩ Ƴƻtivation for music.  The 

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 foundations for 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 model of motivation 

presented in Figure 6.2 and the development of contributory factors in Chapter 5, I have 

extracted elements of 1 and 2 to explore, namely the individualsΩ personally-held theories 

related to music generally (1) and the self-theories and self-perceptions that that are held in 

relation to this (2). I will also draw upon the ways in which these are constructed through 

reference to past experiences (4), from the base of the diagram.  

From the interviews, it appears that almost all the teachers made explicit judgements 

concerning their own musical ability early on in their lives, many of which remained fixed 

from thereon in. These early experiences and self-classifications have had the power to 

affect their involvement and decisions to engage with music long before their teaching 

careers had begun and are thus important to consider first. These beliefs and 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 musical-unmusical 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 of musical ability as a discrete either-or dichotomy, have long 
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been criticised in music education literature (Austin et al., 2006; Burnard, 2003). Welch and 

McPherson (2012, p.11) recently referred to this tendency to view people as musical or 

ǳƴƳǳǎƛŎŀƭ ŀǎ άŀƴ ŜǊǊƻƴŜƻǳǎ ōƛǇƻƭŀǊ ŎƻƴŎŜǇǘƛƻƴέ ǿhich pervades daily life; they lamented 

the fact that despite numerous attempts to counter this view, it still remains entrenched in 

western society.  

The data collected in the current research certainly confirmed this, as a belief  in the nature 

of the divide underpins many of the accounts. This can be clearly linked to the ways in which 

teachers choose whether or not to engage with music in schools, as one teacher 

commented: 

¢ƘŀǘΩǎ ǘƘŜ ǇǊƻōƭŜƳ ǿƛǘƘ ƳǳǎƛŎΣ Ƴƻǎǘ ǇŜƻǇƭŜ Ƨǳǎǘ ŀǊŜƴΩǘ ƳǳǎƛŎal so what can you do? They 

ŎŀƴΩǘ ōŜ ŜȄǇŜŎǘŜŘ ǘƻ ǘŜŀŎƘ ƛǘΦ (Abigail, LKS2, MC) 

This dichotomyΣ ōŜǘǿŜŜƴ ǘƘƻǎŜ ŘŜŜƳŜŘ ΨƳǳǎƛŎŀƭΩΣ ƛƴ ŎƻƳǇŀǊƛǎƻƴ ǿƛǘƘ ǘƘŜ Ǿŀǎǘ ΨǳƴƳǳǎƛŎŀƭΩ 

majority, was explicitly cited by many teachers as a way of explaining how they constructed 

understandings of both themselves and others in relation to music. In the account quoted 

above, Abigail ŎƛǘŜǎ ǘƘƛǎ ΨŦŀŎǘΩ ǘƻ ǎǳǇǇƻǊǘ ƘŜǊ ŎƭŀƛƳ ǘƘŀǘ ƛǘ ƛǎ ŀƭƳƻǎǘ ƛƳǇƻǎǎƛōƭŜ to encourage 

other teachers to engage with music because the majority arŜ ǎƛƳǇƭȅ ƴƻǘ ΨƳǳǎƛŎŀƭΩΦ 

However, it is important to understand the ways in which such terms themselves were 

actually understood by the individual teachers in order to fully unpick their beliefs about 

musical ability; what does it mean to be considered musical or unmusical and how might 

this affect their motivation in relation to teaching?  

In a finding which replicates much previous research, the teachers in my sample generally 

ŀǎǎƻŎƛŀǘŜŘ ōŜƛƴƎ ΨƳǳǎƛŎŀƭΩ ǿƛǘƘ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ǇŜǊŦƻǊƳ όIŀƭƭŀƳΣ нлмлύΦ !ƭǘƘƻǳƎƘ there is 

insufficient space to discuss this in great detail, particularly as it largely mirrors 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 many to be finite skills about which 

categorical judgements could be madeΣ ƛΦŜΦ ΨL Ŏŀƴ ǎƛƴƎΩ ƻǊ ΨL Ŏŀƴƴƻǘ ǎƛƴƎΩ.  

For those teachers who believed they were entirely unable to perform, either 

instrumentally or vocally, there was a tendency to automatically classify oneself as 

ΨǳƴƳǳǎƛŎŀƭΩ ǿƛǘƘ ŀ ƘƛƎƘ ŘŜƎǊŜŜ ƻŦ ŦƛƴŀƭƛǘȅΣ ŜǾŜƴ ƛƴ ŎŀǎŜǎ ǿƘŜǊŜ the individual did express 

interest in other areas of music. Catherine, for example, discusses how she frequently 

attends concerts and writes a regular music-related blog, but dismisses these as irrelevant in 

relation to teaching music. Her perceived lack of performing skills mean she constructs 

herself as unmusical and goes on to explain that this had led to a complete lack of 

engagement with music in her teaching. Her idea of being musical thus hinges on what she 

perceives as inaccessible performing skills, but, perhaps more importantly, her self-efficacy 

judgements regarding the teaching of music are also dependent on this. Her understanding 

of musicality and her self-judgement in relation to this are thus crucial factors in her 

motivation.  

!ƭǘƘƻǳƎƘ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ǇŜǊŦƻǊƳŀƴŎŜ ǿŀǎ Ƴƻǎǘ ŎƻƳƳƻƴƭȅ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ōŜƛƴƎ ΨƳǳǎƛŎŀƭΩ, it 

ǿŀǎ ǇƻǎǎƛōƭŜ ǘƻ ƛŘŜƴǘƛŦȅ ŀ ǎŜŎƻƴŘ ŘƛƳŜƴǎƛƻƴ ǘƻ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻf the term. 

This related to being in possession of a set of specialist skills, including elements such as: 

¶ Aural skills 

¶ Notation 

¶ Knowledge of concepts such as pitch or rhythm 

¶ An ability to listen to music and understand it more fully 
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As with performance, these skills were often constructed as excessively difficult and only 

accessible to a select few, again leading many teachers to develop a clear judgement of 

ǘƘŜƳǎŜƭǾŜǎ ŀǎ ōŜƛƴƎ ΨǳƴƳǳǎƛŎŀƭΩΦ .ƻǘƘ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ǇŜǊŦƻǊƳ ŀƴŘ ǘƘŜ ƛŘŜŀ ƻŦ ŀ ǎǇŜŎƛŀƭƛǎǘ ǎƪƛƭƭ-

set were positioned as rare and unusual, which would be situated beyond the norm of the 

ǳƴƳǳǎƛŎŀƭ ƳŀƧƻǊƛǘȅΦ .ŜƛƴƎ ΨƳǳǎƛŎŀƭΩ ǿŀǎ ǘƘǳǎ ŎƻƴǎǘǊǳŎǘŜŘ ŀǎ ǎƻƳŜǘƘƛƴƎ ǿƘƛŎƘ ǎƘƻǳƭŘ ƴƻǘ ōŜ 

ŜȄǇŜŎǘŜŘ ƻŦ ΨǘȅǇƛŎŀƭΩ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭ ǘŜŀŎƘŜǊǎΦ  

In terms of moving forward and enhancing motivation, it is important 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 a case in point, where her enthusiasm for music outside of school contrasted 

with her reluctance to engage with the subject in school; this mirrors previous findings 

regarding the divide between engagement with music in and out of school (Lamont, 

Hargreaves, Marshall & Tarrant, 2003). In the current case, the skills she believed were 

needed to teach music did not fit with what she felt she could offer in the subject, thus a 

categorical judgement was made that excluded her from participation almost entirely. This 

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 

excludes individual teachers and pupils who may have interest and expertise in music but 

which does not necessarily ǊŜŦƭŜŎǘ ǘƘŜ ǘȅǇƛŎŀƭ ƛƳŀƎŜ ƻŦ ΨǎŎƘƻƻƭ ƳǳǎƛŎΩ ό{ǇǊǳŎŜΣ нлмнύ. 

/ŀǘƘŜǊƛƴŜΩǎ ŀŎŎƻǳƴǘ certainly seems to confirm this as a potential barrier, again suggesting 

that maintaining such a narrow vision of musicality could be potentially damaging to 

ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ. 
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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 participants believing there 

was little possibility of moving between either category once this judgement had been 

ŜǎǘŀōƭƛǎƘŜŘΦ !ǎ ǿŀǎ ŦǊŜǉǳŜƴǘƭȅ ŎƻƳƳŜƴǘŜŘΣ ά¸ƻǳΩǊŜ ŜƛǘƘŜǊ ƳǳǎƛŎŀƭ ƻǊ ȅƻǳΩǊŜ ƴƻǘΣέ όDŜƻŦŦΣ 

UKS2). 

Across the interviews there were numerous references madŜ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƻǿƴ 

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 that one would be either musical or unmusical, with 

little room for more sophisticated judgments; the simplistic nature of this divide was 

important to note. 

IǘΩǎ ƻƴŜ ƻŦ ǘƘƻǎŜ ǘƘƛƴƎǎ ǊŜŀƭƭȅΣ L ŘƻƴΩǘ ǘƘƛƴƪ LΩǾŜ ŜǾŜǊ been that musical at all. (Alison, KS1) 

LΩǾŜ ƴŜǾŜǊ ǊŜŀƭƭȅ ōŜŜƴ ƛƴǾƻƭǾŜŘ ƛƴ ƳǳǎƛŎ ǘƘŀǘ ƳǳŎƘΣ ƛǘΩǎ ƴƻǘ ƳŜΣ LΩƳ ƴƻǘ a musical person 

unfortunately. (Beverley, UKS2) 

L ƪƴƻǿ ǎƻƳŜ ǇŜƻǇƭŜ ŀǊŜ ǊŜŀƭƭȅ ƳǳǎƛŎŀƭΣ ǘƘŜȅΩǾŜ Ǝƻǘ ǘƘŀǘ ǎƪƛƭƭ ŀƴŘ ƛǘΩǎ ŀƳŀȊƛƴƎΣ ōǳǘ ƛǘΩǎ 

ǎƻƳŜǘƘƛƴƎ LΩǾŜ ƴŜǾŜǊ ƘŀŘΦ (Claire, LKS2)  

These extracts demonstrate the ways in which these teachers classified themselves as not 

musical, and were replicated in many of the other accounts. Such judgements often 

ǊŜǇǊŜǎŜƴǘ ōŜƭƛŜŦǎ ǿƘƛŎƘ ƘŀǾŜ ƭŀǎǘŜŘ Ƴŀƴȅ ȅŜŀǊǎ όǘƘǊƻǳƎƘ ǊŜŦŜǊŜƴŎŜ ǘƻ άƴŜǾŜǊέ ƘŀǾƛƴƎ ōŜŜƴ 

musical) and which ŎƻƳǇǊƛǎŜ ŀ Ŧǳƭƭ ŀƴŘ ŎƻƳǇƭŜǘŜ ƧǳŘƎŜƳŜƴǘ όάƴƻǘ ƳǳǎƛŎŀƭ at allέύΦ ¢ƘŜ ǘƘƛǊŘ 
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extract from Claire is explicit in its comparison between musical and unmusical, expressing 

the view that having musical skƛƭƭǎ ƛǎ ǎƻƳŜǘƘƛƴƎ άŀƳŀȊƛƴƎέΣ ōŜŦƻǊŜ positioning herself firmly 

on the opposite side of the divide. 

¢ƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ǘƘŜǎŜ ǘŜŀŎƘŜǊǎ ǊŜŦŜǊǊŜŘ ǘƻ ǘƘŜƳǎŜƭǾŜǎΣ ŀƴŘ ƻǘƘŜǊ ΨƳǳǎƛŎŀƭΩ ǇŜƻǇƭŜΣ 

therefore reflected a judgement which was both engrained and automatic. Interestingly, a 

similar entity belief was also expressed by those on the positive side of the divide, who did 

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 she considered the provision of training insufficient for the majority of people, who 

άǿŜǊŜƴΩǘ ƳǳǎƛŎŀƭέ ŀƴŘ άǿƻǳƭŘƴΩǘ ōŜ ŀōƭŜ ǘƻ ǘŜŀŎƘ ƛǘ ŀǘ ŀƭƭέΣ ōǳǘ Ƙƻǿ ǎƘŜ ǿŀǎ ŘƛŦŦŜǊŜƴǘ 

ōŜŎŀǳǎŜΣ άLΩƳ ŀ ǘŜŀŎƘŜǊ ōǳǘ ǊŜŀƭƭȅ LΩƳ ŀ ƳǳǎƛŎƛŀƴ ǎƻ ƻōǾƛƻǳǎƭȅ LΩƳ ƻƪέΦ As with Catherine 

above, the assumption is that if one is musical, according to the performance definition, 

then one can automatically teach music effectively; this represents a questionable belief to 

which I will return later in this chapter. 

Whilst Fiona has had many musical 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 unmusical. Categorical judgements were thus 

made by those from both sides of the divide, meaning that having a teacher who considered 

themselves musical did not mean that the dichotomy could be broken down. The definition 

of being musical ŀǎ ŀ ǊŀǊƛǘȅ ǘƘŜǊŜŦƻǊŜ ǇŜǊǎƛǎǘŜŘΣ ǊŜƎŀǊŘƭŜǎǎ ƻŦ ƻƴŜΩǎ ǇŜǊǎƻƴŀƭ ǎŜƭŦ-concept 

beliefs. 

A further understanding which the teachers expressed was the idea that musical ability was 

fixedΣ ƳŜŀƴƛƴƎ ƻƴŎŜ ƻƴŜΩǎ ŎŀǘŜƎƻǊȅ ƘŀŘ ōŜŜƴ ŜǎǘŀōƭƛǎƘŜŘ ǘƘŜǊŜ ǿŀǎ ƭƛǘǘƭŜ ǘƘŀǘ ŎƻǳƭŘ ōŜ ŘƻƴŜ 
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ǘƻ ŎƘŀƴƎŜ ǘƘƛǎΦ Lƴ ŀ ǎƛƳƛƭŀǊ ǿŀȅ ǘƻ 5ǿŜŎƪΩǎ όмффуύ ŎƻƴŎƭǳǎƛƻƴǎ ŀōƻǳǘ ƛƴǘŜƭƭƛƎence (see 

/ƘŀǇǘŜǊ нύΣ ǘƘŜ ōŜƭƛŜŦ ǘƘŀǘ ƻƴŜΩǎ ŀōƛƭƛǘȅ ƛǎ ŦƛȄŜŘ ƭŜŘ ǘƻ ǎƻƳŜ ƻŦ ǘƘŜǎŜ ǇǊŀŎǘƛǘƛƻƴŜǊǎ ǘƻ ŎƻƴǎǘǊǳŜ 

themǎŜƭǾŜǎ ŀǎ άǳƴƳǳǎƛŎŀƭέ ŀƴŘ ŀǎǎǳƳŜ that once their categorisation was established, this 

would remain the same henceforth.  

Bella provides an interesting 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 

conclusion that she was unable to go any further. 

I think the problem was, I started going to a music group on a Saturday morning and 

everyone else seemed to be getting better and better but I was still stuck ς most of the time 

L ǿŀǎƴΩǘ ŜǾŜƴ ǇƭŀȅƛƴƎΣ L ǿŀǎ Ƨǳǎǘ ƳƛƳƛng and I just thought ς ȅƻǳ ƪƴƻǿ ǿƘŀǘΣ L ŎŀƴΩǘ Řƻ ǘƘƛǎΣ 

LΩƳ ƴƻǘ ƎƻƛƴƎ ǘƻ ƎŜǘ ŀƴȅǿƘŜǊŜ ǿƛǘƘ ƛǘ ǎƻ ǿƘŀǘΩǎ ǘƘŜ Ǉƻƛƴǘ ƛƴ ǿŀǎǘƛƴƎ Ƴȅ ǘƛƳŜΦ ό.ŜƭƭŀΣ ¦Y{нύ 

Bella demonstrates how her own perceived lack of progress could be contrasted with her 

peers, leading her to ǘƘŜ ŎƻƴŎƭǳǎƛƻƴ ǘƘŀǘ ǎƘŜ ǿƻǳƭŘ ƴŜǾŜǊ άƎŜǘ ŀƴȅǿƘŜǊŜ ǿƛǘƘ ƛǘέΦ IŜǊ Ŧƛƴŀƭ 

comments represent finite judgements that prohibit the chance of improvement, a 

realisation which led her to cease all involvement with music at that point. The way she has 

interpreted this previous experience with music has thus fed into her own self-perception 

and been the evidence to draw upon to support her assertions that she is not musical and 

should not engage with the subject. 

Such strong reactions to negative experiences were common across accounts, where a 

perceived failure could lead to complete avoidance. A belief in this fixed view of musical 

ability therefore, led many people to cease their involvement with music at an early stage, 

due to a belief that if they did not instantly succeed there was no point in continuing. By 

ǇƻǎƛǘƛƻƴƛƴƎ ǘƘŜƳǎŜƭǾŜǎ ǎŜǇŀǊŀǘŜ ŦǊƻƳ ƻǘƘŜǊ ΨƳǳǎƛŎŀƭΩ ƛƴdividuals, the chance of success was 
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considered completely unattainable.  Rather than believing that their ability 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 themselves as unmusical at an early age, and also 

believed this to be a fixed state, they would have little motivation to engage with the 

subject from then on because there was no expectancy of success. 

Throughout the analysis, I was struck by the ǘŜŀŎƘŜǊǎΩ over-reliance 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 

labels therefore, the implication is that anyoƴŜ ǿƘƻ ƛǎ ōŜƭƛŜǾŜŘ ǘƻ ōŜ ΨǳƴƳǳǎƛŎŀƭΩ ƛǎ 

ƛƳƳŜŘƛŀǘŜƭȅ ƎƻƛƴƎ ǘƻ ƘŀǾŜ ŀ ǇǊƻōƭŜƳ ǇŀǊǘƛŎƛǇŀǘƛƴƎ ƛƴ ŀƴȅǘƘƛƴƎ ǘƘŀǘ ƛǎ ŎƻƴǎƛŘŜǊŜŘ ΨƳǳǎƛŎŀƭΩΣ 

such as the teaching of music. 

Taking this idea further, such categorical judgements could also be unhelpful if extended to 

the classroom, for example, if 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 unmusical and would thus be 

assessed as having little chance of success in the subject12. Although less common than the 

prevalent belief in the dichotomy, this translation to pupils was explicitly evident in six 

ŀŎŎƻǳƴǘǎΣ ƛƴŎƭǳŘƛƴƎ !ƳȅΩǎΦ {ƘŜ ŎƭŜŀǊƭȅ ǎŜŜǎ ƳǳǎƛŎ ŀǎ ƘŀǾƛng a diminished value simply 

because the majority of individuals will not be musical. 

L ŎŀƴΩǘ ǎŀȅ ǘƘŀǘ ώƳǳǎƛŎϐ ƛǎ ƻƴŜ ƻŦ Ƴȅ Ƴŀƛƴ ǇǊƛƻǊƛǘƛŜǎ ōŜŎŀǳǎŜ ƛǘΩǎ ƴƻǘ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ŜǾŜǊȅƻƴŜ 

Ŏŀƴ ŘƻΦΦΦ ȅƻǳ ƭƻƻƪ ŀǘ ȅƻǳǊ Ŏƭŀǎǎ ŀƴŘ ǘƘŜǊŜΩǎ ǘƘŜ ƻƴŜ ƻǊ ǘǿƻ ǘƘŜǊŜ ǿƘƻ ŀǊŜ Ǌeally musical and 

                                                      
12

 This issue of music only being valuable for the selected view is discussed in further detail in Chapter 8. 
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ǿƘƻ ǊŜŀƭƭȅ ƭƻǾŜ ƛǘ ŀƴŘ ǘƘŜȅΩǊŜ ǊŜŀƭƭȅ ƛƴǾƻƭǾŜŘΣ ōǳǘ ŦƻǊ Ƴƻǎǘ ƻŦ ǘƘŜƳΣ ǿŜƭƭ ƛǘΩǎ ƴƻǘ ǊŜŀƭƭȅ ǘƘŀǘ 

important for them. (Amy, UKS2)  

!ƳȅΩǎ Ǉƻǎƛǘƛƻƴ ŎƭŜŀǊƭȅ ǊŜƭƛŜǎ ƻƴ ŀ ōŜƭƛŜŦ ƛƴ ǘƘŜ ƳǳǎƛŎŀƭ-unmusical dichotomy and the fact 

that people are claǎǎƛŦƛŜŘ ŀǎ ƻƴŜ ƻǊ ǘƘŜ ƻǘƘŜǊΦ ¢Ƙƛǎ ŀǇǇŀǊŜƴǘ ΨŦŀŎǘΩ Ƴǳǎǘ ōŜ ǉǳŜǎǘƛƻƴŜŘ ƛŦ 

teachers are going to be encouraged to engage further with music; if extended to pupils, 

ǘƘŜǊŜŦƻǊŜΣ Ŝƴǘƛǘȅ ōŜƭƛŜŦǎ ŀōƻǳǘ ƳǳǎƛŎŀƭ ŀōƛƭƛǘȅ ŎƻǳƭŘ ǇǊƻǾŜ ŀ ƳŀƧƻǊ ōŀǊǊƛŜǊ ǘƻ ǘŜŀŎƘŜǊǎΩ 

engagement as there will be little point in devoting time to a subject in which the vast 

majority can never progress. Importantly, if music is considered inaccessible for most, and is 

therefore only delivered to a select few, then the obvious threat is that the cycle 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 beliefs 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 

ŘŜǎŎǊƛōŜǎ ƘƛƳǎŜƭŦ ŀǎ άƴƻǘ ŀ ƳǳǎƛŎŀƭ ǇŜǊǎƻƴ ŀǘ ŀƭƭέΣ ǎŀȅƛƴƎ ƘŜ Ƙŀǎ ƴŜǾŜǊ ƘŀŘ ŀƴȅ ǎƪƛƭƭǎ ƛƴ ǘƘŜ 

subject or had any involvement with it. This dates back to his childhood and his comments 

ƛƳǇƭȅ ǘƘŀǘ ƘŜ ǎŜŜǎ ōŜƛƴƎ ƳǳǎƛŎŀƭ ŀǎ ŀ ƘŜǊŜŘƛǘŀǊȅ ǘǊŀƛǘΣ ǎƘƻǿƴ ōȅ Ƙƛǎ ŎƭŀƛƳ ǘƘŀǘΣ άLΩǾŜ ƴŜǾŜǊ 

had the musical thing, even though my parents did... they do say it bypasses a generation 

ŀƴŘ ƛǘ ŎŜǊǘŀƛƴƭȅ ōȅǇŀǎǎŜŘ ƳŜέΦ IŜ ǊŜƳŀƛƴǎ ŎƻƴǎƛǎǘŜƴǘ ƛƴ ǘƘŜ ŘŜƴƛŀƭ ƻŦ Ƙƛǎ ƻǿƴ ŀōƛƭƛǘȅ 

throughout, repeating categorically that he is not musical and contrasting himself with those 

ǿƘƻ ƘŜ ŘƻŜǎ ŎƻƴǎƛŘŜǊ ǘƻ ƘŀǾŜ ǘƘƛǎ άǎǇŜŎƛŀƭ ƎƛŦǘέΦ 
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However, despite these simplistic categorical judgements in relation to himself, 

/ƘǊƛǎǘƻǇƘŜǊΩǎ ŘƛǎŎǳǎǎƛƻƴ ƻŦ Ƙƛǎ ǇǳǇƛƭǎ ƛǎ ƳǳŎƘ ƳƻǊŜ ǘƘƻǳƎƘǘŦǳƭΣ ŀƴŘ ŘŜƳƻƴǎǘǊŀǘŜǎ ŀ 

conception of musical ability that moves beyond a simple either/or dichotomy.  

So I suppose, yes I do believe that talent is a big part of it because you can really see the 

ƻƴŜǎ ǿƘƻ ƘŀǾŜ ǘƘŀǘΦΦΦ ōǳǘ ƛǘΩǎ ƴƻǘ ǘƘŜ ƻƴƭȅ ǘƘƛƴƎΦΦΦ L ǘƘƛƴƪ ŜƴǘƘǳǎƛŀǎƳ ŀƴŘ ƘŀǊŘ ǿƻǊƪ ŀǊŜ 

really important too, ŀƴŘ ƛŦ ȅƻǳ ƘŀǾŜ ǘƘƻǎŜ ǘƘŜƴ L Řƻ ǘƘƛƴƪ ȅƻǳΩǾŜ Ǝƻǘ ŀ ŎƘŀƴŎŜ ǘƻ ŘŜǾŜƭƻǇ 

ǘƘŜǎŜ ƳǳǎƛŎŀƭ ǎƪƛƭƭǎΣ ŜǾŜƴ ƛŦ ǘƘŜȅ ƳƛƎƘǘ ƴƻǘ ǎǘŀƴŘ ƻǳǘ ǎǘǊŀƛƎƘǘŀǿŀȅ ώΦΦΦϐ ȅƻǳΩǾŜ Ǝƻǘ ǘƻ ƘŀǾŜ 

something inside you that makes you want to learn a musical instrument. (Christopher, 

UKS2) 

 

Whilst his 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 potential. This contrast 

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, and is important to highlight regaǊŘƛƴƎ ǘƘŜ ǘŜŀŎƘŜǊǎΩ 

motivation to deliver music to their pupils. The important message here is that whilst it may 

ōŜ ŘƛŦŦƛŎǳƭǘ ǘƻ ǎǳōǾŜǊǘ ƻƴŜΩǎ ŘŜŜǇƭȅ ŜƴǘǊŜƴŎƘŜŘ self-beliefs regarding the use of fixed 

categories, it may be possible to encourage practitioners to think beyond these when 

considering their pupils and how they might develop musically. This clearly reflects the 

ǇǊŜǾƛƻǳǎ ŘƛǎŎǳǎǎƛƻƴ ƛƴ ǘƘŜ ǉǳŀƴǘƛǘŀǘƛǾŜ ŎƘŀǇǘŜǊΣ ǿƘŜǊŜōȅ ǘŜŀŎƘŜǊǎΩ ƧǳŘƎŜƳŜƴǘǎ ǊŜƎŀǊŘƛƴƎ 

their own participation in music contrasted with the more positive assertions in relation to 

their pupilsΩ ǊŜǎǇƻƴǎŜǎ. 

For some teachers, therefore, the categories were not considered completely fixed, with the 

idea that providing increased opportunities might actually subvert the imbalance of musical 

and unmusical individualsΦ /ŀǘǊƛƴŀΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ŘŜǎŎǊƛōŜŘ ƘŜǊǎŜƭŦ ŀǎ ōŜƛƴƎΣ άƴƻǘ ƻƴŜ ƻŦ ǘƘŜ 
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ƳǳǎƛŎŀƭ ƻƴŜǎΣέ ŀǘ ǎŎƘƻƻƭΣ ōǳǘ ƎƻŜǎ ƻƴ ǘƻ ŘƛǎŎǳǎǎ Ƙƻǿ ƘŜǊ ƻǿƴ ŜŘǳŎŀǘƛƻƴ ǿŀǎ ǎƻ ƳǳǎƛŎŀƭƭȅ 

ǊƛŎƘ ǘƘŀǘ ǎƘŜ ǿŀǎ ŀōƭŜ ǘƻ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ŎǊƻǎǎ ǘƘŜ ŘƛǾƛŘŜ ŀƴŘ ŜƴǘŜǊ ǘƘŜ άƳǳǎƛŎŀƭ ǿƻǊƭŘέΦ 

Evidence of the duality is still clearly present within her account, but crucially she does not 

ŎƻƴǎǘǊǳŎǘ ǘƘŜ ōŀǊǊƛŜǊ ōŜǘǿŜŜƴ ǘƘŜ ǘǿƻ ŀǎ ƛƴǎǳǊƳƻǳƴǘŀōƭŜΣ ŎƭŀƛƳƛƴƎ ǎƘŜ ǿŀǎ ŀōƭŜ ǘƻ άŜƴǘŜǊ 

ǘƘŜ ƳǳǎƛŎŀƭ ǿƻǊƭŘέ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ŜŘǳŎŀǘƛƻƴ ǎƘŜ ǊŜŎŜƛǾŜŘΦ Rather than perceiving her level 

of musical ability as being in some way predetermined, as Christopher assumes with his 

ŎƻƳƳŜƴǘ ŀōƻǳǘ ƛǘ άōȅǇŀǎǎƛƴƎέ ƘƛƳΣ ǎƘŜ ōŜƭƛŜǾŜǎ ǘƘŜǊŜ ŀǊŜ ǿŀȅǎ ǘƻ ŘŜǾŜƭƻǇ ǘƘƛǎ ŀōƛƭƛǘȅ ŀƴŘ ƛǘ 

is not simply a case that everyone is born with a fixed level of skill that cannot be improved. 

