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Abstract

This thesis examines the realisation of the national strategy around music education in England
(based on the National Plan for Music Education and several other key policies). Through
comparative case studies in three distinct locations in Yorkshire, this research seeks to understand
how state-funded music education is enacted and experienced across different music education
ecosystems, in and outside of school. The study explores tensions between national policy

aspirations for equitable access to high-quality music education and the realities of local provision.

Drawing on ecological systems theory (Bronfenbrenner, 1977) and structuration theory
(Giddens, 1984), the thesis conceptualises music education contexts as dynamic ecosystems shaped
through interactions between policy, institutions, educators, learners and wider structural
conditions. The thesis advances a discourse of critical youth voice, considering the complexities of
balancing children and young people’s needs and interests with the priorities of educators,

institutions and policymakers.

The findings reveal how structural inequalities relating to geography, funding, infrastructure,
institutional capacity and accountability frameworks can affect the extent to which children and
young people access high-quality music education in accordance with the goals of the national music
education strategy. Moreover, they indicate that quality in music education is not a fixed or
universal construct, but a contextual, relational and recursively produced phenomenon shaped by

interactions between structure and agency across ecosystem levels.

This thesis contributes to contemporary debates around music education policy, quality,
equity, and youth participation by offering an ecosystemic and structurationist account of how music

education policy is enacted and experienced across diverse local contexts.
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1. Introduction

Current UK Government music education strategy aims to offer high-quality music experiences to all
children, in and out of school (Arts Council England, 2021; DfE & DCMS, 2022). This thesis examines
the extent to which this strategic goal is realised in the case of 11-14-year-olds in different regions
across Yorkshire. This research adopts a comparative case study model, consisting of mixed-method
qualitative studies carried out across three geographically and socio-economically distinct
communities in Yorkshire: a coastal town, an urban conurbation and a market town. This regional
study can be used as a lens for understanding structural unevenness in English music education policy
enactment. Data were collected from 11-14-year-olds through questionnaires, interviews and focus
groups facilitated through partnerships with state-funded school and community-based music
initiatives. Interviews were conducted with music leaders and programme managers in state-funded
secondary schools and music hub partner organisations. Thematic analyses (Braun & Clarke, 2006)
were performed on the data to identify themes in each case study. Following a cross-case analysis of
the research findings, a deductive analysis was performed to assess the extent to which strategy

translates into practice across the case study sites.

This thesis argues that national music education policy in England, while framed in terms of
equity, is unec realised across local ecosystems due to structural, socio-economic and conceptual
inconsistencies. In particular, the absence of a shared understanding of quality and limited alignment
with and integration of children and young people’s lived experiences contribute to disparities in
access and experience. Findings presented in this thesis reinforce long-standing concerns about the
inconsistency of state-funded youth music provision in England based on geographic location and
socioeconomic background. Ecological analyses (Bronfenbrenner, 1977) reveal systemic barriers to
equitable, high-quality music education in spite of the Government’s strategic aims. A key finding is
the apparent lack of consensus between stakeholders (children and young people, teachers,
programme leaders and governmental bodies) on quality in music education initiatives. A discourse of
critical youth voice is developed here to explore the complexities of balancing young people’s needs

and interests with policymakers, funders’ and teachers’ perceptions of high-quality education.

This research provides a timely examination of the interpretation and realisation of
Government strategy in a changing political landscape, offering new critical perspectives in music
education scholarship and practice. Findings offer recommendations for closing the gap between
strategy and practice, with implications for policymakers, music leaders and children and young

people (CYP).
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1.1. Policy and strategy

Government Digital Service (a Cabinet Office online initiative designed to improve the transparency of
Government operations) defines policy as ‘statements of the Government's position, intent or action’
(2012). In the field of policy research, policy can be conceived of as ‘formal or informal, obvious or
subtle, soft or hard’ (Schmidt & Colwell, 2017, p. 1). This latter binary refers to the difference
between public education and/or promotion of certain behaviours or morals (soft policy) and laws,
taxes and other instruments which may restrict an individual’s behaviour or choices (hard policy). In
the context of music education, Patrick M. Jones (2009) suggests that ‘compulsory requirements such
as accreditation standards and government mandates’ are examples of hard policy, while ‘university
admissions criteria... music teacher organisations’ activities, text book and sheet music publications,
and products for the professional performing arts and music industries’ constitute soft policy (p. 28).
The kinds of cultural and/or institutional knowledge implicitly or explicitly, consciously or

unconsciously communicated in this way are important considerations in this thesis.

In this thesis, policy is understood as a set of formal statements, frameworks and directives
produced by governmental and associated bodies, which articulate priorities, principles and intended
outcomes for music education. Strategy, by contrast, is conceptualised not as a single document but
as the overarching orientation that emerges across multiple policy texts and initiatives over time. In
this sense, strategy refers to the collective direction and underlying logic of policy, as it is expressed
through, and inferred from, a range of policy documents, funding mechanisms and frameworks for

implementation and enactment.

1.2. Background and purpose of this study

The importance of music in adolescents’ lives is well-documented in research (Allsup, 2003; Campbell
et al., 2007; Hallam, 2010; Miranda, 2013; Sloboda, 2001;). The discrepancies between adolescents’
experiences and perceptions of music in school and their lives outside of school is a perennial issue in
the literature and in professional discourse pertaining to the English context (Kinsella et al., 2019;
Lamont et al., 2003; Paynter, 1982; Ross, 1995; Schools Council, 1971). This dichotomy has been
identified as a source of many secondary school pupils’ disenchantment with the study of music in
school (James et al., 2023; Lamont & Maton, 2008; Paynter, 1982; Swanwick, 1988). Youth Music’s
Exchanging Notes report (2019) explored many of the same issues as that of the Schools Council

(1971) almost 50 years previously. In spite of the gap in publication between these two reports, they

13



share key findings around young people’s musical engagement. Both acknowledge the importance of

ensuring that music education:

e s accessible to children from all backgrounds
o reflects the musical interests and experiences of young people

e involves informal learning® alongside traditional, teacher-led learning?

The fulfilment of the above criteria would result in the achievement of the long-standing goal of
the UK Government to ensure all CYP have access to high-quality music engagement, no matter

their circumstances.

Music education for 11-14-year-olds in England occurs across diverse settings and often
involves learners’ interactions with a range of musical texts, traditions and practices.® State-funded
music education provision currently comprises curricular music in school and extracurricular music
teaching typically coordinated by music hubs — groups of organisations, often including music
services, schools and arts organisations, which work in partnership to provide music education across
a region. Music hubs usually coordinate the delivery of peripatetic music lessons delivered in schools
and out-of-school initiatives such as music centres or other programmes run in partnership with local
organisations. Music is part of the National Curriculum (NC) (DfE, 2013) for Key Stages 1, 2 and 3. The
NC is a key DfE policy which informs school-based education and all local-authority maintained
schools are obliged to teach it. Academy schools (those which are funded directly by the Department
for Education (DfE) and run by non-profit companies called academy trusts, independently of local
authorities) are not obliged to deliver the NC but are expected to design curricula of similar breadth
and balance (DfE, 2011; 2014).. Conservative governments since 2010 have expanded the
academisation programme across England, and almost 82% of all secondary schools in England are

now academies (Local Government Association, 2024).

Another significant policy development which has come to inform the English secondary
education landscape is the EBaccalaureate (EBacc), an accountability measure which assesses schools’
performance in English, maths, science(s), languages (ancient or modern) and humanities but not arts
and creative subjects. Music, among other creative subjects, has subsequently been widely
deprioritised in the interest of focusing on EBacc subjects (Daubney and Mackrill, 2018). The

introduction of the EBacc has been criticised in the cultural and arts sectors and is believed to have

1 Understood here as learner-directed, often peer-based musical activity, such as working collaboratively on
self-selected popular music repertoire
2 See Section 2.5 for further discussion of formal, informal and non-formal learning.
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contributed to a steady decline in numbers of students choosing music for GCSE and A Levels from
2010 onwards (Bath et al., 2020; House of Lords Education for 11-16 Year Olds Committee, 2023;
ISM, 2022).*

In the latter years of the 2010s,a “crisis” of music education was reported by educators (e.g.
Santry, 2018), academic researchers, parliamentary groups and professional organisations (e.g.
Daubney et al., 2019) as well as in the press (e.g. Savage, 2019; Todd, 2018). In 2022, The
Independent Society of Musicians (ISM) published a report entitled Music: A subject in peril? (ISM,
2022), which outlined concerns about the negative impacts of the EBacc, as well as budget cuts and
‘carousel’ approaches to music (where it is taught in rotation with other arts subjects for a number of
weeks, rather than across the whole year). An earlier Ofsted subject report highlighted the
problematic nature of a carousel system (Ofsted, 2012). In schools where music was taught on a
carousel, there was no scope for ‘an appropriate range of music to be covered in sufficient depth over
the key stage. It also led to sporadic musical development’ (p. 39). In spite of music’s place in the
statutory curriculum for all, increasing numbers of schools have chosen to deliver KS3 across two
years instead of three, making music an optional subject in Year 9. Ofsted’s 2019/20 annual report
found that the secondary curriculum was being narrowed as a result of ‘a disproportionate or
premature emphasis on teaching exam specifications’ and that ‘around half of schools had moved to
a two-year KS3 model, which had resulted in the marginalisation of practical and creative subjects’
(Ofsted, 2020, n.p.). In schools where this ‘curriculum narrowing’ occurs, students may stop learning
all subjects which fall outside of their subject choices at the age of 13 (Savage, 2021, p. 474). DfE data
shows that in 2023/24 the number of teaching hours devoted to music at KS3 was 60,515, compared
to 278,191 for English and 269,556 for maths. In schools where music is placed on a carousel, this
disparity could be even more dramatic. Ofsted’s 2023 music subject report found that, while most
secondary schools visited employed music specialists to teach KS3 music, some schools struggling to
recruit music teachers either placed non-specialists in music teaching roles or removed music - if only
temporarily - from the curriculum (Ofsted, 2023, para. 78). The educational phase with which this

project is concerned is therefore in urgent need of attention.

1.3. Research questions

The central research question of this project is: ‘How is UK Government strategy around music

education for 11-14 year-olds realised in school and community contexts in Yorkshire?’. The

42024 saw the number of pupils sitting GCSE Music rise by 8.3% on the previous year (Ofqual, 2024). These figures account
for pupils in state and independent schools.
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following subsidiary questions speak to the two core research concerns (see Section 1.4.) of music

education contexts and conceptualisations of quality:

e To what extent is music education provision tailored to the needs and interests of
adolescents, in and out of school?
e To what extent are conceptualisations of quality aligned between young people, music

teachers, music programme leaders and in government policy?

These research questions emerge from two core issues relating to the successful realisation of music
education policy: the nature of music education across different contexts and different stakeholders’
perceptions of quality. Each of these elements will be discussed in relation to the research findings in
Chapters 7 and 8 respectively. The following subsections expand on them more fully to more clearly
explain the project’s research questions, which emerge from two key research concerns: context and
quality. These concepts will be theorised through ecological, structurationist and critical youth voice

lenses in Section 1.7.

1.4. Core research concerns

1.4.1. Contexts of music education

A central concern of this research is how context shapes the provision and experience of music
education. In this thesis, context is conceptualised through an ecological systems perspective
(Bronfenbrenner, 1977). This provides the primary framework for understanding how multiple layers
of influence interact to shape CYP’s musical engagement and subsequently for assessing the
effectiveness of music education strategy realisation (see Section 1.7. for a fuller discussion of how
this framework is applied in this thesis). Music education provision in England is delivered across
diverse geographic, demographic, cultural and socio-economic environments. In the school
environment alone, music education is highly contextual: it varies from one school to another due to
numerous factors, from the material (e.g. buildings and resources) to the cultural (e.g. SLT priorities,
school/local heritage) (Ball et al, 2012). The NPME rightly observes that no single educational setting
can deliver a complete, rounded music education: this is best achieved through collaboration
between music hub partners. Kinsella et al. (2022) note there is a ‘complexity of purpose and function
with regard to music education in England’ based on a dichotomy of learning contexts (discussed
further in Chapter 2). An ecological systems model (Figure 1) offers a way of conceptualising this

complexity by situating the individual within a set of interrelated systems:
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The macrosystem: political, cultural and ideological factors which affect the
individual’s experience (e.g. education policy priorities based on economic
ideologies).

The exosystem: factors which affect an individual’s life but upon which they have
no influence (e.g. local authority decisions, funding allocations).

The mesosystem: relationships between microsystem environments (e.g. schools
and HLOs).

The microsystem: structures and communities immediately surrounding and
influencing the individual (e.g. school, peer group, family).

The individual system: personal characteristics (e.g. abilities, interests, prior
experiences)

The chronosystem: the temporal dimension, reflecting how changes over a

lifetime can affect a CYP’s experience of music education.

Microsystem

Individual

Chronosystem

Figure 1: An ecological systems model (author’s visualisation)

This ecological framing underpins the thesis’s conceptualisation of music education as an

ecosystem, in which provision and lived experience are shaped by interactions between these

different levels rather than from any single factor in isolation. Building on this, the present research

offers a learning ecology perspective (Barron, 2006) on the realisation of music education strategy,

examining the nature of relationships between the individual (CYP) and environmental variables

affecting their experiences of music education. The study highlights how adolescents’ music

education extends beyond formal, classroom-based education to include extracurricular ensembles,
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digital environments, peer networks and the individual’s musical habitus.” These experiences are
shaped through dynamic interactions between individual agency and structural conditions across the
ecosystem. This perspective highlights the need for alignment between policy, institutional structures
and pedagogy which support responsive and inclusive ecosystems of music education (Burnard &
Randles, 2022). It also foregrounds the central argument of this thesis: that variations in cross-system
relationships from one ecosystem to the next significantly shape CYP’s access to, and experiences of,
music education. At the music hub level, Kinsella et al.’s research on music education partnerships in
England suggests that partners must work to develop ‘in-depth understandings of each other’s
ontological and epistemological positions’ (p. 308) in order to enact the joined-up practice envisioned
in the NPME. These positions relate not only to pedagogy and musical practices but also to

conceptualisations of quality.

1.4.2. Conceptualisations of quality

Given the complex environment of state-funded music education in England, the evaluation of quality
is far from straightforward. The ways in which quality is defined and measured by relevant
government bodies will be outlined in Section 2.3. This subsection first outlines the position on

quality adopted in this thesis.

This research project was devised to examine how quality in music education is understood,
enacted and experienced across different music education ecosystems. Quality is contextual — or, as
Holdhus and Espeland (2013) have it, ‘paradigmatic’ (p. 5). This thesis argues that that quality in
music education is not a fixed or universal standard but a contextual, dynamic and relational
construct, shaped by interactions between actors operating at different ecosystem levels:
policymakers, government bodies and the organisations they fund, teachers and SLTs, music leaders
and learners, individuals and peers. Crucially, this thesis argues that high quality in music education is
characterised not by the delivery of prescribed forms of provision but by the extent to which music
education ecosystems facilitate recursive relationships between policymakers, institutions, music
leaders and learners, through which understandings and experiences of quality are continually
developed. From a structurationist perspective, actors within music education ecosystems are shaped
by and shape structures and quality is therefore recursively shaped through interactions between
structure and agency: policy frameworks, institutional practices, educators’ decision-making and CYP

participation simultaneously shape and are shaped by each other. This thesis therefore takes the

5 Musical habitus can be understood as the internalised, socially conditioned dispositions that shape how
individuals understand, value and participate in music (Wright, 2008; Rimmer, 2011).

18



position that CYP must have influence over their music education, within certain limitations of the

structure in which they are participating. This exemplifies critical youth voice in practice.

These concerns of context and quality provide the analytical lenses through which the
research findings are interpreted in later chapters. Section 1.7. provides a fuller discussion of the
concepts of ecology, structuration and policy enactment and critical youth voice which form the

theoretical framework for this study.

1.5. The contemporary policy context

Facilitating access to high-quality music experiences for children beyond the school classroom is
identified as a Government objective in a number of Government policy documents: ACE’s 2020-
2030 strategy, Let’s Create (2021); the Department for Culture, Media and Sport’s Culture White
Paper (2016); the Levelling Up white paper (Department for Levelling Up, Housing and Communities,
2022); the NC (Department for Education, 2011); the Model Music Curriculum (MMC) (DfE, 2021);
and the National Plan for Music Education (DfE & DCMS, 2011; 2022).%° Each of these will be
discussed in the remainder of this section. In the context of this thesis, it is most pertinent to note
that DfE, DCMS, ACE and Youth Music form a layered system in which government strategy is
translated into practice through funding, reporting requirements and quality frameworks (discussed

in more detail in Section 2.3.).

1.5.1. The Power of Music to Change Lives: the second National Plan for Music
Education

The NPME extended until 2020, at which time a refreshed NPME (hereafter NPME2) was intended to
be published, but this was delayed due to the Covid-19 pandemic. From 9 February to 15 March 2020,
the DfE ran a call for evidence to inform the refreshed plan, inviting those involved in delivering music
education, as well as young people and their parents and carers, to give their views on the
effectiveness of the Government’s music education strategy. The call received 5,191 responses (DfE,
2021b) — a number which may have been greater had the deadline not coincided with the beginning
of the Covid-19 crisis in the UK. The results indicated a 50-50 split between respondents who felt that
music education was being delivered in line with the Government’s vision and those who did not. It is
possible that CYP and families already engaged in music education were overrepresented in the

sample of respondents to this call. It was disseminated through Government platforms, by the ISM

10 For a historical overview of music education policy in England and developments from 1940 — 2022 which
led to the current policy context, see Appendix G.
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and through music hub networks. Individuals not aware of these channels may not have seen the
opportunity to have their say. The results may therefore have been skewed towards positive reports
of music education provision. Even so, approximately half of respondents felt that music education
was ‘being delivered in line with the Government’s vision’, and half of the respondents did not (DfE,

2021, p. 5).