Regular music lessons can have the potential to break down the divide and by providing the 

pupils with increased opportunities she claims they will all have the potential to develop 

musically, just as she felt 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 entity beliefs relating to music, which 

in most cases appeared engrained, automatic assertions. For many teachers, those beliefs 

regarding themselves are 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 terms - musical and 

unmusical ς as a way of categorising individuals. This resulted in simplistic judgements being 

made, but ones which could have the power to preclude further involvement in the subject.  

However, evidence of a more nuanced understanding of musical ability with reference to 

their pupils could provide a way of encouraging teachers to both engage with the subject in 

the classroom and to reconsider their own self-judgements. By creating situations whereby 



178 
 

teachers could reflect on their own constructions of self, it may be possible to encourage 

them to question the fixed, categorical judgements about their own ability. The next section 

expands on this idea, looking at how these judgements are constructed and the ways in 

which what appear to be natural and automatic categorisations can actually be based on 

potential misconceptions. 

6.2 Childhood experiences and critical incidents  
 

¢ƘŀǘΩǎ ǘƘŜ ǇƻǿŜǊ ǘƘŀǘ ƳǳǎƛŎ Ŏŀƴ ƘŀǾŜΣ ƛǘΩǎ ǘƘŀǘ ǎŜƴǎŜ ƻŦ Ŝƭŀǘƛƻƴ ŀŦǘŜǊ ŀ ƎƻƻŘ ǇŜǊŦƻǊƳŀƴŎŜ 

and it just makes you want to do more ς ȅƻǳ ŎŀƴΩǘ ƎŜt enough of it. (Barbara, FS, MC) 

LŦ ȅƻǳΩǾŜ ŜǾŜǊ ƘŀŘ ŀ ǊŜŀƭƭȅ ōŀŘ ŜȄǇŜǊƛŜƴŎŜ ŜŀǊƭȅ ƻƴΣ ǘƘŜƴ ǎƻƳŜǘƛƳŜǎ ǘƘŀǘ ǘŀƛƴǘǎ ƛǘ ŦƻǊ ƭƛŦŜ 

ŘƻŜǎƴΩǘ ƛǘΣ ȅƻǳ Ƨǳǎǘ ŘƻƴΩǘ ƭƛƪŜ ƳǳǎƛŎΣ ȅƻǳΩǊŜ ƴƻǘ ƛƴǘŜǊŜǎǘŜŘΣ ȅƻǳ ŘƻƴΩǘ ǿŀƴǘ ŀƴȅǘƘƛƴƎ ǘƻ Řƻ 

with it. (Bella, UKS2) 

Some of the most powerful recollections of musical experiences recounted by teachers 

involved childhood events. These were considered to be of such importance that the 

memories and interpretations of the experiences continued to be referenced today. The 

above quotations summarise 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 positive cycle of increasing involvement with music; on the other hand, Bella points 

out how early negative experiences in the subject can lead people to eschew music 

completely, clearly linked to the negative self-judgements discussed in the previous section.  

Although considered largely a personal construct, the development of a musical self-

concept was often linked to the 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 

ƻǘƘŜǊǎ ǿŜǊŜ ǘŀƪŜƴ ŀǎ ŜǾƛŘŜƴŎŜ ŦƻǊ ƻƴŜΩǎ ƭŜǾŜƭ ƻŦ ƳǳǎƛŎŀƭ ŀōƛƭƛǘȅΥ 

 aǳǎƛŎΩǎ ƻƴŜ ƻŦ ǘƘƻǎŜ ǘƘƛƴƎǎ ǘƘŀǘ LΩǾŜ ƴŜǾŜǊ ǊŜŀƭƭȅ ōŜŜƴ ǘƘŀǘ ƎƻƻŘ ŀǘΣ ƛǘΩǎ ƴƻǘ ǊŜŀƭƭȅ Ƴȅ ǘƘƛƴƎ L 

guess [...] I remember I 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 had to sing back what 

you heard ς L ǿŀǎ ǊŜŀƭƭȅ ōŀŘΣ L Ƨǳǎǘ ǊŜƳŜƳōŜǊ ǘƘŜ ǘŜŀŎƘŜǊ ǎŀȅƛƴƎ ΨƛǘΩǎ ƴƻǘ ŦƻǊ ȅƻǳΣ ȅƻǳ ŘƻƴΩǘ 

ƘŀǾŜ ŀ ƳǳǎƛŎŀƭ ŜŀǊΣΩ ŀƴŘ L ǿŀǎ ƎǳǘǘŜŘ ǊŜŀƭƭȅ ŀƴŘ ƛǘ ǎƻǊǘ ƻŦ ǎǘƻǇǇŜŘ ƳŜ ς I never did anything 

after that because I always thought ς ǿŜƭƭ L ŘƻƴΩǘ ƘŀǾŜ ŀ ƳǳǎƛŎŀƭ ŜŀǊΗΗ ώƭŀǳƎƘǎϐ LΩƭƭ ŀƭǿŀȅǎ 

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 because it created an expectation 

ƻŦ ŦŀƛƭǳǊŜ ǿƘŜƴŜǾŜǊ ǎƘŜ ǿŀǎ ƛƴǾƻƭǾŜŘ ƛƴ ƳǳǎƛŎΤ ŀǎ ōŜŦƻǊŜ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ǘŜǊƳ ΨƳǳǎƛŎŀƭΩ ƘŜǊŜ 

ƛƳǇƭƛŜǎ ǘƘŜ ŎŀǘŜƎƻǊƛŎŀƭ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǘŜŀŎƘŜǊΩǎ ŎƻƳƳŜƴǘΦ Although Ellie appears to take this 

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 [event] that sticks in my mind the most- and I still tell people to this day ς  was our class 

was chosen to do some singing for a special event at the church, it was like a big deal, but it 

was unusual for us ǊŜŀƭƭȅ ōŜŎŀǳǎŜ L ŎŀƴΩǘ ŜǾŜǊ ǊŜƳŜƳōŜǊ doing any other type of singing [...] 

the head teacher, I think she must have been worried ǘƘŀǘ ǿŜ ǿƻǳƭŘƴΩǘ ōŜ ƎƻƻŘ ŜƴƻǳƎƘ so 

she did this thing where we had to be tested to see if we could sing, [...] all the class lined up 

and she made us all sing something on our own, like a solo, one by one [...] you have to 

remember we never really did much singing at all and definitely not on our own, and so this 

was the most scary thing I had ever had to do [...] Oh god it was terrible, I was waiting there 

and it was so, so scary because you knew everyone could hear. I think I was physically 

shaking and I felt sick and everything... ŀƴŘ L ƘŜŀǊŘ ŜǾŜǊȅƻƴŜ ŜƭǎŜ ǎƛƴƎΣ ŀƴŘ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ 
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they were actually good but to me, they all sounded amazing, and when I did mine it was, 

well it was horrible ς I jusǘ ŎƻǳƭŘƴΩǘ Řƻ ƛǘ, it came out all wrong and I had to go and stand 

away from everyone else, it was so awful, in the end there was just me and this boy Michael, 

ǿŜ ǿŜǊŜ ǘƘŜ ƻƴƭȅ ƻƴŜǎ ǿƘƻ ǿŜǊŜƴΩǘ ŀƭƭƻǿŜŘ ǘƻ Řƻ ǘƘŜ ǎinging because we must have been 

so terrible at singing... L ǎǘƛƭƭ ŎŀƴΩǘ ōŜƭƛŜǾŜ ǎƘŜ ŘƛŘ ǘƘŀǘΣ ǿƛǘƘ Ƨǳǎǘ ǘǿƻ ƻŦ ǳǎΦΦΦ L ƳŜŀƴ L ƪƴƻǿ 

LΩƳ ŀ ǘŜǊǊƛōƭŜ ǎƛƴƎŜǊ ōǳǘ ȅƻǳ ǿƻǳƭŘƴΩǘ ǎƛƴƎƭŜ ǇŜƻǇƭŜ ƻǳǘ ƭƛƪŜ ǘƘŀǘΦΦΦ ǘƘŀǘ ǿŀǎ ǘƘŜ ǿƻǊǎǘ 

experience of my time at school. (Adele, LKS2) 

This was perhaps one of the most dramatic events recounted in the interviews and it is thus 

unsurprising that Adele continues to be influenced by this. For her, having to sing for the 

test was perceived as scary and threatening, at least partially because she was worried 

ŀōƻǳǘ ǇŜǊŦƻǊƳƛƴƎ ƛƴ ŦǊƻƴǘ ƻŦ ƻǘƘŜǊǎ όάȅƻǳ ƪƴŜǿ ŜǾŜǊȅƻƴŜ ŎƻǳƭŘ ƘŜŀǊέύΦ The anxiety builds 

through her account because of the pressure to perform on a par with her peers, again 

stressing the social element of musical performance as the crucial part of the development 

ƻŦ ƻƴŜΩǎ ǎŜƭŦ-perceptions.  

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 participated; this led her to believe that she 

was incapable of any kind of success in music. Indeed, 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, recounts 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, 

ǎƘŜ ǘŀƭƪǎ ŀōƻǳǘ Ƙƻǿ ǎƘŜ ǘƘƻǳƎƘǘΣ άwƛƎƘǘΣ LΩƳ ƴƻǘ ƻƴŜ ƻŦ ǘƘŜ ƳǳǎƛŎŀƭ ƻƴŜǎ ƛƴ ǘƘŜ ŎƭŀǎǎΣ LΩƭƭ Řƻ 

ǎƻƳŜǘƘƛƴƎ ŜƭǎŜΦέ  

A perceived judgement, therefore, even inferred by omission could have a negative impact 

upon the way in which the child perceived herself in relation to music. The fact that music is 
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often provided to just a select few can help to reinforce 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, I am fully aware that children are selected for 

instrumental lessons for a whole range of reasons13, and their musical potential may not 

even be considered. However, the fact that Gemma interpreted it as a categorical 

judgement of her ability is the crucial poinǘΣ ŀǎ ƘŜǊ ōŜƭƛŜŦ ŀōƻǳǘ ǘƘŜ ǘŜŀŎƘŜǊΩǎ ŀŎǘƛƻƴǎ ƘŀŘ 

real implications for her future involvement with music.  

The experience of having been in some way musically segregated as children, ostensibly on 

the grounds of musical ability, was thus a common way in whƛŎƘ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭǎΩ ŜŀǊƭȅ ǎŜƭŦ-

perceptions regarding music had developed. This is important, as the inferences drawn from 

these experiences may actually be based upon misconceptions, demonstrating the fact that 

ōŜƛƴƎ ΨƳǳǎƛŎŀƭΩ ƛǎ ƴƻǘ ǉǳƛǘŜ ǎƻ ŀǳǘƻƳŀǘƛŎ ŀ judgement as many teachers assumed. Taking 

this further, it was possible to identify other teachers whose judgements were based not 

ƻƴƭȅ ƻƴ ǇƻǘŜƴǘƛŀƭ ƳƛǎŎƻƴŎŜǇǘƛƻƴǎ ōǳǘ ŀŎǘǳŀƭƭȅ ƻƴ ǾŜǊȅ ƳƛƴƻǊ ƛƴŎƛŘŜƴǘǎΦ Lƴ ŎƻƴǘǊŀǎǘ ǘƻ !ŘŜƭŜΩǎ 

anxiety-inducing experience, sƻƳŜ ƻŦ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ŀŎŎƻǳƴǘǎ ƛƴŎƭǳŘŜŘ ƻǎǘŜƴǎƛōƭȅ ƳƛƴƻǊ 

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 

innocuous comments that had been made regarding their musical skills. The following 

                                                      
13

 I have observed children be selected on socio-economic reasons, for example if they would be unable to 
afford private lessons, or for behavioural reasons, for example to teach responsibility and self-discipline; 
ƴŜƛǘƘŜǊ ƻŦ ǘƘŜǎŜ ŀǊŜ ǊŜƭŀǘŜŘ ǘƻ ǘƘŜ ŎƘƛƭŘΩǎ ƳǳǎƛŎŀƭ ŀōƛƭƛǘȅΦ  
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ǾƛƎƴŜǘǘŜ ǊŜŎƻǳƴǘǎ CŀȅŜΩǎ ŜȄǇŜǊƛŜƴŎŜ ƛƴ secondary school, which she draws upon to explain 

her reluctance to sing in the classroom: 

I often used to hang around the music room and I remember when we were at school we 

got quite good friends with some of the sixth formers who were all doing A level music [...] I 

ǿŀǎƴΩǘ ŘƻƛƴƎ ƳǳǎƛŎ ŀǘ ŀƭƭ ƻǊ ŀƴȅǘƘƛƴƎ ŀƴŘ L ǊŜƳŜƳōŜǊ ƻƴŜ day I was singing and one of them 

ǎŀƛŘΣ Ψ{Ƙǳǘ ǳǇ ǘƘŀǘ ǎƻǳƴŘǎ ƘƻǊǊƛōƭŜΣΩ and I was mortified because he obviously knew what he 

ǿŀǎ ǘŀƭƪƛƴƎ ŀōƻǳǘΣ ŀƴŘ L ǘƘƻǳƎƘǘΣ Ψ¢ƘŀǘΩǎ ƛǘΗ L ǿƻƴΩǘ ǎƛƴƎ ŀƎŀƛƴΗΩ !ƴŘ L ŘƻƴΩǘΣ L ƘƻƴŜǎǘƭȅ ƴŜǾŜǊ 

ǎƛƴƎ ƴƻǿΣ ōŜŎŀǳǎŜ L ƪƴƻǿ L ŎŀƴΩǘ Řƻ ƛǘΦ (Faye, KS1) 

This is interesting because the implication is that Faye 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 

ƻƴŜΩǎ ƧǳŘƎŜƳŜƴǘ ǎƻ ŎƻƳǇƭŜǘŜƭȅ ƻƴ ŀƴ ƻŦŦƘŀnd comment from a fellow student, the fact that 

she remembered and recounted this event demonstrates that, for her, this was a critical 

experience and one that has continued to be of significance to her. Indeed, there certainly 

seems to be something highly ǇŜǊǎƻƴŀƭ ŀōƻǳǘ ŎƻƳƳŜƴǘǎ ǊŜƎŀǊŘƛƴƎ ƻƴŜΩǎ ǎƛƴƎƛƴƎΣ ǿƛǘƘ ǘǿƻ 

other teachers describing similarly trivial incidents which again resulted in a reluctance to 

sing in front of others again. In each of the three cases, the comments related to extremely 

minor events that would not necessarily be expected to have such a profound and lasting 

impact, yet they were perceived by teachers as critical incidents in the development of their 

musical self-concept.  

The important consequence to note here is the resultant avoidance of music, which 

followed these social judgements. Although those scenarios described above were related 

to singing, in some cases the subsequent avoidance strategy actually extended to other 

forms of musical activity. Adele, for instance, constantly reiterates 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 these constructions may be required in order for practitioners 

themselves to analyse these early experiences. If it is possible to unpick some of the reasons 

for their categorical judgements of musicality and their subsequent avoidance behaviour, it 

may be possible to subvert this. By demonstrating the fact that many self-assessments may 

be based on minimal evidence, or indeed misconceptions, it may be possible to subvert 

some of the current negativity related to music. 

The definitions discussed in the previous chapter may also have an influence here. If one is 

ŜǉǳŀǘƛƴƎ ƳǳǎƛŎŀƭƛǘȅ ǿƛǘƘ ǎƻƭŜƭȅ ǎƛƴƎƛƴƎ ƻǊ ƛƴǎǘǊǳƳŜƴǘŀƭ ǎƪƛƭƭǎΣ ǘƘŜ ΨǇŜǊŦƻǊƳŀǘƛǾŜΩ ŀǎǇŜŎǘ 

automatically makes it a public event, whose outcome is observable to others. Regardless 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 

performance invariably results in the threat of negative responses from others. Individuals 

will be aware that an instant critical judgement can be made about their performance, and 

so may wish to avoid this occurring; it appears that for some it is better to reject the 

performance opportunity than risk the negative judgement.  

Whilst the examples presented thus far have focused upon negative experiences with music, 

there were also instances where the opposite effect occurred and praise at an early age 

could result in heightened involvement. Barbara, for instance, discusses how her 

experiences with extra-curricular music led to her being perceived as having high levels of 

ability in the subject, resulting in further achievement and praise within the school setting. 

This encouraged her to continue with music all the way to degree level, and she explains 
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how the boost she received from her primary school experience was crucial in her 

subsequent engagement. 

I remember the first time I played the piano in front of my class in primary school and 

everyone was just like ς really impressed and they kept saying how good I was... that really 

helped me, it made me feel like I could do something really special, that my playing was 

special and that this was something I must be good at, and so it actually made me want to 

practise more and get better and better. (Barbara, FS, MC) 

¢ƘŜ ŜŦŦŜŎǘǎ ƻŦ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǊŜǎǇƻƴǎŜǎ ǘƘǳǎ have implications for classroom practice. 

¢ƘƛƴƪƛƴƎ ŀōƻǳǘ .ŀƴŘǳǊŀΩǎ όмффтύ ǘƘŜƻǊƛŜǎ ƻŦ ǎŜƭŦ-efficacy, positive judgements in the social 

sphere comprise one of the ways in which self-efficacy beliefs can develop. If teachers 

encourage and praise pupil participation in music, this may therefore prove an important 

way in which to achieve more positive responses across the class. For Barbara, a positive 

cycle was created whereby 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.  

.ȅ ŜȄǇƭƻǊƛƴƎ ƻƴŜΩǎ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ ƭƻƻƪƛƴƎ ŀǘ Ƙƻǿ ǘƘŜ ƧǳŘƎŜƳŜƴǘǎ ƻŦ ƻǘƘŜǊǎ ƘŀǾŜ 

impacted upon the construction of their own self-theories, it may be possible to enhance 

ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ōȅ ŘŜƳƻƴǎǘǊŀǘƛƴƎ ǘƘŜ ŎǊǳŎƛŀƭ ǊƻƭŜ ƛƴ ǿƘƛŎƘ ǘƘŜȅ ŀǎ ǇǊŀŎǘƛǘƛƻƴŜǊǎ Ǉƭŀȅ ƛƴ 

shaping ǘƘŜƛǊ ǇǳǇƛƭǎΩ understandings and self-beliefs. As noted in the quantitative phase, it 

ŎƻǳƭŘ ōŜ ōŜƴŜŦƛŎƛŀƭ ǘƻ ǎƘƛŦǘ ǘƘŜ ŦƻŎǳǎ ŦǊƻƳ ǘƘŜ ƛƴǿŀǊŘ ǇǊŜƻŎŎǳǇŀǘƛƻƴ ǿƛǘƘ ƻƴŜΩǎ ƻǿƴ ǎƪƛƭƭǎΣ ƛƴ 

order to think about the impact upon pupils; this could encourage teachers to actually 
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engage with music more regularly in order to avoid replicating similar negative experiences 

to those which they themselves had received. 

A key point here is that individuals largely constructed their self-perceptions in music 

through the internalisation of judgements from others, be these actual comments, 

perceived judgements and omissions, or even simply the potential threat of negative 

feedback. In this way, what appears to be a very personal, autonomous 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 self-perceptions, all involved some kind of social element, 

rather than individuals making an innate personal judgement. Recognising and reflecting 

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 whole school 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 understandings. These assumptions 

ƘŜƭǇ ǘƻ ŎǊŜŀǘŜ ŀƴ ƛƳǇǊŜǎǎƛƻƴ ǘƘŀǘ ƻƴŜΩǎ ŘŜǎǘƛƴȅ ǿƛǘƘ ǊŜƎŀǊŘǎ ƳǳǎƛŎ ƛǎ ŦƛȄŜŘ ŦǊƻƳ ŀƴ ŜŀǊƭȅ ŀƎŜ 

ŀƴŘ ǘƘŀǘ ƴƻǘƘƛƴƎ Ŏŀƴ ōŜ ŘƻƴŜ ǘƻ ǎǳōǾŜǊǘ ǘƘƛǎΥ άLΩǾŜ ƴŜǾŜǊ ōŜŜƴ ŀ ƳǳǎƛŎŀƭ ǇŜǊǎƻƴ ŀƴŘ L ƴŜǾŜǊ 

ǿƛƭƭ ōŜέ ό/ƭŀƛǊŜΣ [Y{нύΦ IƻǿŜǾŜǊΣ L ŀǊƎǳŜ ǘƘŀǘ ƛǘ is wrong to apply an unbreakable causal 

ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ƻƴŜΩǎ Ǉŀǎǘ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ƻƴŜ ƴƻǿ ŀǇǇǊƻŀŎƘŜǎ 

the teaching of music. Due to the fact that motivation is such a complex construct, built 

from many interacting and competing factors, the ways in which one interprets past 

ŜȄǇŜǊƛŜƴŎŜǎ ŀǊŜ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ǘƘŜ ǎƻƭŜ ŘŜǘŜǊƳƛƴƛƴƎ ŦŀŎǘƻǊΦ LŦ ƻƴŜΩǎ ƻǿƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ŀǊŜ 
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constructed primarily through social interactions, it should equally be possible to work 

collaboratively in order to question, and perhaps challenge some of these deep-rooted 

ƴƻǘƛƻƴǎΣ ǳǎƛƴƎ ǎƻŎƛŀƭ ǇǊƻŎŜǎǎŜǎ ŀƎŀƛƴ ǘƻ ŘŜǾŜƭƻǇ ƳƻǊŜ ƴǳŀƴŎŜŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ŀōƻǳǘ ƻƴŜΩǎ 

ƻǿƴ ŀōƛƭƛǘƛŜǎΦ Lǘ ŎƻǳƭŘ ŀƭǎƻ ƘŜƭǇ ǘƻ ŦƻŎǳǎ ƳƻǊŜ ƻƴ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ƛƳǇŀŎǘ ƻŦ ǘƘŜ ǘŜŀŎƘŜǊǎΩ 

ŀŎǘƛƻƴǎ ƻƴ ǘƘŜƛǊ ǇǳǇƛƭǎΩ development, rather than the unhelpful preoccupation with their 

own self-perceptions and anxieties. If teachers can be encouraged to see how their own 

ŀǾƻƛŘŀƴŎŜ Ŏŀƴ ƛƳǇŀŎǘ ƻƴ ǇǳǇƛƭǎΩ ǎŜƭŦ-perceptions, this might encourage participation. 

6.3 The notion of talent  

Although I 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 others. One of the most common, and perhaps unhelpful attributions, was the 

notion of musical ability as being an innate natural talent, which some individuals possess in 

abundance whilst others lack entirely (Austin et al., 2006). When combined with a belief in 

the entity nature of musical development, the notion that some individuals have an in-built 

ƴŀǘǳǊŀƭ ǘŀƭŜƴǘ ŎƻǳƭŘ ǇǊƻǾŜ ǇŀǊǘƛŎǳƭŀǊƭȅ ŘŜǘǊƛƳŜƴǘŀƭ ǘƻ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΣ ōƻǘƘ ƛƴ ǘŜǊƳǎ ƻŦ 

their own involvement and the extent to which they promoted music to their pupils. 

One significant assumption was that musical ability was located within the person as a 

stable, internal characteristic. This was a particularly prevalent way in which the teachers 

judged the musical ability of others, especially thƻǎŜ ǿƘƻƳ ǘƘŜȅ ŎƻƴǎƛŘŜǊŜŘ ΨƳǳǎƛŎŀƭΩΦ  The 

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 from other 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 ƳǳǎƛŎ ŎƻƻǊŘƛƴŀǘƻǊ ƛǎ ǾŜǊȅ ƎƻƻŘΣ ǎƘŜΩǎ ƻōǾƛƻǳǎƭȅ Ǝƻǘ ǘƘŀǘ ǘŀƭŜƴǘΣ ŦƻǊ ǎƛƴƎƛƴƎ ŀƴŘ ŦƻǊ ǘƘŜ 

piano. You ŎŀƴΩǘ ǘŜŀŎƘ ǘƘŀǘΦ ό/ƘǊƛǎǘƻǇƘŜǊΣ ¦Y{нύ 

²ŜΩǊŜ ǇǊŜǘǘȅ ƭǳŎƪȅ ǘƘŀǘ ǿŜΩǾŜ Ǝƻǘ /ŜŎƛƭƛŀ ōŜŎŀǳǎŜ ǎƘŜΩǎ ǎƻ ƎƻƻŘ ǊŜŀƭƭȅΣ ƛŦ ǎƘŜ ǘŀƪŜǎ ǘƘŜƳ ŀƭƭ 

ŦƻǊ ǎƛƴƎƛƴƎ ǎƘŜ Ŏŀƴ ƘŜŀǊ ǿƘŀǘΩǎ ǊƛƎƘǘ ŀƴŘ Ƙƻǿ ǘƻ ƛƳǇǊƻǾŜ ƛǘΣ ƛǘ ƳŀƪŜǎ ǎǳŎƘ ŀ ōƛƎ ŘƛŦŦŜǊŜƴŎŜ 

having soƳŜƻƴŜ ǿƘƻΩǎ Ǝƻǘ ǘƘƻǎŜ skills, it can really bring them on. (Catrina, UKS2) 

/ŜŎƛƭƛŀΩǎ ƻōǾƛƻǳǎƭȅ ǊŜŀƭƭȅ ǘŀƭŜƴǘŜŘ ǿƘƛŎƘ ƛǎ ǊŜŀƭƭȅ ƎǊŜŀǘ ǘƻ ƘŀǾŜΣ L ƳŜŀƴ ȅƻǳ Ŏŀƴ Řƻ ǎƛƴƎƛƴƎ 

ǇǊŀŎǘƛŎŜ ǿƛǘƘ ǘƘŜ /5 ōǳǘ ƛǘΩǎ ƴƻǘ ǘƘŜ ǎŀƳŜ ŀǎ ǿƘŜƴ ȅƻǳΩǾŜ Ǝƻǘ ǎƻƳŜƻƴŜ ǿƘƻ Ŏŀƴ ŀŎǘǳŀƭƭȅ 

lead it properly [...] aƴŘ ǎƘŜΩǎ ŀƳŀȊƛƴƎ ƻƴ ǘƘŜ ǇƛŀƴƻΣ L ƭƛǎǘŜƴ ƛƴ ŀǎǎŜƳōƭƛŜǎ ŀƴŘ L Ƨǳǎǘ ǘƘƛƴƪ 

ΨǿƻǿΣ ǘƘŀǘΩǎ ōǊƛƭƭƛŀƴǘΣ L ǿƛǎƘ L ŎƻǳƭŘ Ǉƭŀȅ ƘŀƭŦ ǘƘŀǘ ǿŜƭƭΗΩ ό/ƭŀƛǊŜΣ [Y{нύ 

In contrast to the ways in which ǘƘŜ ƻǘƘŜǊ ǘŜŀŎƘŜǊǎ ŘŜǎŎǊƛōŜ /ŜŎƛƭƛŀΩǎ ŀōƛƭƛǘȅΣ ǎƘŜ ǇƻǊǘǊŀȅǎ 

herself as lacking in confidence. Rather than citing natural talent, she emphasises the 

importance of opportunity, describing how she was lucky because her family had inherited a 

piano which she had the chance to learn whilst growing up. She attributes her ability as 

being primarily due to her hard work and practice, stressing the effort which she has to 

make in order to perform in front of others: 

²ƘŜƴ L ŦƛǊǎǘ ǎǘŀǊǘŜŘ ƘŜǊŜΣ L ǘƘƛƴƪ ŜǾŜǊȅƻƴŜ ǘƘƻǳƎƘǘΣ ΨƎǊŜŀǘ ǿŜΩǾŜ Ǝƻǘ ǎƻƳŜƻƴŜ ǿƘƻ Ŏŀƴ Ǉƭŀȅ 

the piano, she can do everything noǿΩΣ ŀƴŘ ǎƻ L ŜƴŘŜŘ ǳǇ ƘŀǾƛƴƎ ǘƻ Ǉƭŀȅ ƛƴ ŀǎǎŜƳōƭȅ ŜǾŜǊȅ 

ǿŜŜƪ ŀƴŘ ŀŎŎƻƳǇŀƴȅ ŀƭƭ ǘƘŜ ŎƻƴŎŜǊǘǎΦΦΦ ƛǘ ǿŀǎ ǊŜŀƭƭȅ ƘŀǊŘ ōŜŎŀǳǎŜ L Ƨǳǎǘ ǿŀǎƴΩǘ ŎƻƴŦƛŘŜƴǘ ƛƴ 

my playing and so I had to practice for hours and hours just to be able to play anything. 

(Cecilia, LKS2, MC) 

In contrast to the perceptions of her colleagues, therefore, Cecilia repeatedly tries to 

downplay her own abilities: 

L ǊŜŀƭƭȅ ǿƻǳƭŘƴΩǘ ŘŜǎŎǊƛōŜ ƳȅǎŜƭŦ ŀǎ ŀ ǎǇŜŎƛŀƭƛǎǘ ƻǊ ŀƴȅǘƘƛƴƎΣ L ƳŜŀƴ LΩƳ ƴƻǘ ƻƴŜ ƻŦ ǘƘŜ ǘƘƻǎŜ 

people who can just sit down at the piano and just be able to play anything just like that - it 
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ƛǎƴΩǘ ƭƛƪŜ ǘƘŀǘ ŦƻǊ ƳŜΣ L ǎǇŜƴŘ ƘƻǳǊǎ ƻǾŜǊ ƛǘ ŀƴŘ Ŏŀƴ Ƨǳǎǘ ŀōƻǳǘ ƎŜǘ ōȅΣ ƛǘΩǎ ƴƻǘƘƛƴƎ ƭƛƪŜ ǇǊƻǇŜǊ 

musicians. (Cecilia, LKS2, MC) 

The key point to take here is that Cecilia did not feel she could refer to herself as a musical 

ǎǇŜŎƛŀƭƛǎǘ ōŜŎŀǳǎŜ ǎƘŜ ŘƛŘ ƴƻǘ ǇŜǊŎŜƛǾŜ ƘŜǊǎŜƭŦ ǘƻ ōŜ άƴŀǘǳǊŀƭƭȅ ǘŀƭŜƴǘŜŘέ όƘŜǊ ǿƻǊŘǎύΦ {ƘŜ 

bases her self-ƧǳŘƎŜƳŜƴǘǎ ƻƴ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǎƘŜ Ƙŀǎ ŀƭǿŀȅǎ ƘŀŘ ǘƻ ǿƻǊƪ ƘŀǊŘ ŀƴŘ άǇǊŀŎǘƛŎŜ 

ŦƻǊ ƘƻǳǊǎέ ƛƴ ƻǊŘŜǊ ǘƻ ǇŜǊŦƻǊƳ ƛƴ ŦǊƻƴǘ ƻŦ ƻǘƘŜǊǎΦ Ln this way, she attributes her performing 

skills to her hours of repetitive pracǘƛŎŜΣ ƛƴ ŎƻƴǘǊŀǎǘ ǘƻ ƘŜǊ ŎƻƭƭŜŀƎǳŜǎΩ ǇŜǊŎŜǇǘƛƻƴ ƻŦ 

άŀƳŀȊƛƴƎέ ǘŀƭŜƴǘΦ  

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 

ƳŀƪƛƴƎ ƳƛǎǘŀƪŜǎ ǘƘŀǘ άŜǾŜǊȅƻƴŜ ǿƻǳƭŘ ƘŜŀǊέ ŀƴŘ ǎƘŜ ŘŜǾƻǘŜǎ ƭŀǊƎŜ ŀƳƻǳƴǘǎ ƻŦ ǘƛƳŜ ǘƻ 

ensuring her playing is accurate. However, this excessive practice actually serves to 

perpetǳŀǘŜ ƘŜǊ ŎƻƭƭŜŀƎǳŜǎΩ ōŜƭƛŜŦ ƛƴ ƘŜǊ ƴŀǘǳǊŀƭ ǘŀƭŜƴǘΦ IŜǊ ŀŎǘƛƻƴǎ ŜƴǎǳǊŜ ǘƘŀǘ ƘŜǊ 

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 

ƘŜǊ ŎƻƭƭŜŀƎǳŜǎ ƻŦ /ŜŎƛƭƛŀΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ŀǎ ōŜƛƴƎ ŘǳŜ ǘƻ ƘŜǊ ƴŀǘǳǊŀƭ ǘŀƭŜƴǘ ǿƘƛŎƘ ƳŜŀƴǎ ǎƘŜ 

ƛǎ ŀōƭŜ ǘƻ άǇƭŀȅ ŀƴȅǘƘƛƴƎ ǎƘŜ ǿŀƴǘǎέ ό/ƭŀƛǊŜΣ [Y{нύΣ ƛƴ ŎƻƴǘǊŀǎǘ ǘƻ ƘŜǊ ƻǿƴ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ǎƘŜ 

specifically cannot do this. 

Lƴ ǘŜǊƳǎ ƻŦ ƛƴŘƛǾƛŘǳŀƭ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘion for music, this notion of natural talent can have 

detrimental effects on motivation if one is preoccupied with making comparative 

ƧǳŘƎŜƳŜƴǘǎ ǿƛǘƘ ΨŜȄǇŜǊǘǎΩΦ !ƴ ŀǎǎƻŎƛŀǘƛƻƴ ōŜǘǿŜŜƴ ƳǳǎƛŎŀƭƛǘȅ ŀƴŘ ǘƘŜ ΨƎƛŦǘΩ ƻŦ ǘŀƭŜƴǘ Ŏŀƴ 

contribute to finite judgements ŎƻƴŎŜǊƴƛƴƎ ƻƴŜΩǎ ƻǿƴ ŀōƛƭƛǘƛŜǎΦ !ǎ ǘƘƛǎ ŜȄŀƳǇƭŜ ǎƘƻǿǎΣ ƛǘ ƛǎ 

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 attempting 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 would be expected when learning new skills (Rogers, 2002). In this way, teachers such 

as Bella discussed 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 their self-belief 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 inability to teach muǎƛŎΦ !ǎ /ƘǊƛǎǘƻǇƘŜǊ Ǉƻƛƴǘǎ ƻǳǘΣ άaǳǎƛŎΩǎ ǎǳŎƘ ŀ ǇǊƻōƭŜƳ 

for me because LΩƳ ƴƻǘ ƳǳǎƛŎŀƭέΣ ǘƘŜ ŀǎǎǳƳǇǘƛƻƴ ōŜƛƴƎ ǘƘŀǘ ƻƴƭȅ ǘƘƻǎŜ ǎŜƭŜŎǘ ŦŜǿ ƳǳǎƛŎŀƭ 

people would have any chance of delivering the subject. He makes a causal link between 

/ŜŎƛƭƛŀΩǎ ǎǳǇǇƻǎŜŘ ƴŀǘǳǊal talent and her ability to teach effective lessons, leading him to 

draw the conclusion that he would never be able to teach music because he does not have 

this elusive ability. As noted in the introduction to this chapter, he was not the only one to 

make this causal link, and many of the teachers also negated anything they could offer on 

the basis of a belief that natural talent would be a requirement. As Claire claims, she would 

ōŜ άōǊƛƭƭƛŀƴǘέ ŀǘ ōŜƛƴƎ ŀōƭŜ ǘƻ ǘŜŀŎƘ ƳǳǎƛŎ ƛŦ ǎƘŜ Ƨǳǎǘ ƘŀŘ άŀ ŦǊŀŎǘƛƻƴέ ƻŦ the talent that her 
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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 being solely equated with the idea of talent is one which must 

be questioned ƛŦ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ƛǎ ƎƻƛƴƎ ǘƻ ōŜ ŜƴƘŀƴŎŜŘΦ ¢ƘŜ ŜȄŀƳǇƭŜ ƻŦ /ŜŎƛƭƛŀΩǎ 

focus on practice, therefore, is actually important to highlight, in order to show that 

improvement and development of musical skills is possible and being musical is not 

necessarily a fixed entity. Whilst she received opportunity in music when she was younger, 

Cecilia discusses how it is actually the current practice and repeated engagement that has 

enabled her to develop both confidence and skills in music; although she consistently 

downplays her own ability, she does recognise that she has improved because of having to 

do this regularly. 

L ǎǳǇǇƻǎŜ L Ŏŀƴ ǎŜŜ ŀ ŘƛŦŦŜǊŜƴŎŜ ώΦΦΦϐ L ƘŀŘƴΩǘ ǇƭŀȅŜŘ ǘƘŜ Ǉƛŀƴƻ ŦƻǊ ȅŜŀǊǎ ŀƴŘ ǎƻ L ǿŀǎ Ƨǳǎǘ 

really rusty - ōǳǘ ōŜŎŀǳǎŜ LΩǾŜ ōŜŜƴ ŦƻǊŎŜŘ ƛƴǘƻ ƛǘ ŀƴŘ LΩƳ ƘŀǾƛƴƎ ǘƻ Řƻ  ƛǘ ŜǾŜǊȅ ǿŜŜƪΣ LΩƳ 

ǎǘŀǊǘƛƴƎ ǘƻ ƎŜǘ ŀ ōƛǘ ōŜǘǘŜǊΦΦΦ LΩƳ ƴƻǘ ǘƻǘŀƭƭȅ ŎƻƴŦƛŘŜƴǘ ǎǘƛƭƭ ōǳǘ L Ŏŀƴ ς I do see that there are 

times when I play and I think ς well that was okay. (Cecilia, LKS2, MC) 

This recognition of her improvement is not linked 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 leads to increased 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: 

When I was ŘƻƛƴƎ Ƴȅ ǘǊŀƛƴƛƴƎ L ǳǎŜŘ ǘƻ ǊŜŀƭƭȅ ǿƻǊǊȅ ŀōƻǳǘ ƳǳǎƛŎ ōŜŎŀǳǎŜ L Ƨǳǎǘ ǘƘƻǳƎƘǘ ΨƻƘ L 

ŎŀƴΩǘ Řƻ ǘƘƛǎΩΣ ōǳǘ L ǘƘƛƴƪ ǿƘŜƴ ȅƻǳ ŀŎǘǳŀƭƭȅ ǎǘŀǊǘ ƘŀǾƛƴƎ ŀ ƎƻΣ ŀƴŘ ƎŜǘǘƛƴƎ ƛƴǾƻƭǾŜŘ ǘƘŜƴ ƛǘΩǎ 
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ƴƻǘ ǊŜŀƭƭȅ ŀǎ ōŀŘ ŀǎ ǿƘŀǘ ȅƻǳ ƳƛƎƘǘ ǘƘƛƴƪΦΦΦ L ƳŜŀƴΣ ƛǘΩǎ ǘŀƪŜƴ ƳŜ ŀ ǿƘƛƭŜ ōǳǘ I do think I can 

Řƻ ƛǘ ƴƻǿΣ ŀƴŘ ǘƘŀǘΩǎ Řƻǿƴ ǘƻ ŀŎǘǳŀƭƭȅ ƘŀǾƛƴƎ ŀ Ǝƻ ǿƛǘƘ ƛǘ ŀƴŘ ƪŜŜǇƛƴƎ ǘǊȅƛƴƎΦ ό5ŀƛǎȅΣ Y{мύ 

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 notion that all teachers can be capable of 

ŘƻƛƴƎ ǘƘƛǎ ƛŦ ǘƘŜȅ άƘŀǾŜ ŀ ƎƻέΦ /ƻƴŦƛŘŜƴŎŜ ƛƴ ǘŜŀŎƘƛƴƎ ǘƘŜ ǎǳōƧŜŎǘ Ŏŀƴ ōŜ ōǳƛƭǘ ǳǇ ǘƘǊƻǳƎƘ 

ǊŜǇŜŀǘŜŘ ŜƴƎŀƎŜƳŜƴǘ ŀƴŘ ŘƻŜǎ ƴƻǘ ǎƻƭŜƭȅ ǊŜƭȅ ƻƴ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƻǿƴ ǇŜǊŎŜƛǾŜŘ ŀōƛƭƛǘȅΦ ¢Ƙƛǎ ƛǎ 

a crucial theme to recognise if individuals 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 theories regarding musical ability, it is now crucial to show how these 

played out in relation to the eight key factors discussed in Chapter 5. The 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 these understandings of music in general fit with the models 

previously presented and how they might connect to the key research areas of motivation 

and the individual-contextual divide. 

Figure 6.3 maps the understandings onto the conceptual levels discussed in Chapter 2, 

showing how the themes which emerged from the interviews fit with this.  
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Figure 6.3 Mapping the thematic models onto the contextual levels 

The above figure shows how personally held beliefs about musical ability (1) are constructed 

through a ŎƻƳōƛƴŀǘƛƻƴ ƻŦ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ƻŦ ƻƴŜΩǎ Ǉŀǎǘ ŜȄǇŜǊƛŜƴŎŜǎ ό4), the judgements 

of others through social interactions (6) and, more broadly, the norms of society in which 

they are frequently replicated (McPherson & Welch, 2012). These views were discussed in 

the interviews in ways which were deeply entrenched, both across and within the 

ƛƴŘƛǾƛŘǳŀƭǎΩ ǇŜǊǎƻƴŀƭ ŀŎŎƻǳƴǘǎΦ Lƴ ǘƘŜ ƳŀƧƻǊƛǘȅ ƻŦ ŎŀǎŜǎΣ ǘƘŜ ǇŜǊǎƻƴŀƭƭȅ ƘŜƭŘ ǘƘŜƻǊƛŜǎ ŀōƻǳǘ 

the nature of music (1) had been clearly related to the self-perceptions (2) in unambiguous 

ways, through the categorical judgements discussed above; individuals tended to believe in 

the existence of a musical-unmusical divide and classified themselves as one or the other 

with little room for manoeuvre.  

Clearly these beliefs, which may prove detrimental to motivation, may also prove resistant 

to change, having been formed through this complex interaction of factors. One way to 
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potentially subvert them may be to encourage reflection on the part of the teachers, 

enabling them to consider how they themselves constructed their own self-perceptions 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 

these understandings and to start to question them. However, the fact that these views 

about the categorical nature of musical ability appear to be so deeply entrenched in society 

as a whole, means that this task may well prove difficult to achieveΣ ŀǎ ƻƴŜΩǎ ōŜlief systems 

are necessarily constrained by the society in which they are situated. 

There remain, however, other avenues which may prove valuable in terms of enhancing 

motivation, in addition to personal reflection. One example is encouraging teachers to focus 

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 examples described above). 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 considered one of the talented few. In a 

finding which replicates some of the discussion in the quantitative section, therefore, an 

attempt at increasing teachersΩ motivation could be focused on the pupils, their potential 

and the importance of avoiding a repeat of the critical incidents which teachers themselves 

had experienced. This will be considered in more detail in the next chapter as the desire for 

equality of provision could itself prove a powerful motivational tool.  

One final recommendation from this discussion concerns the linking of the notion of talent 

to the teaching of music. This ǇǊƻǾŜŘ ǇǊƻōƭŜƳŀǘƛŎ ŦƻǊ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΣ ǇŀǊǘƛŎǳƭŀǊƭȅ 
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considering the deep-ǊƻƻǘŜŘ ƴŀǘǳǊŜ ƻŦ ƻƴŜΩǎ ƳǳǎƛŎŀƭ ǎŜƭŦ-concept; there were a group of six 

teachers who, like many others claimed they had no talent in the subject, but then explicitly 

related this to a complete inability to even attempt to teach music. This perceived causal 

link between proved particularly problematic, meaning it may be necessary to encourage 

teachers to 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, a necessary step 

when thinking about how to effect change.   
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7. Multiple conceptions of music: 
,ÉÎËÉÎÇ ÔÅÁÃÈÅÒÓȭ ÕÎÄÅÒÓÔÁÎÄÉÎÇÓ ÏÆ 
music to their motivation 

The thing that was difficult was to know what exactly to do ς I mean, what I actually should 

be teaching in music... [...] it was hard to know what skills and knowledge the children need 

and how you could help them get these skills.ΦΦ ώΦΦΦϐ ǘƻ ōŜ ƘƻƴŜǎǘ L Ƨǳǎǘ ŘƛŘƴΩǘ ƪƴƻǿ ŀƴŘ L 

ŘƛŘƴΩǘ ƪƴƻǿ ǿƘŜǊŜ L ŎƻǳƭŘ ŦƛƴŘ ƻǳǘΦ (Faye, KS1) 

This second discussion chapter focuses 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 these might affect their motivation. This is important to highlight, because 

there was often confusion over what teachers felt music teaching should involve, leading to 

the emergence of a variety of understandingsΦ CŀȅŜΩǎ ǉǳƻǘŜ ŀōƻǾŜ ƛǎ ƛƴŘƛŎŀǘƛǾŜ ƻŦ ǘƘƛǎ ŀƴŘ 

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 and a broader 

topic; whilst the term ostensibly implies a greater emphasis on the arts, in some schools this 

broad topic-based approach actually resulted in a complete lack of music teaching. As music 

was tended to be considered ΨŘƛŦŦŜǊŜƴǘΩ ŦǊƻƳ the other subjects, it was thus perceived as 

more difficult to link in to a wider theme. 

Whilst it is important throughout this chapter to present the different perspectives of the 

teachers, it is also necessary to analyse these in more detail, looking at: how the 

understanŘƛƴƎǎ ǿŜǊŜ ŎƻƴǎǘǊǳŎǘŜŘΤ Ƙƻǿ ǘƘŜȅ ƳƛƎƘǘ ƛƳǇŀŎǘ ǳǇƻƴ ǘŜŀŎƘŜǊǎΩ ŀŎǘƛƻƴǎ ŀƴŘ 

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 

simple presentation of various viewpoints, 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 critically assess the impact of 

these upon boǘƘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴΣ ŎƻƴǎƛŘŜǊƛƴƎ the educational value of the lessons 

they aim to provide. This can only be achieved by unpicking 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 definitions are contested 

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 as dichotomies. 

These included: 

¶ Whether music education should comprise instrumental tuition or should be 

constructed as a traditional foundation subject 

¶ Whether music should focus on the delivery of basic skills or whether it should be 

directed towards creativity, exploration and individual expression 

¶ Whether music should be delivered in a traditional teacher-led model or a more 

progressive pupil-centred one 

An important point to bear in mind throughout this section will be that whilst contrasting 

understandings were perhaps inevitable, the perception of these as fixed, immovable 

dichotomies can in itself prove unhelpful to their motivation and engagement (Alexander, 

2008). If underpinned by a belief in the dichotomous nature of musical ability, these various 

dimensions of teaching could prove cumulatively problematic. This chapter therefore 
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discusses how the personally held theories (1) which teachers construct in relation to the 

teaching of music, might relate to the previously discussed theories about musical ability (1) 

and the self (2).  

χȢρȢρ Ȱ0ÒÏÐÅÒ ÍÕÓÉÃȱȡ 4ÈÅ ÐÒÅÖÁÌÅÎÃÅ ÏÆ ÐÅÒÆÏÒÍÁÎÃÅ 

The previous chapter has shown how some individuals equated musical ability as solely 

ŘŜǇŜƴŘŜƴǘ ƻƴ ǇŜǊŦƻǊƳŀƴŎŜ ǎƪƛƭƭǎ ŀƴŘ ǘƘƛǎ ōŜƭƛŜŦ ǿŀǎ ŎŜǊǘŀƛƴƭȅ ǊŜǇƭƛŎŀǘŜŘ ƛƴ ǘƘŜ ǘŜŀŎƘŜǊǎΩ 

notions of what effective teaching should constitute. For certain teachers, there was a 

tendency to view music lessons as solely the delivery of instrumental skills, with the aim of 

primary school provision being that pupils would develop the specialist skills 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 generally and music as instrumental tuition can be related to 

broader debates within educational literature. Bowman (2012), for instance, discusses the 

ŘƛǎǘƛƴŎǘƛƻƴ ōŜǘǿŜŜƴ ΨŜŘǳŎŀǊŜΩΣ ƻǊ ǎǇŜŎƛŦƛŎ ǘǊŀƛƴƛƴƎ ŀƴŘ ǘƘŜ ǇǊŜǎŜǊǾŀǘƛƻƴ ƻŦ ǘǊŀŘƛǘƛƻƴŀƭ 

knowledge and skills, in ŎƻƳǇŀǊƛǎƻƴ ǿƛǘƘ ΨŜŘǳŎŜǊŜΩΣ ŀƴ ŀǇǇǊƻŀŎƘ ƛƴ ǿƘƛŎƘ ǘƘŜ ƭŜŀǊƴŜǊǎ ŀǊŜ 

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 purpose is solely to train pupils in instrumental skills and maintain traditions, 

whilst for others music offers an opportunity for creative knowledge construction. This 

distinction underpins this whole chapter. 

CƻǊ ǎƻƳŜ ǎŎƘƻƻƭǎΣ ǘƘŜ ΨŜŘǳŎŀǊŜΩ ŘŜŦƛƴƛǘƛƻƴ ǿŀǎ Ŏƭearly prominent, in that the majority of 

music which occurred was extra-curricular 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 education 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, I wƻǳƭŘ ǉǳŜǎǘƛƻƴ ǿƘŜǘƘŜǊ ƛǘ ƛǎ ǎǳŦŦƛŎƛŜƴǘ ǘƻ ōŜ ŎƭŀǎǎŜŘ ŀǎ ŀ Ŧǳƭƭ ΨƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴΩΣ 

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 involved in music-making.  

When considering the legitimacy of purely performance-based provision, Mantie (2012) 

suggests that the ultimate aim was to create school bands that would sound like orchestras. 

Through this, the performances themselves would be the fundamental output from music 

education and the aim would be to achieve as high a standard as possible. This is interesting 

to consider in relation to my own data as there are some clear parallels. In Christ the King 

and, to a lesser extent, All Saints and Emmanuel, the teachers discussed how their priority is 

to ensure the pupils are able to give high quality performances in school concerts. Rather 

ǘƘŀƴ ǘŀƭƪƛƴƎ ŀōƻǳǘ ǘƘŜ ǇǳǇƛƭǎΩ ƭŜŀǊƴƛƴƎ ŀƴŘ ŘŜǾŜƭƻǇƳŜƴǘΣ ǘƘŜ Ƴŀƛƴ ŎƻƴŎŜǊƴ ŦƻǊ ǘƘŜǎŜ 

practitioners was the end product, i.e. 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 would in itself ŎƻƳǇǊƛǎŜ ǘƘŜƛǊ ǇǳǇƛƭǎΩ ƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴΦ 

It is possible to further analyse this whole-school focus on performance in terms of the 

ǘŜŀŎƘŜǊǎΩ ƻǿƴ ŀƛƳǎ ŦƻǊ ƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴΦ CƻǊ ǎƻƳŜ ǇǊŀŎǘƛǘƛƻƴŜǊǎΣ ǘƘŜ ǳƭǘƛƳŀǘŜ Ǝƻŀƭ ǘƘŜȅ 

discussed was to support their pupils, not in developing musical knowledge and skills, but in 

becoming musicians. In a replication of the way in which teachers constructed their 
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understanding of the musical-unmusical divide, it was thought that pupils could become 

ΨmusicalΩ by learning an instrument. This not only places performance at the heart of music 

education, it becomes music education in itself, a situation which will clearly prove 

problematic for generalist practitioners.  

One contributory factor for this prominence of performance could be the emphasis placed 

on participatory instrumental programmes, which the previous government heavily 

supported throughout the first decade of the 2000sΦ Lƴ ǇŀǊǘƛŎǳƭŀǊΣ ǘƘŜ Ψ²ƛŘŜǊ hǇǇǎΩ ƛƴƛǘƛŀǘƛǾŜ 

can be seen as reinforcing the belief that worthwhile music lessons should consist of 

instrumental tuition and little else. Several of the teachers, for instance referred to this as 

άǇǊƻǇŜǊέ ƳǳǎƛŎΣ ƛƴ ŎƻƴǘǊŀst with the (implied lesser) provision that they themselves could 

offer. 

This negative comparison is interesting to explore and is perhaps an unforeseen 

ŎƻƴǎŜǉǳŜƴŎŜ ƻŦ ǘƘŜ Ψ²ƛŘŜǊ hǇǇǎΩ ǇǊƻƎǊŀƳƳŜǎΦ .ȅ ŘŜƭƛǾŜǊƛƴƎ ǿƘƻƭŜ Ŏƭŀǎǎ ƳǳǎƛŎ ƭŜǎǎƻƴǎ 

which constituted solely instrumental tuition, this helped to reinforce the understanding 

that music lessons should entirely comprise performance. The fact that for most teachers 

the whole class instrumental lessons replaced the 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 case for those teachers who were either at the start of their career 

ŀƴŘ ǿƘƻǎŜ ƻƴƭȅ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳǳǎƛŎ ƘŀŘ ŎƻƳǇǊƛǎŜŘ ƻōǎŜǊǾƛƴƎ ŀ ǎǇŜŎƛŀƭƛǎǘ ǘŜŀŎƘ Ψ²ƛŘŜǊ 

hǇǇǎΩΣ ƻǊ ǘƘƻǎŜ ǿƘƻ ƘŀŘ ƳƻǾŜŘ ǎŎƘƻƻƭ ƻǊ ȅŜŀǊ ƎǊƻǳǇ ŀƴŘ ƴƻǿ ŦƻǳƴŘ ǘƘŜ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ŦƻǊ 

music had reverted 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 portrayed herself as helpless in being able to even attempt music due to her belief that 

it must necessarily involve these higher level performance skills.  

¢ƘŜ ōŜƭƛŜŦ ǘƘŀǘ άǇǊƻǇŜǊέ ƳǳǎƛŎ ƴŜŜŘŜŘ ǘƻ ŎƻƳǇǊƛǎŜ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘǳƛǘƛƻƴ ŎƻǳƭŘ ǘƘŜǊŜŦƻǊŜ 

prove a barrier to engagement. 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 unattainable.  This is an important misconception, and 

clearly links to both the quantitative findings and ǘƘŜ ǇǊŜǾƛƻǳǎ ŎƘŀǇǘŜǊΩǎ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ǘƘŜ 

perceived link between talent and effective teaching. Research has shown that it is perfectly 

possible for teachers who are excellent general practitioners to deliver effective lessons in 

music without necessarily having specialist music skills (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 primary school children (Mills, 

2005). Indeed, some of the practitioners themselves recounted negative experiences with 

visiting musicians who were obviously talented musically but lacked the teaching skills to 

help the children make progress; the notion of automatically linking 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 experiences (Jensen, 2000), limiting music teaching to this 

Ŏŀƴ ǎŜǊǾŜ ǘƻ ǊŜŘǳŎŜ ǇǊŀŎǘƛǘƛƻƴŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŦƻǊ ǘƘŜ ǎǳōƧŜŎǘΦ ! ǎȅƴƻƴȅƳƻǳǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ƻŦ 

music education and performance can clearly prove problematic, particularly for those 
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teachers for whom such teaching would be perceived as anxiety-inducing 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 music? It 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. However, 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 

.ƻǿƳŀƴ όнлмнύ ƴƻǘŜǎΣ ƛŦ ǘƘŜ ǇǳǊǇƻǎŜ ƻŦ ƳǳǎƛŎ ƛǎ ǘƻ ǇǊƻŘǳŎŜ άƳǳǎƛŎƛŀƴǎέΣ ƛΦŜΦ ƘƛƎƘ ǉǳŀƭƛǘȅ 

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 instrumental training and broader-

reaching music lessons was often considered by teachers to be an either/or divide. For 

ǎƻƳŜΣ άǊŜŀƭέ ƻǊ άǇǊƻǇŜǊέ ƳǳǎƛŎ ƛƴǾƻƭǾŜŘ ǎƻƭŜƭȅ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘǊŀƛƴƛƴƎΣ ŀƴŘ ŀƴȅ ƻǘƘŜǊ ƪƛƴŘ ƻŦ 

teaching would instantly be devalued in comparison. However, I agree with Bowman (2012) 

who claims that for music to be considered educational, 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 complementary 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 approach to music that 

incorporates a broader conception of the field. 
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χȢρȢς -ÕÓÉÃ ÁÓ Á ÓÅÔ ÏÆ ȬÂÁÓÉÃ ÓËÉÌÌÓȭ  

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 believed should comprise their own lessons in music. Here 

there was a divide between the idea of teaching the basics of music, in comparison with 

those who perceived the subject in a more creative, holistic, exploratory or progressive 

approach. This distinction caƴ ŀƭǎƻ ōŜ ƭƛƴƪŜŘ ǘƻ ǘƘŜ ŘƛǾƛŘŜ ōŜǘǿŜŜƴ ΨŜŘǳŎŀǊŜΩ ŀƴŘ ΨŜŘǳŎŜǊŜΩΣ 

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 pupils to explore and learn 

experientially. This divide can also be linked with the development of the new curriculum 

(DfE, 2013), in which there does appear to be something of an ideological shift from the 

creative, pupil-focused aims of the previous regime to a greater focus on transmission of 

knowledge and traditional skills (Shirley, 2013).  

¢ƘŜ ΨōŀǎƛŎ ǎƪƛƭƭǎΩ ŀǇǇǊƻŀŎƘΣ ŀǎ L ƘŀǾŜ ǘŜǊƳŜŘ ƛǘΣ ŦƻŎǳǎŜǎ ǇǊƛƳŀǊƛƭȅ ƻƴ ǘƘŜ ƛŘŜŀ ƻŦ ƳǳǎƛŎŀƭ ǎƪƛƭƭǎ 

ōŜƛƴƎ ǘŀǳƎƘǘ ŘƛǎŎǊŜǘŜƭȅΣ ǳǎǳŀƭƭȅ ǘƘǊƻǳƎƘ ŀ ǘǊŀŘƛǘƛƻƴŀƭΣ ΨǘŜŀŎƘŜǊ-ŀǳǘƘƻǊƛǘȅΩ ƳƻŘŜƭΦ ! ƪŜȅ ŀƛƳ 

of such mŜǘƘƻŘǎ Ƙŀǎ ōŜŜƴ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ άƳǳǎƛŎŀƭ ƭƛǘŜǊŀŎȅέΣ ǿƘŜǊŜōȅ 

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 language used by the current sample of teachers 

ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘƛǎ ŀǇǇǊƻŀŎƘΣ ǿƛǘƘ ǘŜǊƳǎ ǎǳŎƘ ŀǎ άōŀǎƛŎέΣ άŦǳƴŘŀƳŜƴǘŀƭέΣ άǘŜŎƘƴƛŎŀƭέ ŀƴŘ 

άǎǇŜŎƛŀƭƛǎǘέ ŀƭƭ ōŜƛƴƎ ŜƳǇƭƻȅŜŘΦ ²Ƙƛƭǎǘ ǘƘŜ ǘŜǊƳ άƳǳǎƛŎŀƭ ƭƛǘŜǊŀŎȅέ ǿŀǎ ƴƻǘ ƛǘǎŜƭŦ ǳǎŜŘ ƛƴ ŀƴȅ 

of the interviews, this was implied 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 pitch and rhythm. 