NPME2 was eventually published in June 2022, shortly before this project’s data collection phase
began. It builds upon the ambition of the previous plan, by the inclusion of references to preparation
for entry into music professions. The vision is ‘to enable all children and young people to learn to sing,
play an instrument and create music together, and have the opportunity to progress their musical

interests and talents,*¥ including professionally’ (DfE & DCMS, 2022, p. 8). Its goals are that:

1. All children and young people receive a high-quality music education in the early years and in
schools*?

2. All music educators work in partnership, with children and young people’s needs and
interests at their heart; and

3. All children and young people with musical interests and talents have the opportunity to

progress, including professionally (p. 8).
Its aims are to:

1. Support schools and other education settings to deliver high-quality music education;

2. Support young people to develop their musical interest and talent further, including into
employment; and

3. Support all children and young people to engage with a range of musical opportunities in and

out of school (p. 48).
The strategic functions of hubs in realising these goals and aims are:

1. Partnership. Taking a leading role in building a sustainable, local infrastructure for high-
quality music education and music-making, in partnership with schools, early years and other
education providers, community music organisations and other regional and national youth

music organisations and industry.

11 Research literature supports a move away from fixed views of talent and towards an understanding based on the
positive impact music practices can have on young people, no matter their circumstances or aptitudes (O’Neill, 2015, 2017;
Scripp et al., 2013).

12 The NPME recommends that all children have at least one hour of timetabled music per week until the end
of Key Stage 3 (KS3), which includes Years 7, 8 and 9.
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2. Schools. Supporting all state-funded schools in their area through ongoing relationships to
help them deliver high-quality music education, including a quality curriculum support offer,
specialist tuition, instruments and ensembles; and a broad range of progression routes and

musical experiences for all pupils.

3. Progression and musical development. Supporting children and young people to develop and
progress with music, including into national or specialist opportunities, higher education and

employment.

4. Inclusion. Driving broad access... so every child has the opportunity to participate irrespective

of their circumstances, background, where they live or their SEND.

5. Sustainability. Ensuring the strategic, financial, and operational sustainability of the music hub
by: (i) supporting a dynamic and well-trained workforce, (ii) leveraging DfE funding to develop
wider investment into young people’s music from a range of sources and revenue streams; (iii)
being accountable and transparent by publishing plans, needs analysis and impact data; and (iv)

considering and acting on the hub’s environmental responsibilities (p. 49).

These functions position music hubs not simply as groups of organisations responsible for music
education delivery, but as intermediary governance structures responsible for translating national
policy into locally responsive provision. Hubs are expected simultaneously to implement nationally
determined priorities and to respond to highly diverse local contexts. This dual responsibility is a key
area of investigation in this thesis, examined through lenses of ecology, structuration and critical

youth voice.
NPME?2 also set out the following important developments in the work of music hubs:

e the music hub investment programme (which prompted the reorganisation of hub
boundaries and HLOs — discussed in more detail in Section 1.5.1.1.);

e the expectation for hubs to write local plans for music education and for schools and
trusts to write music development plans (p. 14), capturing their region’s ‘curricular and
co-curricular offer and set[ing] out how it will be staffed and funded’ (DfE & DMCS, 2022,
p. 5);

e anew emphasis on music for enjoyment, not just for career progression or wider

economic benefits; and
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e a wider age range for hub activity, now including early years.!?

The publication of NPME2 has therefore brought about a series of challenging transitions in the state-
funded music education sector, involving the coordination of new hub boundaries and partnerships,
the negotiation of new funding agreements and the design and planning of new programmes of
delivery all within quite short timeframes — for example, the new hub boundaries and HLOs were

announced in May 2024 ahead of programme delivery for the 2024/25 academic year.

An ideology of efficiency through centralisation is evidenced by the introduction of music
hubs in the first NPME and the subsequent reduction in the number of hubs in NPME2. While NPME2
emphasises local responsiveness and inclusion, the hub investment programme simultaneously
reflects a move towards greater centralisation and standardisation. A potential tension therefore lies
within the Government’s music education strategy: the pursuit of efficiency and consistency may sit
uneasily alongside ambitions to develop provision that is responsive to the distinctive needs of local
communities. This thesis presents the argument that while the rationale for hubs coordinating
regional music education provision is to reduce duplication and mobilise shared resources, it risks
inequitable and uneven provision based on differences of geography, capacity and funding restraints,

thereby preventing the full realisation of the NPME’s goals.

This thesis presents the argument that while the rationale for hubs coordinating regional
music education provision is to reduce duplication and mobilise shared resources, it risks inequitable
and uneven provision based on differences of geography, capacity and funding restraints, thereby

preventing the full realisation of the NPME’s goals.

1.5.1.1. The hub investment programme

Through the hub investment programme the Government mandated a reduction in the number of
HLOs from 116 to 43, resulting in music hubs working across wider geographical areas, possibly across
several local authorities (DfE & DCMS, 2022, p.75), known as ‘multi-area hubs’. The application
process for HLOs was accordingly reopened in July 2023 and the new HLOs and hub boundaries were
announced in May 2024. Part of the rationale given by ACE and the DfE (DfE, 2022a) for reducing the

number of HLOs is for hubs to

become more strategic, building a wider range of strong partnerships with schools, academy

trusts, local authorities and others, so that children and young people receive high-quality

13 The impact of hubs’ new mandate to deliver work for a wider age range has been identified as an area of
concern by professional music organisations (Annetts, 2023; Huband-Thompson & Dawson, 2025; Musicians’
Union, 2022).
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support in every local area and to ensure there are no local cold spots where access to provision

is limited (n.p.)

The DfE states that this development ‘reflects the increase of formal partnerships and devolved
administrative arrangements that have occurred in England over the last decade through
programmes such as multi-academy trusts, teaching school hubs, combined authorities and

County Deals’. It emphasises that a reduction of HLOs refers to ‘fewer strategic leads, not fewer
organisations working as part of hub partnerships or a reduction in provision for children and

young people’. The policymakers expect that HLOs working across wider geographical areas ‘will offer
financial flexibility and consolidate capacity for business planning, strategy and reporting [,] improve
opportunities for the workforce and enable greater influence with stakeholders [and,] most
importantly, it will enhance opportunities for young people by connecting them across a wider area’.
They state that the development of a Local Plan for Music Education, as outlined in NPME2, ‘based on
a deep understanding of the local community and delivery organisations’, is required to ensure that
hub programme offers are ‘diverse, inclusive and representative’ (DfE, 2022, n.p.). It remains to be
seen whether these ambitious goals of facilitating high-quality engagement on a micro and macro
level will be attained, but there is, at the time of writing, a considerable amount of scepticism within

the music education sector on this matter (see Section 1.6.7).

1.5.1.2. Local plans for music education

The introduction of local plans for music education (LPMEs) is a development with considerable
potential for impact in the delivery of equitable, joined-up music education provision in line with the
Government’s overarching strategic aims. NPME2, published in June 2022, promised that specific
guidance around LMPEs would be published by ACE in due course. In the meantime, the NPME stated

that each hub’s LPMEs should ‘cover’ the following:
e their needs analysis, like what is needed in their area to support music education

e their activity plan, including their plans for supporting and working with relevant
academy trusts and local schools, and their progression strategy (this should connect to

the Music Development Plans of the schools the hub is working with)

e their workforce plan, including their workforce development offer

e their inclusion strategy

e other hub-wide policies including charging policies and commissioning policies

e animpact framework, covering how the Hub will monitor and report the impact of their

work, including qualitative as well as quantitative measures (p. 50).
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LPMEs are significant because they represent a formal mechanism through which national strategy is
interpreted, translated and enacted within local ecosystems. They therefore provide an important
illustration of the recursive relationship between national policy structures and local actors that
underpins this thesis's structurationist perspective. ACE’s LPME guidance (specifically as it relates to

quality), published in June 2023, will be explored in Section 2.3.

1.5.2. Let’s Create: The Arts Council England Strategy

ACE’s 2020-2030 strategy, Let’s Create (2021), states ‘the inherent value of creativity and culture’
and insists that investment in these areas can deliver social and economic benefits (2021, p19). It
outlines the commitment of the Council to ‘ensuring that children and young people are able to fulfil
their creative potential and access the highest-quality cultural experiences where they live, where
they go to school and where they spend their free time (p. 19) — an objective which clearly aligns with
the NPME. Hannah Fouracre, ACE Director of Music Education, points out that this strategy differs
from previous ones in its lack of discrete goals for children and young people (CYP). This, Fouracre
says, is because CYP are ‘at the heart of everything that [ACE does], with [ACE’s] intentions for them
embedded across all [its] published outcomes’ (Music Mark, 2022). ACE does, however, have a set of
guiding principles for working with children and young people, which is discussed in Section 2.3. and
Chapter 8 of this thesis. The core aim of the ACE strategy is to ensure access for all people in England
to a ‘remarkable range of high-quality cultural experiences’ (2021, p. 26). A utilitarian view of arts
participation is evidenced in the strategy’s rhetoric, through statements such as: ‘we believe that
everyone, everywhere should benefit from public investment in creativity and culture, given their
power to fulfil us, and to transform the communities in which we live and work’ (p.15). In this way,
Let’s Create attempts to reconcile intrinsic and instrumental rationales for cultural participation.
While the strategy repeatedly affirms the inherent value of creativity and culture, it simultaneously
justifies public investment through claims about social transformation, wellbeing and economic
benefit. This reflects a longstanding tension within English cultural policy between arts participation
as a public good and as a mechanism for achieving wider policy objectives (see Section 2.2.4. for

further discussion of cultural policy, cultural democracy and the democratisation of culture).

1.5.3. The Music National Curriculum

The current iteration of MNC was published in 2013, giving teachers more freedom in determining

their teaching methods and materials. The programme of study in the current MNC for KS3 does not
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specify any particular requirements around repertoire. It emphasises that students should engage
with a range of musical styles and traditions — though the recommendations that pupils should listen
to a ‘wide range of music from great composers and musicians’ (DfE, 2013) has led to questions about
what constitutes ‘great’ music and who decides this. In theory, the openness of the MNC allows
teachers to design and deliver a curriculum that best suits the needs and interests of their particular
pupils. A potentially negative aspect of the wide scope of the KS3 curriculum is the phenomenon
described by Martin Fautley and Richard Colwell (2012) as ‘assessment backwash’, where KS4 exam
syllabuses influence what is taught at KS3. As noted above, recent Ofsted research found that the
secondary curricula were being narrowed to the point of excluding creative subjects as a result of this

focus on exam specifications. The ‘purpose’ of musical study outlined in the KS3 MNC is as follows:

Music is a universal language that embodies one of the highest forms of creativity. A high-
quality music education should engage and inspire pupils to develop a love of music and their
talent as musicians, and so increase their self-confidence, creativity and sense of
achievement. As pupils progress, they should develop a critical engagement with music,
allowing them to compose, and to listen with discrimination to the best in the musical canon

(p. 1).

Two elements of the above are likely to catch the eye of critical music educators and researchers.
First is the statement that ‘music is a universal language’: a questionable position from which to
approach music education, as not all music or sound has a fixed definition or universal meaning
across cultrue. To characterise music as a language is therefore to ignore the cultural and subjective
factors which affect individuals’ interpretations of musical texts.}* Secondly, the reference to ‘the best
in the musical canon’ prompts the reader to ask: what is meant by ‘the best’ in the canon? It could be
interpreted to mean ‘the best in the Western art music tradition’, which suggests an approach which
is traditionalist at best and colonialist at worst (Donnelly et al., 2019; Nissen et al., 2023; Philpott,
2022; Spruce, 2017). Despite these concerns, the recommendations for what pupils should be taught

at KS3 are quite broad. They are that pupils should be taught to:

e play and perform confidently in a range of solo and ensemble contexts using their voice,
playing instruments musically, fluently and with accuracy and expression;
e improvise and compose; and extend and develop musical ideas by drawing on a range of

musical structures, styles, genres and traditions;

14 For a fuller discussion on distinctions between music and language in terms of structure and semantics, see Honing
(2014).
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e use staff and other relevant notations appropriately and accurately in a range of musical
styles, genres and traditions;

e identify and use the interrelated dimensions of music expressively and with increasing
sophistication, including use of tonalities, different types of scales and other musical devices;

e listen with increasing discrimination to a wide range of music from great composers and
musicians; and

e develop a deepening understanding of the music that they perform and to which they listen,

and its history (DfE, 2013).

There are no directions here around a particular form of pedagogy to be employed, or a means of
structuring the curriculum. Such is arguably intentional and connotes a recognition that in order to
allow teachers to design and deliver a curriculum that best suits the needs and interests of their
specific pupils in their particular contexts, elements of vagueness can be helpful. However, Jonathan
Savage (2021) suggests that this, combined with the academisation movement (which means that
fewer schools are bound to follow the NC) may in fact be symptomatic of a diminishing regard for
music in statutory education. The risk of vagueness in policy documents can lead to a lack of clarity
and consistency in terms of quality in music education. Ambiguities in policy are particularly
significant for this thesis because they highlight important questions about what constitutes valuable

musical knowledge and, subsequently, what might be understood as high-quality music education.

The extent to which teachers creatively interpret the NC to fit their specific situations
inevitably varies from one school to the next. Reasons for this variance may include school resources
(James et al., 2019), teachers’ pedagogical approaches (Zeserson et al., 2014) and teachers’ ability
and/or willingness to engage with CPD opportunities (e.g. made available through their hub) (DfE,
2021; Savage, 2021).

1.5.4. The Model Music Curriculum

Given the relative brevity of the KS3 MNC, the MMC was published as a ‘non-statutory resource that
provides a practical framework through which the statutory requirements of the [national] curriculum
can be met’ (DfE, 2021, p. 4). Commissioned by Nick Gibb, an advocate for ‘knowledge-rich’
curriculum (Gibb, 2021), the MMC ‘sits at the heart of the Government’s agenda for supporting
curricular music in schools during Key Stages 1, 2 and 3’ (DfE, 2021, p. 4). In addition to the 3 key
strands of the MNC (listening, composing and performing), the MMC contains guidance on singing.

The MMC was met with mixed reception across the music education sector. Bate (2020) and
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Chis Philpott (2022) have highlighted traces of a colonial narrative in the MMC's use of terms such as
‘the great musical output of human civilisation’ (DfE, 2021a, p. 37). Philpott argues that this content-
focused, knowledge-rich approach presents obstacles to a socially just music education system. He

suggests that a process-driven curriculum would promote the decolonisation of music in schools but

recognises that this sort of action is ‘very much off the agenda in UK policy at present’ (p. 11).

1.5.5. The Culture White Paper (DCMS, 2016)

In 2016, DCMS published the first culture white paper in over 50 years, setting out the Government’s
position on the role of arts and culture in England. Firstly, it outlines three areas of cultural value,
which demonstrate the development of Government’s views on the role of the arts and culture since

Jennie Lee’s 1965 white paper:

e the intrinsic value: the enriching value of culture in and of itself;

e the social value: improving educational attainment and helping people to be
healthier; and

e the economic value: the contribution culture makes to economic growth and job-

creation (p. 15).
The paper presents a realistic view on how these ideals translate into practice:

While the Government considers that many of the elements needed to provide quality
cultural opportunities for children and young people already exist, the network of provision
remains patchy, with geographical and social barriers stacking the odds against those from

the most disadvantaged backgrounds (p. 22).

DCMS therefore sets a challenge for arts and cultural organisations to ‘work even harder to make
sure the most disadvantaged in society have greater opportunities to access culture’ and evidence

their progress and impact (p. 23).

The paper also provides some insight into guiding philosophies of music education which

ostensibly underpin Government’s policy decisions:

All state-funded schools must provide a broad and balanced curriculum that promotes the
spiritual, moral, cultural, mental and physical development of pupils. Experiencing and
understanding culture is integral to education. Knowledge of great works of art, great music,
great literature and great plays, and of their creators, is an important part of every child’s
education. So too is being taught to play a musical instrument, to draw, paint and make

things, to dance and to act (p. 21).
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The acknowledgement that music should be part of a holistic education is an encouraging one. The
importance of being actively engaged in art-making is recognised, but its placement after the
sentence about knowledge-based education (and the potentially questionable use of the word
‘great’) is, perhaps, telling. Later on in the document, a utilitarian view of art education is more clearly
expressed: ‘We want everyone regardless of background to have the opportunity to experience
culture. This is because culture opens doors, improves social mobility and has a huge impact on life

chances’ (p. 22).

1.5.6. The Levelling Up White Paper (Department for Levelling Up, Housing &

Communities, 2022)

As the world emerged from the Covid-19 pandemic, economic and social recovery was a top
Government priority. ‘Levelling up’ became a slogan of Boris Johnson’s government and the
eponymous white paper was published in 2022 by the then Department for Levelling Up, Housing &
Communities (renamed as the Ministry of Housing, Communities & Local Government under Keir
Starmer’s Labour government in July 2024). At the core of this plan was the intention to ‘break [the]
link between geography and destiny’ (p. viii). This over-riding commitment obviously speaks to
challenges surrounding equality of opportunity in terms of music education, but a further important
strategy was introduced in the Levelling Up paper: the National Youth Guarantee (p. 213). This
scheme promised £560m of investment in youth services and facilities. The scheme was needed ‘so
that by 2025 every young person in England will have access to regular out of school activities,
adventures away from home and opportunities to volunteer’ (p. 14). DCMS commissioned an
independent body to evaluate for Phase 1 of the Youth Investment Fund (lpsos UK, 2023). The
evaluation found that the funds were spread reasonably well across England and that most applicants
found the application process straightforward and efficient. Less positive aspects of the process
included the first-come, first-served nature of grant awards and the short time frame given to
successful applicants to spend their grants. These elements are likely to have worked in favour of
organisations with more capacity (and, probably, more funding). A significant limitation of the
scheme (which is echoed across the arts and education sectors broadly) is the fact that the fund is
insufficient to repair the damage caused by austerity measures and inflation (Cultural Learning

Alliance, 2023).