The ability to play an instrument also comprised part of this vision, although the idea of 

musical literacy is different from the complete focus on instrumental performance described 

above.  The main way in which the teachers discussed the basic skills approach and its value 

ǿŀǎ ǘƘǊƻǳƎƘ ǘƘŜ ƴŜŜŘ ŦƻǊ ǇǳǇƛƭǎ ǘƻ ŘŜǾŜƭƻǇ άƳǳǎƛŎŀƭƭȅέΦ ¢Ƙƛǎ ƛƴǾƻƭǾŜǎ ǘƘŜ ƳƻǊŜ ŜȄǘŜƴŘŜŘ 

definition of musicality, which moved beyond simply the ability to play an instrument and 

included what could be considered specialised knowledge and skills (see Chapter 6). Fiona 

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 grow musically as they progress through school - ŀƴŘ ƛŦ ǘƘŜȅΩǊŜ 

going to do that they need to be able to actually understand all the basics, you know like 

notation and rhythms and pitch and everything... or else how can they get anywhere with it? 

(Fiona, LKS2) 

The underlying ƛŘŜŀ ƘŜǊŜ ƛǎ ǘƘŀǘ ǘƘŜ ƻƴƭȅ ǿŀȅ ǘƻ ǘŜŀŎƘ άƳǳǎƛŎŀƭƭȅέ ƛǎ ǘƘǊƻǳƎƘ ǘƘŜ ŘŜƭƛǾŜǊȅ ƻŦ 

these basic skills and without them the pupils will be unable to progress. In terms of how it 

should be delivered, the basic skills model was strongly associated with a top-down 

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 that they have a chance 

of progressing in 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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This notion 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 

ever develop them. How can an individual assume the position of authority if their 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, 

ǿƘƻ ŘŜǎŎǊƛōŜŘ ƘŜǊǎŜƭŦ ŀǎ ŀ άƳǳǎƛŎƛŀƴέ feels very confident in constructing herself as an 

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 to develop 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, describes her own 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 provides a convincing personal argument as to how 

experiencing the basic skills approach can lead to success in the subject.  

/ŀǘǊƛƴŀ ǿŀǎ ŀƴƻǘƘŜǊ ŀŘǾƻŎŀǘŜ ƻŦ ǘƘƛǎ ŀǇǇǊƻŀŎƘ ŀƴŘ ǘƘŜ ǇƘǊŀǎŜ άōŀǎƛŎ ǎƪƛƭƭǎέ ǇŜǊƳŜŀǘŜǎ her 

discussion. To highlight the potential positive effect of teaching music in this way, she 

discusses her own school experiences and how these contributed to her current level of 

ability and involvement: 

So it should be the basics ƻŦ ƳǳǎƛŎ ǘƘŀǘ ǿŜΩǊŜ ǘŜŀŎƘƛƴƎ ǘƘŜƳΣ ǘƘŜ ŦǳƴŘŀƳŜƴǘŀƭ ǎƪƛƭƭǎ ǎƻ ǘƘŀǘ 

they can really develop as they go up through the school [...] when I was at school we learnt 

the basics of music, we learnt the technicalities and all the basic skills and we learnt how to 

read music and understand the language, it really opened the door for me into this whole 
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new world of music, it made me really appreciate music because now I could understand 

what was going on. And I loved it, I really did... and I sung in the choir and I really felt 

musical, it was like I had been let into this whole new musical world. (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 

ŘŜǾŜƭƻǇƛƴƎ ŀ άǊŜŀƭ ƭƻǾŜέ ŀƴŘ ŀǇǇǊŜŎƛŀǘƛƻƴ ƻŦ ǘƘŜ ǎǳōƧŜŎǘΦ The metaphor used here is 

particularly important, as she perceives the development of a set of core musical skills as a 

ƳŜŀƴǎ ƻŦ ǳƴƭƻŎƪƛƴƎ ǘƘŜ ƎŀǘŜǿŀȅ ǘƻ ŀ άƳǳǎƛŎŀƭ ǿƻǊƭŘέΦ tǊƛƻǊ ǘƻ ōŜƛƴƎ ŜŘǳŎŀǘŜŘ ƛƴ ǘƘŜǎŜ ǎƪƛƭƭǎΣ 

this world was considered to be inaccessible, but once she had developed this set of basic 

skills she was able to gain entry, progress and flourish musically. This interpretation of her 

own education thus increases her motivation to teach music now. 

Although both Fiona and Catrina firmly believe in the 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 own ambitions 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 school ς indeed, 

she seems 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 individuals may thus feel excluded from the shared consensual perspective. 

Lƴ ǘŜǊƳǎ ƻŦ ƳƻǘƛǾŀǘƛƻƴΣ ǘƘƛǎ ŎƻǳƭŘ ǇǊƻǾŜ ǇǊƻōƭŜƳŀǘƛŎΣ ŀǎ ƛǘ Ŏŀƴ ōŜ ŘƛŦŦƛŎǳƭǘ ǘƻ ǇǳǊǎǳŜ ƻƴŜΩǎ 

own priorities if they conflict with those of the majority. If the social environment is not 
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supporǘƛǾŜ ƻŦ ƳǳǎƛŎΣ ǘƘŜƴ ƻƴŜΩǎ ƻǿƴ ǇŜǊǎƻƴŀƭ ƳƻǘƛǾŀǘƛƻƴǎ Ŏŀƴ ōŜŎƻƳŜ ǘƘǊŜŀǘŜƴŜŘΣ ŜǾŜƴ ƛŦ 

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. focusing on what 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 class, despite 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 too discusses this dissonance between personal and institutional aims, describing 

the frustration and restriction caused by the dominant practices in the school. 

If they [the pupils] were 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 it is, I do what I can, I try to give them 

that chance to have a go at notation and to ςyou know, do the theory things, but ƛǘΩǎ really 

ƘŀǊŘ ōŜŎŀǳǎŜ ƛǘΩǎ ǎƻ ƴŜǿ ǘƻ ǘƘŜƳ ς ǘƘŜǊŜΩǎ ƴƻ ōŀŎƪƛƴƎ ƛǘ ǳǇ ƛƴ ƻǘƘŜǊ ȅŜŀǊǎΣ ǘƘŜǊŜΩǎ ƴƻ 

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 have the chance to become part of the 

άƳǳǎƛŎŀƭ ǿƻǊƭŘέΦ ¢ƘŜ ƛŘŜŀ ƛs that by providing this opportunity to learn the 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 claims, it is difficult to make a difference 

to pupils if this is not 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 shock at the children being 

ǳƴŀōƭŜ ǘƻ ŜǾŜƴ ƛŘŜƴǘƛŦȅ άǘƘƻǎŜ ōƭŀŎƪ ǎǇƻǘǎέ ŀǎ ƳǳǎƛŎŀƭ ƴƻǘŀǘƛƻƴ ŀƴŘ Ƙƻǿ ǳǇƻƴ ŜƴǘŜǊƛƴƎ ǘƘŜ 

institution, she quickly realised that music was not actually taught at all. In this way, her 

own motivation was gradually reduced, as she too recognises that there is little point in 

ŘŜǾŜƭƻǇƛƴƎ ǘƘŜ ǇǳǇƛƭǎΩ ǎƪƛƭƭǎ ǳƴƭŜǎǎ all the staff are involved, a situation which she deems 

impossible in her current institution.  

It is interesting to note that the core musical skill which Fiona cites is the ability to 

understand musical notation. Whilst her complaint is that the pupils find 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 having no chance of 

teaching it: 

L ǘƘƛƴƪ ǘƘŀǘΩǎ ǿƘŀǘ ǎŎŀǊŜǎ ƳŜ ǘƘŜ ƳƻǎǘΣ ǿƘŜƴ L ǎŜŜ ƳǳǎƛŎŀƭ ƴƻǘŀǘƛƻƴ ŀƴŘ L Ƨǳǎǘ ǘƘƛƴƪ ς L ŘƻƴΩǘ 

have a clue what that means ς ƛǘΩǎ Ƨǳǎǘ ƭƻǎǘ ƻƴ ƳŜΦ L ǘƘƛƴƪ ǘƘŀǘΩǎ ǿƘŀǘ ǇŜƻǇƭŜ ƎŜǘ ǎŎŀǊŜŘ 

about ς the notation. (Faye, KS1) 

Here, it is possible 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 

CƛƻƴŀΩǎ ōŜƭƛŜŦ ƛƴ ǘƘŜ ƛŘŜŀƭ ƻŦ ŀ ōŀǎƛŎ ǎƪƛƭƭǎ ŀǇǇǊƻŀŎƘΣ ƛƴ ǘƘŀǘ ǎƘŜ ǘƻƻ ŘƛǎŎǳǎǎŜǎ ǘƘŜ ƴŜŜd to 

provide notation and other basic 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 this. Her subsequent poor assessment of her own 

basic skills in music then leads her to the conclusion that she is completely incapable of 

teaching music effectively, as her self-judgements do not correspond with her image of 

what constitutes effective teaching.  
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CŀȅŜΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ŀǘ ǎŎƘƻƻƭ were perceived as off-putting and she cites this as the reason 

she never pursued music any further; however, it is now her lack of early involvement which 

ǎƘŜ ŘǊŀǿǎ ǳǇƻƴ ǘƻ ŜȄǇƭŀƛƴ ǿƘȅ ǎƘŜ ƛǎ ƛƴŎŀǇŀōƭŜ ƻŦ ǘŜŀŎƘƛƴƎ ƳǳǎƛŎΥ άƛŦ LΩŘ ƘŀǾŜ ŘƻƴŜ ƛǘ 

properly at scƘƻƻƭ ŀƴŘ ǊŜŀƭƭȅ Ǝƻǘ ƛƴǾƻƭǾŜŘ L ǿƻǳƭŘ ōŜ ōŜǘǘŜǊ ƴƻǿέ όCŀȅŜΣ Y{мύΦ ¢Ƙƛǎ ǾƛŜǿ ƛǎ 

supported by a music coordinator, who cites the lack of previous experience in music as one 

of the main barriers for generalist teachers to overcome: 

I think it can really seem lƛƪŜ ƛǘΩǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘΩǎ Ƨǳǎǘ really difficult ς L ǘƘƛƴƪ ƛŦ ȅƻǳ ŘƛŘƴΩǘ 

choose to do music at school, or ŜǾŜƴ ȅƻǳǊ ǎŎƘƻƻƭ Ƨǳǎǘ ǿŀǎƴΩǘ very musical, ǘƘŜƴ L ǘƘƛƴƪ ƛǘΩǎ ŀ 

ǎǳōƧŜŎǘ ǿƘŜǊŜ ŀ ƭƻǘ ƻŦ ǇŜƻǇƭŜ ƳƛƎƘǘ Ƨǳǎǘ ƴƻǘ ƘŀǾŜ ǘƘŜ ǎƪƛƭƭǎΦΦΦ !ƴŘ ƛŦ ȅƻǳ ŘƻƴΩǘ ƘŀǾŜ ǘƘese 

ǎƪƛƭƭǎ ǘƘŜƴ Ƙƻǿ ŀǊŜ ȅƻǳ ǎǳǇǇƻǎŜŘ ǘƻ ǘŜŀŎƘ ƛǘΚ tŜƻǇƭŜ Ƨǳǎǘ ŘƻƴΩǘ ƘŀǾŜ ŀ ŎƘŀƴŎŜΦ ό!ōƛƎŀƛƭΣ [Y{нύ 

Again, the belief here is that those teachers who do not have a core set of specialist skills in 

ƳǳǎƛŎ ǿƛƭƭ ƴƻǘ ƘŀǾŜ ŀ άŎƘŀƴŎŜέ ƻŦ ōŜƛƴƎ ŀōƭŜ ǘƻ ŘŜƭƛǾŜǊ ƭŜǎǎons in the subject. If teaching 

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 them essential, the tendency appears to be they assume 

they will be unable to teach the subject at 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 pupil-led activities which could move the focus of skills away from the 

teacher and onto the pupils themselves. The following section will explore this alternative 

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 skills-based discipline built on specialist foundations, other 

approaches to the teaching 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 

ƻǿƴ ǳƴƛǉǳŜ ΨƳǳǎƛŎΩΦ   

In contrast to the traditional teaching model described above, the emphasis here was 

placed upon pupil-centred approaches to learning. This altered the role of the teacher from 

the knowledge authority to that of facilitator of creative opportunities, following 

Vygotskyan principles. This clearly involves a different ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ ǇǊŀŎǘƛǘƛƻƴŜǊΩǎ ǊƻƭŜ 

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 skills-based conceptions, this may prove beneficial to generalist 

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 educational value 

of the outcomes. As has been stressed already, a belief in the discrete and incompatible 

nature of the two approaches could prove problematic, with it being preferable to include 

elements from both. 

For some teachers, a key barrier to becoming involved with music at all was the constant 

ŘŜǎƛǊŜ ǘƻ ƳŀƪŜ ƳǳǎƛŎ ǘƘŀǘ ǿŀǎ ǘŜŎƘƴƛŎŀƭƭȅ ΨŎƻǊǊŜŎǘΩΦ ¢Ƙƛǎ ŎƻǳƭŘ ŀŘŘ ŀƴ ŜȄǘǊŀ ŘƛƳŜƴǎƛƻƴ ƻŦ 

tension and anxiety due to the fear that a rehearsed performance would, as discussed in 
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Chapter 6, inevitably be followed by a judgement 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. In this way, a more creative approach could lessen the 

ŜȄǇŜŎǘŀǘƛƻƴǎ ǇƭŀŎŜŘ ǳǇƻƴ ǘƘŜ ǘŜŀŎƘŜǊΣ ǎƛƴŎŜ ǘƘŜ ΨǊŜǎǇƻƴǎƛōƛƭƛǘȅΩ ŦƻǊ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ǿŀǎ 

now positioned with the pupils. 

This notion of music as a creative, exploratory subject appeared to be underpinned by a 

different philosophy of teaching to either the basic skills or the performance-only 

approaches presented above. Within this approach, the learners themselves take a more 

central role, as the children learn experientially through active participation in a democratic 

environment (Burnard, 2006b). ¢Ƙƛǎ ŀǇǇǊƻŀŎƘ ƛǎ ǘƘŜǊŜŦƻǊŜ ŎƭŜŀǊƭȅ ǊŜŦƭŜŎǘƛǾŜ ƻŦ ΨŜŘǳŎŜǊŜΩ 

principles described above. 

For me, I think the main thing is about them exploring sounds... so using their voices and 

instruments ... sharing and celebraǘƛƴƎ ǘƘŜ ǎƻǳƴŘǎ ǘƘŜȅ Ŏŀƴ ƳŀƪŜΦ LǘΩǎ ƴƻǘ ŦƻǊƳŀƭΣ ǘƘŜȅ Ŏŀƴ 

use the different instruments and see what hŀǇǇŜƴǎΦ LǘΩǎ ŀƭƭ ǾŜǊȅ ŎǊŜŀǘƛǾŜΦ ¸ƻǳ ƎŜǘ ǘƻ ƘŜŀǊ 

ǘƘŜƛǊ ǊŜŀƭ ƳǳǎƛŎŀƭ ǾƻƛŎŜǎΣ ƛǘΩǎ ƴƻǘ Ƨǳǎǘ ŀōƻǳǘ ǘŜŀŎƘƛƴƎ ǘƘŜƳ ǘƘƛƴƎǎΦ ό.ǊƛƻƴȅΣ C{ύ 

 
Briony ƘŜǊŜ ŎƻƴǘǊŀǎǘǎ ƘŜǊ ƻǿƴ ƳŜǘƘƻŘǎ ƻŦ ǘŜŀŎƘƛƴƎ ƳǳǎƛŎΣ ǿƛǘƘ ǘƘŜ ƳƻǊŜ άŦƻǊƳŀƭέ ŘŜƳŀƴŘǎ 

ƻŦ ǘƘŜ ōŀǎƛŎ ǎƪƛƭƭǎ ŀǇǇǊƻŀŎƘ ŀōƻǾŜΦ LƴǘŜǊŜǎǘƛƴƎƭȅΣ ǎƘŜ ŘƻŜǎ ƴƻǘ ǎŜŜ ƘŜǊ ǊƻƭŜ ŀǎ άŀōƻǳǘ 

ǘŜŀŎƘƛƴƎ ǘƘŜƳ ǘƘƛƴƎǎέΣ ōǳǘ ŀǎ ǘƘŜ ŦŀŎƛƭƛǘŀǘƻǊ ǘƻ ǘƘŜƛǊ ƻǿƴ ŜȄǇƭƻǊŀǘƛƻƴǎΦ .ȅ ŀƭƭƻǿƛƴƎ ǘƘe 

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 open approach 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 teaching philosophy. Transferring this approach to music enabled her to alter her 

perception of the 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, but now 

ǾƛŜǿǎ ƛǘ ŀǎ ǎƻƳŜǘƘƛƴƎ ƳǳŎƘ ƳƻǊŜ άƻǇŜƴέΣ ǿƘŜǊŜ ŎƘƛƭŘǊŜƴ ŎƻǳƭŘ ōŜ ŎǊŜŀǘƛǾŜ ŀƴŘ ƳŀƪŜ ƳǳǎƛŎ 

anywhere: 

[Music] changed for me completely, because I saw a new way ς I think I never really got how 

ǘƻ ǘŜŀŎƘ ƛǘ ōŜŦƻǊŜΣ ŀƴŘ LΩŘ ƴŜǾŜǊ ƭƻƻƪŜŘ ƻǳǘǎƛŘŜ ǘƘŜ ōƻȄ ǊŜŀƭƭȅ - rather than just looking at it 

like ς 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 - it 

was a way of learning about other thingǎΣ ŀƴŘ ƛǘ ǿŀǎƴΩǘ ŀǎ ǎǘǊƛŎǘ ŀǎΣ ΨǘƘƛǎ ƛǎ ǘƘŜ ƴƻǘŜ / ŀƴŘ ƛǘ 

ǎƛǘǎ ƘŜǊŜ ƻƴ ǘƘŜ ƭƛƴŜΩ ŀƴŘ ǎǘǳŦŦΦΦ ƛǘ ōŜŎŀƳŜ ǎƻƳŜǘƘƛƴƎ ΨƻƘƘƘƘ L Ŏŀƴ ǳǎŜ ƛǘ ƛƴ ƳǳŎƘ ƳƻǊŜ open 

and ŎǊƻǎǎ ŎǳǊǊƛŎǳƭŀǊ ǿŀȅΩ ŀƴŘ ƛǘ ōŜŎŀƳŜ more than just these technical things. (Bella, UKS2) 

The shift in her 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 in the subject. Rather than focusing on the anxiety over her lack of specialist 

music skills, she was able to focus on her ability as 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 musical, skills, tended to receive 

more positive self-judgements.  

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 development. 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 ǘƘƛƴƪ ǘƻƻ ƻŦǘŜƴ ǿŜ ƎŜǘ ŎŀǳƎƘǘ ǳǇ ƛƴ ŀƭƭ ǘƘŜ ŦƻǊƳŀƭƛǘƛŜǎ ƻŦ ƳǳǎƛŎ ōŜŎŀǳǎŜ ƛǘΩǎ ǎƻ Ŝŀǎȅ ǘo get 

bogged down by it all... I had a few sessions with a music teacher, where I got to observe 

him teach, and he talked about... just exploring sounds [and] wacky things like going out and 

hitting lampposts and seeing the sound that they made and stuff, and that I found much 

ƳƻǊŜ ƛƴǎǇƛǊƛƴƎ ǘƘŀƴ ŀƴȅǘƘƛƴƎ LΩŘ ŜǾŜǊ ŘƻƴŜ ōŜŦƻǊŜ ŀƴŘ L ŎƻǳƭŘ ǎŜŜ Ƙƻǿ ƛǘ ŎƻǳƭŘ ōŜ Ŧǳƴ ŦƻǊ ǘƘŜ 

ǇǳǇƛƭǎ ŀƴŘ Ƙƻǿ ǘƘŜȅ ŎƻǳƭŘ ƎŜǘ ǎƻƳŜǘƘƛƴƎ ƻǳǘ ƻŦΦΦΦ ƛǘΩǎ ǘǊȅƛƴƎ ǘƻ ǘƘƛƴƪ ŀōƻǳǘ ƛǘ ŘƛŦŦŜǊŜƴǘƭȅΣ ŀƴŘ 

letting the children explore music rather than forcing them into 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 suggests 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 ideas, all 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 be most vital. 

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. Barbara, for instance, 

ŘƛǎŎǳǎǎŜǎ ƳǳǎƛŎΩǎ ability to support inclusion because it can negate the need for academic 

skills: 

There are some of the ones that I teach who, you know, are sort of classed as SEN, but in 

music, they enjoy it and they ς ȅƻǳ ƪƴƻǿ ǘƘŜȅΩǊŜ ǇŜǊŦƻǊƳƛƴƎ ƻƴ ǘƘŜ ǎŀƳŜ ǎƻǊǘ ƻŦ ƭŜǾŜƭ ŀǎ 

other children, everyone can get into it the same and they can all do well and get involved, 

which I think gives them that boost up of confidence frankly. (Barbara, FS, MC) 
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In this case, music is seen as an avenue through which those children with Special 

Educational Needs can achieve comparably with others in 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 of the 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 teachers, music was often perceived as inaccessible due to the high skill level 

ǊŜǉǳƛǊŜŘΦ IƻǿŜǾŜǊΣ ƛƴ ŎƻƴǘǊŀǎǘΣ .ŀǊōŀǊŀΩǎ ŎƻƳƳŜƴǘ Ǉƻǎƛǘƛƻƴǎ ƳǳǎƛŎ ŀǎ ǎƻƳŜǘƘƛƴƎ ƛƴ ǿƘƛŎƘ 

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.  

Lǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ǾƛŜǿ ǘƘŜ ǳƴŘŜǊƭȅƛƴƎ ōŜƭƛŜŦ ƛƴ .ŀǊōŀǊŀΩǎ ŀŎŎƻǳƴǘ ŀǎ ōŜƛƴƎ ǘƘŀǘ ŀƭƭ ǇǳǇƛƭǎ ǿƛƭƭ 

have an equal chance to do well in music if they are all given the same opportunity to 

engage in practical music-making, where the focus is on individual expression rather than 

technical brilliance. She considers music as an area which negates the need for traditional 

academic skills, meaning that it offers a chance for children who perhaps struggle in literacy 

or numeracy to succeed and achieve in a practical, play-based 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 (Jensen, 2000). Equally, 

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 generally considered 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 believe effective 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 particular problem involved the products generated by such activities. For some 

practitioners, it proved difficult to subvert firmly held perceptions that musical 

performances needed to be polished, well rehearsed and accurate, even in the primary 

school. Catrina, one 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. 

²ƘŜƴ ŘƛǎŎǳǎǎƛƴƎ ƘŜǊ ƻǿƴ ǎŎƘƻƻƭΩǎ ŎƻƴŎŜǊǘǎΣ /ŀǘǊƛƴŀ ŎƭŜŀrly sets out her expectations for 

accurate, technical skills which have been thoroughly rehearsed in order to produce a 

performance that is ŘŜŦƛƴƛǘŜƭȅ ΨƳǳǎƛŎŀƭΩΣ ƛƴ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ-based definition. 

We do spend a long time on our concerts making sure that they have all the skills sorted out 

- ǘƘŜȅ ƘŀǾŜ ǘƻ ōŜ ŘƻƴŜ ǘƻ ŀ ǾŜǊȅ ƘƛƎƘ ǎǘŀƴŘŀǊŘΣ L Ƨǳǎǘ ǿƻƴΩǘ ƘŀǾŜ ŀƴȅǘƘƛng amateur, I never 

ƘŀǾŜ ŘƻƴŜΦΦΦ ƛǘΩǎ Ǝƻǘ ǘƻ ōŜ ŀ ƘƛƎƘ ǎǘŀƴŘŀǊŘ ƻǘƘŜǊǿƛǎŜ ƛǘΩǎ ƴƻǘ ǿƻǊǘƘ ƛǘΣ ǎƻ ǿŜ ƘŀǾŜ ǘƻ Ǉǳǘ ǘƘŜ 

ŜŦŦƻǊǘ ƛƴ ŀƴŘΣ ǿŜƭƭ ǘƘŜ ǊŜǎǳƭǘǎ ŀǊŜ ǘƘŜǊŜ ǘƻ ōŜ ǎŜŜƴΣ ƛǘ ǊŜŀƭƭȅ ǿƻǊƪǎ ŀƴŘ ƛǘΩǎ ǊŜŀƭƭȅ ƎƻƻŘ - 

musically. (Catrina, UKS2) 

 
Catrina therefore values musical performances which reflect her own understanding of what 

high quality music should be, a desire which could prove contradictory with a more open 

ŀƴŘ ŎǊŜŀǘƛǾŜ ŀǇǇǊƻŀŎƘΦ !ǎ ƛǘ ƛǎ ǊŜŀǎƻƴŀōƭȅ Ŝŀǎȅ ǘƻ ƧǳŘƎŜ ǿƘŜǘƘŜǊ ŀ ǇŜǊŦƻǊƳŀƴŎŜ ƛǎ ΨƳǳǎƛŎŀƭΩΣ 

in teǊƳǎ ƻŦ ƛǘǎ ǇƛǘŎƘ ƻǊ ǊƘȅǘƘƳΣ ǘƘŜǊŜ Ŏŀƴ ōŜ ŘƛŦŦƛŎǳƭǘƛŜǎ ƛƴ ŀŎŎŜǇǘƛƴƎ ǘƘŜ ǾŀƭǳŜ ƻŦ ŎƘƛƭŘǊŜƴΩǎ 
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exploratory music. Teachers often listen with adult ears to the music children produce and 

judge it by these standards (Kaschub & Smith, 2009), resulting in a potential 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 teachers as to its value. 

I 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 fun but - ǿŜƭƭ ǘƘŜǊŜ ŘƛŘƴΩǘ ǎŜŜƳ ǘƻ ōŜ ŀƴȅ Ǉƻƛƴǘ ǘƻ ƛǘ 

all - there was no music going on ς they just started bŀǎƘƛƴƎ ŀōƻǳǘ ŀƴŘ L ŎƻǳƭŘƴΩǘ ǘŜƭƭ 

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 ensure his 

Ŏƭŀǎǎ ŀǊŜ ŜƴƎŀƎŜŘ ƛƴ άǇǊƻǇŜǊ ƳǳǎƛŎέΣ ƛΦŜΦ ǎƻƳŜ ŦƻŎǳǎ ƻƴ ǎƪƛƭƭǎΣ ǊŀǘƘŜǊ ǘƘŀƴ ǎƛƳǇƭȅ άƭŜǘ ƭƻƻǎŜέ 

with the instruments. 

 Music consisted of ōŀƴƎƛƴƎ ƻƴ ǘƘƛƴƎǎΦΦΦ ǘƘŀǘΩǎ ŀōƻǳǘ ŀƭƭ L Ŏŀƴ ǊŜƳŜƳōŜǊΦΦΦ ƎŜǘǘƛƴƎ ōƛǘǎ ƻŦ 

wood and banging them together and calling it music. [...] LΩƳ ƴƻǘ ǎǳǊŜ Ƙƻǿ Ƴǳch musically 

ǿŜ Ǝƻǘ ƻǳǘ ƻŦ ƛǘ ώΦΦΦϐ L ǘǊȅ ǘƻ ƳŀƪŜ ǎǳǊŜ ǘƘŀǘ ǘƘŜȅΩǊŜ ƴƻǘ Ƨǳǎǘ ōŀǎƘƛƴƎ ŀōƻǳǘ ǿƛǘƘ ǎǘǳŦŦΣ L ƳŀƪŜ 

ǎǳǊŜ ƛǘΩǎ ŀƭƭ ǇǊŜǘǘȅ ǎǘǊǳŎǘǳǊŜŘ ǎƻ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ŀƴ ŀŎǘǳŀƭ ƳǳǎƛŎ ƻōƧŜŎǘƛǾŜΣ ƛǘΩǎ ƴƻǘ Ƨǳǎǘ play-time 

for them (Eddy, KS1) 

The language used here by both teachers clearly questions the value of allowing the pupils 

ǘƻ ǇƭŀȅΣ ƻǊ άōŀǎƘ ŀōƻǳǘέΣ ǿƛǘƘ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘǎ ƛƴ ƻǊŘŜǊ ǘƻ ŜȄǇƭƻǊŜ ƳǳǎƛŎ ǘƘŜƳǎŜƭǾŜǎΣ ŀƴŘ ƛǘ 

is possible that the outcomes they produced were devalued because the sounds were not 

ŎƻƴǎƛŘŜǊŜŘ άƳǳǎƛŎŀƭέΦ LŦ Ƴƻǎǘ ǇŜƻǇƭŜ ƘŀǾŜ ŀ ŎƭŜŀǊ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǿƘŀǘ ƛǎ ŀƴŘ ƛǎ ƴƻǘ ƳǳǎƛŎŀƭΣ 

much exploratory music in schools can find itself perceived as the latter. However, this 

should not necessarily negate it as an important first step on the road to musical 



216 
 

development and engagement, and does not mean that what pupils produce should 

necessarily be completely discounted and devalued (Kaschub & Smith, 2009).  

I would contend that the creative approach to music can be a useful way of introducing 

pupils to different ways of making music freely, without the more formal constraints of 

more specialist aspects such as notation. It can provide a less threatening way for teachers 

to engage with music because the emphasis shifts away from specialist musical skills; it 

could thus 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 guidance provided at all and such strategies should not 

ǊŜǉǳƛǊŜ ŀ ŎƻƳǇƭŜǘŜ ǊŜƧŜŎǘƛƻƴ ƻŦ ǘƘŜ ŘŜƭƛǾŜǊȅ ƻŦ ΨƳǳǎƛŎŀƭΩ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ǎƪƛƭƭǎΦ !ǎ ǇƻƛƴǘŜŘ ƻǳǘ 

in the previous section, the dichotomous divide needs to be broken down, with approaches 

presented as complementary 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 what music should be taught. 

This section will attempt to pull these understandings together in order to provide some 

ŎƻƴŎƭǳǎƛƻƴǎ ŀōƻǳǘ ǿƘƛŎƘ Ǉƻǎƛǘƛƻƴǎ Ƴŀȅ ōŜ Ƴƻǎǘ ƘŜƭǇŦǳƭ ƛƴ ǘŜǊƳǎ ƻŦ ōƻǘƘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ 

ƳƻǘƛǾŀǘƛƻƴ ŀƴŘ ǘƘŜ ǇǳǇƛƭǎΩ ƭŜŀǊƴƛƴƎΦ !ƭǘƘƻǳƎƘ ǘŜŀŎƘƛƴƎ ƛǎ ƴƻǘ ǎǘǊŀƛƎƘǘŦƻǊǿŀǊŘ ŀƴŘ ǿƛƭƭ 

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 

ǇǊŀŎǘƛŎŜΣ ƛǘ ƛǎ Ǿƛǘŀƭ ǘƻ ǉǳŜǎǘƛƻƴ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǎǳōƧŜŎǘƛǾŜ ǇŜǊǎǇŜŎǘƛǾŜǎ ŀƴŘ ŜȄǇƭƻre the 

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 presented, with authority positioned with the teacher 

who must direct the pupils in their pursuit 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 expand fully on this point, the two could equally be 

linked to current 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 interests of the 

pupils themselves and their own tastes and interests? Policy seems to be split between the 

ǘǿƻΣ ǿƛǘƘ ǊŜŎŜƴǘ ƛƴƛǘƛŀǘƛǾŜǎ ǎǳŎƘ ŀǎ aǳǎƛŎŀƭ CǳǘǳǊŜǎ ŦŀǾƻǳǊƛƴƎ ǘƘŜ ΨƎŀǊŀƎŜ ōŀƴŘΩ ǎǘȅƭŜ 

improvisation, whilst the 2014 National Curriculum very much advocates a focus on the 

ΨƎǊŜŀǘ ŎƻƳǇƻǎŜǊǎΩ14 (Cain, 2013). 

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. Figure 7.1 attempts to do this, drawing on both the previous 

discussion and the broader debates regarding the content of music lessons advocated in the 

curriculum.   

  

                                                      
14

 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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Figure 7.1: Approaches to music teaching  

It is clearly possible to identify the different perceptions 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 progressive, creative approach. However, as I 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 teachers to deliver and can prove restrictive and potentially de-motivating for 

both teachers and pupils alike (Burnard, 2006b). By contrast, if the subject becomes too 

Open, creative 

and 

exploratory 

approaches 

Cultural canon 

Focus on 

musical 

literacy and 

the basics 

tǳǇƛƭǎΩ ŘƛǾŜǊǎŜ 

music 

TEACHING APPROACH 

C

O

N

T

E

N

T 

Progressive 

Pupil-

centred 

Traditional 

Teacher 

control 



219 
 

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 elements of both ends of the continua. 

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 example, incorporated both basic skills 

and open, exploratory approaches into her delivery of music, having observed how each 

could be successful and valuable in its own way. In a similar way to Bella, Georgia was very 

comfortable with the creative approach to music and this seemed 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 creativity but felt that this should be supplemented with some form 

of musical literacy. Her desire was ǘƻ ƛƴŎƭǳŘŜ ōƻǘƘ ΨŜŘǳŎŀǊŜΩ ŀƴŘ ΨŜŘǳŎŜǊŜΩ ƛƴ ƘŜǊ ǘŜŀŎƘƛƴƎΣ 

but having never studied music herself, she initially believed this to be something she was 

incapable of providing: 

L ǎǳǇǇƻǎŜ ƛǘ ǿŀǎ ǘƘŜ ǳǎǳŀƭ ǘƘƛƴƎ ǘƘŀǘ ȅƻǳ ŀƭǿŀȅǎ ƎŜǘ ǿƛǘƘ ƳǳǎƛŎΣ L ƘŀŘƴΩǘ ƘŀŘ ƳǳŎƘ ǘǊŀƛƴƛƴƎ ƛƴ 

ƛǘ ŀƴŘ ōŜŎŀǳǎŜ L ŘƛŘƴΩǘ ǘŀƪŜ ƛǘ ǘƻ D/{9 L ŘƛŘƴΩǘ ŦŜŜƭ ŎƻƴŦƛŘŜƴǘ ŀǘ ŀƭƭ ŀōƻǳǘ ǘǊȅƛƴƎ ǘƻ ǘŜŀŎƘ 

anything when I first started [...] I did want to do more and I got more confident in doing all 

the creative stuff, like bits of improvising with them on the instruments but I felt it needed 

something beyond that, I needed to take them past just having fun with it and give them 

something more structured, but I didnΩǘ ǊŜŀƭƭȅ ƪƴƻǿ ǿƘŜǊŜ ǘƻ ǎǘŀǊǘ ǿƛǘƘ ƛǘΦ όDŜƻǊƎƛŀΣ ¦Y{нύ 

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 instrumental 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 excellent teacher, she was fantastic, and the way she taught the 

children about pitch and rhythm and all the basics of music theory was so good [...] she did it 

ǳǎƛƴƎ ǘƘŜ ƪŜȅōƻŀǊŘǎ ōǳǘ ƛǘ ǿŀǎƴΩǘ ǊŜŀƭƭȅ ƘŀǊŘ ƭƛƪŜ ȅƻǳ ǿƻǳƭŘ ǘƘƛƴƪΣ ȅƻǳ ŎƻǳƭŘ ƘŀǾŜ ǎǘƛŎƪŜǊǎ ƻƴ 

the notes and it was all really simple. I could see the way it built over the full year and I 

learnt so much from watching her... by the end I felt like, I can go and repeat that, I could 

actually go and teach that to the kids, because I could see exactly what she was doing 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 aspects from both 

ends of each dimension. The observation of the instrumental specialist in her previous 

school had allowed her to bridge the gap between skills-based 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, realised that 

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 change, yet 

all too often this is the experience which is lacking when teachers undergo their training in 

music (Hennessy, 2012). 

DŜƻǊƎƛŀΩǎ Řǳŀƭ ŀǇǇǊƻŀŎƘ ǇǊƻǾƛŘŜǎ ŀ ǇƻǎƛǘƛǾŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƳǳǎƛŎΣ ǿƘƛŎƘ ŎƻǳƭŘ ōŜ 

ǇǊƻƳƻǘŜŘ ǘƻ ƻǘƘŜǊ ǇǊŀŎǘƛǘƛƻƴŜǊǎΦ ²Ƙƛƭǎǘ ƛǘ ƛǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ǊŜŎƻƎƴƛǎŜ ŀƴŘ ǊŜǎǇŜŎǘ ǇǳǇƛƭǎΩ ƻǿƴ 

preferences, an approach to music which simply replicates their experiences outside 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 knowledge and skills which would not naturally occur (Bowyer, 2012). In 
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this way, the inclusion of basic skills within the music curriculum can be important if it used 

ǘƻ ŜƴƘŀƴŎŜ ǇǳǇƛƭǎΩ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ōǊƻŀŘŜƴ ǘƘŜƛǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ŦƛŜƭŘΦ 

There clearly needs to be a balance here 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: 

LǘΩǎ ƭƛƪŜ ǘǿƻ ƘŀƭǾŜǎ ƻŦ ƳǳǎƛŎ Ǌeally, you have to do the musical skills stuff and then you have 

to do the creative music ǎƛŘŜ ǘƻƻΦ ²Ŝ ƴŜŜŘ ōƻǘƘΣ ǘƘŜǊŜΩǎ ŘŜŦƛƴƛǘŜƭȅ ǊƻƻƳ ŦƻǊ ōƻǘƘΦ όDŜƻǊƎƛŀΣ 

UKS2) 

Clearly the two approaches could be used in a complementary way, to support different 

ŀǎǇŜŎǘǎ ƻŦ ǘƘŜ ǇǳǇƛƭǎΩ ƭŜŀǊƴƛƴƎ ŀƴŘ ŘŜǾŜƭƻǇƳŜƴǘ. In order to make the most out of the 

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 pupils to express themselves freely and explore sound through 

experiences, as well as proving a barrier to teacher engagement. The more positive aspects 

of the dimensions therefore occur towards the middle of the continua, rather than at the 

extremes. Instead of being 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 

could 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  
Throughout the above discussion, there emerged 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 conception of music in the primary school thus 

interacts with the self-perceptions which one holds as to what it is possible to deliver in the 

subject. I now discuss this interaction in more detail, with reference to the self perceptions 

which were presented in the previous chapter. By considering the trio of personally held 

theories (1) and self-perceptions (2) relating to music, education and the teaching of music 

in the primary school (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 teachers was through the 

ƎŜƴŜǊŀƭ ōŜƭƛŜŦ ǘƘŀǘ ƻƴŜ Ƴǳǎǘ ƴŜŎŜǎǎŀǊƛƭȅ ōŜ ΨƳǳǎƛŎŀƭΩΣ ŀŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜ ŘŜŦƛƴƛǘƛƻƴǎ ŀōƻǾŜΣ ƛƴ 

order to teach music effectively. This was discussed in Chapter 6 and can also be linked to 

the quantitative finding that teachers generally considered themselves to lack to the 

requisite level of skills to teach music effectively. Together, a belief in the need to be 

ΨƳǳǎƛŎŀƭΩΣ ŎƻƳōƛƴŜŘ ǿƛǘƘ ŀ ōŜƭƛŜŦ ƛƴ ǘƘŜ ƴŜŜŘ ŦƻǊ ŀ ƘƛƎƘ ƭŜǾŜƭ ƻŦ ǎǇŜŎƛŀƭƛǎǘ ǎƪƛƭƭǎ ŎƻǳƭŘ ƭŜŀŘ ǘƻ 

the subject being considered inaccessible 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 that they 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, indicating 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 negative self-perceptions with 

regards this could result in an instant barrier to engagement with music. Despite the use of 

ǘƘŜ ǘŜǊƳ άōŀǎƛŎέ ǘƘŜǊŜŦƻǊŜΣ ǘƘŜ ǘŜŀŎƘŜǊǎ ǘŜƴŘŜŘ ǘƻ ǇŜǊŎŜƛǾŜ ǘƘŜǎŜ ǎƪƛƭƭǎ ŀǎ ōŜƛƴƎ ōƻǘƘ 

fundamental to delivering effective lessons yet also as being inaccessibly difficult.  

In the above section, I discussed teachers such as Fiona and Catrina who held positive views 

about both themselves and their ability to deliver the basic skills approach. However, it was 

also possible to identify other practitioners who clearly believed that this was the way music 

should be taught, but did not believe themselves to be capable of doing so (for example 

Faye). 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 important 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 

ŎƻǳƭŘ ŘŜƭƛǾŜǊΦ ²ƘŜƴ ŎƻƴǎƛŘŜǊƛƴƎ ƻƴŜΩǎ ƻǿƴ ǘŜŀŎƘƛƴƎΣ ǘƘŜǊŜŦƻǊŜΣ ǘƘŜ ǾŀƭǳŜ ƻŦ ǘƘŜ ǎǳōƧŜŎǘ 

could be vastly diminished; if one believes music is important but only when it is delivered in 

a skills-based, practical way, then low self-ǇŜǊŎŜǇǘƛƻƴǎ ƛƴ ƻƴŜΩǎ ŀōƛƭƛǘȅ ǘƻ ŘŜƭƛǾŜǊ ǘƘƛǎ ǎǇŜŎƛŦƛŎ 

approach could prove a fundamental barrier to engagement with music. 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 

generalist teachŜǊǎ ŎƭŀƛƳŜŘ ǘƘŀǘ ƳǳǎƛŎ ǿŀǎ ŀ άǾŀƭǳŀōƭŜέ ǎǳōƧŜŎǘ ŦƻǊ ǘƘŜƛǊ ǇǳǇƛƭǎ ǘƻ ŜƴƎŀƎŜ 

with but as many as 38% taught the subject for less than half an hour per week, with 34% 
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ǊŀǘƛƴƎ ƛǘǎ ƛƳǇƻǊǘŀƴŎŜ ŀǎ άǉǳƛǘŜ ƭƻǿέ ƻǊ άƭƻǿέΦ ¢ƘŜ ŘƛǎǘƛƴŎǘƛƻƴ ƘŜǊŜ ƛǎ ōŜǘǿŜŜƴ ǘƘŜ ǾŀƭǳŜ ƻŦ 

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 respondents 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 

a ǇƭŀŎŜ ǿƛǘƘƛƴ ƻƴŜΩǎ ǿŜŜƪƭȅ ǘƛƳŜǘŀōƭŜΦ DŜƳƳŀ ǿŀǎ ƻƴŜ ƻŦ ǘƘŜ ǘŜŀŎƘŜǊǎ ǿƘƻ ŘƛǎŎǳǎǎŜŘ ǘƘƛǎ 

problem and it is clear to see that she considers music to be in some way different from the 

rest of the curriculum: 

L Řƻ ŦƛƴŘ ƳǳǎƛŎ ǾŜǊȅ ƘŀǊŘ ōŜŎŀǳǎŜ ǘƘŜǊŜΩǎ ǎƻ ƳǳŎƘ ŜŦfort you have to put into it, if you want 

to do it well then you need to do loads of planning and organisation, it takes up so much 

time that ς ǿŜƭƭ ǎƻƳŜǘƛƳŜǎ ȅƻǳ ƘŀǾŜ ǘƻ ǿƻƴŘŜǊ ǿƘŜǘƘŜǊ ƛǘΩǎ ǿƻǊǘƘ ƛǘ ώΦΦΦϐ ƛǘΩǎ ƴƻǘ ƭƛƪŜ ƻǘƘŜǊ 

subjects where you just fit yoǳǊ ǘƻǇƛŎ ƛƴǘƻ ŀ ƴƻǊƳŀƭ Ǉƭŀƴ ŀƴŘ ǘƘŀǘΩǎ ƛǘΣ ƛƴ ƳǳǎƛŎ ǘƘŜǊŜΩǎ ǎƻ 

many things to consider that it does take a lot of extra effort. (Gemma, KS1) 

IŜǊ ŘƛǎǘƛƴŎǘƛƻƴ ƘŜǊŜ ƛǎ ǘƘŀǘ ǘƘŀǘ Ƴƻǎǘ ƻǘƘŜǊ ǎǳōƧŜŎǘǎ Ŏŀƴ Ŝŀǎƛƭȅ Ŧƛǘ ƛƴǘƻ ŀ ΨǘȅǇƛŎŀƭΩ ƭŜǎǎƻƴ ǇƭŀƴΣ 

whilst music cannot easily be translated to this model. Music thus appears to demand 

greater effort from teachers because it requires a shift away from the norms of planning 

and teaching skills. Similar 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 impact of the training was lost 

due to the perceived amount of time and effort that the intervention required. Christine, for 

instance, reflects upon attempting to implement this approach with her class, citing her 

ƛƴƛǘƛŀƭ ŜƴǘƘǳǎƛŀǎƳ ŦƻǊ ǘƘŜ ǇǊƻƧŜŎǘΦ {ƘŜ ŎƭŀƛƳǎ ǘƘŀǘ ǎƘŜ ŎƻǳƭŘ άǊŜŀƭƭȅ ǎŜŜ Ƙƻǿ ŀƳŀȊƛƴƎ ƛǘ ŎƻǳƭŘ 



225 
 

ōŜ ŦƻǊ ǘƘŜ ŎƘƛƭŘǊŜƴέ ōǳǘ ǘƘŀǘ ŘŜǎǇƛǘŜ ǘƘƛǎΣ ƛǘ ǇǊƻǾŜŘ ƛƳǇƻǎǎƛōle to maintain. The result was 

that now that she had now ceased delivering actual music lessons at all and focused solely 

on singing. 

 L ŘƻƴΩǘ do much music at all now... I did start after we had that training, some people came 

in from the Music Service and showed us how to do a proper lesson, and we got the musical 

instruments out and all that, but it was too hard to keep it up. I had to practise the lesson 

maybe two or three nights before I could deliver the lesson, which is a bit ridiculous really, I 

donΩǘ ƘŀǾŜ ǘƛƳŜ ŦƻǊ ƛǘΦΦΦ ŀƴŘ ƛǘ ǿŀǎ Ƨǳǎǘ ǘƻƻ Ŧŀǎǘ-paced with so much to get through [...] It 

would have been better if it would have been, something more achievable and I would have 

carried it on - because I like music, and I enjoyed music at primary school, and so I think 

these children are missing out. (Christine, 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 positive personal experience at 

school, this did not outweigh the fact that practising for the lesson took up too much of her 

time. She ǊŜǇŜŀǘŜŘ ǘƘŜ ǇƘǊŀǎŜΣ άL ŘƻƴΩǘ ƘŀǾŜ ǘƛƳŜ ŦƻǊ ŀƭƭ ǘƘŀǘΣέ ōŜƭƛŜǾƛƴƎ the amount of 

planning and preparation to be unrealistic for just one subject. Although she wanted to 

continue with music, therefore, it soon ended up being dropped. 

Her point was reiterated by both Claire and Christopher, who had also experienced the 

training but had failed to commit to any change in practice. Both 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 subverted by the training but had actually been 

ǊŜƛƴŦƻǊŎŜŘΦ .ȅ ƳŀƪƛƴƎ ƴŜƎŀǘƛǾŜ ŎƻƳǇŀǊƛǎƻƴǎ ōŜǘǿŜŜƴ ǿƘŀǘ ǘƘŜȅ ƻōǎŜǊǾŜŘ ǘƘŜ άŜȄǇŜǊǘǎέ 

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 made throughout this section is therefore that it is important to examine not 

ƻƴƭȅ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ǿƘŀǘ ƳǳǎƛŎ ǎƘƻǳƭŘ Ŝƴǘŀƛƭ ŀƴŘ Ƙƻǿ ǘƘƛǎ ƳƛƎƘǘ ōŜ ƻŦ 

value to the pupils, but to relate this to their own self-perceptions of what they could 

deliver. The teachers in my sample appeared to base their decision to engage with music on 

a complex interaction of the different factors, and as 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 decision to 

engage with this therefore rests on what might be termed a development of the typical 

expectancy-value 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, I now turn to look at specific aspects of the 

subject which could prove problematic for teachers. This involves building on the 

quantitative findings, where differentiation and ensuring pupil progression were considered 

to be particularly difficult, whilst classroom management and organisation seemed to pose 

many fewer problems. Although the qualitative phase offered some suggestions as to why 

this might be the case, it also resulted in some contradictory findings and the situation 

proved far from clear-cut. 

The problem of a perceived lack 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 point explicitly, citing her own anxiety with regards music subject knowledge:  
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LŦ ƻƴŜ ƻŦ ǘƘŜ ǇǳǇƛƭǎ ŀǎƪǎ ȅƻǳ ŀ ǉǳŜǎǘƛƻƴΣ ƭƛƪŜ ΨǿƘŀǘΩǎ ŀ ǎŜƳƛǉǳŀǾŜǊΩ ƻǊ ǎƻƳŜǘƘƛƴƎΣ ȅƻǳ ŎŀƴΩǘ 

ōŜ ƭƛƪŜΣ ΨƻƘ ŀŎǘǳŀƭƭȅ L ŘƻƴΩǘ ƪƴƻǿΣ ƘŀƴƎ ƻƴ ŀ ƳƛƴǳǘŜΣ LΩƭƭ Ƨǳǎǘ Ǝƻ ŀƴŘ ƭƻƻƪ ƛǘ ǳǇΩΣ ōecause you 

ŎŀƴΩǘ Řƻ ǘƘŀǘ - ȅƻǳ ƴŜŜŘ ǘƻ Ƨǳǎǘ ƪƴƻǿ ƛǘ ŀƴŘ ǘƘŀǘΩǎ ǿƘȅ L ŦƛƴŘ ƛǘ ǎƻ ƘŀǊŘΦ (Amy, UKS2) 

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 posed by the children. As 

she did not feel confident in her own subject knowledge, she therefore perceived music as 

threatening to her role as a teacher. Whilst she did not avoid the subject completely, she 

discusses how she limited herself to singing, and otheǊ άǎƛƳǇƭŜέ ŀŎǘƛǾƛǘƛŜǎΣ ōŜŎŀǳǎŜ ǘƘŜǎŜ 

ǿŜǊŜ άǎƻƳŜǘƘƛƴƎ L Ŏŀƴ Ƨǳǎǘ Řƻ ǿƛǘƘ ǘƘŜƳ ǿƛǘƘƻǳǘ ǿƻǊǊȅƛƴƎ ŀōƻǳǘ ōŜƛƴƎ ǉǳŜǎǘƛƻƴŜŘέΦ 

IƻǿŜǾŜǊ ǘƘƛǎ ǊŜǎǳƭǘŜŘ ƛƴ ƘŜǊ ŦŜŜƭƛƴƎ ǳƴŀōƭŜ ǘƻ ƳƻǾŜ ǘƘŜƳ ŦƻǊǿŀǊŘǎ ƛƴ ǘƘŜƛǊ ƭŜŀǊƴƛƴƎΥ άL ŘƻƴΩǘ 

ƪƴƻǿ Ƙƻǿ ǘƻ ƎŜǘ ŀƴȅǿƘŜǊŜ ǿƛǘƘ ƛǘΣ ǿŜΩǊŜ Ƨǳǎǘ ǎǘǳŎƪ ōŜŎŀǳǎŜ LΩƳ ǎǘǳŎƪΦέ 

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 

ŎƘƛƭŘǊŜƴ Ƙƻǿ άƎƻƻŘέ ƳǳǎƛŎ ǎƘƻǳƭŘ ǎƻǳƴŘΣ ǘƘŜƴ Ŧor some this was considered a near-

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 presented itself was in the case of singing, which, in 

addition to being generally anxiety-inducing for some teachers, emerged as particularly 

problematic in terms of how to ensure pupil progress. Amy makes the distinction between 

άƧǳǎǘ ǎƛƴƎƛƴƎ with the childrenέ aƴŘ άŀŎǘǳŀƭƭȅ ƘŜƭǇƛƴƎ ǘƘŜƳ ǘƻ ōŜŎƻƳŜ ōŜǘǘŜǊ ǎƛƴƎŜǊǎέΦ 

Whilst she feels competent at organising opportunities for the children to sing, she feels 

ǘƘŀǘ ǎƘŜ Ŏŀƴƴƻǘ ǘŀƪŜ ǘƘŜƳ ǘƻ ŀ ƘƛƎƘŜǊ ƭŜǾŜƭ ƳǳǎƛŎŀƭƭȅΣ ōŜŎŀǳǎŜ ǎƘŜ ƛǎ ǳƴŀōƭŜ ǘƻ άǊŜŀƭƭȅ ƘŜŀǊ 

ǿƘŀǘΩǎ ǊƛƎƘǘ ƻǊ ǿƘŀǘΩǎ ǿǊƻƴƎέ ƻǊ άƪƴƻǿ Ƙƻǿ ǘƻ ƳŀƪŜ ǘƘŜƳ ŀŎǘǳŀƭƭȅ ōŜǘǘŜǊέΦ {ƘŜ ǘƘŜǊŜŦƻǊŜ 

considers her ability as being limited to simply providing the opportunity for pupils to 
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participate, rather than in actually assisting them in making progress, language which has 

clear links back to the quantitative findings15: 

TƘŀǘΩǎ ƻƴŜ ƻŦ ǘƘŜ ǇǊƻōƭŜƳǎ ǿƛǘƘ people like me doing the singing with them, because I can 

do it and they do enjoy it but ς ǘƘŜ ǘƘƛƴƎ L ŎŀƴΩǘ Řƻ ǾŜǊȅ ǿŜƭƭ ƛs really help them to actually 

sing better ς I make sure theȅΩǊŜ ǎƛƴƎƛƴƎ ǘƘŜ ǊƛƎƘǘ ǿƻǊŘǎΣ ŀƴŘ ōŜƛƴƎ ǊŜŀƭƭȅ ŜƴǘƘǳǎƛŀǎǘƛŎ ƻŦ 

course, but I struggle to move it on ς musically ς ōŜŎŀǳǎŜ ǘƘŀǘΩǎ ǿƘŀǘ L ŎŀƴΩǘ ŘƻΣ L ƳŜŀƴΣ L Ŏŀƴ 

think ς ȅŜŀƘ ƛǘΩǎ ƻƪΣ ƛǘΩǎ ƴƻǘ ōŀŘΣ ōǳǘ L ŎŀƴΩǘ ǎŀȅ ǘƻ ǘƘŜƳ ΨƻƘ ǘƘŀǘ ƴƻǘŜ ǘƘŜǊŜ ǿŀǎ ǿǊƻƴƎΣ ȅƻǳ 

nŜŜŘ ǘƻ Ǝƻ ƘƛƎƘŜǊΣΩ ƻǊ ΨǘƘŀǘ ǊƘȅǘƘƳ ǿŀǎƴΩǘ ǉǳƛǘŜ ǊƛƎƘǘΣ ƛǘ ƴŜŜŘǎ ǘƻ Ǝƻ ƭƛƪŜ ǘƘƛǎΩΦ L ŎŀƴΩǘ ǘŀƪŜ 

them forward like that. (Amy, UKS2) 

¢ƘŜ ŀōƛƭƛǘȅ ǘƻ ǇƻǎǎŜǎǎ ŎǊƛǘƛŎŀƭ ŀǳǊŀƭ ǎƪƛƭƭǎ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ŎƘƛƭŘǊŜƴΩǎ ǇŜǊŦƻǊƳŀƴŎŜǎ ǿŀǎ ǘƘŜǊŜŦƻǊŜ 

considered to be an important quality of an effective music teacher, yet could also be 

ŎƻƴǎƛŘŜǊŜŘ ŀƴ ƛƴŀŎŎŜǎǎƛōƭŜ ǎƪƛƭƭΦ ¢Ƙƛǎ ƳƛƎƘǘ ƻŦŦŜǊ ŀ ǇƻǘŜƴǘƛŀƭ ŜȄǇƭŀƴŀǘƛƻƴ ŀǎ ǘƻ ǿƘȅ άƳƻǾƛƴƎ 

ǇǳǇƛƭǎΩ ƭŜŀǊƴƛƴƎ ŦƻǊǿŀǊŘέ ŜƳŜǊƎŜŘ ŀǎ ŀ ǇŀǊǘƛŎǳƭŀǊƭȅ ŘƛŦŦƛŎǳƭǘ ǎƪƛƭƭ ǿƛǘƘƛƴ ǘƘŜ ǉǳŜǎǘƛƻƴƴŀƛǊŜ 

data. The ōŜƭƛŜŦ ƘŜǊŜ ƛǎ ǘƘŀǘ ƛƴŘƛǾƛŘǳŀƭǎ ǿƘƻ ŀǊŜ ΨƳǳǎƛŎŀƭΩ ǿƛƭƭ ŀǳǘƻƳŀǘƛŎŀƭƭȅ ƘŀǾŜ ŀŎŎŜǎǎ ǘƻ 

an in-depth understanding of the music which they hear and can thus use this to provide 

ǎŎŀŦŦƻƭŘƛƴƎ ŦƻǊ ǘƘŜ ǇǳǇƛƭǎΦ !ƳȅΩǎ ǳǎŜ ƻŦ ǘƘŜ ǇƘǊŀǎŜ άǇŜƻǇƭŜ ƭƛƪŜ ƳŜέ ƛǎ ŀƭǎƻ ǇŀǊǘƛŎǳlarly telling 

and positions her as one amongst the majority who is incapable of these higher level skills. 

Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ƳƻǾƛƴƎ ǇǳǇƛƭǎΩ ƭŜŀǊƴƛƴƎ ŦƻǊǿŀǊŘΣ ŘƛŦŦŜǊŜƴǘƛŀǘƛƻƴ ŀƭǎƻ ŜƳŜǊƎŜŘ ŦǊƻƳ ǘƘŜ ǎǳǊǾŜȅ 

data as being potentially problematic. There was some evidence to support this from the 

qualitative interviews although the links between the two phases were less straightforward. 

Beatrice, for instance, referred to her difficulty in providing for the gifted and talented in 

ƳǳǎƛŎΣ ōŜƛƴƎ ŎƻƴŎŜǊƴŜŘ ǘƘŀǘ ŀƴȅ ǘŀǎƪǎ ǎƘŜ ŎƻǳƭŘ ŜƴǾƛǎŀƎŜ ǿƻǳƭŘ ƴƻǘ ǎǳŦŦƛŎƛŜƴǘƭȅ άǎǘǊŜǘŎƘέ 

these children. Conversely, Fleur discussed the problem of finding activities for those 

children who had never engaged with music throughout their previous years in the school. 

                                                      
15

 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 meaningful activities 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 musical 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 ǎǳōƧŜŎǘ ŀǊŜŀǎΥ ǇƘǊŀǎŜǎ ǎǳŎƘ ŀǎΣ άǘƘŜǊŜΩǎ ǎƻƳŜ ǿƘƻ Ŏŀƴ Ƨǳǎǘ Řƻ ƛǘ ŀƴŘ ǎƻƳŜ ǿƘƻ Ƨǳǎǘ 

ŎŀƴΩǘέ ό/ƭŀƛǊŜΣ [Y{нύ ǿŜǊŜ ǇŀǊǘƛŎǳƭŀǊƭȅ ǇǊŜǾŀƭŜƴǘΦ 

However, this concern over differentiation was not always evident and for other teachers, it 

appeared that this was barely taken into consideration when deciding whether to engage 

with music. 

I think differentiation could ōŜ ŀ ŘƛŦŦƛŎǳƭǘ ǘƘƛƴƎ ōǳǘ ƛǘΩǎ ƴƻǘ ǊŜŀƭƭȅ ǎƻƳŜǘƘƛƴƎ L Řƻ ƳǳŎƘ ƻŦ ƛƴ 

ƳǳǎƛŎΣ ǘƘŜ ǿƘƻƭŜ Ǉƻƛƴǘ ƛǎ ŀōƻǳǘ ǘƘŜƳ ƎŜǘǘƛƴƎ ƛƴǾƻƭǾŜŘ ƛƴ ǎƻƳŜǘƘƛƴƎ ŀƭǘƻƎŜǘƘŜǊ ǎƻ ƛǘΩǎ ƴot like 

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 problematic, 9ǘƘŀƴΩǎ view was that 

it could easily be ignored in music; this was replicated by teachers in Greengate School, 

where it was not considered something which teachers should be concerned with. By 

focusing on communal participation, for example, it was possible to negate the need for 

differentiation by advocating an approach where all the class were involved in the same 

ŀŎǘƛǾƛǘȅ ǘƻƎŜǘƘŜǊΦ 5ƛŦŦŜǊŜƴǘƛŀǘƛƻƴ ǿŀǎ ǘƘŜǊŜŦƻǊŜ ƴƻǘ ŀƭǿŀȅǎ ŀ ŘŜŎƛŘƛƴƎ ŦŀŎǘƻǊ ƛƴ ǘŜŀŎƘŜǊǎΩ 

motivation to engage with music, as in many cases they simply were not required to do it. 



230 
 

The quantitative finding could thus be explained because it was something which was never 

actually done, thus could be perceived as more difficult. 

Lǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ƭƛƴƪ ǘƘƛǎ ǘƻ ǘƘŜ ǇǊŜǾƛƻǳǎ ŘƛǎŎǳǎǎƛƻƴ ŀōƻǳǘ ƳǳǎƛŎΩǎ ƛƴƘŜǊŜƴǘ ŘƛŦŦŜǊŜƴŎŜ ŦǊƻƳ 

other curricular areas, with some teachers believing that it could be delivered without 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, some of the traditional teaching skills may not 

necessarily be believed to apply. This could perhaps explain why these aspects emerged as 

ŘƛŦŦƛŎǳƭǘ ƛƴ ǘƘŜ ǎǳǊǾŜȅ ōǳǘ ŘƛŘ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ǇǊƻǾŜ ŎǊǳŎƛŀƭ ƛƴ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŀƴŘ 

engagement; whilst they could well 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 music in general was perceived as difficult, 

because it does 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 that music caƴ ōŜ ŀ ǊŜŀƭƭȅ ƘŀǊŘ ǎǳōƧŜŎǘ ǘƻ ǘŜŀŎƘ ōŜŎŀǳǎŜ ǘƘŜǊŜΩǎ ǎƻ ƳǳŎƘ ǘƻ ƻǊƎŀƴƛǎŜ 

ŀƴŘ ƪŜŜǇ ǘǊŀŎƪ ƻŦ ƛƴ ǘƘŜ ƭŜǎǎƻƴΣ ǘƘŜȅΩǊŜ ŀƭƭ ŘƻƛƴƎ ǘƘŜƛǊ ƻǿƴ ǘƘƛƴƎ ŀƴŘ ǘƘŜǊŜΩǎ ƭƻŀŘǎ ƻŦ ƴƻƛǎŜΦΦΦ 

I think the main problem I have with music is - ǿŜƭƭ ƛǘΩǎ ƳƻǊŜ ǘƘŜƛǊ ōŜƘŀǾƛƻǳǊΦΦΦ managing 

ǘƘŜƳ ǿƛǘƘ ƳǳǎƛŎŀƭ ƛƴǎǘǊǳƳŜƴǘǎ ǘƘŀǘΩǎ ƘŀǊŘΣ ōŜŎŀǳǎŜ ȅƻǳΩǊŜ Ƨǳǎǘ ǎŎŀǊŜŘ ǘƘŀǘ ƛǘΩǎ ƎƻƛƴƎ ǘƻ ƎŜǘ 

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 

ǘƘŜ Ŏƭŀǎǎ ŀƴŘ ǘƘŜ ŦŜŀǊ ǘƘŀǘ ǘƘŜ ƴƻƛǎŜ ƭŜǾŜƭ ǿƻǳƭŘ άǎǇƛǊŀƭ ƻǳǘ ƻŦ ŎƻƴǘǊƻƭέΦ Lƴ ŎƻƴǘǊŀǎǘ ǘƻ ǘƘŜ 

idea of communal participation, where all the pupils will be engaged in an activity together, 

ǎƘŜ ŎƭŀƛƳǎ άǘƘŜȅΩǊŜ ŀƭƭ ŘƻƛƴƎ ǘƘŜƛǊ ƻǿƴ ǘƘƛƴƎέΣ ōŜƭƛŜǾƛƴƎ ǘƘŀǘ ǘƘƛǎ creative independence 

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 

ǿƘƛŎƘ ǘƘŜ Ŏƭŀǎǎ ǿƻǳƭŘ ōŜ άƭŜǘ ƭƻƻǎŜέ ŀƴŘ Ƙƻǿ ǘƘƛǎ results in her being taken out of her 

άŎƻƳŦƻǊǘ ȊƻƴŜ ƻŦ ƴƻǊƳŀƭ ƭŜǎǎƻƴǎέΦ LƴǘŜǊŜǎǘƛƴƎƭȅΣ ǎƘŜ ŎƻƴǘǊŀǎǘǎ ƘŜǊ ǳǎǳŀƭƭȅ ƘƛƎƘ ƭŜǾŜƭ ƻŦ 

ŎƭŀǎǎǊƻƻƳ ŎƻƴǘǊƻƭ ǿƛǘƘ ŀ ŦŜŀǊ ƻŦ ǘƘŜ ǇƻǘŜƴǘƛŀƭ άŎƘŀƻǎέ ǿƘƛŎƘ ƳǳǎƛŎ Ŏŀƴ ŎŀǳǎŜΣ ǘƘǳǎ ƭŜŀŘƛƴƎ 

her to frequently avoid the subject ouǘ ƻŦ ŦŜŀǊ ƻŦ ǘƘŜ ǇǳǇƛƭǎΩ ǇƻǘŜƴǘƛŀƭ ōŜƘŀǾƛƻǳǊΦ ¢Ƙƛǎ 

challenge here is very specifically related to music and its practical nature, and there is a 

ŎƭŜŀǊ ŘƛǾƛŘŜ ōŜǘǿŜŜƴ ƘŜǊ ǇŜǊŎŜƛǾŜŘ ƭŜǾŜƭ ƻŦ ŎƻƴǘǊƻƭ ƛƴ ƳǳǎƛŎΣ ƛƴ ŎƻƴǘǊŀǎǘ ǿƛǘƘ ǘƘŜ άƴƻǊƳŀƭέ 

subjects, in which ǎƘŜ ŘŜǎŎǊƛōŜǎ ƘŜǊǎŜƭŦ ŀǎ άǾŜǊȅ ŎƻƴŦƛŘŜƴǘ ŀƴŘ ƻǊƎŀƴƛǎŜŘέΦ  

This finding is interesting and can perhaps be explained by reference to social factors. 

/ŀǘƘŜǊƛƴŜΩǎ ŦŜŀǊ ƻŦ ƭƻǎǎ ƻŦ ŎƻƴǘǊƻƭ ƛǎ ƘŜƛƎƘǘŜƴŜŘ ōŜŎŀǳǎŜ ǎƘŜ ŘŜǎŎǊƛōŜǎ Ƙƻǿ ǘƘƛǎ ǿƛƭƭ ōŜ 

observable by other members 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 generally; 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, describes ƳǳǎƛŎ ŀǎ ōŜƛƴƎ ƻƴ άŀƴƻǘƘŜǊ 

ƭŜǾŜƭέ ǘƻ ƻǘƘŜǊ ŎǳǊǊƛŎǳƭǳƳ ǎǳōƧŜŎǘǎΣ ǘƘŀǘ ƛǎ άƧǳǎǘ ǾŜǊȅ ŘƛŦŦƛŎǳƭǘέΣ ŘŜǎǇƛǘŜ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƘŜ ǘƻƻ ƛǎ 
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an experienced and confident teacher. He clearly positions the teaching of music as 

something which he feels is separate from his teaching in general, a strategy which could be 

seen as a way of protecting his sense of self-worth and competency. He repeatedly 

questions his own skills and ability to teach music, even going so far as to say he does not 

ōŜƭƛŜǾŜ ƘŜ ŎƻǳƭŘ άŜǾŜǊέ ǘŜŀŎƘ ƛǘ himself. However, because he considers this 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.  

In his words, tƘŜǊŜŦƻǊŜΣ ƳǳǎƛŎ ƛǎ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǇƭŀŎŜŘ ƻƴ άŀƴƻǘƘŜǊ ƭŜǾŜƭέ ŦǊƻƳ Ƙƛǎ 

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: 

¶ He believes effective music teaching must consist of teaching a specific set of 

musical skills 

¶ He views music as largely external to the main curriculum, mostly comprising extra-

curricular activities such as singing, instrumental lessons and concerts  

¶ 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   

¶ He believes music should be taught by a specialist teacher  

 

Each of these factors contributes to the overall belief that music is somehow distinct and 

outside of his personal remit as a teacher. By examining these different strands in more 

detail, it is possible to explore the connections between them which led to this 

understanding of music. In particular, 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 demonstrate how Christopher constructs his own position in relation to music (as 

ever, the numbers refer to the factors discussed in Chapter 5). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

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 

personal ŀƴŘ ǎƻŎƛŀƭ ŦŀŎǘƻǊǎ ŎƻƴǘǊƛōǳǘŜ ǘƻ /ƘǊƛǎǘƻǇƘŜǊΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƳǳǎƛŎ ŀǎ ǎŜǇŀǊŀǘŜ 

from his remit as a teacher. This can be linked back to the different factors identified within 

Music needs to be taught through a 

BASIC SKILLS APPROACH: 

-He experienced this himself when he 

was at school (past experiences, 4) 

-The in-school training he received 

served to reinforce this belief (actual 

opportunities 4,8) 

-This belief was shared by other 

teachers in the school (shared 

institutional values 5,6,7) 

In order to teach in this way one needs to be 

MUSICAL but he does not classify himself as 

this 

-He views music as an innate talent that he is 

not in possession of (theories about music and 

the self 1,2) 

-He contrasts himself with members of his 

family and specific colleagues who he does 

consider to be musical (past experiences 4, 

social comparisons 6) 

-He does not believe he can ever develop 

musical skills (theories about music and the 

self) 

Music was positioned as 

EXTERNAL TO THE 

CURRICULUM 

-There is a strong emphasis 

on extra-curricular music in 

the school and this is highly 

valued (Institutional 5,7) 

-There are no structures in 

the school to force teachers 

to engage in classroom music 

lessons (Institutional 5,7) 

Music should be 

delivered by a 

SPECIALIST TEACHER 

-He has experienced 

this before and believes 

it to be the only way to 

achieve good quality 

lessons in music (Beliefs 

about music teaching/ 

past experiences 1,4) 

Music was considered to be 

an OPTIONAL EXTRA 

-As a Year 6 teacher, he 

believes those pupils who 

want to go down this route 

should choose to but it is 

not for everyone. (Beliefs 

about education/music 1) 

-He himself had a choice at 

this age and did not choose 

to pursue music (past 

experiences, 4) 

 

The result of these beliefs is that Christopher does not consider music to be a part 

of his ǘŜŀŎƘƛƴƎ ŀƴŘ ŎƻƴǎƛŘŜǊǎ ƛǘ ǎŜǇŀǊŀǘŜ ŦǊƻƳ Ƙƛǎ άƴƻǊƳŀƭέ ŘǳǘƛŜǎΦ 
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Chapter 5, and all but personal dispositions are represented here16. An institutional 

dimension emerges, which has not been fully discussed as yet, but which relates to the 

concept of social groups. Christopher explicitly aligns himself with other non-specialists in 

the school and claims that, in general, teachers who are not music specialists 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 difficulty so he is not alone in his 

practices. 

L Ƨǳǎǘ ǘƘƛƴƪ ǿƛǘƘ ƳǳǎƛŎ ƛǘΩǎ ǎƻƳŜǘƘƛƴƎ ŘƛŦŦŜǊŜƴǘΣ ƛǘΩǎ ƴƻǘ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ŜǾŜǊȅƻƴŜ Ƙŀǎ ǘƘŜ ǎƪƛƭƭǎ 

ŦƻǊ ŀƴŘ ƛŦ ȅƻǳ ŘƻƴΩǘ ƘŀǾŜ ǘƘŀǘ ƳǳǎƛŎŀƭ ǘƘƛƴƎ ǘƘŜƴ ȅƻǳΩǾŜ ƴƻǘ Ǝƻǘ ŀƴȅ ŎƘŀƴŎŜ ƻŦ ŘƻƛƴƎ ƛǘ 

ƧǳǎǘƛŎŜΦΦΦ L ƳŜŀƴ ǘƘŜǊŜΩǎ ƻƴly one or two teachers here that can really do justice to music, 

Ƴƻǎǘ ƻŦ ǳǎ ŘƻƴΩǘ ƘŀǾŜ ŀ ƘƻǇŜΦΦΦ ǿŜΩǊŜ ŀƭƭ ƛƴ the same boat. (Christopher, UKS2) 

¢ƘŜ ǇƘǊŀǎŜ άŘƻƛƴƎ ƧǳǎǘƛŎŜέ ǘƻ ƳǳǎƛŎ ƛǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ƴƻǘŜ ƘŜǊŜ ŀƴŘ ŎƻƴƴŜŎǘǎ ǘƻ ǘƘŜ ǇǊŜǾƛƻǳǎ 

issue of the perceived 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 

ƭŜǎǎƻƴǎ ǘƘŀǘ ǿƻǳƭŘ ōŜ ƻŦ ǾŀƭǳŜ ǘƻ ǘƘŜ ǇǳǇƛƭǎ ƻǊ άŘƻ ƧǳǎǘƛŎŜέ ǘƻ ǘƘŜ ǎǳōƧŜŎǘΦ CƻǊ ǘƘƛǎ ǊŜŀǎƻƴΣ ƘŜ 

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 

self-worth is not jeopardised by negative comparisons with those whom he considers his 

ŜǉǳƛǾŀƭŜƴǘ ŎƻƭƭŜŀƎǳŜǎΦ .ȅ ŎƭŜŀǊƭȅ ŀǎǎƻŎƛŀǘƛƴƎ ƘƛƳǎŜƭŦ ǿƛǘƘ άƳƻǎǘέ ƻŦ ǘƘŜ ƻǘƘŜǊ ǘŜŀŎƘŜǊǎ ƛƴ Ƙƛǎ 

school, he is able to legitimise his own lack of music teaching, citing the fact that no one else 

can do it either. 

                                                      
16

 Although personal dispositions too could well contribute ǘƻ /ƘǊƛǎǘƻǇƘŜǊΩǎ ōŜƭƛŜŦǎΣ ǘƘƛǎ ǿŀǎ ƳƻǊŜ ŘƛŦŦƛŎǳƭǘ ǘƻ 
access from the self-report data. 



235 
 

Music therefore can be seen to 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 teachers 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 

separate as being, in itself, the most crucial barrier which teachers need to overcome. She 

claims that it is extremely unhelpful to focus on what is different about music and that 

teachers should instead be encouraged to focus on the commonalities: 

Everyone seems ǘƻ ǘƘƛƴƪ ƛǘΩǎ ŘƛŦŦŜǊŜƴǘ ŀƴŘ ŘƛŦŦƛŎǳƭǘ ōǳǘ ƛǘΩǎ ǊŜŀƭƭȅ ƴƻǘ ŘƛŦŦŜǊŜƴǘ ƛǎ ƛǘΣ ƛǘΩǎ ƭƛƪŜ 

teaching any other subject, you need to know the learning objectives and the outcomes, you 

need to plan your lesson the same as anything else and you need to assess for progress in 

ǘƘŜ ǎŀƳŜ ǿŀȅ ȅƻǳ ǿƻǳƭŘ Řƻ ŀƴȅǘƘƛƴƎ ŜƭǎŜΦ ¢ƘŜǊŜΩǎ ǘƻƻ Ƴŀƴȅ ǇŜƻǇƭŜ ǿƘƻ ǘƘƛƴƪ ƻŦ ƛǘ ŀǎ 

ŘƛŦŦŜǊŜƴǘ ŀƴŘ ŦƻǊ ƳŜ ǘƘŀǘΩǎ ǘƘŜ ǇǊƻōƭŜƳΦ ό5ŀǿƴ ¦Y{нΣ a/ύ 

For Dawn, the teaching of music should draw upon the same skill-set as teachers employ 

every day across the 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 possess and in which 

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, it could be helpful 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 knowledge. The way in 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 emphasis on teaching. 
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8. Why music? Negotiating individual 
and institutional values 

 

²Ƙƛƭǎǘ ǘƘŜ ǇǊŜǾƛƻǳǎ ǘǿƻ ǎŜŎǘƛƻƴǎ ƘŀǾŜ ƭŀǊƎŜƭȅ ŦƻŎǳǎŜŘ ǳǇƻƴ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ŀƴŘ 

self-perceptions, it is always important to recognise that these are part of a larger, more 

complex motivational system. Throughout Chapters 6 and 7, therefore, the question of 

ƳǳǎƛŎΩǎ ǾŀƭǳŜ Ƙŀǎ ƛƴŜǾƛǘŀōƭȅ ƛƴŦƛƭǘǊŀǘŜŘ ǘƘŜ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ŀƴŘ 

beliefs. These judgements now become the key focus for the current chapter. 

Whilǎǘ ΨǾŀƭǳŜǎΩ ǿŜǊŜ ƴƻt categorically named within the diagram in Figure 6.2, their impact 

upon motivation was far-reaching and complex. Indeed, when examining each of the eight 

factors generated through the coding, values actually contributed to the construction of 

each one. Rather than emerging as a straightforward category in their own right, therefore, 

value judgements formed part of both the personal understandings of the individuals and 

the socially-situated culture of the schools. The following table (8.1) summarises how each 

of the eight factors incorporates within them the notion of value judgements in relation to 

the importance of music. Value judgements underpin the whole integrated model of 

motivation, and comprised many complex constructions, with both personal and social 

origins. 
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Identified 

factor 

Value judgements contained within this 

Personally 

held theories 

(1) 

The personally held theories of teachers included explicit assertions related 

to the value of: 

¶ Music in general 

¶ Education in general 

¶ Music teaching in the primary school 

The ways in which teachers constructed their understandings of music 

education therefore extended to the reasons as to why it was (or indeed 

was not) worthwhile to study in the classroom. Their personally held 

theories were clearly connected to the ways in which they valued the 

subject and how this fit with their own conceptions of education.  

Self-theories 

(2) 

Value judgements were made concerning what teachers themselves felt 

they were able to deliver within music. There was thus an inextricable 

ƭƛƴƪ ōŜǘǿŜŜƴ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ŎƻƳǇŜǘŜƴŎȅ ōŜƭƛŜŦǎ ŀƴŘ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ǘƘŜȅ 

valued their own teaching, particularly in comparison with others.  

Dispositional 

factors (3) 

For certain teachers, their disposition and attitudes towards teaching, such 

as having a strong sense of duty or being hardworking and diligent, led them 

to certain actions which could influence their value judgements of music. 

Those who felt strongly about ensuring the provision of all subjects were 

thus likely to value music in a similar way to other comparable foundation 

subjects. The increased engagement, due to dispositional factors, could thus 

increase the value judgements. 

Past 

experiences 

(4) 

The ways in which teachers had experienced music themselves at school led 

to certain value judgements being made as to its utility and worth. In 

particular, there were many instances whereby their perception of music 

during their own childhood translated to their current beliefs as to its worth 

in education. If the teŀŎƘŜǊΩǎ ƳŜƳƻǊƛŜǎ ƻŦ ƳǳǎƛŎ ǿŜǊŜ ǇǊƛƳŀǊƛƭȅ as an extra-

curricular or selective subject, this could be replicated in their current views, 

with the expectation that this should be the role it would occupy in the 

school.  
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Contextual 

factors (5) 

The structural support within the school, including the place of music in the 

curriculum and the provision of resources, could lead to implicit value 

ƧǳŘƎŜƳŜƴǘǎ ŀǎ ǘƻ ƳǳǎƛŎΩǎ ǿƻǊǘƘΦ ¢ƘŜǎŜ ŎƻǳƭŘ ǘƘŜƴ ōŜ ƛƴǘŜǊǇǊŜǘŜŘ ōȅ ǘƘŜ 

teachers themselves. Equally, the value judgements of those teachers in 

positions of power could well be reflected in the contextual features of the 

school.  

Social factors 

(6) 

The ways in which colleagues within the school valued music had the 

potential to impact upon the judgements which they themselves made 

regarding the worth of the subject. In those schools where there were 

collective negative judgements, it proved easy to accept the views of others 

ŀƴŘ ǘƻ Ŧƛǘ ƻƴŜΩǎ ƻǿƴ ǇǊŀŎǘƛŎŜǎ ǿƛǘƘ ǘƘƛǎΦ  

Socio-

contextual 

factors (7) 

The aspects which spanned both social and contextual factors clearly 

incorporated value judgements in terms of how music was operationalised 

within the schools. The role of individuals such as the music coordinator, as 

well as the collective obligations and responsibilities within the school, again 

communicated certain value judgements (or lack of them) to the teachers 

themselves.  

Actual 

opportunities 

(8) 

Values were also involved in, and could be related to, the opportunities 

which were provided within the school. It was possible to identify a ǎŎƘƻƻƭΩǎ 

priorities by the opportunities for CPD and training which were provided. 

These could then be translated to the ways in which teachers themselves 

perceived music in the school, with those institutions where additional 

support was provided tending to place more importance on the subject than 

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 I decided to 

structure this around two key issues which emerged as particularly important and allowed 

me to build upon the previous discussion. Firstly, I consider the question of whether music 



240 
 

was considered a valuable subject for all pupils to study, which links back to the discussion 

in Chapter 6. This desire to provide musical opportunities for all children involves not only 

beliefs about the nature of musical ability, as previously discussed, but also inherent 

ǉǳŜǎǘƛƻƴǎ ƻŦ ƳǳǎƛŎΩǎ ƛƳǇƻǊǘŀƴŎŜΦ {ŜŎƻƴŘƭȅΣ L ŜȄǇƭƻǊŜ Ƙƻǿ ƳǳǎƛŎ ǿŀǎ ǇƻǎƛǘƛƻƴŜŘ ǿƛǘƘƛƴ ǘƘŜ 

school as a whole, which varied across the sample. This involves taking a broader view of its 

role within the institution; in particular, I was interested in those schools where music was 

employed in more innovative and creative ways than simply delivered as a typical 

foundation subject, and question the impact of these.  

Throughout this chapter, therefore, I will build upon the ways in which theories of self may 

either contribute to, or clash with, the institutional value judgements related to music. This 

is important in order to understand how teachers negotiated what were sometimes quite 

engrained self theories in relation to the institutional expectations. As one of the purposes 

ƻŦ ǘƘŜ ǊŜǎŜŀǊŎƘ ƛǎ ǘƻ ǉǳŜǎǘƛƻƴ ǿƘŜǘƘŜǊ ǘŜŀŎƘŜǊǎΩ ƳƻǘƛǾŀǘƛƻƴ ŎƻǳƭŘ ōŜ ŜƴƘŀƴŎŜŘΣ L ǇƻǎŜ ǘƘŜ 

question of whether it is possible for the school to encourage change in individuals and 

subvert what might have been previously negative perceptions of the value of music. It is 

impossible to ignore the musical histories which individual teachers bring with them but it 

may well be possible for school structures and social factors to encourage participation, in 

spite of these negative personal factors. As values prove a crucial part of each of the themes 

discussed and clearly cross the individual-social divide, focusing on the importance of music 

may prove a key 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 

ǎŜŎƻƴŘŀǊȅ ŎǳǊǊƛŎǳƭǳƳΣ ǿƛǘƘ ǘƘŜ ŜƳŜǊƎŜƴŎŜ ƻŦ ŀ άōŀŎƪ ǘƻ ōŀǎƛŎǎέ ŀǇǇǊƻŀŎƘ ǇǊƻǾƛding a 
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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 comparison with other creative 

areas such as art and drama (Wright, 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 (it therefore Ŧŀƛƭǎ ƛƴ ǘŜǊƳǎ ƻŦ ƛǘǎ ǳǘƛƭƛǘȅ ǾŀƭǳŜ ƛƴ 9ŎŎƭŜǎΩ 

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 government 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 wish to. (DfE, 2011, 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 individual classes (Ofsted, 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 concerns the extent to which teachers believe school 

music is a valuable use of time and effort for every single child, an 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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Thiǎ ǎŜŎǘƛƻƴ ōǳƛƭŘǎ ƻƴ ǘƘŜ ǇǊŜǾƛƻǳǎ ŎƘŀǇǘŜǊ ōȅ ƭƛƴƪƛƴƎ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ǿƘŀǘ 

should constitute music lessons to the notion of whether it is imperative for all pupils to 

ǎǘǳŘȅ ǘƘŜ ǎǳōƧŜŎǘΦ !ǎ .ƻǿƳŀƴ όнлмнύ ƴƻǘŜǎΣ άǿƘŜǘƘŜǊ ƳǳǎƛŎ ǎƘƻǳƭŘ ōŜ ǇŀǊǘ ƻŦ ǘƘŜ education 

ƻŦ ŀƭƭ ŎƘƛƭŘǊŜƴ ŘŜǇŜƴŘǎ ƛƴ ŦǳƴŘŀƳŜƴǘŀƭ ǿŀȅǎ ƻƴ ǿƘŀǘ ǿŜ ǳƴŘŜǊǎǘŀƴŘ ŜŘǳŎŀǘƛƻƴ ǘƻ ƛƴǾƻƭǾŜέ 

όǇΦнрύΦ Lƴ ǘƘƛǎ ǿŀȅΣ ǘƘŜǊŜŦƻǊŜΣ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ǘƘŜ ǎǳōƧŜŎǘΣ ǿƘƛŎƘ ǿŜǊŜ 

explored in Chapter 7, will inevitably be negotiated through their value judgements. 