Taken together, these policy documents reveal a broadly consistent strategic vision for music
education in England. Recurring priorities across education, culture and place-based policy include

widening participation, improving progression routes, supporting high-quality msuic education
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provision and reducing geographical inequalities in access. However, there are several unresolved

tensions within the policy landscape. Policies seek simultaneously to promote:

e local responsiveness and national consistency;
e intrinsic and instrumental rationales for participation; and

e broad access alongside measurable accountability.

These tensions are significant in terms of the present study on policy translation and enactment

within local music education ecosystems.

Before distilling the above policy areas into key strategic goals in Section 1.5.8., | will briefly

present the music hub governance and funding structure.

1.5.7. The music hub funding and governance structure

The music hub funding and governance landscape is a rather complex one (Figure 2). At the top level
are DfE and DCMS. DfE provides the core revenue grant for music hubs (currently £76 million per
year) to cover programme delivery and capital grants for the purchase of instruments and
equipment. ACE is the fundholder and delivery partner for the music hub programme, administering
hub funding on behalf of DfE. It also manages the hub programme, selecting HLOs and monitoring
hub activity through reporting requirements. DCMS is the government department responsible for
cultural policy and therefore shapes the policy landscape in which music education sits. It also
provides ACE’s core funding. DfE and DCMS are co-authors of both iterations of the NPME and share
responsibility for state-funded music education: DCMS for cultural strategy, DfE for education

delivery.

Music hubs are coordinated by HLOs who receive revenue and capital grants from DfE via
ACE. Each HLO receives a proportion of the overall hub budget based on the following formula: 90%
of funding is distributed based on the number of pupils in the hub region and 10% is based on the
number of pupils eligible for free school meals (FSM). The guidance for hubs states that at least 50%
of a hub’s total income (excluding the capital grant) ‘should come from sources other than the music
hub core revenue grant’. Hubs are therefore expected to raise funds to cover outstanding running
costs through, for example, the sale of services to schools, or contributions from local trusts or
foundations. Hubs must complete an annual data return to ACE (and indirectly to DfE), reporting on

all hub activity.

Youth Music is a charity, funded mainly by ACE and the National Lottery fund. It is not part of
the music hub funding stream but contributes to the ecosystem of music education as it invests in

out-of-school music programmes for CYP through a number of grants. It also produces research on
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music education in England and provides a quality framework for youth music activity (see Section

1.5.8.).

Figure 2: English usic education governance and funding structure

1.5.8. Key strategic goals

Taking a view of the relevant policy documents (NPME, NC, MMC, ACE Strategy, Culture white paper),
the UK Government’s music education strategy in relation to 11-14-year-olds can be summarised in

four key goals:

1. AIlI CYP receive a high-quality music education in school, developing:
e performing, composing, listening and critical appraisal skills;
e vocal and/or instrumental fluency;
e knowledge and appreciation of a wide range of musical styles and their
historical/cultural contexts.
School staff are supported with appropriate skills development and resources.
2. All CYP have access to a range of extra-curricular music opportunities, no matter their
circumstances.
3. All music educators work in partnership, with children and young people’s needs and

interests at their heart.
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4. All children and young people with musical interests and talents have the opportunity to

progress, including professionally.

Focusing on music education for 11-14-year-olds, this thesis examines the extent to which these
strategic goals are realised in different socioeconomic and geographic settings. It presents a critical
examination of challenges and opportunities surrounding the realisation of Government music

education strategy from 2021 to 2024.

The above brief overview of relevant policy introduces persisting challenges relating to these

goals. These will be discussed in the section that follows.

1.6. Persisting challenges and tensions around the realisation of music
education strategy

Many of the challenges and issues outlined in this thesis have been present for decades. In spite of
various policy efforts to improve access to high-quality music education for 11-14-year-olds, five key
areas of challenge pose persistent obstacles to the realisation of overarching policy: socioeconomic
and geographic disparities; economic challenges; pedagogical challenges; the feasibility of the
objectives of the NPME; and perceptions and interpretations of quality. The remainder of this section
provides a brief overview of each of these challenges, which will inform the analysis within the

chapters that follow.

1.6.1. Economic challenges

The NPME, the introduction of music hubs and the funding for music education provided by the UK
Government has had positive impacts on music education, increasing opportunities for children from
diverse backgrounds to learn music. Yet, as Bridget Whyte (CEO of Music Mark, UK association for
music education) writes in the foreword to the recent DEMOS report on the NPME (Huband-
Thompson & Dawson, 2025), ‘this funding has never met the ambitions of successive governments,
and with the new government reinforcing their commitment to universal opportunity, we have to ask
the question “is there enough money in the system?”’(p. 6). In NPME2, the (Conservative)
Government outlined its commitment to continuing its £79m annual investment in music hubs until
2025. However, in light of the rise in inflation since the last plan was published, this has resulted in a
significant real-terms funding cut. Changes to the Teachers’ Pension Scheme in 2024 also resulted in
increased pressure on music services. Moreover, NPME2 set out the expectation that hubs work with

early years in addition to children and young people of school age. This increased age range is not
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reflected in the funding structure. The DEMOS report (2025) also cites a significant rise in the number
of children in England recorded as having special educational needs and disabilities (SEND), which
may require increased support and adaptation of music resources. The report authors suggest that,
without sufficient resources such as funding and staff capacity, this may ‘present further challenges
to universal provision’ (p. 15). In a letter to the then Schools Minister Nick Gibbs, Deborah Annetts
(2023), CEO of the ISM, echoes the Musicians’ Union’s (2022) a concern that in accordance with
NPME2, hubs would be expected to do more for less money and therefore be forced to make up the
financial shortfall through cutting provision and/or raising the price of music education opportunities

for families.

Another important facet of what Taylor (2023) calls the ‘microeconomy of music education’
is that hubs’ income will be dependent on the context in which they work. The case studies in this
thesis demonstrate how differences in hubs’ outgoings based on their geographical location affect
provision. Rural hubs, for example, are likely to have higher staff costs due to travel expenses — this is
reflected in case study findings: see Chapters 4 and 6. Hub costs will also vary depending on numbers
and skills of teachers in their area, the availability and rental costs of rehearsal and performance
venues and barriers to access faced by children and their families. Hubs’ financial situations also rely
on their own ability to fundraise because their core funding accounts for approximately half of their
income (Section 1.5.7). Challenges around raising funds from parents, foundations and other local
networks have been exacerbated by the cost of living crisis in England. Access to music education
(and indeed other arts or cultural education opportunities) is therefore often determined by a
family’s ability to pay (ACE, 2016; Donnelly et al., 2019). The ABRSM (2021) reported that 71% of
music teachers saw the cost of lessons as a barrier for learners and 25% of children who have never

played an instrument said this was because of the cost (p. 6).

Short-term funding arrangements and the subsequent casualisation of the HLO teacher
workforce can have an impact on the field of provision, in Pierre Bourdieu’s (1977) sense, through the
distribution of capital (in terms of skills, expertise and networks). A more stable workforce and the
capacity to engage in more long-term planning might allow for hubs to build stronger, longer-lasting
communities of learning and practice. Casual and/or short-term staffing arrangements means that

hubs rely more on more fragile and less deeply rooted connections.

The persisting challenges facing the music education sector have recently been publicised by
the singer-songwriter Ed Sheeran, who launched his self-named foundation to campaign for music

education in the UK. In March 2025, Sheeran wrote an open letter (signhed by over 630 artists, music
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industry leaders and educators) to Prime Minister Sir Keir Starmer calling for a £250m UK music

education package ‘to repair decades of dismantling music [education]’ (2025, n.p.)

1.6.2. Socioeconomic and geographic disparities

In spite of the NPMEs’ objective to make high-quality music available to all children, regardless of
where they live, research consistently shows that children in areas of deprivation and rural regions
have fewer opportunities to learn music (AMP, 2024; Burland, 2020; Cultural Learning Alliance, 2024;
Donnelly et al., 2019; Fautley & Whittaker, 2018; Henley & Barton, 2022). A report by the Child
Poverty Action Group (2022) found that ‘the cost of participating fully in musical opportunities at
school is preventing pupils in low-income families from flourishing. Limited and stretched household
incomes are directly having an impact on engagement and achievement in music for young people in
England’ (p. 12). According to the Social Mobility Commission’s 2019 report, a child’s individual school
context may also significantly affect the ‘the scale and range of extra-curricular activities
opportunities’ open to them (Donnelly et al., 2019, p.62). The report acknowledges that independent
schools generally offer a much greater range of opportunities to pupils than their state-funded
counterparts, but differences are also apparent between state schools: ‘The prioritisation of extra-
curricular activities by a key figure within the school, such as the Head Teacher, could be important in
driving a wide portfolio of extra-curricular activities within the school’ (pp. 62—63). The
socioeconomic context to which an individual child belongs significantly impacts on the extent and
nature of their music engagement. Bourdieusian concepts of social and cultural capital are crucial
here; the interplay between music education and these forms of capital has received much scholarly
attention (Burnard et al., 2015; Wright, 2010; Wright et al., 2021) and will be explored further in

Section 2.4.

In situating this research in Yorkshire, an expansive historic county (the largest in the UK) with
a wide range of distinct geographic and socioeconomic regions, the aim of this project is to
investigate challenges and barriers to policy realisation on a local and regional basis.'® Factors such as
limited local resources, poor road and public transport infrastructure and the cost of travelling to take
part in extra-curricular music activities can dramatically curtail possibilities for children and young

people in Yorkshire today.

16 For the purposes of this project, the region of Yorkshire refers to the region containing the four modern ceremonial
counties of East Riding of Yorkshire, North Yorkshire, South Yorkshire and West Yorkshire, as distinct from Yorkshire and
the Humber, which includes parts of Lincolnshire.
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1.6.3. Challenges within the state school context

In addition to the above-mentioned issues of budget cuts, timetable restrictions, carousel curricula
and the introduction of the Ebacc which have all contributed to the declining place of music in
secondary schools (Bath et al., 2020; House of Lords Education for 11-16 Year Olds Committee, 2023;
ISM, 2022, 2024; Savage, 2021b), this section outlines three further areas of challenge related to KS3

music education: teacher recruitment, curriculum and mixed attainment classes.

1.6.3.1. Teacher recruitment and retention

Low secondary music teacher recruitment and retention rates over recent years have contributed in
no small part to the challenges facing school music departments. Data from the Cultural Learning
Alliance (2024) show that between 2010/11 and 2022/23, the teacher vacancy rate for secondary
school music increased by a multiple of six and Initial Teacher Training recruitment in music fell by
56% (p.9). Government data published in December 2023 showed that only 27% of the Government’s
target for initial trainee secondary music teachers was met in 2022—-23 (DfE, 2023). In response to
this, the Government reinstated £10,000 bursaries for music teachers in 2023.” However, the ISM
warned that this may not be enough, and that the ‘ambitious plans’ set out in the refreshed NPME
will not be achievable without the workforce to deliver it and ‘the teaching of music may disappear in
schools’ (ISM 2023). NPME2 (DfE & DCMS, 2022) sets out the need for music to ‘be represented in
every school’s leadership structure, with a designated music lead or head of department at school
and/or academy trust level, for primary and secondary phases’ (p. 5). This goal will be difficult for
many schools to achieve in light of the issues around workforce numbers. The DEMOS report (2025)
found that the cost of supply teachers could present a barrier for other staff to get time out of class
to support hub activities and/or engage in CPD’ (p. 26). In a positive development, the 2024-25
academic year saw an increase in the number of initial trainee secondary school teachers, with 62%

of the Government'’s target being reached (DfE, 2024a).

1.6.3.2. Curriculum

As discussed above, the KS3 curriculum is relatively brief and quite broad. While the MMC exists as a
guidance document, secondary school music teachers have considerable freedom to design and
deliver a curriculum based on the needs and interests of their pupils. However, Government rhetoric
has been criticised in the literature for promoting the hegemonic status of Western art music and
associated practices. Elizabeth Bate (2020) outlines how 21° century curriculum developments in

England evidence ‘a return to a traditional liberal education, valuing knowledge for knowledge’s sake

17 Initial Teacher Training bursaries for music were subsequently removed for the 2026-27 academic year (DfE,
2025b)
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and aiming to introduce young minds from all backgrounds to ‘the works of great composers and
musicians’ (DfE, 2021, p. 102) and ‘the best that has been thought and said’ (DfE, 2014b). The stated
‘purpose’ of the study of music according to the MNC (DfE, 2013) is for pupils ‘to develop a love of
music and their talent as musicians, and so increase their self-confidence, creativity and sense of
achievement’. The choice of the word ‘talent’ rather than ‘skill’ could be read as suggesting that
school music is included as an opportunity for those individuals born with particular aptitudes to be
‘discovered’ and to be given the opportunity to progress these talents, ‘including professionally’ (DFE

& DCMS, 2022, p. 5).

The ways in which references to talent are linked to the pipeline of creative industries
workers is characteristic of the neoliberalist tendency to ‘economize everything’ (Bacchi, p. 238).
Rather than alleviating disparities, the MMC strengthens the position of those whose cultural capital
aligns with that of the dominant culture (Thomson and Hall, 2022, p. 862). This epitomises Bourdieu’s
concerns about the marginalisation of the cultural capital of lower socioeconomic groups. Such is at
odds with the equality, diversity and inclusion aims of the NPME and the other components of the

Government strategy on music education.

The prioritisation of knowledge-rich learning and pursuit of academic rigour was part of UK
Conservative government rhetoric from 2010 to 2023. Nick Gibb, who served as Minister of State for
Schools from 2010 to 2012, 2014 to 2021 and 2022 to 2023 framed this approach as part of a social
justice agenda (2015) but this ideology can create an abstracted view of knowledge rather than an
emancipatory one (Bate, 2020; Spruce, 2013). In the realm of music education, the
decontextualization of musical knowledge though an emphasis on facts over experiences can result in
the alienation of music education from pupils’ lived experiences of and interests in music (Spruce,
2013). Bate (2020) proposes that educational value in music should be determined not though
academic rigour but through its ‘intersubjectivity of meaning, and its close relationship with the very
social, political, and historical issues intrinsic to the underpinning of sociocultural hierarchy’ (p. 4).

This echoes Cain et al.’s (2013) and Stock’s (2002) calls for music leaders to facilitate learners’

18 Neoliberalism is a political and economic ideology that emphasises free-market competition and limited government
intervention in the economy. Each individual is therefore autonomous in and responsible for their economic position. A
neoliberal economic and/or social model creates and thrives on competition and the fact that some individuals will fare
better than others. In this environment, education is seen as a state investment which must generate economic returns. The
potentially harmful impact of neoliberalism on music education policy has been discussed in the literature (Finney, 2016;
Kinsella et al., 2019; Spruce, 2013b).
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engagement with conceptual elements of music and the various ways they are dealt with in different

genres, as opposed to (Western) musical knowledge . %

To counter the dominance of Western art music in music education, music leaders might
adopt a multicultural approach — exploring music from different traditions, times and places based on
themes (Cain et al., 2013; Schippers, 2010) such as, for example ‘music of love’, ‘music and
celebration’, or ‘protest music’. Schippers (2010) argues that this approach can dismantle biases and

barriers and support learners’ critical engagement with the world. For him, a multicultural approach

fulfils three conditions that are important in the context of cultural diversity in music
education: it naturally includes music of all periods, styles and genres; it highlights music as a
dynamic phenomenon that interacts with changes in society; and it provides students from all
backgrounds with opportunities to connect themes and ideas to music they are familiar with

(p. 175).

In a system driven by performance and results — in both school and out-of-school settings —
teachers must be prepared to face criticism (Yacht, 2022; Dale, 2023), contend with the possibility of
confrontation and losing control and advocate for (or possibly defend) a transformative approach to
music curriculum design (Philpott, 2022) and delivery (O’Neill, 2017; Stakelum, 2023). However,
Hannan and Ainscough (2023) suggest that concerns about Ofsted disapproving of popular and/or

informal practices in the classroom are sometimes misplaced:

Ofsted are open to music being treated as a practical subject with practical outcomes and we
have evidence... to show that inspectors respond positively to music lessons that do not result
in pieces of writing, do not prioritise abstract knowledge over practical activity and are open

to contemporary popular music of all kinds (p. 98).

Questions around repertoire and practice as they relate to effective and critically conscious

curriculum delivery will be discussed in Chapter 2.

1.6.3.3. Mixed attainment

Music is unlike most other subjects because pupils are more likely to come to it with differing levels of
skill and experience. Managing mixed attainment classrooms through differentiation at KS3 can be a
significant challenge for secondary school music teachers (Harland et al., 2000). Differentiation

generally occurs in two ways: differentiation by task (setting different tasks for pupils of different

20 This thesis employs the term ‘music leader’ in reference to professionals who deliver and facilitate music learning for
children in school and/or community contexts and who may or may not be qualified music teachers. A ‘programme leader’,
meanwhile, has a more strategic and/or directorial role (e.g. a music service manager). Depending on their circumstances
and organisational capacity, a programme leader may also be a music leader.
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abilities, or extension tasks for more able pupils); and differentiation by outcome (where pupils are
set the same task but achievement expectations differ based on pupils’ abilities). Pupils in Harland et
al.’s study (2000) generally favoured homogenous ability groups in arts education (including music,
drama and visual arts) but teachers had more positive attitudes towards mixed-ability groups. One
teacher suggested that school music may actually lend itself well to differentiation through practical
music-making activity. Within a mixed-ability group working on a practical task, each individual’s part
is important: ‘[a pupil] may only be playing the bass drum, but without them the keyboard means
nothing’ (p.147). Another teacher commented that mixed-ability groups promoted peer-learning and
made classrooms more manageable for teachers. Symonds et al. (2011) found that more
differentiation in classroom learning would have supported the musical developments of those pupils

who took private instrumental lessons (p. 11).

The literature indicates that many adolescents are generally more interested in music on a
practical and conceptual level rather than on an academic one (Humberstone et al., 2017; Johansen,
2017). According to Judith Jellison (2000), ‘the more school music experiences are similar to music
experiences that are valued for adult life, the higher the probability of transfer and the more
successful the transition’ (p. 125). The proliferation of rhetoric and practice based on person-
centredness and cultural responsiveness in music education in recent years suggests that there is
much merit in this approach. However, a tension remains around the dichotomy of music in school
and out-of-school contexts, especially for adolescents, which is that schools can be ‘fundamentally
disempowering’ places (Moore, 2012). Hargreaves et al. (2003) maintain that it is an
oversimplification to state that any music in which pupils are engaged in the classroom becomes
immediately ‘unpopular by association’ but they acknowledge the ‘delicacy and importance of the
relationship between music in and out of school’ and the music leader’s challenge in creating
‘scaffolding structures which are sufficiently integrated with the third environment [of self-selected,
self-directed learning] to provide knowledge, skills, and even resources to support it, yet to remain

sufficiently distant from it’ (p. 157).

1.6.4. Challenges around extra-curricular and out-of-school music education

Writing just before the launch of the first NPME, Stephanie Pitts (2011) states that, for
generations, ‘a defining characteristic of English secondary school music education has been its
extracurricular activities’ (p. 227). The school music teacher holds an important signposting or
gatekeeping role for many students with an interest in pursuing extracurricular opportunities. In fact,
while acknowledging that music teachers have already significant challenges to face in the delivery of

the curriculum without taking on responsibility for pupils’ involvement in extracurricular music, Pitts
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(2019) wonders whether this may, in fact, be ‘their most fundamental responsibility, and should be at
the heart of curriculum and extracurricular decisions’ (p. 229). Extracurricular music in school can
present transformational experience and opportunities for CYP but can often be exclusionary:
children might be subject to an audition before they can join a school choir, for example, or the
school may not have the resources to accommodate the musical activities or interests of a particular
child. Systemic challenges also persist around the accessibility of music opportunities provided
through music hubs, such as financial barriers (ABRSM, 2021; AMP, 2024), transport infrastructure
(AMP, 2024; Henley & Barton, 2022), access to knowledge/information (2016), levels of
parental/family support for music activities (Filmer-Sankey, 2005; Pitts, 2017) and a perceived lack of
connection or relevance to children and young people’s interests (Bull, 2019; Henley & Barton, 2022).

Findings of this project’s case studies further highlight these issues.

1.6.5. Music education and professional pipelines

The Cultural Learning Alliance’s 2024 report card shows that between 2016/17 and 2022/23, the
percentage of schools with no entries for GCSE music increased by 14% (from 28% to 42%) (p. 10). As
discussed above, accountability measures such as the EBacc and Progress 8 can have a negative
impact on subject take-up. Although the Russell Group of universities’ list of ‘facilitating subjects’
(those which prospective students would need have studied at A Level to be accepted into ‘good’
universities) was scrapped in 2019, some schools still promote them as part of GCSE option choice
materials (ISM, 2024). Data published by the Sutton Trust (2024) reveals that music has a
disproportionately high percentage of privately educated students among creative subjects (p. 7). In
general, the amount of time given to music in school alone at KS3 is not enough to prepare pupils
fully for GCSE-level study — there is an implicit requirement for additional extra-curricular
instrumental tuition (ISM, 2024). Findings of qualitative studies conducted with CYP in this research

reflect this perception.

These factors combined can result in a lack of representation of people from wider society in
professional music, which in turn contributes to declining interest and participation in music
education. In spite of a deep-rooted societal belief that work in the cultural sector is meritocratic,
belonging to a relatively affluent social background is a major success factor in the creative industries
and people from privileged backgrounds tend to dominate. Brook et al. (2022) found that low pay and
unstable work present fundamental challenges for people who do not have economic support and
furthermore, ‘the particular types of cultural capital needed to make it into creative industries’ and

higher educational qualifications ‘also shape the demographics of the cultural workforce’ (p. 802). If
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the professional and higher education landscape is to be more inclusive, this transformation must

begin at the statutory education level.

1.6.6. Conceptualisations and interpretations of quality

The extent to which different stakeholders’ views about quality music education forl1 —14 music
education align is a core concern of this study. Processes of quality measurement and evaluation are
key in this area. Different agents in the field of music education may have different ideas about how
quality can be measured and communicated, but when it comes to hubs’ reporting on state-funded
programmes, the DfE/ACE data return influences the nature and outcomes of evaluation activities.
Writing from a community music perspective, Brown et al. (2014) suggest that music practitioners
engage in ‘chameleonic’ practice, adapting their approaches based on different contexts. When it
comes to finding applications and reporting, they sometimes feel obliged to tailor reportage in a
particular way to satisfy funders’ interests - even if they do not necessarily reflect those of the

practitioner or participants.

There is a sense that these Government bodies are somewhat detached from the realities of
music education. In addition to the expense incurred by ACE’s management of the hub programme
on behalf of DfE, Taylor (2023) argues that this role would be better either undertaken by the DfE
directly or put out to tender to organisations with expertise in schools and music education. Savage
(2021), among other music education researchers and professionals, is critical of the nature of the
data collected by ACE as well as the ways in which they are reported. A consultation conducted by the
ISM (2018) collected data from 583 music education professionals working in school and hub settings
across England. Results showed that respondents found the activity- and numbers-focused nature of
the ACE/DfE hub data return did not capture their views or lived experiences of high-quality music
education, which are more concerned with ‘quality of experience and a longitudinal and diverse view
of progression and continuation’ (p. 11). For this reason, Ben Cooper (2022) describes the DfE/ACE
data return systems as ‘flawed’ (p. 15). In terms of quality assurance and monitoring, the final section
of the plan mentions the establishment of a NPME Board to monitor the realisation of the strategy,

but there is no information currently available about the operations of this board.

A fundamental tension exists between the NPME’s visions of mass participation (based in a
philosophy of cultural democracy: see Chapter 2) and excellence. Anna Bull (2019) notes that this
tension is not a necessary one but is deeply embedded in English culture by teachers who replicate
methods they encountered in their own education, by conservative assessment models, the influence
of higher education music institutions (see Section 1.6.5.) and parents’/carers’ prioritisations of

certain forms of capital (p. 186). These factors will be explored further in Chapter 2; for now it bears

39



noting that there is an ideological tension within the NPME around the nature and purpose of high-
quality music education. MacGregor et al (2025) highlight that the use of the phrase ‘levelling up’ in
relation to providing equitable access to music education signifies ‘a more nuanced problem than
simply a lack of opportunity’ (p. 7): it implies a lack of ‘excellent’ or ‘ambitious’ opportunity (DfE and
DCMS, 2022, p. 2). The narrative presented in the NPME is such that this imbalance should be
addressed by greater governmental intervention through the establishment of ‘new national centres
of excellence in teacher development, inclusion, music technology and path ways into the music
industry’ (p. 3). Conversely, this thesis contends that quality in music education is highly contextual: it
is shaped by local factors such as cultural, educative, socioeconomic and geographic environments, as
well as individual factors of abilities and interests. For these reasons, among others, the rationale and
feasibility of the increasingly centralised management of music education provision outlined in

NPME2 has caused concern in the music education sector.

1.6.7. Rationale for and feasibility of NPME2’s objectives

As outlined in the recent DEMOS report (Huband-Thompson & Dawson, 2025), there are concerns in
the music education sector about the feasibility of the goals of NPME2, specifically in terms of its non-
statutory nature, its administrative structure and its ambitious scope in light of strained resources. On
a fundamental level, Taylor (2023) captures feelings of confusion and frustration shared by many in

response to the policy shift:

No-one in DfE or ACE has said what the problems are with the [previous] music education hub
arrangements, nor what the benefits will be for young people in the future. Their

consultation on the new programme singularly failed to raise either issue. No-one working on
the front line seems to know why this review and re-organisation is being undertaken. This, of

itself, is a major flaw (n.p).

Taylor goes on to state that there is a ‘major disjoint between the aspirations that the DfE and ACE
have for many fewer hubs covering much wider geographic areas, and the existing local relationships
between schools and hubs’ (n.p.). The NPME perpetuates the belief that quality music education is
tailored to the needs of a particular community and relies on reflexive practice and place-specific
planning. Yet the reduction in the number of hubs and broadening of hub boundaries arguably

confounds this view.

The non-statutory nature of the NPME (in both iterations) has meant that from its beginnings
it was complicated by an imbalance of accountability, as hubs are obliged to deliver against the goals

of the NPME, but schools are not (Savage, 2021). Hubs must report on the number of schools and
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pupils engaging with their work. NPME2 set a target of having 95% of schools engaged with their local
hub, while schools’ reporting on hub engagement is elective (Taylor, 2023). Hubs are also required to
develop and implement LPMEs (ACE, 2023a), while schools are not obliged but ‘encouraged’ (ACE,

2023b, p. 4) to create school music development plans (SMDPs).

There are a number of administrative challenges around hub partnership working. Some hubs
(often those steered by large HLOs, experienced in relationship and resource management) have
been more successful than others. Key obstacles to successful hub partnerships include poor
communication with and a lack of support from schools, local resistance to partnership working and
competition between local organisations for funds and clients (Taylor, 2023, n.p.). Each of these

obstacles are identified by participants in the data collected as part of the present research.

Government policy developments, evaluation processes and timelines indicate an
understanding of how the music education sector works (Cooper, 2022; Henley & Barton, 2022;
Taylor, 2023). Jennie Henley and Barton (2022) identify an opinion held by music education
professionals that ‘the DfE do not know who to talk to about music education.... Music Mark
represents hubs, but there is no central body representing in and out of school provision, including
curriculum offers’ (8). HLOs have found themselves repeatedly having to deliver on tight turnarounds
and plan provision without having confirmation of budget agreements, which are sometimes
confirmed mere months before programme delivery begins (Annetts, 2023; Cooper, 2022). The
current administrative structure is one of several somewhat contradictory (or at least convoluted)
aspects of current music education policy. Among the issues raised by professional organisations in
response to the NPME and the new hub investment programme is the concern that this development
will result in hubs coming under pressure to do more for less, causing a knock-on effect for music

teachers (Annetts, 2023; Musicians’ Union, 2022).

The challenges discussed above around low teacher recruitment and retention and financial
pressures caused by the wider economic landscape present serious obstacles to the full realisation of
the Government’s music education strategy. In spite of these and the above-mentioned challenges, it
must be stated that the music education landscape in England is an increasingly inclusive one.
Examination boards are embracing more and more musical practices and music leaders are
increasingly adapting their methods to accommodate learners’ needs (ABRSM, 2025). Still, this thesis
highlights systemic issues which can lead to inconsistent realisation of Government strategy based on

geographic and socioeconomic factors.

The next section outlines the theoretical framework designed to further examine these

challenges and answer the study’s research questions.
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1.7. Theoretical framework

The research project takes the form of a comparative case study, exploring state-funded music
education provision across geographically and socioeconomically distinct regions of Yorkshire: an
urban conurbation, a coastal town and a market town. The theoretical framework underpinning this
study has three main strands: ecological systems, policy, structuration and critical youth voice.

Chapter 2 provides a fuller discussion of these areas.

1.7.1. Ecological perspectives on music education

As detailed in Section 1.4.1., ecological systems theory (Bronfenbrenner, 1977) forms a key part of
this project’s theoretical framework. Following analysis of the case study findings, an ecological
analysis is conducted in Chapter 9 to conceptualise the multifarious nature of music education
strategy interpretation, translation and enactment across the research data and how these dynamic

factors affect CYP’s music education.

1.7.2. Structuration and policy enactment

This study draws on Anthony Giddens’ theory of structuration (1984) to conceptualise the
relationship between policy, practice and agency?! in music education. Structuration theory proposes
that social practices are recursively produced through their interaction. Structures such as policy
frameworks, institutional norms and accountability systems both constrain and enable action, while
being simultaneously reproduced and modified through the practices of individuals operating within
them. In this sense, music leaders and other stakeholders are not simply implementers of policy, but
active agents whose decisions and actions contribute to the ongoing shaping of music education
practices. Similarly, CYP are not merely passive subjects upon whom policy is enacted, but can shape
the structures of policy enactment. This perspective aligns closely with theories of policy enactment
developed by Ball et al., (2012), which conceptualise policy not as something that is implemented in a
linear fashion, but as something that is interpreted, translated and enacted in context. Policy texts are
inherently incomplete and require actors (e.g. teachers, leaders, organisations and learners) to create
meaning from them in relation to their own situated conditions, resources and values. As such, policy

enactment is understood here as a dynamic, socially situated process rather than a fixed outcome.

Bringing these perspectives together, this thesis conceives of the realisation of music

education strategy as emerging from recursive interactions between structural conditions (e.g.

21 In this thesis, agency is understood in structurationist terms as the capacity of individuals to act within and
upon structural conditions, while autonomy refers more narrowly to the degree of independence or choice
afforded to learners within specific pedagogical contexts.
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national policy, funding frameworks, accountability measures) and the agency of actors across
ecological system levels. This framing is central to the ecological analysis employed in Chapter 9 and
to the advancement of CYV in this study. Furthermore, it underlines the ways in which CYP, alongside
educators and organisations, participate - albeit unevenly - in shaping the practices through which

policy is enacted and experienced.

Within this project’s combined ecological and structurationist framing, CYP are understood as
participants within music education ecosystems whose experiences are shaped by interactions across
system levels, but who also have the potential to influence those systems. However, as the findings of
this study demonstrate, such influence is often limited in practice. CYP often have limited or mediated
opportunities to influence the design and delivery of music education. Their agency is often
constrained by institutional practices, accountability structures and conceptions of quality which
privilege adult stakeholders’ perspectives. This uneven distribution of agency has significant
implications for policy enactment: where CYP’s perspectives are considered in a tokenistic manner, or
not considered at all, the processes through which policy is interpreted, translated and realised are
not recursive. The misalignment identified in this study between policy intentions and lived
experiences of music education can therefore be understood not simply as a failure of enactment, but
as a consequence of structurally constrained participation within the ecosystem. This reinforces the
importance of a CYV approach, which seeks to move beyond nominal inclusion towards more
meaningful forms of participation, enabling CYP to meaningfully shape music education practice and

thereby support the full realisation of national strategy.

1.7.3. Critical youth voice

Youth voice is the active participation of young people in expressing views and influencing decisions
that affect their lives. It is an influential concept in theory and practice across fields of education and
youth work. A fuller exploration of literature surrounding youth voice is provided in Chapter 2. This
section briefly outlines challenges around the enactment of youth voice relating to tokenism,
representation and ethics and introduces the conceptual lens of critical youth voice as part of the
theoretical framework of this thesis. Scholarly work which helps to conceptualise and problematise
what exactly youth voice practice is and how it can be enacted has been under-utilised in policy and
on the ground (Spruce, 2015). In practice, this can result in tokenistic approaches to youth voice,
where CYP are invited to express views without being afforded meaningful influence over decision-
making. Such practices are often shaped by performative or accountability-driven agendas, in which
the appearance of participation is prioritised over critical or transformative engagement (Flutter,

2010; Spruce, 2015). This research was undertaken on the same basis and aims to provide some
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solutions to this issue: specifically, it advocates for a critical youth voice approach which involves
processes of consultation with and active participation of young people among other stakeholders to

enact change and enhance the realisation of music education strategy.

The early years of the 21st century saw the establishment of a government action plan to
place children and young people’s voices at the centre of education policy-making, through surveys
and focus groups. A potential danger associated with seeking to capture youth voice in this way is
that the voices of only certain types of young person will be heard: that is, more often than not, those
who are articulate, confident, usually well-behaved and generally ‘good’ students (see Section 2.6.1.).
This raises important questions about whose voices are included, how they are elicited and the extent
to which youth voice activities can reflect CYP’s lived experiences and meaningfully inform decision-

making and practice in music education settings.

Participation in youth voice activities does not necessarily result in positive outcomes for all
young people and assumptions about the benefits of voice must therefore be approached critically
(Kraftl, 2013). Tensions may also arise between young people’s desire for autonomy and their need
for structure and guidance, highlighting the importance of careful, ethically informed facilitation. A
solution to these issues —and a key theoretical touchstone in this thesis — may lie in a CYV approach.
Based in the theory and practice of critical pedagogy (Section 2.5.3.) and extending the concept of
youth voice, CYV is a conceptual lens which places the needs and interests of young people at the
centre of the learning process, prioritising dialogue and cultural responsiveness while recognising the
responsibility of the music leader to draw on their professional and musical expertise as well as their

personal, political and social sensibilities to facilitate a high-quality musical encounter.

In this thesis, CYV is closely connected to conceptualisations of quality and context within
music education ecosystems. It provides a lens through which to understand how CYP’s experiences
of music education are shaped not only by structural conditions, but by the extent to which they are
able to participate meaningfully in the negotiation of those conditions. In this sense, CYP are
understood not as passive recipients of provision, but as active agents whose perspectives contribute
to the ongoing shaping of practice. This aligns with the structurationist framing adopted in this thesis,
in which quality is recursively produced through interactions between structure and agency across
ecosystem levels. A CYV approach therefore becomes central to policy enactment, as it foregrounds
the importance of dialogue, responsiveness and local factors of socioeconomics, geography and

culture in the realisation of music education strategy.

The key features of CYV in music education are conceived of in this research as follows:
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e Music leaders seek and listen to CYP’s ideas around quality music experiences and
bear responsibility for creating a learning environment in which both leader and
learner can explore, share and create knowledge.

e |tis grounded in values of social justice and an ethic of care. It involves formal and
informal needs analysis and constant dialogue with learners to ensure maximum
inclusion and representation.

e The music leader must ensure that learning materials and practices are educationally
and socially appropriate. CYV seeks to broaden learners’ musical, educational and
personal horizons but with an ethic of care and responsibility.

e Part of the work of the music leader is to balance CYP’s interests and desires with
what is reasonably feasible in the learning context — and to be transparent with

learners about this.

A CYV approach to music education does not involve the relinquishing of a teacher’s power, but calls
on them to use their particular skills and expertise to guide and scaffold learners in what can be a
deeply personal and vulnerable endeavour (Kincheloe, 2008; Salvador & Knapp, 2022; Yacht, 2022;
Dale, 2023).

CYV may be a helpful lens in terms of negotiating musical issues of repertoire and practice.
For example, a teacher who perceives that their skills in music technology are less developed than
those of their learners. Rather than avoiding serious engagement with technology involving both
teacher and learners due to an imbalance of skill or experience, a CYV approach might involve the
teacher setting a composition task based on certain musical concepts or involving the reimagination
of a music practice previously encountered on instruments. In this way, CYP classed as ‘digital
natives’ (having grown up in the information age) can mobilise their ‘natural’ relationship with new
technologies, creating through a medium which speaks to contemporary expressions and processes
of music (Facer, 2012). This thesis posits that a CYV, involving music leaders’ active engagement with
policy across ecological system levels, through dialogic processes of policy translation, enactment

and evaluation, is crucial to the full realisation of the current music education strategy in England.

The theoretical framework of this thesis conceptualises music education ecosystems as
recursively shaped through interactions between policy structures, institutional practices, music
educator agency and the participation of CYP. These theoretical strands provide complementary
lenses through which the research questions are addressed. Ecological systems theory provides a
means of examining how the realisation of music education strategy is mediated by relationships

across interconnected contexts and system levels, thereby informing the study's concern with
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variation in provision across different geographical and socioeconomic settings. Structuration theory
and policy enactment perspectives illuminate how understandings and experiences of quality emerge
through the interplay of structure and agency, as policy is interpreted, translated and enacted by
actors operating across these systems. However, the findings of this thesis suggest that CYP are not
always afforded meaningful opportunities to participate in these recursive processes. CYV therefore
extends the structurationist framing adopted here by offering a pedagogical response to constrained
agency. It foregrounds dialogue, responsiveness and the active involvement of CYP in negotiating the
conceptualisation and delivery of high-quality music education. Together, these perspectives provide
a conceptual framework through which to address the project's central research question: how UK
Government strategy around music provision for 11-14-year-olds is realised in school and community

contexts in Yorkshire.

1.8. Contribution to knowledge

This thesis makes several contributions to knowledge in the field of music education, summarised as

follows:

1. It develops CYV as a novel conceptual lens for understanding CYP’s experiences of music
education (extending existing approaches to youth voice by foregrounding issues of power,
access and representation) and a means of realising high-quality music education by

positioning CYP as active participants in the recursive process of policy enactment.

2. It conceptualises music education provision as an ecosystem, offering a framework for
analysing how policy, institutions, funding structures, local socio-economic conditions and
individual actors interact to shape CYP’s opportunities and experiences. Findings of the
analysis conducted through this framework highlight the relational and uneven nature of
music education provision in the case study sites and indicate broader structural issues on a

national scale.

3. It provides empirical insight through a comparative case study in three geographically and
socioeconomically different areas, demonstrating different ways in which national policy
aspirations are realised across contexts. In doing so, it highlights how inequalities in access

and experience are produced through variations in local ecosystem configurations.

4. Finally, the research points to the complexity of quality in music education, demonstrating

that quality is not a stable or universal concept, but one that is constructed differently by
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stakeholders within specific contexts. This highlights the challenges of aligning policy
ambitions with lived experiences in practice and underlines a need for more nuanced
approaches to the design, delivery and evaluation of music education for adolescents in

England.

1.9. Thesis structure

This chapter outlines the aim of the current UK Government music education strategy to provide
high quality access to music learning for all children and young people, transcending geographic,
socioeconomic and cultural boundaries (ACE, 2021; DCMS, 2016; DfE & DCMS, 2022). Chapter 2
reviews literature from a range of disciplines relating to music education for adolescents, providing
context for the enquiry of this thesis. Chapter 3 outlines the research design and methodology and
introduces the case study sites. Chapters 4—6 present the case study findings, examining how music
education is experienced by CYP, music leaders and programme leaders in each music learning
ecosystem. Chapter 7 offers a cross-case analysis of case study findings through lenses of
geographic, socioeconomic and learning contexts. Chapter 8 similarly analyses findings across case
study sites in relation to conceptualisations of quality among stakeholders in the design, delivery and
experience of music education. Chapter 9 offers a strategic analysis of policy realisation across the
case study sites, presents an ecological systems analysis of barriers to policy realisation and offers
evidence-based recommendations for tackling these barriers. Chapter 10 draws together research

findings and discusses their implications for policy and practice.
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2. Music education for adolescents in England: Cross-
disciplinary perspectives on policy and practice

This chapter reviews literature relevant to understanding how music education is structured, enacted

and experienced in different contexts. It focuses on six key areas:

e Music education in England as an ecosystem
e Structuration and policy enactment

e Conceptualisations of quality

e Sociological perspectives

e Pedagogical perspectives

e Youth voice

2.1. Music education in England as an ecosystem

Ecological systems theory (Bronfenbrenner, 1977) conceptualises human development as occurring
through interactions between individuals and a set of interconnected environmental systems,
ranging from immediate settings (e.g. family, school) to broader socio-political structures. Bi-
directional interactions occur across system levels, which results in experiences at one level being
shaped by, and in turn shaping, processes at others. This dynamic, cross-level interaction aligns with
a structurationist perspective, in which social practices are understood as recursively produced

through the interplay of structure and agency.

Learning ecologies (Barron, 2006) are contexts within physical or virtual spaces that provide
opportunities for learning. Each context comprises a unique set of material and cultural
characteristics, resources and relationships. Building on this, a learning ecology perspective in music
education emphasises that young people’s learning trajectories emerge across multiple,
interconnected contexts, including formal education, informal environments, peer networks and
digital spaces. Music learning is therefore not confined to institutional settings but distributed across
a range of practices, relationships and resources that collectively shape CYP’s engagement with music

education provision.

This distributed view of learning can be extended to conceptualise music education as an
ecosystem, which foregrounds the contextual, relational and dynamic nature of provision (see
Section 9.2 for an ecological model of music education in Yorkshire, constructed through deductive

analysis of inductively derived themes from the research dataset). While a learning ecology
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perspective emphasises the range of contexts in which learning occurs, an ecosystem perspective
draws attention to the interactions between the actors, institutions and structures that shape those
contexts. This framing is particularly useful in the English context, where music education strategy
spans domains of school and community and where variation in relationships between these
elements significantly shapes CYP’s access to, and experiences of, music education. In this thesis,
music education is understood not simply as a collection of discrete learning environments, but as a
dynamic system of policymakers, institutions, educators and learners, whose practices and priorities
affect each other. Experiences of music education are therefore mediated across multiple sites and

shaped by the alignment — or misalignment — between different elements of the ecosystem.

In the English context, ecological levels can be understood as aligning with different
dimensions of music education policy and practice. National strategies and policy frameworks
operate at the macrosystem level, shaping priorities and discourses around access and quality. At the
exosystem level, funding structures, local authority decisions and music hub governance inform the
nature of music education provision. Institutional practices within schools and partner organisations
form part of the mesosystem and microsystem, where policy is interpreted and enacted in specific
contexts. The experiences of CYP emerge through interactions across these levels, rather than from
any single layer of provision. This ecological view informs this study’s understanding of policy
enactment as a situated and relational process. Rather than being implemented uniformly or in a
linear fashion, policy is interpreted, translated and enacted differently across contexts, shaped by
local conditions, institutional priorities and the interests, skills and capacity of those involved in
delivery (Ball et al., 2012). An ecological lens therefore enables analysis of how and why variation

occurs across different music education settings.

2.2. Structuration and policy enactment

This section explores key terms and concepts within policy theory which relate to this work, namely
processes of policy (Ball et al., 2012), policy knowhow (Schmidt, 2020) and performance paradox

(Meyer & Gupta, 1994).

2.2.1. The processes of policy

There are several processes and actors involved in the realisation of policy. Stephen Ball et al. (2012)
identify eight types of ‘policy actors’ involved in processes of interpretation and translation. Table 1
contains each of Ball et al.’s types of actors and the role(s) they play in policy, along with examples of

each as pertaining to this research.
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Table 1: Ball et al.’s list of policy actor categories, their respective roles and examples of actor categories in this research

Policy actors  |Policy work Examples
Interpretation, selection and Government departments (DfE,
Narrators )
enforcement of meanings DCMS)
Enterpreneurs |Advocacy, creativity and integration Music Mark
Entrepeneurship, partnership and
Outsiders ‘p . b P P Hub Lead Organisations
monitoring
Accounting, reportin .
Transactors & rep & Arts Council England

monitoring/supporting, facilitating
Investment, creativity, satisfaction and |Music educators (in school and
career community settings)
Translators Production of texts, artifacts and events |Music programme directors
Union representatives: monitoring of

Enthusiasts

Independent Society of

Critics management, maintaining counter- L. o .
. 8 & Musicians, Musicians' Union
discourses
Coping, defending and dependenc Trainees, newly-qualified
Receivers PINg 8 P Y Y-q

teachers

Ball et al. emphasise that these policy actor categories ‘are not necessarily attached to specific
individuals, nor are they fixed, unified and mutually exclusive... Some people may move between
these roles in different aspects of their work or may combine different aspects of policy work in their
interactions with colleagues’ (pp. 62—3). For further detail on what each of these policy actor roles
comprise, see Ball et al. (2012). Categories such as ‘provocateurs’ (Lambert and Penney, 2020) and
‘survivors’ (Golding, 2017) have been added to the above list. CYP (in school or community settings)
could be viewed as policy objects — those upon whom policy is enacted — but Wilkinson and Penney
(2022) argue that pupils are not always passive figures in policy processes. The authors highlight a
dearth of research which focuses on learners’ engagement with policy. The findings of their research
suggest that, even where learners ‘are not formally responsible for the enactment of policy in
schools... they are, nonetheless, active in enactment’ (p. 277). They demonstrate how learners can
adopt various actor roles outlined by Ball et al. in addition to other categories such as copers (Lofgren

et al., 2018). The

The first phase of policy realisation is the interpretation of policy texts. Ball (1993) describes
this process as an ‘initial reading’ and ‘decoding’ to determine what a strategy or policy text means
for the reader or policy subject. This is influenced by policy interpreters’ and actors’ in their specific
social, political, cultural and institutional contexts (Ball et al., 2012, p. 56). As underlined earlier in this
chapter, the guidance in relation to KS3 music education leaves much open to interpretation. Policy
and strategy texts with such an absence of prescription cannot be straightforwardly implemented but
require translation ‘from text to action — put “into” practice — in relation to history and to context,

with the resources available’ (Ball et al., 2012, p. 11). Translation is described by Ball et al. as ‘an
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iterative process of making institutional texts and putting those texts into action’ (p. 58), involving
discussion and sharing of ideas, research, planning and reframing policy into materials and practices
in relation to particular contexts and subjects (Ball et al., 2012; Spillane et al., 2002). Ball et al. (2012)
use the term ‘enactment’ to conceptualise the process of interpreting and translating policy, then
putting it into practice. In the present work, | refer to certain policy elements being enacted but will
use the term ‘realisation’ in relation to the fulfilment of the wide-ranging objectives of the overall

Government strategy on music education.

The process of policy realisation involves complex interactions between policy actors. Michael
Lipsky’s theory of ‘street-level bureaucracy’ is helpful in analysing these interactions. Street-level
bureaucracy occurs within public services ‘whose workers interact with and have wide discretion over
the dispensation of benefits or the allocation of public sanctions’ (Lipsky, 1980: xi). Central to Lipsky’s
work is the idea that street-level bureaucrats (SLBs) are required to use discretion in their work.
Common issues such as inadequate resources and tensions between organisational expectations and
policy goals result in highly pressured SLB work environments (Gibson, 2015, p. 2). Their work is often
driven by achieving objective policy goals, but the nature of their work (i.e. dealing with people)
usually requires them to draw on their professional expertise to work dynamically, responding to
individual ‘clients’ needs (Lipsky, 1980, p. xii) — the ‘client’ in the realm of education being the pupil.
According to Lipsky, SLB’s decision-making and actions therefore become the public policies meant for

enactment (p. xiii) and SLBs are therefore policymakers.

This point reflects a key debate in policy theory. Those who follow Lipsky’s conceptualisation
of policy as a process maintain that policy-making is still in progress at the point of delivery (Hudson &
Lowe 2009; Parsons 1995). A linear view of policy, meanwhile, is aligned with Weberian philosophy of
bureaucracy, based on strict, formal processes and hierarchies, leaving little, if any, room for public
service workers’ discretion (Weber, 1983). Following Giddens’ (1984) theory of structuration, this
thesis takes the view that policy is socially determined: it is realised through the interaction between
structures of authority and individual agency. The documents which make up the current UK
Government strategy on music education, in the main, allow for teachers’ and programme leaders’
discretion in the design and delivery of music education programmes which meet the particular needs
of children and young people in their communities. However, as discussed in Chapter 1, there exist
some fundamental tensions within policy rhetoric and quality/accountability measurement structures
which demand attention in the examination of the extent to which policies are realised. The next

section explores Patrick Schmidt’s (2020) theories of policy knowhow and community-oriented
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practice, developing on the above theoretical approaches to situate this thesis in music education

research.

2.2.2. Policy knowhow

Teachers are immersed in policy on a daily basis and are crucial in the interpretation and realisation
of policy. Lipsky (2010) writes about the ‘corrupted world of service’ in which SLBs work (p. xv). He
suggests that many workers must, at some stage, accept that their personal ideals are unattainable
due to the constraints of their work environments. He notes that some SLBs leave these professions
early on in their careers, while others who stay often develop ‘techniques that provide an acceptable
balance between public aspirations for themselves, their clients, and the potential of public policy’
which allow them to accept that clients receive ‘the best that can be provided under prevailing
circumstances’ (p. xv). While recognising that many school-based music leaders are continually
grappling with pressures created by funding cuts, limited resources and other issues outlined in
Chapter 1, Schmidt takes an optimistic approach, calling on teachers to intentionally develop what he
terms ‘policy knowhow’: ‘a disposition and a capacity to understand, speak, and act with a policy
frame of mind that is relevant to teachers, their programs, and their work’ (p. 11). This, he proposes,

is part of a community-oriented approach to music education policy enactment. Such an approach

POLICY
ENGAGEMENT

Informed Contextualized Analysis
Autonomy & Responsiveness

FRAMING COMMUNITY- GEOGRAPHIC
DISPOSITION ORIENTED AWARENESS
WORK

Visioning & Accountability &
Change Management Appropriate Representation

ACTIVISM

Figure 2: Schmidt's model of community-oriented work in music education

aligns with the vision outlined in the NPME, the goals of which are to mobilise local, regional and
national partnerships to assess and identify local need, allocate funds and support delivery

accordingly. Schmidt (2020) explains that there can often be an imbalance in the ways in which key
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elements of geographic awareness, framing disposition,?* activism and policy engagement are
prioritised and approached in community-oriented work (pp. 153-5). This imbalance can have
adverse effects on planning, curriculum development, efficiency, advocacy and socio-cultural-
education, among other things (p. 154). Here lies Schmidt’s concern about creating change in school
music settings. He writes:
While innovative cultural/ music pedagogies require innovative environments within which to
thrive, innovative environments emerge only out of awareness of and concerted action to
match the complexity of our own community/ school contexts. If we want music education
programmes in any setting to be more responsive, adaptive, and easily reflecting of social and
cultural needs, we need to be able to operate differently, placing multiple elements in

tandem (p. 155).

Schmidt therefore proposes a new way of conceptualising policy in the realm of music education,
placing community-oriented work as the central focus (see Figure 3). This model demonstrates how
approaching policy enactment as a dynamic practice, incorporating each of the above-mentioned key
elements as fields of action, can help individuals and organisations to critically analyse their
environments and develop their practice in order to enact policy in alignment with their particular
context. This model could inform an effective and practical framework for music education strategy
enactment in school and community settings in England. While the present research project does not
focus specifically on activism, it recognises the importance of a social justice approach to music
education and posits that quality frameworks co-designed at the mesosystem (between, for example,
CYP, schools, communities and HPOs) are a key part of a high-quality, CYV-based approach to music

education.

2.2.3. The performance paradox

The phenomenon of the performance paradox refers to the unintended, and often undesirable,
consequences of performance measurement (Meyer & Gupta, 1994). In the public sector,
performance paradoxes can be seen as a means to promote efficiency. Such consequences might
include the manipulation of data through under- or over-reporting to the benefit of an organisation

and ‘teaching to the test’. Contributing factors to performance paradoxes include elusive, ambiguous

24 ‘Framing dispositions’ (Schmidt, 2020) are context-specific factors which shape or inhibit the actions of organisations or
individuals. A successful music education programme requires the involvement of people who are able to negotiate
challenges and unique features of their educative environments while also responding to needs of stakeholders and policy

objectives.
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or contradictory policy objectives and performance indicators (Wilson, 1989, pp. 32—33; Van Thiel &
Leeuw, 2002, p. 272). This thesis highlights the risk of performance paradox presented by a level of
vagueness in government documents pertaining to music education. In the sphere of cultural policy,
Belfiore (2009) observes that the imposition of performance assessment measures can put pressure
on arts organisations to evidence ‘the socio-economic impact that policy-makers presume they do’.
This may contribute to discourses of ‘bullshit’ (Belfiore, 2009) in cultural policy: the inflation of
somewhat dubious evidence on the benefits of the arts within instrumental rhetoric (discussed

further in Section 2.2.4.).

This thesis highlights several issues which might present the risk of a performance paradox in
music education settings. These can occur and develop across ecological system levels. For example,
underdeveloped quality frameworks in government strategy at the macrosystem level can result in
the deprioritisation of music at KS3 in schools and/or a lack of critical, strategic thought around the
design and delivery of high-quality provision in a hub region at the exosystem level. Performance
indicators based on, for instance, ‘provision of opportunities’ rather than consideration of how
quality might be construed in different contexts can result in a lack of nuance and differentiation at
the point of microsystem delivery. This could, in turn, result in a tokenistic or alienating experience of

music education at the individual level.

2.2.4. Cultural Policy, Cultural Democracy and the Democratisation of Culture

Debates in the field of cultural policy around the democratisation of culture and cultural democracy
can provide a useful lens for understanding tensions within and between music education strategy
and practice in England. These debates highlight important questions around who cultural provision is
for, who has the power to shape it and how quality is defined. In the context of music education, such
questions are further complicated by instrumentalist policy discourses, which frame engagement in
the arts in terms of measurable outcomes.

The democratisation of culture has been described by cultural policy scholars Tony Bennett
(2001) and Frangois Matarasso (2023) as making high culture accessible to all people. Cultural
democracy, meanwhile, aims to support cultural production and distribution equally among different
population groups. The latter is therefore more concerned with equity, diversity and inclusion and the
representation of diverse societies (Bennett, 2001; Matarasso, 2023). Matarasso summarises the
distinction as follows: ‘Cultural democratisation = Great art for everyone. Cultural democracy = art by,
for and with everyone. (You can’t determine whether it is “great” in advance of people creating it.)’
(2023). Here we encounter the ideological and epistemological puzzle of quality — one of the key

areas of enquiry in this thesis (see Chapter 8 for further discussion).
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National music education strategy often reflects a democratisation agenda, prioritising access
to provision and participation in structured forms of music-making. Sir Nicholas Serota’s introduction
to the latest ACE strategy, Let’s Create (2021), makes explicit reference to a shift towards cultural
democracy at government level: it aims to ‘value the creative potential in each of us, provide
communities in every corner of the country with more opportunities to enjoy culture, and celebrate
greatness of every kind' (p. 2, emphasis added). The mention of ‘greatness of every kind’ is
particularly noteworthy when read alongside the MMC and its apparent attachment of the term
‘greatness’ to a particular type of music — namely that of the Western classical tradition (Dale, 2023;
Nissen et al., 2023). However, as the findings of this research suggest, CYP’s musical lives tend to align
more closely with principles of cultural democracy, encompassing informal learning, digital practices
and culturally diverse forms of expression. This creates a tension between policy-led definitions of
value and the lived experiences of learners, which has significant implications for how quality is
conceptualised and enacted across music education contexts. In this sense, debates within cultural
policy are central to understanding the misalignments between policy, practice and young people’s
perspectives identified in this study. Debates around how quality is defined are complicated by

instrumentalist discourse in music education strategy.

2.2.4.1. Instrumentalist views in music education

In cultural policy literature, instrumentalism refers to the justification of music or other arts education
primarily by their utility, rather than their inherent value (Belfiore, 2002; Bunting, 2008; Rimmer,
2009). . Within instrumentalist cultural policy discourse, arts education is sometimes justified through
claims that engagement with the arts can contribute to wider educational and social outcomes,
including improved attainment in subjects such as mathematics and literacy. In the realm of cultural
policy, Clive Gray (2002) calls this ‘attachment’. Such a view, Eisner (1998) argues, risks rendering the
arts ‘handmaidens to ends that are not distinctively artistic and in the process undermine the value of
art’s unique contributions to the education of the young’ (p. 15). An Ofsted research report published
in 2021 also discourages the characterisation of music as ‘existing in the service of other subjects and
competencies’ (n.p.). (2020). Although there is little evidence to support the claim that music training
improves mathematics and literacy skills (Sala & Gobet, 2020) instrumental rhetoric is widespread in
UK cultural and education policy of the past thirty years (Belfiore, 2009, 2012; Bennett, 1995, 1997;
Rimmer, 2009) and the attendant obligation on arts education initiatives to demonstrate measurable
outcomes to secure government funding has created a landscape of performativity and competition.
Mark Rimmer’s (2009) exploration of how ‘instrumental’ policy rhetoric influences the lived
experiences of young people engaged in state-funded musical activities in England warrants revisiting

in light of the political and societal developments of the past 15 years. A new perspective on the
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balance of rhetoric and reality and apparent contradictions between the two will be one of the

contributions to scholarship made by this thesis.

Writing from a music sociology standpoint, Steven Brown and Téres Theorell (2006) point out
that ‘the notion that music is some kind of universal elixir that smartens and cures remains one of the
most contentious issues’ in the discourse (p. 153). Music can have negative effects on individuals and
on communities. It can be used as a tool of violence or torture (Cusick, 2008; Papaeti, 2020) to
promote prejudice, reinforce stereotypes, or enshrine certain ideologies (Philpott, 2012, pp. 54-57).
Music education can also have negative effects in terms of identity formation (Harland et al., 2000,
MacDonald et al., 2002). For example, pupils who perceive that they have a lower ability in music
than their peers may form a negative self-image. Rimmer (2024) identifies potential bias in the
commonly expressed views of ‘musicking’ (Small, 1998) as a heightened or transformative activity in
musicology and education literature. He notes that this narrative excludes mundane and ambivalent
musical experiences, as well as ‘contentious or problematic encounters in which musical sounds
might be begrudgingly yet enduringly “heard”” (p. 14). Based on the findings of their study on the role
of psychological needs in the cessation of music activities, Evans et al. (2013) identify a need for
teachers and parents/carers to ‘challenge and rethink the assumption that any kind of music
participation is necessarily good for the child’ (p. 614). This kind of critical realism resonates with the

concept of CYV outlined in this thesis (Section 1.7.3.).

Instrumental views of music education exemplify the neoliberal conceptualisation of
education’s role in producing individuals ready to compete in a free-market economy (Elliott &
Silverman, 2014; Finney, 2016). Cultural policy in England has increasingly been shaped by
instrumentalist rationales, in which engagement with the arts is justified in terms of its contribution
to wider social, educational and economic outcomes. Crucially, these rationales do not simply justify
investment in music education; they also shape how value is constructed, recognised and measured
within it. Within music education, this is reflected in policy discourses that emphasise participation,
attainment, progression and social impact. While such approaches have supported arguments for
investment and access, they also risk narrowing understandings of quality by prioritising measurable
outcomes over lived experiences of music. Instrumentalist framings may privilege forms of provision
that align with policy metrics and accountability structures, while marginalising forms of musical
engagement that are meaningful to CYP but less easily captured or evaluated. As a result, tensions
emerge between policy-led definitions of quality and the diverse ways in which young people
experience and value music in their everyday lives. This is particularly significant in the context of this
study, which identifies tensions between policy-led constructions of value and the ways in which

music is experienced and understood by young people and practitioners across different contexts.
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2.3. Conceptualisations and operationalisations of quality

Chapter 1 introduced music education stakeholders’ conceptualisations of quality as a core research
concern of this study. This thesis takes the position that that quality in music education is a
contextual, dynamic and relational construct, recursively shaped by interactions between actors
operating at different ecosystem levels. This section considers how quality is a) conceived of in policy
and b) operationalised through frameworks by macrosystem organisations situated which influence

music education policy translation and enactment the DfE, Ofsted, ACE, and Youth Music.

2.3.1. DfE
According to the MNC (DfE, 2013),

a high-quality music education should engage and inspire pupils to develop a love of music
and their talent as musicians, and so increase their self-confidence, creativity and sense of
achievement. As pupils progress, they should develop a critical engagement with music,

allowing them to compose, and to listen with discrimination to the best in the musical canon

(p. 1).

The question of what ‘the best’ in the musical canon is — and who determines this —is a

significant one. Spruce and Matthews (2012, p. 119) write:

despite the introduction into the music curriculum of music from a much broader range of
musical traditions and cultures than hitherto (including musical traditions and cultures from
within our own society) the musical values inherent in western art music continue to be
promoted as self-evidently defining ‘good’ music and consequently ‘high status’ musical
knowledge, resulting in the alienation of many pupils from the formal curriculum ... despite
the introduction into the curriculum of music from other traditions and cultures to try to
address such alienation — the way in which these musics are typically presented sustains and
reinforces rather than counters the western art music rooted conception of high status music

knowledge.

Of course, Spruce and Matthews were writing in 2012. Although music education is still widely
described as being in crisis state in the UK (Hicks Bean, 2025; ISM, 2022; Leeks, 2025), progress has
been made in terms of diversifying curricula and, as Dale (focusing primarily on the UK context) notes,
‘most schools, if not all of them, now have some suitable equipment for mainstream popular music:
guitars, drums, electronic keyboards, software for recording and editing music and even for “making

beats” (2017, p. 21). Still, Bate (2020) maintains that the current curriculum places an emphasis on
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the concept of ‘the best’ as defined by the Western classical tradition: ‘the works of the great
composers and musicians’, and ‘high-quality live and recorded music’ (DfE, 2013). Pupils are expected
to listen to ‘the best’ music with a sense of discrimination, rather than listening to a wide variety of
music and developing their own ability ‘to make judgements about musical quality’, as suggested in
the pre-2014 guidelines (DfE, 2014a)’ (p. 8). Philpott (2022) also contends that there is much work yet

to be done in terms of decolonising school music curricula:

simply including other musics in the curriculum is not a recipe for inclusion... Even when ‘let
in’ to a content-driven curriculum, the nomenclature for other musics can be patronising,
inaccurate and less than authentic. For example, the prevalence of units of work in UK
classrooms on ‘African music’ or ‘Indian music’ (themselves interesting colonial choices) can
be evidence of prejudicially ‘othering’ and trivialising musics from cultures and traditions
outside of Western art music... The school curriculum’s privileging of Western classical music
marginalizes all ‘Other’ musics, effectively arranging them around the Western classical

centre in such a way that affirms and reinforces racial hierarchies (p. 5).

The fact that the NPME (probably the most comprehensive document in terms of the articulation of
the Government’s music education strategy) is co-authored by the Departments for Education and for
Digital, Culture, Media and Sport bring to mind Holdhus and Espeland’s (2013) observation of a lack of
consensus between education and art paradigms on what constitutes quality (p. 5). This is reflected in
the conceptualisation of quality in both iterations of the NPME. NPME1 (DfE & DCMS, 2011) discusses
quality of music in schools in terms of Ofsted inspection findings and school/hub partnerships. It also
states that ‘high-quality teaching is fundamental to pupils’ music experiences’ (p. 16) but does not
provide any concrete detail on what ‘high-quality teaching’ might entail. Similarly, NPME2 repeatedly
calls for ‘high-quality’ in music education yet lacks a clear definition that accounts for the different

contexts to which the guidance applies. In the school context, the document states:

A high-quality school music education consists of three distinct, but interlinked areas of

provision:

e Curriculum music, compulsory from key stages 1-3, then optional for examination
classes (e.g. GCSE, vocational and technical qualifications and A level).

e Instrumental and vocal lessons, and ensemble membership.

e Musical events and opportunities, such as singing in assembly, concerts and shows,

and trips to professional concerts (p. 18).

58



NPME2 recommends that every school and trust draws up a SMDP to ‘set out how the school will
deliver high-quality music education provision for all pupils’ in the above key areas of curriculum, co-

curricular and enrichment and against the following features:

e timetable curriculum music of at least one hour each week of the school year for key
stages 1to 3;

e provide access to lessons across a range of instruments and voice;

e develop a school choir and/or vocal ensemble;

e develop a school ensemble/band/group;

e provide space for rehearsals and individual practice;

e develop a termly school performance; and

e provide opportunity to enjoy live performance at least once a year (p. 21).
This guidance is essentially a checklist of features of provision. It focuses on products rather than
processes. No indication is provided, for example, of what musical material might be appropriate for
school ensembles or performances. As with all elements of the NPME, SMDPs are not statutory for
schools. There is little incentive, then, for schools to work towards the stated aims of engagement

with a music plan:

e engaging critically with [the school’s] music offer;

o feeding music into wider school improvement;

e opening a dialogue with music hubs both to enhance in-school provision and connect
pupils to broader opportunities; and

e  publicising their music offer to pupils and parents (p. 22).

When it comes to measuring quality, there is therefore a danger of schools enacting a

performance paradox (see Section 2.2.3.) in music education.

As mentioned in Section 1.5.1.2., NPME2 introduced the requirement for all hubs to create
LPMEs. Just under a year after the publication of the National Plan, ACE published expanded guidance
on LPMEs (ACE, 2023a), asking hubs to:

e place ‘greater emphasis on the importance of local needs and contexts’ meaning the
extent to which LPMEs are ‘tailored to the needs of the geographic area the hub
covers’. ACE suggests that ‘a bespoke approach for each area within [the] Hub’,

informed by needs analysis; and

e be ‘developed and implemented by the Hub Lead Organisation (HLO) in collaboration

with Hub partners’ reflecting a ‘partnership approach to strategic planning and be
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appropriately informed by your collective understanding and analysis of local needs

and circumstances’ (p. 2)

LPMEs were not explicitly mentioned in any research interviews conducted as part of this project. No
data from interviews with music leaders or HLO managers were coded in relation to LPMEs. There is
relatively little guidance on how quality might be construed and captured in the LPME guidance. It

states that hubs are expected to:

e indicate the standards [they expect, intended impacts, and how [they] will monitor
and review how the hub is working.
e  [take] responsibility for ensuring provision meets its intended quality outcomes and

inspires young people to enjoy, value and continue their music education (p. 8)

Hub members are encouraged to draw on the ACE’s quality principles for working with CYP (Lord et
al., 2012) (and Youth Music’s Quality Framework (Youth Music, 2017), which will be explored in

further detail in section 2.3. below.

2.3.2. Ofsted

Ofsted is a non-ministerial department of the UK Government, responsible for inspecting and
reporting on eduction services for CYP in England. Ofsted guidance for school inspectors, published in
2011, ‘sharpened the focus of its music inspections’ to include the contributions which external music
organisations (including hubs) make to the quality of music education in schools (Ofsted, 2012, p.59;
DfE & DCMS, 2011, p. 34). Ofsted inspectors now ask for details of all music service / hub activity

taking place in the school and, if possible, observe

at least one individual or small group instrumental or vocal lesson and at least one whole-
class instrumental lesson, where these are provided by the local authority music service /
hubl,] judge these lessons against Ofsted’s teaching criteria for music and include them in the
evidence leading to the overall judgement for teaching of music in that school (DfE & DCMS,

2011, pp. 34-35).

Ofsted (2023) offers a wider range of descriptors for high-quality school-based music education. It
states that it is ‘underpinned by robust, direct and incremental teaching about the technical and
constructive aspects of music’, delivered ‘in the context of music’s history and provenance’. It should
‘include tasks at a technical level that are appropriate for pupils to be able to realise their expressive
intentions’ have ‘high levels of guidance for novices’, all of which is reasonable at KS3 (n.p). However,
many of the features of a high-quality music education lack sufficient detail around quality. They

appear to be written from the perspective of supporting teachers. Features listed include ‘leaders

60



who understand their staff’s experience and expertise in and knowledge of music’, ‘sufficient time for
teachers to teach the music curriculum’ and ‘a focus on developing teachers’ subject knowledge,

including developing them as musicians’ (n.p.).

While these are indeed important aspects of music education, there is an apparent lack of
critical depth on features of quality from the learners’ perspective, creating the risk of performance
paradox (Section 2.2.3.). The guidance states that features of a high-quality music education include
‘opportunities for pupils to have instrumental and vocal lessons’ and ‘a range of extra-curricular
opportunities for pupils, including opportunities for pupils to perform to the school community, put
on concerts and shows, and go on trips to professional concerts’. No detail is given on what
constitutes quality instrumental or vocal lessons, an expected scale of KS3 involvement within school
performances, or indication of how children might be encouraged to engage with professional
concerts to develop musical knowledge. There is a danger, therefore, of these guidelines being
interpreted in a way that promotes a ‘quantity over quality’ or tokenistic approach to music

education.

This rather surface-level view of music education is reinforced by language of ‘cultural capital’
in the overview of research published by Ofsted (2019) to support their inspection framework, which
states that Ofsted inspectors are asked to assess the quality of education ‘by evaluating the extent to
which... leaders take on or construct a curriculum that is ambitious and designed to give all learners,
particularly the most disadvantaged and those with special educational needs and/or disabilities
(SEND) or high needs, the knowledge and cultural capital they need to succeed in life’ (p. 4). As will be
discussed in Section 2.4, this not only connotes a misunderstanding of the meaning of cultural capital
but also indicates a narrow, commodified conceptualisation view of the nature and purpose of quality

music education.

2.3.3. ACE

As outlined in Section 1.5., ACE and Youth Music are important actors in the ecosystem of music
education: ACE through the management of the music hub programme on behalf of DfE and Youth
Music through the development of resources and research which shape practice in the out-of-school

music sector.

ACE has seven quality principles, which, according to the Council’s intervention policy (2018)
were designed to ‘raise the standard of work being produced by, with and for children and young
people’ (p. 4). The word ‘standard’ is not explicated in this policy. The motivation behind the creation

of the quality principles was ACE’s recognition that hubs ‘have differing policies and systems for
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ensuring quality’ (2018, p. 4) and so these principles tempered a lack of detail in the first NPME about

what quality provision looked like. The seven quality principles are:

° Striving for excellence and innovation;

° Being authentic;

° Being exciting, inspiring and engaging;

° Ensuring a positive and inclusive experience;
° Actively involving children and young people;
° Enabling personal progression; and

° Developing belonging and ownership.

These principles were developed by Lord et al. (2012) in their ACE-commissioned report on quality
principles and frameworks. The principles were tested with 51 HLOs, partnered with a total of 800
HOPs and involving almost 9,500 CYP between March 2014 and January 2015 (Sharp and Lee, 2015)

and subsequently incorporated into ACE’s quality framework for music hubs (Figure 4):

Needs
analysis

Cyp
consultation
& feadback

: ’@\ Self-

Peer learning q
Exciting, evaluation
inspiring.

Being Business
authentic plan

/

Peer
development

Positive,
child-
Quality centred
Assurance
processes

Programme
of activity

School Music
Education
Plan

Progression

plans

Figure 3: A hub's approach to quality (ACE, 2014)

In the outer layer of the above model are the strategic, organisational processes, many of which

would fall under the remit of the HLO. Although the term ‘youth voice’ does not appear in the ACE
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quality principles or in the hub guidance published in 2023 (ACE, 2023a, 2023b) the placement of
CYP’s needs and interests at the centre of the above model certainly suggests the promotion of a
youth voice approach. Based on these quality principles, ACE suggests that a hub which promotes
quality meets the following criteria:
e |t is always striving for excellence.
e Consideration of quality is central to the business planning.
® |t engages in continuous processes of needs analysis, self-evaluation and evidence-based
decision making.
e |tis child-centred and its offer is authentic (meaning that the views of CYP and other
stakeholders are sought and responded to, ensuring that CYP are actively involved and feel
a sense of ownership).
e |tis a good strategic broker and there are excellent partnerships across the hub resulting
in high-quality, inspiring and engaging musical and progression opportunities for CYP.
® A strong school music education plan results in high engagement and impact in schools
and colleges across the hub’s area.
e |t advocates for peer learning and other forms of CPD within and beyond the hub and is
actively engaged with peer development.
e Excellent CPD opportunities are available and sign-posted, and thorough quality
assessment processes are in place to monitor activities taking place across the hub.
e |ts data evidences excellent reach and impact.
® Income streams are progressively diversifying and include trusts and foundations, revenue
and other non-grant sources (ACE, 2014).
In terms of evaluation and reporting, HLOs are required to complete an annual survey as part of their
funding agreement with ACE. Here they must report on schools worked with, workforce, learning
provision, CPD and instruments and finance. HLOs are also asked to answer ‘narrative questions’,
detailing particular successes and challenges and providing data about activity not covered elsewhere
in the survey (ACE, 2025a). The guidance for hubs on working with schools (ACE, 2023b) does not
offer much detail on approaches to quality but highlights the importance of tailoring music education
‘to local context and to the needs of the CYP, teachers and school leaders in their area. The
programme of activity will vary not only between Hubs, but between schools within a Hub's given

area’ (p. 7). The extent to which this aim translates to practice is a key area of this study.

2.3.4. Youth Music

Youth Music’s quality framework (2017) was designed to ‘promote a common understanding of

quality, to provide the language to explain it, and to help individuals and organisations improve their
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professional practice’ (p. 1). It is a robust tool, with one part focused on organisational responsibilities
such as administration and safety and the other centred on session planning, delivery and evaluation.
The framework clearly sets out the organisation’s quality criteria, which amount to a person-centred,
dialogic approach to music teaching. Returning to the point about the contextual nature of quality,
Kinsella et al. (2019) note the flexibility of this framework as a strength: ‘for children and young
people at risk of exclusion... simply getting them ‘through the door’ could be a major achievement,
and so the use of what would feel like ‘school-y’ progression frameworks would not be appropriate’
(p. 28). Youth Music’s framework is unique in its explicit reference and focus on youth voice, which it
defines as: aprocess or activity where children and young people are:

1. listened and responded to;

2. actively involved in formal decision-making structures;

3. elevated to a leadership role (Youth Music, n.p.).

Youth Music’s framework, like that of ACE, positions a youth-centred approach at the centre
of quality music education. Such an approach is in alignment with the findings of this research. Due to
this framework’s evidence-based formation, flexibility and youth-centredness, this thesis posits that it

should be adopted across all state-funded music education initiatives.

2.4. Sociological perspectives

The work of Bourdieu, specifically his theory of practice (1977) and the concepts of capital, habitus,
field and doxa therein, provides a comprehensive framework for the study of music education policy
realisation across this project’s case study sites. Bourdieu developed the concept of cultural capital as
a way of theorising disparities of academic achievement among children from different social classes
and how this phenomenon works alongside economic capital (i.e. material assets) and social capital

(e.g. social networks) to reinforce class hierarchies.

The social constructs of field and habitus are also highly pertinent in the consideration of the
extent to which high-quality music education is made accessible to all children in a particular region.
A field is a space in which social action occurs. An individual may occupy several different fields at
once. For example, a teacher may be professionally engaged in the field of education but may also be
involved in the field of cultural production as a musician and in the field of politics as a voter and/or
campaigner. Fields have their own conventions and boundaries but may overlap with others and an
individual’s movements and actions within a field can be influenced by their experience in another.
Habitus refers to a group or individual’s beliefs or worldviews as shaped by their past experiences
(such as schooling or family upbringing). According to Bourdieu, educational institutions are primary

sites of cultural reproduction, with the dominant societal culture being the one most commonly
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reproduced in order to preserve the status quo. In this way, schools perpetuate cultural and

economic inequalities.

Writing from a Marxist perspective, Randall Everett Allsup (2003) writes that ‘for a ruling class
to survive or reproduce, it needs to pass down its culture through some form of education’. When
this occurs, ‘great ideas’ adopt an air of inevitability; they become less open to debate or critical
reflection’ (p. 8). This resonates with the concepts of hidden curriculum — first used by Robert Jackson
(1968) — and doxa (Bourdieu, 1977, p. 166). Bourdieu argues that children from higher socioeconomic
backgrounds inherit a particular type of cultural capital (including linguistic skills and cultural
knowledge pertaining to the dominant culture) as part of their habitus. The hidden curriculum and
the inherent privileging of Western classical music practices could be viewed as an example of doxa:
‘that which is taken-for-granted’ when existing cultural or institutional structures are not perceived as
‘one possible order among others, but as a self-evident and natural order which goes without saying
and therefore goes unquestioned’ (Bourdieu, 1977, p. 166). Through his analysis of the writings of

Marx and Engels and Matthew Arnold, Allsup (2003) concludes that

the possibility of attaining our ‘best selves’ or transformational learning is fettered when a
society asserts control through cultural ideology... liberatory practice is located in material
needs, while issues of class domination lie hidden in culture, in what Arnold calls ‘best that is
thought and said’... Culture is thus a screen behind which real lives are forgotten, and its

artifacts a means for transferring ideology (p. 8, emphasis in original).
Inspection guidelines published by Ofsted in 2019 make explicit reference to cultural capital:

As part of making the judgement about quality of education, inspectors will consider the
extent to which schools are equipping pupils with the knowledge and cultural capital they
need to succeed in life. Ofsted’s understanding of this knowledge and cultural capital
matches the understanding set out in the aims of the national curriculum. It is the essential
knowledge that pupils need to be educated citizens, introducing them to the best that has
been thought and said, and helping to engender an appreciation of human creativity and

achievement (p. 10)

Thomson and Hall (2022) criticise Ofsted’s interpretation of the concept on the basis that it
appears to conflate cultural capital with the cultural capital of the elite. The statement ‘many
disadvantaged pupils may not have access to cultural capital, both in the home and then in their
school’ (Ofsted, 2019, p. 8) suggests a misinterpretation of Bourdieu’s original conceptualisation. His

stance is that every individual possesses cultural capital (inherited as part of their habitus) but the
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hierarchical nature of society means that some forms of cultural capital are perceived as more
valuable or prestigious than others. Similarly, an arguably misinformed rhetoric of cultural capital is
evidenced in the DfE’s (2022a) rationale for the music hub investment programme(see Section
1.5.1.1.). Among several advantages associated with having music hubs cover larger areas is,
according to the DfE, ‘greater access to the cultural capital centred around urban centres; improving
connections and reducing isolation for rural communities’ (n.p.). This statement could be seen to
insinuate that forms of cultural capital found in urban areas are better than those found in rural
regions. This is in contrast to the view set out in this thesis that quality in music education is highly

contextual and locally defined.

Problematic usage of the term notwithstanding, Thomson and Hall also point out an
ideological conflict within the UK (Conservative) government strategy in terms of creative and arts
education. While Ofsted inspectors are obliged to judge schools on their capacity to ‘engender an
appreciation of human creativity and achievement’, the introduction of accountability measures such
as the Ebacc and Progress 8 means that schools’ performances are assessed based on results in ‘core’
curriculum subjects — not arts or creative ones (Neumann et al. 2020). This policy shift, symptomatic
of a ‘conservative restoration’ ideology (Apple, 1998, 2006) and the prioritisation of knowledge-rich
curriculum (Gibb, 2021, 2015) has been identified as one of the key contributors to the declining
numbers of students enrolling in Music GCSE and A Level courses (Daubney et al., 2019; Bath et al.,

2020; Daubney & Mackrill, 2018; ISM, 2022; Savage, 2021).

Music is arguably the curriculum subject in which the influence of a hidden curriculum is most
apparent, as pupils’ enjoyment of and achievement in school music are mediated by their musical
learning outside of school. Factors of cultural and social capital can be key determinants of CYP’s
musical engagement and education (Lamont, 2002; Wright, 2008, 2010). Children from more affluent
families are more likely to have had private music tuition or gained musical knowledge from family
members who took music lessons. This offers them an advantage over peers from lower
socioeconomic backgrounds when they come to school. It can also constitute a form of symbolic
capital: children with access to private lessons, for example, might be perceived or labelled ‘talented’.
In Bourdieusian terms, this process perpetuates inequalities characteristic of symbolic violence
(Bourdieu, 2001), as CYP without access to extracurricular tuition are seen to be lacking ability rather

than resources.

As pupils progress through secondary school, this inequality can become entrenched. Those
who are not engaged in extracurricular music activity and who therefore do not have the same level

of instrumental skill are often discouraged from continuing with subject knowledge (Wright, 2006).
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Through the application of legitimation code theory, Lamont and Maton (2008) contend that school
music (particularly at GCSE level) represents an ‘elite code’, where success is measured not only on
the basis of certain knowledge but also a certain disposition (or symbolic capital). Previous research
suggests the presence of a commonly held perception among pupils that, unless they are taking vocal
or instrumental lessons outside of school, GSCSE music is not for them (Philpott, 2001; Wright, 2002).
Findings of the present research also support this. Pupils with musical sensibilities which do not align
with those of GCSE music (often based in Western art music) might therefore decide not to pursue
qualifications in the subject, thereby propelling a cycle of inequality in music education and industry
pipelines (see Section 1.6.5.). While the increasing accessibility and recognition of more diverse forms
of music-making in GCSE and other academic qualifications suggests that positive progress is being

made in this area, structural barriers of socioeconomic inequality persist.

According to the sociologist Basil Bernstein (2000), schools aim to create ‘horizontal
solidarities” which ‘contain and ameliorate vertical (hierarchical) cleavages between social groups’ (p.
15). This, for Bernstein, represents a ‘mythological discourse’ of social equality: the notion that
schools are places where societal differences are transcended is an ‘illusion’. Kinsella and Fautley
(2023) note that the school music classroom is the place ‘where all pupils, regardless of external
musical interests or aptitude, encounter musical teaching and learning’, and therefore the school
music curriculum ‘maximises opportunities for all pupils’ (p. 49). While this is true — and it emphasises

the clear need for music to be part of statutory education — Green (2008b) notes that

the form and content of [pupils’] thoughts and actions are... already correlative with their
positions in a range of social structures outside the school. These external structures... also
legitimate or invalidate individuals’ beliefs and values in relation to dominant ideology as it is
mediated by the school; and they direct the acquisition of skills and knowledge by individuals

into pre-existing social productive modes’ (pp. 72-73).

In addition to the potential reinforcement of social inequalities, hidden curricula in music can be
manifested through the privileging of Western art music over other repertoire (Bull, 2019), the
influence of teachers’ own influences and tastes on their curriculum design and teaching and the

perpetuation of gendered musical roles (Green, 2003).

Many school music teachers actively endeavour to challenge social inequalities and negative
impacts of the hidden curriculum. However, balancing the needs of the educational system (learning
outcomes, exam results) and the individual needs of learners often with limited resources can be
challenging. The influence of Ofsted (as well as music examination boards and other dominant

institutions) creates a fundamental problem for teachers seeking to enact person-centred pedagogy
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in the current English education system. Pete Dale (2017) writes that because these institutions are
generally ‘predisposed against learner interest/experience, the practising teacher will naturally want
to be wary when introducing child-centred work into the classroom’ (p. 48). Allsup suggests that
rather than resisting or differentiating (formal) music education from contemporary popular culture,
music leaders should embrace it and its parallels with progressive education ideals of ‘active
participation, role-play, dialogue[,] self-directed decision-making...[and] story telling’ (p. 10). This
certainly seems an effective means of connecting pupils’ experiences in and outside of school and
enacting critical, person-centred pedagogy (discussed further in Section 2.5.). This approach would
require teachers to be dynamic and flexible in their curriculum design and delivery. Maximising
cultural relevance in an era of viral content and online trends could be a challenge, but a worthwhile

one.

These sociological perspectives highlight a key tension between policy rhetoric of equitable,
inclusive music education and the reality of inconsistent access based on social factors such as capital
and cultural value. These factors also shape pedagogical ideologies and practices across learning
contexts. The next section explores theoretical perspectives on how music is taught in school and

commu nity contexts.

2.5. Pedagogical perspectives

This section outlines three key pedagogical theories pertaining to this research: person-centred
pedagogy, culturally responsive pedagogy and critical pedagogy. It then explores the literature
around contexts of music and learning and key debates around musical repertoire and practice in

education.

2.5.1. Person-centred pedagogy

John Dewey’s (1913, 1916/1966) philosophy of education and Jean Piaget’s (1926, 1962)
constructivist theories of learning and development had significant influences on educational reform
in England during the second half of the twentieth century. This is evidenced in the Plowden Report
(Central Advisory Council for Education [England], 1967), a review of primary school education, which
emphasises the need for a developmental view of education and for educators to see children as
individuals. A key text in the progressive music education movement of the 1960s and ‘70s is John
Paynter and Peter Aston’s Sound and silence: Creative projects in classroom music (1970). Paynter and
Aston encourage teachers to embrace their own and their pupil’s creative freedom in the music
classroom to ‘give children and young people a genuine experience of what music is really about; to

help them feel the expressive power and enable them to use it to say something’ (p. 23). The
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emphasis placed here on the teacher adopting the role of ‘co-learner’ or the fellow investigator of an
expressive problem resonates with Piagetian theory and with the concept of critical pedagogy
developed by Paolo Freire (1970). When music leaders prioritise above all else the standard of
students’ musical outputs, retention of particular knowledge or mastery of a certain technique, they
fail to recognise the individual development of the learner (Reimer, 1989, p. 169). Thomas Regelski
(2012) criticises a ‘musicianist’ approach, which prioritises musical over educational value. He
characterises this as ideological (‘imposed as being good for everyone, whether they like it or not’),
hegemonic (because choices around repertoire and how pupils engage with it are led by teachers)
and self-serving (‘in that the musical requirements of the teacher are served, in effect enabling the

teacher to replicate the training they had in their own formative experience’) (pp. 22—-23).

Lucy Green’s work on informal learning and its application in the music classroom (2002,
2006, 2008a, 2008b) has been influential in music education research and practice in the 21 century.
In How Popular Musicians Learn (2002), Green explores the practices of self-taught musicians (mostly
active in popular music genres) developing musical skills informally through listening, copying and
peer learning. Her research involved bringing these informal practices into school music lessons,
requiring teachers to adopt less didactic and more ‘scaffolding’ (Bruner, 1978) roles and offering
learners agency in terms of the music they learn and the peers with whom they learn it. Green
advocates for learners to work with friends rather than in groups assembled by their teacher. In this
person-centred approach, learners are engaged in ‘nonconceptual’ musical practices (Ford & Green,
2015, p. 164), as opposed to a knowledge-based or theory-focused approach to music education.
Kathryn Marsh’s (2008) study found that children's musical play involved musical challenges the
nature of which were rarely dealt with in sequential contemporary music curricula. Marsh notes that
teachers who focus on fixed models of musical development or sequential programmes of musical
study may inadvertently fail to identify learners’ strengths or capacity to be challenged in a given
area. A person-centred perspective of music education therefore supports the idea that what
students do in the classroom is based on what they like and how/who they are. This is closely linked

to the theory of culturally relevant (or responsive) pedagogy.

2.5.2. Culturally relevant/responsive pedagogy

Gloria Ladson Billings (1995) defines culturally relevant pedagogy as ‘a theoretical model that not only
addresses student achievement but also helps students to accept and affirm their cultural identity
while developing critical perspectives that challenge inequities that schools (and other institutions)
perpetuate’ (p. 469). Geneva Gay’s (2010) conceptualisation of culturally responsive pedagogy

develops this theory and draws on multicultural education theory to offer a framework through
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which teachers can use culture(s) as a tool for engagement and learning and to challenge the notion
of a particular cultural capital being more valuable than others. In the music education context, Allsup
et al. (2012), Westerlund (2015) and other scholars encourage teachers to remain critical in their
choice of repertoire and how they deal with it in their education setting. Music leaders may include
repertoire perceived by them as relevant to young learners. Even if their assumptions around what
music reflects learners’ lived cultural experiences are correct, relevance alone does not satisfy the
criteria for culturally relevant or responsive pedagogy (Allsup et al., 2012; Ladson-Billings, 2014).
Sidsel Karlsen and Heidi Westerlund (2015) suggest that in order to do so, teachers need to be willing
and able to engage learners through multicultural pedagogy and support them to explore and find
musical material which they find interesting as well as facilitating opportunities for co-creation
involving teacher and learners. This collaborative practice resonates with Lave and Wenger’s (1991)

theory of communities of practice. They write:

Our institutions, to the extent that they address issues of learning explicitly, are largely based
on the assumption that learning is an individual process, that it has a beginning and an end,
that it is best separated from the rest of our activities, and that it is the result of teaching ...
As a result, much of our institutionalised teaching and training is perceived by would-be
learners as irrelevant... So what if we adopted another perspective, one that placed learning

in the context of our lived experience of our participation in the world? (p. 3)

Along these lines, Spruce (2017) calls for a reconceptualization of the music classroom as a ‘dialogic

v

space’, more than simply ‘““meeting pupils where they are at”’. Spruce argues that such a space
requires leaders ‘to be aware of [their] own dispositions, habitus and values and the potential they
have to work against conscientization and the disruption of normative discourses’ (p. 730). The next
section discusses the theory and practice of critical pedagogy, in which the term ‘conscientisation’ has

its roots.

2.5.3. Critical Pedagogy

Having been at the forefront of the progressive education movement in the early 20" century, Dewey
began to distance himself from it towards the end of his life, perceiving that progressive educators
were focusing on a child-centred approach without critically engaging pupils in the exploration of
social issues (Woodford, 2016, p. 296). A similar line of critique of the progressive education
movement emerged in the UK (Jones, 2009). Music education thought and research in recent decades
has been increasingly influenced by the tenets of critical pedagogy, in which participants’ lived
experiences in their particular physical, social and cultural environments are privileged (Hess, 2019;

Kincheloe, 2008). It is a key principle of youth work (Belton, 2009) and is central to the enactment of
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equity, diversity and inclusion in contemporary education through the challenging of narratives

perpetuated by the dominant culture.

Paulo Freire’s The Pedagogy of the Oppressed (1970) translated critical theory into a
framework for teaching and learning. Rejecting the ‘banking’ model of pedagogy, where knowledge is
didactically transferred from teacher to learner, critical pedagogy involves a process of
conscientization: ‘learning to perceive social, political, and economic contradictions, and to take
action against the oppressive elements of reality’ (1970 p. 17). Part of Freire’s theory of critical
pedagogy is the practice of ‘problem-posing education’, in which the teacher presents learners with a
challenge or a ‘generative theme’ such as a concept or anecdote which incites discussion between
individuals in the learning setting, based on their own experiences and contexts (1970). This is in
contrast to the construct of the teacher as ‘supervisor’ or ‘administrator’ of learners’ work (Madsen,
2002, as cited in Georgii-Hemming and Westvall, 2010). In critical pedagogy, teachers instead become
‘cultural workers’ (Freire, 2005; Schmidt, 2020), guiding learners to recognise and work against
inequalities and to ‘draw on their own realities to create new possibilities’ (Abrahams, 2005, p. 13).
The teacher may therefore learn from or create knowledge with the learner. This requires a reflective
and respectful approach on the part of teachers: a critical pedagogue must acknowledge and
challenge their own beliefs and biases, viewing their students as equals rather than subordinates.
Hess (2019) takes a similar view and urges music leaders to consider how music education can be a

political tool for social justice, activism and change.

The increased emphasis on accountability measures in the UK education system over the past
15 years contributes to a ‘teaching-to-the-test’ or ‘assessment backwash’ mindset (Fautley & Colwell,
2012) and can leave little room for teachers or learners to engage in critical education. A critical
pedagogy seeks to awaken learners’ critical consciousness through dialogic musical experiences
rather than restrictive modes of teaching and/or assessment. Music, as an expressive, temporal art
form, lends itself well to a critical pedagogy approach through sonic exploration and the kind of
‘world building’ described by Belton (2009). For Frank Abrahams (2024), critical pedagogy in music
education ‘gives students a voice; fosters musical agency; and honours the importance of musical
imagination, musical intellect, musical creativity, and musical celebration through performance’ (p.
230). According to Abrahames, critical pedagogues ‘help children to connect the music they may make
or listen to outside of school to music learning inside school’ (2024, p. 231) rather than have school
music be a foreign (Johansen, 2017) or ‘bounded’ (O’Neill, 2017, p. 84) world. There exists a body of
research on the incongruence between the musical materials of education programmes - particularly

in secondary schools - and the music with which children and young people identify (e.g. Allsup et al.,
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2012; Creech et al., 2020). The context in which music learning occurs has a considerable impact on

CYP’s engagement with it: this topic is the focus of the next section.

2.5.4. Music pedagogy: domains of teaching, learning and practice

This section outlines debates around adolescents’ experiences of music in and outside of school,
discourses of formal, informal and non-formal music learning and pedagogical considerations around

repertoire and practice.

2.5.4.1. Music learning in and out of school

The means by which young people engage in cultural and artistic activities has changed exponentially
over recent decades. Reports published by the ABRSM (2014) and Youth Music and Ipsos Mori (2019)
show that young people are making more music than ever before, but this is not reflected in their
engagement with state-funded music education). Advancements in technology have made music
listening and making in young people’s private spheres possible on a scale that could only have been
imagined when the NC was first introduced in 1988. The decades-old question of whether and what
music should be taught in the school classroom is perhaps more crucial now than ever.

Music as a curriculum subject holds an unusual role in the lives of secondary school pupils
because it transcends the boundaries of the classroom — a facet described by Chris Philpott (2001)
describes as both ‘its glory and its Achilles heel’ (p. 156). This double-edged sword of musical
experience means that, on the one hand, the significant role it plays in the interior and social worlds
of teenagers (Lamont et al., 2003; Miranda, 2013; Sloboda, 2001) gives it an advantage over other
subjects more divorced from their everyday lives. On the other hand, it means that the playing
ground is more uneven than in other areas on the basis of socioeconomic differences (see Section
2.4). The first NPME acknowledges the ‘unique challenge’ (DfE & DCMS, 2011, p. 10) of the
multifaceted nature of music education. No one school or organisation could hope to offer a
programme which would suit the needs and interests of all children in a given area. Music hubs are
therefore tasked with ‘supporting joined-up music education provision both within and beyond
schools’ (DfE & DCMS, 2022, p.47) and ‘liaising with schools in order to provide teaching and
progression routes for those children who need provision beyond what individual schools can offer’
(DfE, 2011, p. 10). The extent to which this transpires in practice across different geographic and
socioeconomic locations is a central question of the present research. The kind of joined-up approach
espoused in the NPME is based on the recognition of a need for differentiation in learning approaches
based on context and teacher-learner relations. These are often conceptualised as modes of formal,

informal and non-formal learning.
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2.5.4.2. Formal, informal and non-formal learning

Goran Folkestad’s (2006) distinction between formal and informal learning is based on the fact that
formal learning involves activities that are pre-planned and directed by a teacher. In this way, a
hierarchy is established in which the teacher has ultimate responsibility for decisions about what is
learned, how and when. Informal learning, on the other hand, is viewed by Folkestad as a process in
which the activity and participants ‘steer the way of working/playing/composing’ (p. 141). In contrast
to this would be a teacher-led, formal approach, in which the music leader determines the structure,
content and sequence of learning. Folkestad makes clear that the distinction between formal and
informal learning ‘should not be seen as primarily physical’: not all learning that happens in school is

formal,and not all learning which takes place in an out-of-school setting is informal. It is, rather,

a question of whether the intentionality of the individuals is directed towards music making,
or towards learning about music, and of whether the learning situation is formalised in the
sense that someone has taken on the role of being ‘the teacher’, thereby defining the others

as ‘students’ (p. 142).

This is an important point in relation to the present enquiry: the contexts of music learning do not
necessarily determine the nature of learning which occurs therein. For this thesis, these distinctions
of context are useful because they draw attention to the pedagogical choices made within music
learning settings. Examining music leaders’ negotiation of these modes of learning and CYP’s
experiences them provides insight into the extent to which provision is responsive to local contexts
and to CYP's needs and interests, and subsequently, the extent to which national music education

strategy is realised.

Folkestad (2006) and Green (2008) suggest that formal and informal music education are at
opposite ends of a continuum. Lee Higgins (2016) develops this idea to include a conceptualisation of
non-formal learning as sitting ‘somewhere between the two, thus reflecting a bottom-up or
negotiated curriculum formation that involves a music leader, or facilitator, in continuous dialogue
with the young people with whom they work’ (p. 594). Such a conceptualisation has clear links to
critical pedagogy. It is important to note, though, that formal, informal and non-formal learning could
all take place within the same teaching and learning context. An educator may employ different
modes depending on the task at hand, learner characteristics factors (e.g. such as age or ability) or

external factors such as SLT directives.

Creech et al. (2020) challenge a ‘silo” approach to understanding contexts of musical learning,
proposing instead a multi-layered, ‘manifold’ model of musical learning, participation and facilitation

that has relevance across a range of informal, non-formal or formal contexts’ (p. 3). Such an approach
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resonates with Ruth Finnegan’s (2007) account of musicians trained in a certain system of music
reading and making, but whose practice transcends boundaries of musical and cultural fields.
Musicians in Finnegan’s study who read music spoke about the constraints of notation compared to a
more informal, creative mode of music learning and were critical of teachers’ and classical musicians’
perceived reliance on written music in teaching, learning and performance (p. 139). Green’s work
therefore aims to connect ‘real-world’ musicianship to that which occurs in the classroom. It has been
successful in doing so, through informing the Musical Futures initiative which continues to be widely
adopted at KS3 across England (and internationally) (Musical Futures, 2026).%> Such a fluid approach
lends itself to the application of musical skills learned in the classroom to ‘real-life’ or leisure-time
musical activity and vice versa. This thesis shares Green’s view that the use of informal music learning
practices in school is the antidote to the alienation felt by many adolescents in music lessons —
particularly in school, but potentially in any music learning setting led by a professional teacher. This
brings us to the key pedagogical issue of musical traditions, materials and tools drawn upon in the

music learning environment.

2.5.4.3. Repertoire and practice

The question of what music should be taught and to whom has roots in antiquity. Plato (2016) held
that some music was of good character and some of bad and music education therefore warrants
regulation. The problematic aspects of an ideology that promotes one type of music over others has
been discussed above. The present study does not take the position that particular repertoires are
inherently more educationally valuable than others. Rather, the debates drawn upon in this section
illuminate broader questions of power, legitimacy, participation and quality: whose musical
knowledge is recognised, whose preferences are privileged and how such decisions are negotiated

within music education settings.

One must not underestimatehow challenging it can be for music leaders to remain reflexive in
their practice and continually check their musical habitus and ideas (James, 2015), even in a school
environment in which music is valued and well-resourced. Allsup (2003) recounts his own struggles

with questions of repertoire choice as a teacher:

% Initially funded by the Paul Hamlyn Foundation in 2003, Musical Futures is an initiative which seeks new ways to engage
11-19-year-olds in music in the UK. Addressing declining participation in sustained music-making, it has developed
adaptable models tailored to individual learners. Its pedagogy draws on participants’ musical cultures, integrating real-world
learning practices into formal settings. As an approach, it is both transferable and sustainable across contexts (Finney, 2011;
Musical Futures, 2026; Spruce, 2013).
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| learned quickly that when giving students a choice of content, instruction gives way in
almost every instance to the domination of entertainment culture. | recall, for example,
rehearsing music from the movie Jurassic Park with a pre-teen band and the palpable
excitement that permeated every practice. My instrumentalists were never more engaged.
Notwithstanding its popular appeal, | found the Theme from Jurassic Park unbearable, bland,
simple, repetitive... | remember feeling artistically compromised, tethered to bad art by the
very deep and personal connection my students made to the movie, though not necessarily

to the formal properties of its music’ (p. 7).

On reflection, Allsup recognises that ‘both text and instruction are cultural constructs’, and dialogic
teaching, as well as transformative artistic experiences occur when teachers engage in this cultural
exchange alongside their students. This approach, he says, ‘makes the separation between so-called

artistic quality and cultural ownership in schools superfluous’ (p. 7). Dale (2017) reminds us that

it doesn’t matter whether a music teacher or whoever else thinks this music is ‘good’ music:
from the point of view of students who are enculturated in hip hop and other forms of
contemporary urban music, this is their music; to reject it is to reject them, they might well

feel (p. 104).

While it is widely believed that music leaders have a duty to extend learners’ musical horizons and
allow them to encounter new repertoire and practices, this does not have to be fulfilled through a
teacher-led approach but may be most effectively undertaken ‘in conjunction with children's own
preference and in line with their own proclivity for novelty’ (Marsh, 2008, p. 316). This idea of novelty
in the music learning setting resonates with the values of critical pedagogy and CYV. Furthermore, the
tension between extending learners' horizons and responding to their existing musical worlds recurs
throughout this study. It reflects the broader challenge of balancing professional expertise with CYP

participation that underpins the concept of critical youth voice developed in this study.

Many would regard teachers who favour ‘traditional’ music repertoire and teaching practice
as old-fashioned at best and cultural imperialists at worst. Yet, as Allsup (2003) points out, ‘teachers
who include popular culture in their classroom may be seen as perpetuating the ideology of the new,
commercial ruling class’ and so may teachers find themselves in a conundrum (p. 8). Dale makes the
point that not every element of traditional music teaching is outdated or irrelevant: ‘One of these
traditional modes was listening to and analysing music. Would it be a return to “the bad old days” if
we were to include such an activity [which included contemporary popular and electronic musics] in
the contemporary classroom?’ (p. 87). He suggests that a varied listening diet within the school

curriculum ‘could provide a radical opportunity for a greater level of diversity, plurality and mutual
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respect in the music classroom’ (p. 87). Grounded in critical analysis of child-centred theory and the
author’s lived experience as a classroom teacher, Dale offers practical advice on how to incorporate
DJ decks, MC-ing and contemporary urban musics in school curricula. He emphasises that this
repertoire was selected in response to the interests and cultural experience of the children with
whom he worked in a particular school — it was not something with which he was particularly familiar.
This repertoire may not connect with learners in every context, but Dale writes: ‘If we want to engage
the broad population of twenty-first-century learners with music education, we need to open up the
curriculum to cover modes of music-making which are relevant to the broad tastes of that
contemporary majority’ (p. 215). This thesis advances this area of discourse in music education

through the advancement of a theory of CYV.

Abrahams (2024) suggests that music technology holds great potential for critical pedagogy,
making possible a problem-posing and problem-solving approach which stimulates the musical
imagination (p. 232). Advances in technology and the proliferation of smartphones and other devices
afford young people an increasingly wide range of opportunities to listen to, make and share music.
These opportunities can allow for unprecedented levels of autonomy and self-direction (O’Neill, 2015,
2017). The pre-eminence of social media in (the majority of) British adolescents’ lives results in their
participation in ‘networked publics’ (Varnelis, 2008) — described by Danah Boyd (2014) as
‘simultaneously (1) the space constructed through networked technologies and (2) the imagined
community that emerges as a result of the intersection of people, technology, and practice’ (p. 29).
Music technology hardware and software is also a useful tool in the mixed attainment classroom.2®
The accessibility and immediacy of DJ-ing written about by Jim Reiss (Burnard et al., 2022, p. 246)
could also be applied to GarageBand and other digital audio workstations. Bolton (2008) and Holmes
(2022) found that these tools make composing more interesting and enjoyable for learners than
traditional approaches, which in turn promotes positive self-concepts in relation to compositional
ability. The fact that these tools allow users to incorporate and manipulate elements of music they
know and enjoy speaks to their considerable potential in terms of culturally responsive pedagogy.
Although these forms of music-making are beginner-friendly, they offer a wealth of opportunity for
exploration and musical skill development (Burnard et al., 2022; Dale, 2020) for learners of all levels
(Dale, 2023). Moreover, through the use of music technology, learners in one classroom can be

engaged in a diverse range of practices spanning any number of genres and techniques. In this way,

26 ‘Mixed ability’ is a widely used term in music education discourse - identified throughout the literature
review and data collection phases of this research - to describe groups of learners with differing levels of skill
and knowledge. However, the word ‘ability’ risks implying fixed or innate capacity. In this thesis, the term
‘mixed attainment’ is used instead to emphasise learners’ current levels of achievement as variable and
context-dependent, aligning with a more socially just perspective.
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music technology can support inclusive, critical learning. Not every music teacher will have access to
DJ decks in their classroom, but engagement with music technology is indisputably beneficial for the
contemporary music teacher. The broad availability of a range of musics and the facility to engage in
informal compositional practices on computers and mobile devices has resulted in an expansion in
the range of musical styles and genres to which children are exposed (Brown, 2016). In terms of the
present study, music technology is significant because it has the potential to redistribute expertise
within the classroom. In doing so, it has the potential to alter traditional teacher-learner relationships

and create conditions in which CYP exercise greater influence over musical decision-making.

It is worth reiterating that informal and non-formal learning can take place within the
Western art music tradition. Furthermore, there is much merit in developing skills of performance,
listening and analysis in accordance with the classical tradition. As Finnegan’s (2007) study of brass
bands in Milton Keynes found, classically-informed practices can help to establish and promote

amateur ensemble playing in a community (p. 49) However, Spruce (2017) writes:

where the discourses of Western art music act normatively within the music curriculum, even
when the focus of attention is on music from other traditions, the values promoted by the
pedagogical and assessment approaches tend to continue to assert the primacy of Western
art music to the disadvantage of those whose musical enculturation and practices are

embedded in ‘other’ musical traditions (p. 722).

Jayne Price (2020) notes the privileging of harmony in school curricula informed by Western music
values, which leave rhythmic and improvisation skills (among others) understudied (p. 38). For Mary
Stakelum (2023), success in musical activities which originate in Western art music traditions
(listening, composing and performing) is relatively easy to quantify, ‘particularly when grades and
scoring systems are used as evidence of achievement’ (p. 95). If this musical world is presented to
children as the most readily (if not only) one available to them, ‘it provides only a partial account of
what is possible and what can be imagined’ (p. 96). A key issue with the ‘classical default’, then, is a
lack of pedagogical/practical focus on improvisation and ensemble playing. These both result (often
unintentionally) in the perpetuation of a culture of perfectionism. In this way, hegemony and
symbolic violence (Bourdieu, 2001) are perpetuated in the music education system (Powell et al.,

2017).

Nissen et al. (2023) found that qualification specifications for GCSE, BTEC and GCE
examinations prioritise Western art music over popular and ‘world’ musics (pp. 388—390). They posit
that the disparity between teachers’ aspirations to adopt a multicultural approach to teaching music

at KS3 and the limitations on its scope at KS4 and even 5 ‘inevitably creates a dysfunctional learning
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trajectory that essentially encourages students to nurture musical and cultural knowledge in lower
years that becomes largely redundant in higher years’ (p. 390). KS3 theoretically holds potential for
transformative, learner-centred music education to take place in an equitable environment,
overcoming issues presented by the hidden curriculum and/or differing levels of musical skill and
experience on entry to secondary school. However, this thesis argues that this is not usually what
transpires in practice. Chapter 9 provides an ecological analysis of systemic barriers to the realisation

of the current Government music education strategy.

NPME?2 set out that by 2024, each HLO would be required to appoint an Inclusion Lead to
advise on making music opportunities accessible for children in their area. For music education
provision to be truly inclusive, it must not only be physically and financially accessible, but it must also
be culturally relevant (