ψȢρȢρ Ȭ-ÕÓÉÃ ÆÏÒ !ÌÌȭ 
I ŘƻƴΩǘ ǊŜŀƭƭȅ ƪƴƻǿ Ƙƻǿ ǇŜƻǇƭŜ Ŏŀƴ ǉǳŜǎǘƛƻƴ ώƳǳǎƛŎΩǎϐ ƛƳǇƻǊǘŀƴŎŜ ǘƻ ōŜ ƘƻƴŜǎǘΣ L ƳŜŀƴ ƛǘΩǎ 

something that all children should be getting at ǎŎƘƻƻƭ ŀƴŘ ƛǘΩǎ ǇŀǊǘ ƻŦ ǿƘŀǘ ŜǾŜǊȅƻƴŜ should 

be doing as teachers ώΦΦΦϐ ƛǘΩǎ ǎo important that every child gets that chance to experience 

just how powerful music can be. (Barbara, FS, MC) 

Across many of the interviews, particularly those from Bramley, Dalton and Emmanuel 

schools, there was evidence of a strong belief that music was a subject which every child 

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 subject in the primary school. In some cases, 

the language used showed that this was a taken-for-granted belief, which did not even need 

to be questioned: 

hŦ ŎƻǳǊǎŜΣ ŜǾŜǊȅƻƴŜ ƴŜŜŘǎ ǘƻ ƘŀǾŜ ǘƘŜ ŎƘŀƴŎŜ ǘƻ ŜȄǇŜǊƛŜƴŎŜ ƳǳǎƛŎ ǿƘŜƴ ǘƘŜȅΩǊŜ ŀǘ ǎŎƘƻƻƭ 

and it needs to be something they do all the time ς you know, every week, I mean it goes 

ǿƛǘƘƻǳǘ ǎŀȅƛƴƎ ǘƘŀǘ ǘƘŜȅ ǎƘƻǳƭŘ ƎŜǘ ǘƘŀǘ ƻǇǇƻǊǘǳƴƛǘȅΣ ƛǘΩǎ one of the most important things 

they do. (Briony, FS) 

Briony too demonstrates her firm belief that all children should get the chance to 

ǇŀǊǘƛŎƛǇŀǘŜ ƛƴ ƳǳǎƛŎ ǊŜƎǳƭŀǊƭȅΣ ŜȄǇǊŜǎǎŜŘ ǿƛǘƘ ǘƘŜ ƛƳǇŜǊŀǘƛǾŜ άƴŜŜŘǎ ǘƻέ ŀƴŘ ǘƘŜ ǇƘǊŀǎŜ 

άƎƻŜǎ ǿƛǘƘƻǳǘ ǎŀȅƛƴƎέΦ ¢ƘŜǊŜ ƛǎ ŀ ǎǘǊƻƴƎ ǎŜƴǎŜΣ ƛƴ ōƻǘƘ ǘƘƛǎ ŜȄǘǊŀŎǘ ŀƴŘ ŀŎǊƻǎǎ ƘŜǊ ƻǘƘŜǊ 
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assertions, that music itself has an inherent value to all pupils and its inclusion should not be 

questioned. 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 is delivered? 

¢ƘǊƻǳƎƘ ŜȄŀƳƛƴƛƴƎ .ǊƛƻƴȅΩǎ ƛƴǘŜǊǾƛŜǿ ŀǎ ŀ ǿƘƻƭŜΣ ƘŜǊ ƻƴƭȅ ŎƻƴŎǊŜǘŜ ƧǳǎǘƛŦƛŎŀǘƛƻƴ ŀǎ ǘƻ 

ƳǳǎƛŎΩǎ ƛƳǇƻǊǘŀƴŎŜ ŦƻǊ ŀƭƭ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ŜƴƧƻȅƳŜƴǘ ǘƘŀǘ ǘƘŜ ǇǳǇƛƭǎ Ŏŀƴ Ǝŀƛƴ ŦǊƻƳ ǘƘƛǎΥ άƛǘΩǎ 

ǎƻƳŜǘƘƛƴƎ ǘƘŜ ŎƘƛƭŘǊŜƴ ǊŜŀƭƭȅ ƭƻǾŜ ŘƻƛƴƎέΦ {ƘŜ ǳǎŜǎ ǇƘǊŀǎŜǎ ǎǳŎƘ ŀǎ άƛǘ ƳŀƪŜǎ ǘƘŜ ŎƘƛƭŘǊŜƴ 

ŎƻƳŜ ŀƭƛǾŜ ōŜŎŀǳǎŜ ǘƘŜȅ ƭƻǾŜ ƛǘέΣ ŀƴŘ άȅƻǳ ǎŜŜ ǘƘŜƛǊ ŜȄŎƛǘŜƳŜƴǘ ǿƘŜƴ ǘƘŜȅ ƪƴƻǿ ǘƘŜȅΩǊŜ 

ƎƻƛƴƎ ǘƻ Řƻ ƳǳǎƛŎέΣ ǘƻ ǊŜƛƴŦƻǊŎŜ ƘŜǊ ōŜƭƛŜŦ ǘƘŀǘ ƳǳǎƛŎ ƛǎ ŀƴ ŜǎǎŜƴǘƛŀƭ ǇŀǊǘ ƻŦ ǘƘŜ ŎǳǊǊƛŎǳƭǳƳΦ 

This was echoed in other accounts from within her institution, where there was a strong 

emphasis upon the fact that music needs to be enjoyable and pupil-focused, and that its 

value in the curriculum stems from this. The replication of this assertion throughout the 

accounts suggests that this is something of a consensual view, especially as it was also found 

within the quantitative discussion in Chapter 4. 

.Ǌƛƻƴȅ ŀǎǎǳƳŜǎΣ ǘƘŜǊŜŦƻǊŜΣ ǘƘŀǘ ŎƘƛƭŘǊŜƴΩǎ ƛƴǾƻƭǾŜƳŜƴǘ ƛƴ ƳǳǎƛŎ-making activities is 

intrinsically enjoyable for them, thus it is an intrinsically valuable 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 provide, άknowledge thought 

to be necessary for everyone but not thought to be accessible or attainable without formal 

sŎƘƻƻƭƛƴƎέ όǇΦтмύΦ 9ƴƧƻȅƳŜƴǘΣ ŀƭǘƘƻǳƎƘ ŀ ǇƻǎƛǘƛǾŜ ŦŜŀǘǳǊŜ ƻŦ ƳǳǎƛŎΣ ŘƻŜǎ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅΣ ƛƴ 

itself, allow for this enhancement of knowledge, particularly if the teachers are following a 

wholly open, creative 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 

subject. 

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 

ŀǎ ŀ ǊŜŀǎƻƴ ŦƻǊ ƳǳǎƛŎΩǎ ƛƴŎƭǳǎƛƻƴΣ ǘƘŜ ŀŎŎƻǳƴǘǎ ŦǊƻƳ ǎƻƳŜ ƻŦ ǘƘŜ ǘeachers in this school 

show how an emphasis on enjoyment led teachers to believe that music was not a priority 

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 pupils a break or dividing up the day to 

Ƴŀƛƴǘŀƛƴ ǘƘŜ ŎƘƛƭŘǊŜƴΩǎ ŎƻƴŎŜƴǘǊŀǘƛƻƴΦ aǳǎƛŎ ƛǘǎŜƭŦ ƛǎ ǘƘǳǎ devalued as a subject because it is 

not treated as part of the main curriculum; the consequence of this is that they rarely, if 

ever, actually teach the subject ŀƴŘ ŘƛǎŎǳǎǎ Ƙƻǿ ǘƘŜƛǊ ƭŜǎǎƻƴǎ ǿƻǳƭŘ ƴŜǾŜǊ άǎǘŀǊǘ ǿƛǘƘ ŀƴ 

ƻōƧŜŎǘƛǾŜ ƛƴ ƳǳǎƛŎΣ ƛǘ ǿƻǳƭŘƴΩǘ ƘŀǇǇŜƴέ όCǊŜŘŜǊƛŎƪΣ Y{мύΦ 

There are clearly questions as to the legitimacy of citing enjoyment as the sole justification 

for delivering some form of regular music, especially 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 

ΨōǊŜŀƪΩ ǇŜǊƛƻŘǎ ƻŦ the day: 

L ƳŀƪŜ ǎǳǊŜ ǿŜ Řƻ ƭƻǘǎ ƻŦ ƳǳǎƛŎ ǘƻƎŜǘƘŜǊ ōŜŎŀǳǎŜ ƛǘ ƎƛǾŜǎ ǳǎ ŀ ōƛǘ ƻŦ ŀ ōǊŜŀƪΦΦΦ ǎƻ ƛŦ ǘƘŜȅΩǊŜ 

ƎŜǘǘƛƴƎ ǘƛǊŜŘΣ ƻǊ ǿŜΩǾŜ ŘƻƴŜ ƭƻŀŘǎ ƻŦ ǿǊƛǘƛƴƎ ƻǊ ǎƻƳŜǘƘƛƴƎ ǘƘŜƴ ǿŜ ǎǘƻǇ ŀƴŘ ǿŜ ǎŀȅΣ ΨƭŜǘΩǎ 

ƘŀǾŜ ŀ ǎƻƴƎΩΣ ŀƴŘ ƛǘ ƎŜǘǎ ǘƘŜƳ ƎƻƛƴƎ ŦƻǊ ƭŜŀǊƴƛƴƎ ŀƎŀƛƴΦ όCǊederick, KS1) 

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 individual Indeed, the quote above shows 
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ƘŜ ŘƻŜǎ ƴƻǘ ǇŜǊŎŜƛǾŜ ƳǳǎƛŎ ƛǘǎŜƭŦ ŀǎ ǘƘŜ άƭŜŀǊƴƛƴƎέΣ ǎƛƳǇƭȅ ŀǎ ǘƘŜ ǇǊŜǇŀǊŀǘƛƻƴΦ CƻǊ ƘƛƳΣ 

music can be considered useful because it can assist the pupils in maintaining their 

motivation and engagement with other learning activities. 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, who is a consistent advocate for music, cites her belief that music can offer pupils 

ǎƻƳŜ ƻŦ ǘƘŜƛǊ Ƴƻǎǘ ƳŜƳƻǊŀōƭŜ ŜȄǇŜǊƛŜƴŎŜǎ ŦǊƻƳ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭΣ ǿƘƛŎƘ ǘƘŜȅ ǿƛƭƭ άǊŜŀƭƭȅ 

ǊŜƳŜƳōŜǊ ŀƴŘ ǘǊŜŀǎǳǊŜ ŀƭǿŀȅǎέ ό.ŀǊōŀǊŀΣ C{Σ a/ύΦ ¢Ƙƛǎ ǎŜǘǎ ƳǳǎƛŎ ŀǇŀǊǘ ŦǊƻƳ ǘƘŜ ǊŜǎǘ ƻŦ the 

curriculum, again repeating the fact that it is in some way different from other subjects. She 

ŎƭŀƛƳǎ ǘƘŀǘ ǇŀǊǘƛŎƛǇŀǘƛƴƎ ƛƴ ƳǳǎƛŎ ǿƛƭƭ άƘŜƛƎƘǘŜƴ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜέ ƻŦ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ǎƻ ƛǘ ƛǎ 

vital that everyone should be given that chance, not just a selecǘŜŘ ŦŜǿΥ άƛǘ ŘŜŦƛƴƛǘŜƭȅ 

ōŜƴŜŦƛǘǎ ŜǾŜǊȅƻƴŜέΦ 

This understanding was shared by a number of other teachers, who believed that music 

ǇǊƻǾƛŘŜŘ ŀ άǎǇŜŎƛŀƭέ ƻǇǇƻǊǘǳƴƛǘȅ ŦƻǊ ǇǳǇƛƭǎΦ Lƴ ŎƻƴǘǊŀǎǘ ǘƻ ǘƘŜ ǇǊŜǾƛƻǳǎ ŎƘŀǇǘŜǊǎΣ ǿƘŜǊŜ 

music was considered different because it was 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 something more than 

simply academic learƴƛƴƎΦ Lǘǎ άŘƛŦŦŜǊŜƴŎŜέ ƛǎ ǘƘǳǎ ǎƘƛŦǘŜŘ ǘƻ ŀ ǇƻǎƛǘƛǾŜ ŦŜŀǘǳǊŜΣ ǿƘŜǊŜōȅ ƛǘ ƛǎ 

valued because it 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 should experience 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 demonstrate their potential to achieve. She claims 

ǘƘŀǘ ƛǘ ƛǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ƳŀƪŜ ǘƘƛǎ ƻǇǇƻǊǘǳƴƛǘȅ ǳƴƛǾŜǊǎŀƭΣ ǎƻ ǘƘŀǘ ǘƘƻǎŜ ǿƘƻ Řƻ άǘŀƪŜ ǘƻέ ǘƘŜ 

subject would then be able to be offered further opportunities. 

They all have the chance to have a go and some of them are really good, they can go on 

ŦǊƻƳ ǘƘŜǊŜΣ ōǳǘ ƛŦ ǘƘŜȅ ƘŀǾŜƴΩǘ ƘŀŘ ǘƘŀǘ ŦƛǊǎǘ ŎƘŀƴŎŜ ǘƘŜƴ ǘƘŜȅΩƭƭ ƴŜǾŜǊ ƪƴƻǿΣ ǘƘŀǘΩǎ ǿƘȅ ǘƘŜȅ 

all need to have the opportunity to get involved. (Claire, LKS2) 

The suggestion is that pupils should all be given the chance to experience 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 fail 

to fulfil their potential, reflecting the ƎƻǾŜǊƴƳŜƴǘΩǎ ŀƎŜƴŘŀ ǘƘŀǘ ŀƭƭ ǇǳǇƛƭǎ ǎƘƻǳƭŘ ƘŀǾŜ ǘƘŜ 

ŎƘŀƴŎŜ ǘƻ ǘŀƪŜ ƳǳǎƛŎ ŦǳǊǘƘŜǊ άƛŦ ǘƘŜȅ ǿƛǎƘ ǘƻέΦ ¢Ƙƛǎ Ŏŀƴ ōŜ ƭƛƴƪŜŘ ōŀŎƪ ǘƻ ǘƘŜ ŦƛƴŘƛƴƎ ƛƴ ǘƘŜ 

quantitative phase where 69% of the respondents felt they themselves had missed out on 

the chance to develop musical skills in tƘŜ ǇŀǎǘΤ /ƭŀƛǊŜΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ here is that every 

child should be given the opportunity so that there is no chance of talent going unfulfilled.  

!ƭǘƘƻǳƎƘ ǎƻƳŜ ǘŜŀŎƘŜǊǎ ŜȄǇǊŜǎǎŜŘ ǘƘŜƛǊ ŎƻƳƳƛǘƳŜƴǘ ǘƻ ΨƳǳǎƛŎ ŦƻǊ ŀƭƭΩ ǿƛǘƘ ǊŜŦŜǊŜƴŎŜ ǘƻ ǘƘŜ 

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 both fair and inclusive, with all pupils needing to receive the 

same opportunities to participate in every subject. This was a belief related to teaching 

generally, where the purpose of a broad curriculum was to ensure that children had a 

ŎƘŀƴŎŜ ǘƻ άŜȄǇŜǊƛŜƴŎŜ ŜǾŜǊȅǘƘƛƴƎέ ŀǘ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭΣ ǿƛǘƘ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ŦƻǊ ǎǇŜŎƛŀƭƛǎƳǎ 

ideally only arising later. By providing 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: 

LǘΩǎ ŀƭƭ ŀōƻǳǘ ƳŀƪƛƴƎ ǎǳǊŜ opportunities are there in everything, because if you give them the 

opportunity you can engender that interest and they can take off with it... So we make sure 

that they have the academic opportunities but then ǘƘŀǘΩǎ got to be balanced with music and 

ƛǘΩǎ got to be balanced with sports and that way everyone has a chance to find something for 

them, I mean - L ōŜƭƛŜǾŜ ǾŜǊȅ ǎǘǊƻƴƎƭȅ ǘƘŀǘ ƛǘΩǎ ƻǳǊ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ǘƻ ǇǊƻǾƛŘŜ ǘƘŜ ƻǇǇƻǊǘǳƴƛǘȅ 

for this. (Gareth, UKS2) 

Gareth views it as part of his duty as a teacher to ensure that all children receive the 

opportunity to participate in activities beyond the core, academic subjects. Through these 

opportunities, their interest in areas such as music and sports can develop and then they 

Ŏŀƴ άǘŀƪŜ ƻŦŦέΦ IŜ ŘƛǎŎǳǎǎŜǎ Ƙƻǿ ƘŜ ƘƛƳǎŜƭŦ ǿŀǎ ƎƛǾŜƴ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ǿƛǘƘ ōƻǘƘ ƳǳǎƛŎ ŀƴŘ 

sport wƘŜƴ ƘŜ ǿŀǎ ȅƻǳƴƎŜǊΣ ŀƴŘ ŀƭǘƘƻǳƎƘ ƘŜ ŘŜŦƛƴƛǘŜƭȅ άǘƻƻƪ ǘƘŜ ǎǇƻǊǘǎ ǊƻǳǘŜέΣ ƘŜ 

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 

ŎǳǊǊŜƴǘ ōŜƭƛŜŦǎ ŀƴŘ ǊŜŦŜǊŜƴŎŜǎ ǘƻ ƻƴŜΩǎ ƻǿƴ ǎŎƘƻƻƭ Řŀȅǎ ǿŜǊŜ ŎƻƳƳƻƴ ǿƘŜƴ ŘƛǎŎǳǎǎƛƴƎ ǘƘŜ 

value of music. However, not all the memories were positive, 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 their current 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 

άƻƴƭȅ ǘǊƛŜŘ ƘŀǊŘ ǿƛǘƘ ȅƻǳ ƛŦ ǘƘŜȅ ǘƘƻǳƎƘǘ ȅƻǳ ǿŜǊŜ ƎƻƛƴƎ ǘƻ ǘŀƪŜ ƛǘ ŦǳǊǘƘŜǊέΣ ǊŜǎǳƭǘƛƴƎ ƛƴ 

ǘƘƻǎŜ ǿƘƻ ŘƛŘ ƴƻǘ Ǉƭŀȅ ŀƴ ƛƴǎǘǊǳƳŜƴǘ ōŜƛƴƎ ƛƎƴƻǊŜŘΥ άǘƘŜ ǘŜŀŎƘŜǊǎ Ƨǳǎǘ ǿŜǊŜƴΩǘ ōƻǘƘŜǊŜŘ 

ǿƛǘƘ ǘƘŜ ǊŜǎǘ ƻŦ ǳǎέΦ IŜǊ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ǘƘƛǎ ƛƴƧǳǎǘƛŎŜ ǘƘǳǎ ƭŜŀŘǎ ƘŜǊ ǘƻ ōŜƭƛŜǾŜ ǘƘŀǘ ŀƭƭ ŎƘƛƭŘǊŜƴ 

deserve the chance to play an instrument so they can take it further if they desire to do so.  

!ƭƛǎƻƴΩǎ ōŜƭƛŜŦ ƛƴ ǘƘŜ ǾŀƭǳŜ ƻŦ ƳǳǎƛŎ ŦƻǊ ŀƭƭ ŎƻƳes across consistently throughout her 

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 specialist tuition, which she values over and above anything that she 

ŦŜŜƭǎ ǎƘŜ ǿƻǳƭŘ ōŜ ŀōƭŜ ǘƻ ǇǊƻǾƛŘŜΦ !ƭƛǎƻƴΩǎ ǾŀƭǳŜ ƧǳŘƎŜƳŜƴǘΣ ǘƘŜǊŜŦƻǊŜΣ ŘƛŘ ƴƻǘ ƭŜŀŘ ǘƻ 

changes in her own practice and relied on her institution offering whole class specialist 

tuition. When positioning 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 value judgements 

about all pupils being given a chance with music, but without any reliance on her own ability 

to deliver a lesson. 

In contrast, Ethan describes how he himself ǘǊƛŜǎ ǘƻ ƛƴŎƭǳŘŜ ƳǳǎƛŎ ŀǎ ǇŀǊǘ ƻŦ ǘƘŜ άƴƻǊƳŀƭ 

ŎƭŀǎǎǊƻƻƳ ŜȄǇŜǊƛŜƴŎŜέ ǎƻ ǘƘŀǘ ŀƭƭ ƻŦ ǘƘe children get the chance to be involved in this, 
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despite not holding particularly positive self-perceptions regarding music. His main concern 

is that all pupils have the chance to engage with music, regardless of whether they 

undertake extra-curricular music or are learning to play an instrument. He links his own 

ƭƛƳƛǘŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳǳǎƛŎΣ ǿƘŜǊŜ ƛǘ ǿŀǎ ƻƴƭȅ ŀǾŀƛƭŀōƭŜ ŦƻǊ ǘƘŜ άƎƛŦǘŜŘέ ǇǳǇƛƭǎΣ ǘƻ Ƙƛǎ 

current actions, where he specifically makes the effort to ensure all children have the 

opportunity to experience music in the classroom.  

L Řƻ ǉǳƛǘŜ ŀ ƭƻǘ ƻŦ ƳǳǎƛŎ ǿƛǘƘ ǘƘŜƳ ƛƴ Ŏƭŀǎǎ ŀƴŘ L ǘƘƛƴƪ ƛǘΩǎ ƛƳǇƻǊǘŀƴǘ ǘƘey get this as part of... 

their normal classroom experience ς as part of their general learning... [...] when I was at 

school it was only the few gifted ones who did any music ς I never did anything at all and we 

ŘƛŘƴΩǘ Řƻ ŀƴȅǘƘƛƴƎ ŀƭǘƻƎŜǘƘŜǊΦΦΦ ŀƴŘ ǎƻ ōȅ ŘƻƛƴƎ ǘƘƛǎ ƛƴ ŎƭŀǎǎΣ ƛǘ ƳŜŀƴǎ ǘƘŜ ƻƴŜǎ ǿƘƻ ŘƻƴΩǘ Ǝƻ 

ǘƻ ŎƘƻƛǊ ƻǊ ŘƻƴΩǘ Ǉƭŀȅ ŀƴ ƛƴǎǘǊǳƳŜƴǘΦΦΦ ǘƘŜȅ ǿƛƭƭ ǎǘill get some music at school and I think 

ǘƘŀǘΩǎ ƛƳǇƻǊǘŀƴǘΣ ǘƘŀǘ ŜǾŜǊȅƻƴŜ ŘƻŜǎ ǎƻƳŜǘƘƛƴƎΦΦΦ ƴƻǘ ƭƛƪŜ ƳŜΦ ό9ǘƘŀƴΣ ¦Y{нύ 

The focus here is on a more inclusive music education, where everyone gets the chance to 

participate together and there is no distinction made between those who are considered 

ΨƳǳǎƛŎŀƭΩ ŀƴŘ ǘƘƻǎŜ ǿƘƻ ŀǊŜ ƴƻǘΦ ¢ƘŜ ŎƻƳǇŀǊƛǎƻƴ ōŜǘǿŜŜƴ ǘƘŜ ǘǿƻ ŀŎŎƻǳƴǘǎ ǊŜŦƭŜŎǘǎ ŀ 

ŦǳƴŘŀƳŜƴǘŀƭ ŘƛŦŦŜǊŜƴŎŜ ƛƴ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǿƘŀǘ ǎƘƻǳƭŘ ōŜ ŀŎƘƛŜǾŜŘ ƛƴ ƳǳǎƛŎ 

education in the primary school. Returning to the discussion in the previous chapter, Alison 

ǾƛŜǿǎ ƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴ ŀǎ ōŜƛƴƎ ǾŀƭǳŀōƭŜ ƻƴƭȅ ǘƘǊƻǳƎƘ ǎǇŜŎƛŀƭƛǎǘ ǘǊŀƛƴƛƴƎ όΨŜŘǳŎŀǊŜΩύΣ ǿƘƛƭǎǘ 

9ǘƘŀƴ ǾƛŜǿǎ ǘƘŜ ǎǳōƧŜŎǘ ŀǎ ŀ ƳƻǊŜ ƘƻƭƛǎǘƛŎ ŜȄǇŜǊƛŜƴŎŜ όΨŜŘǳŎŜǊŜΩύΦ ²Ƙƛƭǎǘ 9ǘƘŀƴ ŘƻŜǎ 

concede that certain pupils wƛƭƭ ŘŜƳƻƴǎǘǊŀǘŜ ŀ άƴŀǘǳǊŀƭ ŦƭŀƛǊ ŀƴŘ ŜƴǘƘǳǎƛŀǎƳέ ŦƻǊ ƳǳǎƛŎΣ ƘŜ 

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, creative music-making 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 judgements and high self-

perceptions of the music he can offer.  

!ƭǘƘƻǳƎƘ 9ǘƘŀƴΩǎ ƧǳŘƎŜƳŜƴǘǎ ŀǊŜ ŎƭŜŀǊƭȅ ǊƻƻǘŜŘ ƛƴ Ƙƛǎ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜǎΣ ǘƘŜȅ Ŏŀƴ ŀƭǎƻ ōŜ 

understood as situated within a school where there is a positive culture for music.  The 

school is a very high achieving institution and prides itself on the fact that it is able to 

provide experiences that go beyond simply the provision of the core subjects and the 

ŀŎƘƛŜǾŜƳŜƴǘ ƻŦ ƘƛƎƘ {!¢{ ǎŎƻǊŜǎΦ wŜŦƭŜŎǘƛƴƎ .ŀǊōŀǊŀΩǎ ǾƛŜǿΣ ƳǳǎƛŎ ƛƴ 9ƳƳŀƴǳŜƭ ǎŎƘƻƻƭ ƛǎ 

ŎƻƴǎƛŘŜǊŜŘ ǘƻ ōŜ ŀ άǎǇŜŎƛŀƭέ ǎǳōƧŜŎǘΣ ǿƘƛŎƘ Ŏŀƴ ŜƴƘŀƴŎŜ ǘƘŜ ǇǳǇƛƭǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ōŜȅƻƴŘ ǘƘŜ 

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 Ethan, despite 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. 

ψȢρȢς -ÕÓÉÃ ÆÏÒ ÔÈÅ ȬÓÅÌÅÃÔÅÄ ÆÅ×ȭ 
L ǘƘƛƴƪ ƛǘΩǎ ƻƴŜ ƻŦ those subjects... where ς ǘƘŜǊŜΩǎ ƭƛƪŜ ŀ ǎƳŀƭƭ ƎǊƻǳǇ ƻŦ ǇǳǇƛƭǎ ǿƘƻ ŀǊŜ ŀƭƭ 

really musical and who really, really get involved in everything... whereas everyone else is 

sort of on the outside... and ς L ŘƻƴΩǘ ǘƘƛƴƪ ȅƻǳ ŀƭǿŀȅǎ ƎŜǘ ǘƘŀǘ to the same extent in other 

subjects... because, ǿŜƭƭ ƛǘ ŘƛŘƴΩǘ ƳŀǘǘŜǊ Ƙƻǿ ƎƻƻŘ ȅƻǳ ǿŜǊŜ ŀǘ ƳŀǘƘǎΣ ŜǾŜǊȅƻƴŜ ƘŀŘ ǘƻ Řƻ 

the same amount... but with music ς it always seemed it was only certain people who got 

involved in it ŀƴŘ ǎŜŜƳŜŘ ǘƻ Řƻ ƭƻŀŘǎ ǿƘƛƭŜ ǘƘŜ ǊŜǎǘ ƻŦ ǳǎ ŘƛŘƴΩǘ ǊŜŀƭƭȅ do anything. 

(Gabrielle, LKS2) 
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In the above discussion, I have shown how certain teachers expressed the belief that music 

should be an important subject for every child 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 

ŀǎ ǘƻ ƳǳǎƛŎΩǎ ƛƳǇƻǊǘŀƴŎŜ ŎƻǳƭŘ ōŜ identified even in the accounts of teachers 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 which only certain 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 understandings of 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 continues to 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 questioned the need for 

all pupils to engage with the subject: 

L ŘƻƴΩǘ ŀƭǿŀȅǎ ǘƘƛƴƪ ǘƘŀǘ ƛǘΩǎ Ǝƻǘ ǘƻ ōŜ ŘƻƴŜ ǿƛǘƘ ŀƭƭ ȅƻǳǊ Ŏƭŀǎǎ ƻǊ ŀƴȅǘƘƛƴƎΣ ōŜŎŀǳǎŜ ƛǘΩǎ 

something that they can choose to do if they want to... I mean I have so many other subjects 
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to concentrate on and then you think- is music a necessary skill for everyone to have anyway 

- ōŜŎŀǳǎŜ ƻōǾƛƻǳǎƭȅ ƛŦ ǇŜƻǇƭŜ ƭƻǾŜ ƛǘ ǘƘŜȅΩƭƭ Ǝƻ ƛƴ ǘƘŀǘ ŘƛǊŜŎǘƛƻƴ ŀƴȅǿŀȅΦ (Faye, KS1) 

Clearly there are a number of important assertions within this extract which construct 

CŀȅŜΩǎ Ǉƻǎƛǘƛƻƴ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ƳǳǎƛŎ ǘŜŀŎƘƛƴƎΣ ƴŀƳŜƭȅ ǘƘŀǘ ƛǘ ƛǎ ƴƻǘ ŀ ǎǳōƧŜŎǘ ŦƻǊ άŀƭƭ ȅƻǳǊ 

ŎƭŀǎǎέΣ ƛǘ ƛǎ ǎƻƳŜǘƘƛƴƎ ǘƘŜ ǇǳǇƛƭǎ ǎƘƻǳƭŘ ōŜ ŀōƭŜ ǘƻ άŎƘƻƻǎŜέ ŀƴŘ ƛǘ ƛǎ ƴƻǘ ŀ άƴŜŎŜǎǎŀǊȅ ǎƪƛƭƭέΦ 

These all contribute to the fact that she, like Christopher above, positions music 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 music as a high priority within this. She 

ŦǳǊǘƘŜǊ ŜȄǇƭŀƛƴǎ ƘŜǊ Ǉƻǎƛǘƛƻƴ ōȅ ŎƛǘƛƴƎ ƳǳǎƛŎΩǎ ƭŀŎƪ ƻŦ ǳǎŜ ƛƴ ƭŀǘŜǊ ƭƛŦŜ ŦƻǊ ƘŜǊ ǇǳǇƛƭǎΥ άƛǘΩǎ Ƨǳǎǘ 

ƴƻǘ ǊŜŀƭƭȅ ǘƘŀǘ ƛƳǇƻǊǘŀƴǘ ŦƻǊ ǘƘŜƳ ƛǎ ƛǘΣ ƛǘΩǎ ƴƻǘ ƎƻƛƴƎ ǘƻ ƘŜƭǇ ǘƘŜƳ ƛƴ ǘƘŜ ŦǳǘǳǊŜέΦ {ƘŜ 

considers other subjects much more 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 this necessarily 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 in the primary 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 inevitable, when the 

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, I 
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would argue that the complaints about resources did not always comprise the fundamental 

ǊŜŀǎƻƴ ŀǎ ǘƻ ǿƘȅ ǘŜŀŎƘŜǊǎ ǿƻǳƭŘ ŀǾƻƛŘ ǘƘŜ ǎǳōƧŜŎǘΣ ǿƛǘƘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ 

musical ability as being of arguably greater importance (see discussion in Chapter 6). For 

Gabrielle, for example, these beliefs about musical ability 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. 

I think because musiŎ ƛǎ ǉǳƛǘŜ ŀ ǎǇŜŎƛŀƭƛǎǘ ǘƘƛƴƎ ǊŜŀƭƭȅ ŀƴŘ ƛǘΩǎ ƴƻǘ ǎƻƳŜǘƘƛƴg that every child 

is necessarily going to get involved with... maybe people do have the potential to do 

something with music but obviously... you know, not everyone is musical so most of your 

Ŏƭŀǎǎ ǇǊƻōŀōƭȅ ǿƻƴΩǘ ōŜ ŀōƭŜ ǘƻ Ǝƻ ǾŜǊȅ ŦŀǊ ǿƛǘƘ ƛǘΦ ¸ƻǳΩǊŜ ƻōǾiously going to have one or two 

who are really musical and take to it ŀƴŘ ǘƘŀǘΩǎ ƎǊŜŀǘ ōǳǘ ƛǘΩǎ ƴƻǘ really for everyone. 

(Gabrielle, LKS2) 

The belief that pupils can be classified as either musical or unmusical at an early age was 

therefore a key factor in whether 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 where practitioners working with younger year groups also cited music as a 

subject from which only certain pupils will benefit:  

.ȅ ¸ŜŀǊ о ƻǊ п ȅƻǳ Ŏŀƴ ǳǎǳŀƭƭȅ ǘŜƭƭ ǘƘŜ ƻƴŜǎ ǿƘƻ ƘŀǾŜ ǘƘŀǘ ƳǳǎƛŎŀƭ ǘŀƭŜƴǘΣ ŀƴŘ ǎƻ ƛǘΩǎ ǊŜŀƭƭȅ 

important to make sure they get the ŎƘŀƴŎŜ ǘƻ ŘŜǾŜƭƻǇ ǘƘŀǘΦΦΦ ǘƘŀǘΩǎ ǿƘŜǊŜ ǘƘŜ ŜȄǘǊŀ-

curricular things come in because you can push them down that route and make sure that 

they are the ones who do get the musical opportunities. (Claire, LKS2) 

Clearly the dichotomous theory of musicality is again 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 access, 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 musical and unmusical pupils did not necessarily result in the idea that music 

should only be for the selected few. Barbara, for instance, clearly distinguishes the 

άŎǊŜŀǘƛǾŜέ ŎƘƛƭŘǊŜƴ ŀǎ ǎŜǇŀǊŀǘŜ ŦǊƻƳ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜ ŎƭŀǎǎΣ ōǳǘ ǎǘƛƭƭ ǎǘǊƻƴƎƭȅ ōŜƭƛŜǾŜǎ ǘƘŀǘ 

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 able to progress. Rather 

ǘƘŀƴ ǎŜƭŜŎǘƛƴƎ ǘƘƻǎŜ άŎǊŜŀǘƛǾŜ ƻƴŜǎέΣ ŀǎ ǎƘŜ ǘŜǊƳǎ ǘƘŜƳΣ ŦƻǊ ǎǇŜŎƛŀƭ ƳǳǎƛŎŀƭ ǘǊŜŀǘƳŜƴǘΣ ǎƘŜ 

believes that everyone should be involved together, again citing reasons of fairness and 

equality, and citing music as valuable and necessary for all. 

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 particularly the 

case in Christ the King, where Claire noted that the main purpose of selecting the pupils was 

ǘƻ άǇǳǎƘ ǘƘŜƳ Řƻǿƴ ǘƘŀǘ ǊƻǳǘŜέ ǎƻ ǘƘŜȅ ŎƻǳƭŘ ōŜŎƻƳŜ ƳƻǊŜ ǇǊƻŦƛŎƛŜƴǘ ǇŜǊŦƻǊƳŜǊǎΦ ¢Ƙƛǎ ƛǎ 

indicative of the overarching approach to music in the school, in which the emphasis is 

placed upon the development of children as performers. 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 performances, 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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¢ƘŜ ǎŎƘƻƻƭΩǎ ǎƘŀǊŜŘ Ǝƻŀƭǎ ǘƘŜǊŜŦƻǊŜ ŎƻǊǊŜǎǇƻƴŘ ǘƻ ŀƴ ŀǇǇǊƻŀŎƘ ƛƴ ǿƘƛŎƘ ƴƻǘ ŜǾŜǊȅ ŎƘƛƭŘ 

needs to study music. 

Although teacher selection proved common in Christ the King, an alternative conception 

was to position music as a self-selective activity, in which the pupils themselves could 

choose whether or not to be involved. This was particularly common amongst the Year 5 

and 6 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 yeah - they can carry on with it... 

the ones who don't - well they've had a go at 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 6 - it's much more optional. (Amy, UKS2) 

According to Amy, music should be 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 

Year 6 the oƴŜǎ ǿƘƻ ƘŀǾŜ άǘŀƪŜƴ ǘƻ ƛǘέ ǿƛƭƭ ƘŀǾŜ ǘƘŜ ŎƘŀƴŎŜ ǘƻ ŎƻƴǘƛƴǳŜΣ ōǳǘ ƻǳǘǎƛŘŜ ƻŦ ǘƘŜ 

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 the top years 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 self-selective route 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 8.1.1, one of the important ways in which teachers justified their position was by 

recounting their 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 actively discouraged them from engaging in music with their full class.  

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 incident to inform 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 

άŦƻǊŎŜŘέ ƛƴǘƻ ŘƻƛƴƎΦ  

I always make sure they have a choice with it ς ƛŦ ǘƘŜȅ ǿŀƴǘ ǘƻ ǎƛƴƎ ǘƘŜƴ ǘƘŀǘΩǎ ƎǊŜŀǘ ōǳǘ L 

ǿƻƴΩǘ ŦƻǊŎŜ ǘƘŜƳ ǘƻΣ ƛǘΩǎ ƴƻǘ ŦŀƛǊ ōŜŎŀǳǎŜ L ƪƴƻǿ ƛǘ Ŏŀƴ ōe a really scary thing. L ŘƻƴΩǘ ǘƘƛƴƪ 

you can force anyone into it... you know some children are ƎƻƛƴƎ ǘƻ ŜƴƧƻȅ ƛǘΣ ǎƻƳŜ ŀǊŜƴΩǘΦ 

(Adele, LKS2) 

CƻǊ !ŘŜƭŜ ǘƘŜǊŜŦƻǊŜΣ ƘŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƳǳǎƛŎ ŀǎ ƻǇǘƛƻƴŀƭ ǎǘŜƳǎ ŦǊƻƳ ǘƘŜ ǎǳōƧŜŎǘΩǎ 

potential to cause anxiety for pupils, thus she believes they should not be subjected to this. 

Music is therefore considered optional on the basis of how comfortable pupils feel in 

ǇŀǊǘƛŎƛǇŀǘƛƴƎ ƛƴ ǘƘƛǎΦ LƴǘŜǊŜǎǘƛƴƎƭȅΣ ǘƘŜ ǿƻǊŘ άŦŀƛǊέ ƛǎ ǳǎŜŘ ŀƎŀƛƴ ƘŜǊŜΣ ōǳǘ ǊŀǘƘŜǊ ǘƘŀƴ ŀǎ 

ōŜƛƴƎ ƧǳǎǘƛŦƛŎŀǘƛƻƴ ŦƻǊ ƳǳǎƛŎΩǎ ƛƴŎƭǳǎƛƻƴΣ !ŘŜƭŜ ōŜƭƛŜǾŜ ƛǘ ƛǎ ƴƻǘ ŦŀƛǊ ǘƻ ŦƻǊŎŜ ǊŜƭǳŎǘŀƴǘ ŎƘƛƭdren 

to become involved in music. 

/ƘǊƛǎǘƻǇƘŜǊ ŀƭǎƻ ŎƻƴǎƛŘŜǊǎ ǘƘŜ ǇǳǇƛƭǎΩ ǇƻǘŜƴǘƛŀƭ ǊŜƭǳŎǘŀƴŎŜ ǘƻ ǇŀǊǘƛŎƛǇŀǘŜΣ ŎƛǘƛƴƎ ǘƘŜ ŀƎŜ ƻŦ 

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 argument is a developmental one, in that he believes Year 6 
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to be a time where some pupils may be feeling self-conscious and starting to make negative 

comparisons with others, resulting in a reluctance to participate. However, is this a 

justifiable position to 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 

precisely ǳǇƻƴ ǘƘƛǎ ǇƻƛƴǘΦ {ƘŜ ŎƭŀƛƳǎ ǘƘŀǘ ǘƘƻǎŜ άŎǊŜŀǘƛǾŜέ ǇǳǇƛƭǎ ǿƘƻ Řƻ ŜƴƧƻȅ ƳǳǎƛŎ Ƴŀȅ 

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 the case, why 

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 cannot be denied that, for many 

in my sample, the anxiety-inducing aspects of music performance, combined with its 

peripheral status, contribute to the fact that teachers feel justified in classifying it as an 

ΨƻǇǘƛƻƴŀƭΩ ǎǳōƧŜŎǘΦ 

I would argue that for many of the teachers 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 continuously involved in the subject throughout school, i.e. there is a consistent 

whole school approach in which all 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 subject for the 
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ƳŀƧƻǊƛǘȅ ŀƴŘ Ŏŀƴ ǘƘǳǎ ǊŜǇƭƛŎŀǘŜ ŀ ŎȅŎƭŜ ƛƴ ǿƘƛŎƘ ƴŜƎŀǘƛǾŜ ǇŜǊŎŜǇǘƛƻƴǎ ŀǎ ǘƻ ƳǳǎƛŎΩǎ ǾŀƭǳŜ 

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 school approach 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 value of music, as well as the extent to which all pupils 

needed to be involved. A further finding relating more directly to the contextual factors (5) 

of the institution was that the socio-economic circumstances of the school could have an 

important bearing on how 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 

catchment area, although the causal links made here were not always straightforward or 

predictable. When considering comparisons between schools, for instance, it did not follow 

that teachers in schools with similar socio-economic circumstances would necessarily value 

(or fail to value) music in similar ways. However, within schools themselves, the perception 

of a particular set of socio-economic circumstances did lead some to develop shared 

understandings about the purpose of music and there was evidence of whole-school, 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 important for 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. However, their belief as to what this music needed to be 

was based on three core dimensions: 

¶ All the children should have the chance to be involved in regular performance 

activities, for example, class assemblies and concerts 

¶ Those children who displayed potential for music should be given the opportunity to 

progress further through extra-curricular provision 

¶ The children needed to be introduced to high quality (usually canonical classical) 

music, through listening activities which would take place in class or in assembly 

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, where the school 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 able to do [music]... that's why it's so important that we give 

them these opportunities. (Catrina, UKS2) 

²ŜΩǾŜ Ǝƻǘ ǎƻ Ƴŀƴȅ ƳǳǎƛŎŀƭ ŎƘƛƭŘǊŜƴ ǘƘŀǘ ƘŀǾŜ Ǝƻǘ ƎǊŜŀǘ ǾƻƛŎŜǎ ƻǊ ǿƘŀǘŜǾŜǊΣ ǘƘŀǘ ŘƻƴΩǘ ƎŜǘ 

ǇǳǎƘŜŘ ōŜŎŀǳǎŜ ǘƘŜ ǇŀǊŜƴǘǎ ƳƛƎƘǘ ǘƘƛƴƪΣ ΨƻƘ ƛǘΩǎ ŀ ǿŀǎǘŜ ƻŦ ǘƛƳŜΩ ƻǊ ƛŦ ǘƘŜȅ ǘƘƛƴƪ ƛǘΩǎ ƎƻƛƴƎ ǘƻ 

cost them loads of money and so it really, really puts them off [...] I mean, you have to 

ǳƴŘŜǊǎǘŀƴŘ ƛǘΣ ǘƘŜȅΩǊŜ ŦƛƴŘƛƴƎ ƛǘ ƘŀǊŘ ŜƴƻǳƎƘ ǘƻ ƎŜǘ ǳƴƛŦƻǊƳǎ ŦƻǊ ǘƘŜ ŎƘƛƭŘǊŜƴΣ ƴŜǾŜǊ ƳƛƴŘ 

giving them music lessons... so when we offŜǊ ƛǘ ƛƴ ǎŎƘƻƻƭ L ǘƘƛƴƪ ƛǘΩǎ ŀ ǊŜŀƭƭȅ Ǿƛǘŀƭ ǘƘƛƴƎΣ 

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 music17, because they did not come from 

families who would be able (or in some cases willing) to pay for it. Reflecting some of the 

ƎƻǾŜǊƴƳŜƴǘΩǎ ŎƻƴŎŜǊƴǎ ǘƘŀǘ ƳǳǎƛŎ Ƴŀȅ ƻƴƭȅ ōŜ ŀǾŀƛƭŀōƭŜ ǘƻ ǘƘƻǎŜ ƛƴ ŀŦŦƭǳŜƴǘ ŀǊŜŀǎ (Ofsted, 

2012), the school had made a specific effort to address this inequality by 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 to the 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 that because the children were 

thought to be getting so little access to music outside of school, anything that was provided 

in terms of classical music was considered valuable. For some teachers, simply playing music 

to the children therefore gained legitimacy because it would give the pupils access to genres 

ǿƘƛŎƘ ǘƘŜȅ ǿƻǳƭŘ ƴƻǘ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ŜǾŜǊȅŘŀȅ ƭƛŦŜΤ ƛƴ ǘƘƛǎ ǿŀȅΣ aŀƴǘƛŜΩǎ όнлмнύ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ 

ŜŘǳŎŀǘƛƻƴ Ƴǳǎǘ ǘŀƪŜ ǘƘŜ ǇǳǇƛƭ ōŜȅƻƴŘ ƻƴŜΩǎ ƴƻǊƳŀƭ ŜȄǇŜǊƛŜƴŎŜǎ ƛǎ ǇŀǊǘƛŀƭƭȅ ǎŀǘƛǎŦƛŜŘΣ ƛƴ ǘƘŀǘ 

the experience of being 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 Christine all expressed their belief in the value of simply 

ǇƭŀȅƛƴƎ ƳǳǎƛŎ ǘƻ ǘƘŜ ǇǳǇƛƭǎΣ /ŀǘǊƛƴŀΩǎ ŀŎŎƻǳƴǘ ŎƻƴŦƭƛŎǘǎ ǿƛǘƘ ǘƘƛǎΦ {ƘŜ ƛǎ ŀ Ŏƻƴǎǘŀƴǘ ŀŘǾƻŎŀǘŜ 

                                                      
17

 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 teacher-led, where the pupƛƭǎΩ ƻǿƴ ƛƴǘŜǊŜǎǘǎ ǿŜǊŜ ƴƻǘ ŜǎǇŜŎƛŀƭƭȅ ŎƻƴǎƛŘŜǊŜŘ ǾŀƭǳŀōƭŜΦ 
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ƻŦ ǘƘŜ ōŀǎƛŎ ǎƪƛƭƭǎ ŀǇǇǊƻŀŎƘ όǎŜŜ ǎŜŎǘƛƻƴ тΦнΦнύ ŀƴŘ ŦŜŜƭǎ ǘƘŀǘ ǘƘŜ ǎŎƘƻƻƭΩǎ ŀǇǇǊƻŀŎƘ ƛǎ 

insufficient for the pupiƭǎΩ ƳǳǎƛŎŀƭ ŘŜǾŜƭƻǇƳŜƴǘ ŀƴŘ Ŏƻƴǎǘŀƴǘƭȅ ǉǳŜǎǘƛƻƴǎ ǘƘƛǎ ǇŀǎǎƛǾŜ 

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 

approach focused 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. 

Lǘ ŘƻŜǎƴΩǘ ǎŜŜƳ ǘƻ ƳŀǘǘŜǊ ǿƘŀǘ ǿŜΩǾŜ ŘƻƴŜ ƘŜǊŜΣ nothing seems to change ς even when we 

had a full time music teacher, there was still not enough theory, not enough of the basics of 

music and ǘƘŀǘΩǎ ǿƘŀǘ ǘƘŜȅ ƴŜŜŘ ς they need these technical basics ŀƴŘ ǘƘŜȅΩǊŜ ƴƻǘ ƎŜǘǘƛƴƎ 

them. They need that knowledge, they need to understand music. (Catrina, UKS2) 

Her main complaint is that by if all pupils are not taught these musical skills, they will be 

ǳƴŀōƭŜ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ƳǳǎƛŎ ŀƴŘ ǘƘǳǎ ōŜ ǳƴŀōƭŜ ǘƻ Ǝŀƛƴ ŀŎŎŜǎǎ ǘƻ ǘƘŜ άƳǳǎƛŎŀƭ ǿƻǊƭŘέΦ 

Interestingly, she feels that even when the school had previously employed a specialist 

teacher, there had been insufficient focus on the basics of music, as she sees them; for her, 

ǘƘŜ ǇǊƻōƭŜƳ ǘƘǳǎ ŜȄǘŜƴŘǎ ōŜȅƻƴŘ ǘƘŜ ǘŜŀŎƘŜǊǎΩ ŜȄǇŜǊǘƛǎŜ ƛƴ ǘƘŜ ǎŎƘƻƻƭ ŀƴŘ ƛǎ ŀƭƛƎƴŜŘ ǿƛǘƘ 

the culture of the school itself. She does not feel as though this is something which she is 

able to influence and thus feels somewhat helpless at effecting change, hence leading to her 

feelings of powerlessness and frustration.   

5ŜǎǇƛǘŜ /ŀǘǊƛƴŀΩǎ ƛǎƻƭŀǘƛƻƴ ƻƴ ǘƘƛǎ ƛǎǎǳŜΣ ƳǳǎƛŎ ŘƻŜǎ ǎǘƛƭƭ ǊŜƳŀƛƴ ŀƴ ƛƳǇƻǊǘŀƴǘ ǎǳōƧŜŎt, at 

least in terms of performance, in Christ the King. This is largely due to the fact that the 

teachers did see it as part of their duty to provide some kind of opportunities in the subject, 

ŘǊŀǿƛƴƎ ƻƴ ǘƘŜ ǇǳǇƛƭǎΩ ƘƻƳŜ ŎƛǊŎǳƳǎǘŀƴŎŜǎ as evidence of this need. However, the evidence 

from other schools with similarly low socio-economic 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 social circumstances. 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 very strong and left little room for activities such as music. 

!Ǝŀƛƴǎǘ ǘƘƛǎ ōŀŎƪŘǊƻǇΣ ƳǳǎƛŎΩǎ ǇƭŀŎŜ ǿƛǘƘƛƴ ǘƘŜ ŎǳǊǊƛŎǳƭǳƳ ǿŀǎ ǉǳŜǎǘƛƻƴŜŘ ōȅ ŀ ƴǳƳōŜǊ ƻŦ 

teachers, who failed to see the value in the children spending time on music which could 

instead be devoted to the core subjects, and literacy in particular. As in the quantitative 

chapter, the problem here was the perception of music in comparison with other subjects, 

rather than necessarily as a subject in its own right. When thinking about the futures of 

these children, 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 as a way of gaining 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 

/ƘŀǇǘŜǊ тΣ ƛǘ ǿŀǎ ƻŦǘŜƴ ŎƻƴǎƛŘŜǊŜŘ ŀ Ŧǳƴ άōǊŜŀƪέ ŦǊƻƳ ǘƘŜ άƳƻǊŜ ƛƳǇƻǊǘŀƴǘέ ǎǳōƧŜŎǘǎΣ ǿƘƛŎƘ 

diminished its value, resulting in an approach where the subject was almost ignored within 

the school. Indeed, when I arrived in the school, the teacher who greeted me was unsure 

who the music coordinator actually was, an indication 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 I interviewed (as an NQT she did not 

yet have a subject 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 Catrina, she was 

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 invisible in Fairfield School.  

¢ƘŜǊŜ ǿŀǎ ǘƘǳǎ ŀ ƳŀƧƻǊ ŎƻƴŦƭƛŎǘ ōŜǘǿŜŜƴ CƛƻƴŀΩǎ ƻǿƴ ǇŜǊǎƻƴŀƭ ōŜƭƛŜŦǎ ό1) and the contextual 

priorities in her institution (5,6,7), which was now leading her to question her own position. 

She was extremely passionate about music but could 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. 

TƘŀǘΩǎ ǘƘŜ ǇǊoblem here really, I mean I do music with the kids, we do lots in my class but 

ǿƘŀǘΩǎ ǘƘŜ Ǉƻƛƴǘ ǊŜŀƭƭȅ ǿƘŜƴ ǘƘŜȅ ŘƻƴΩǘ ƎŜǘ ƛǘ ƛƴ ŀƴȅ ƻǘƘŜǊ ŎƭŀǎǎΚ ¢ƘŜǊŜΩǎ ƴŜǾŜǊ ƎƻƛƴƎ ǘƻ ōŜ 

ǘƘŀǘ ǿƘƻƭŜ ƳǳǎƛŎŀƭ ǘƘƛƴƎ ƛƴ ǘƘƛǎ ǎŎƘƻƻƭΣ ǳƴŦƻǊǘǳƴŀǘŜƭȅΣ ōŜŎŀǳǎŜ ƛǘΩǎ Ƨǳǎǘ ƴƻǘ ǊŜŀƭƭȅ the main 

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 

Ƙƻǿ ǎƘŜ άǳƴŘŜǊǎǘŀƴŘǎέ ŀƴŘ ǊŜǎǇŜŎǘǎ why there is a need to focus so much upon 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 reasons 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 part of her duty as being to, 

άƛƴǎǇƛǊŜέ ǘƘŜ ŎƘƛƭŘǊŜƴ ǘƻ ƎŜǘ άǘƘŀǘ ǘƘǊƛƭƭ ŦǊƻƳ ƳǳǎƛŎέΣ ǘƘŜ ǊŜǎǘ ƻŦ ƘŜǊ ŎƻƭƭŜŀƎǳŜǎ ǎŜŜ ǘƘŜ 

subject as external to their priorities, a belief which seems deeply engrained. Any attempt to 

develop a whole school approach would therefore require 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 demonstrate thŀǘ ŎƘŀƴƎŜ ƛǎ ŎŜǊǘŀƛƴƭȅ ǇƻǎǎƛōƭŜΣ CƛƻƴŀΩǎ ǎƛǘǳŀǘƛƻƴ 

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 kind of 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 how the subject 

should be employed and I 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 developing pupils in a 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.   



265 
 

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 

ƛƴŘƛǾƛŘǳŀƭǎ ŀƭǎƻ ǊŜŦŜǊŜƴŎŜŘ ƳǳǎƛŎΩǎ ǇƻǘŜƴǘƛŀƭ ŀǎ ŀ ǿŀȅ ƻŦ ƧǳǎǘƛŦȅƛƴƎ ƛǘǎ ƛƳǇƻǊǘance. This could 

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 could help children with their 

reading progress. In addition, there also emerged a more general understanding, where 

ƳǳǎƛŎ ǿŀǎ ǇŜǊŎŜƛǾŜŘ ŀǎ ŀ ƎŜƴŜǊƛŎ ŜƴƘŀƴŎŜƳŜƴǘ ǘƻ ǇǳǇƛƭǎΩ ƻǾŜǊŀƭƭ ŀŎŀŘŜƳƛŎ ŀŎƘƛŜǾŜƳŜƴǘΥ 

aǳǎƛŎΩǎ ǎǳŎƘ ŀ ǇƻǿŜǊŦǳƭ ǎǳōƧŜŎǘ ōŜŎŀǳǎŜ ƛǘ ƛƳǇŀŎǘǎ ƻƴ ŜǾŜǊȅǘƘƛƴƎ ǘƘŜȅ ŘƻΣ ƛŦ ǘƘŜȅΩǊŜ ƭŜŀǊƴƛƴƎ 

an instrument or singing in a round or doing composition then it really helps them in other 

ŀǊŜŀǎΣ ǘƘŜȅΩǊŜ ƘŀǾƛƴƎ ǘƻ ǘƘƛƴƪ ǉǳƛŎƪƭȅ ŀƴŘ ƭƛƴƪ ǘƘŜƛǊ ƛŘŜŀǎ ǘƻƎŜǘƘŜǊ ŀƴŘ ƛǘ Ƴǳǎǘ ǊŜŀƭƭȅ ƘŜƭǇ 

them with everything else. It gets their brains working! (Cecilia, LKS2, MC) 

/ŜŎƛƭƛŀΩǎ ǾƛŜǿ ŎƻǊǊŜǎǇƻƴŘǎ ǿƛǘƘ ǘƘŜ ōƻŘȅ ƻŦ ƭƛǘŜǊŀǘǳǊŜ ǿƘƛŎƘ ǊŜƭŀǘŜǎ ƭŜŀǊƴƛƴƎ ƛƴ ƳǳǎƛŎ ǘƻ ǘƘŜ 

development of more sophisticated thought processes and increased cognitive connections 

in the brain. Rather than connecting 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 abilities (Hodges & Gruhn, 2012). In this way, 

participation in music can be linked to greater academic performance across the board, as 

ǘƘŜ ǊŜǉǳƛǎƛǘŜ ǎƪƛƭƭǎ ƘŜƭǇ ǘƻ ŜȄǇŀƴŘ ŀƴŘ ŘŜǾŜƭƻǇ ǘƘŜ ƳƛƴŘǎ ƻŦ ǘƘŜ ǇǳǇƛƭǎΦ /ŜŎƛƭƛŀΩǎ ōŜƭƛŜŦ ƛǎ ǘƘŀǘ 

ǘƘƛǎ ŎƻƳŜǎ ǘƘǊƻǳƎƘ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ άǘƘƛƴƪ ǉǳƛŎƪƭȅέ ŀƴŘ άƭƛƴƪ ƛŘŜŀǎ ǘƻƎŜǘƘŜǊέΣ ōƻǘƘ of which 

may be translatable to other academic areas. This helped to enhance her argument as to 

ƳǳǎƛŎΩǎ ǾŀƭǳŜΣ ōŜŎŀǳǎŜ ƛǘ ŎƻǳƭŘ ŎƻƴǘǊƛōǳǘŜ ǘƻ ǘƘŜ ƻǾŜǊŀƭƭ ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ ǇǳǇƛƭǎΣ ƴƻǘ Ƨǳǎǘ ǘƘŜƛǊ 

musical development. This is important because she questions whether her colleagues 




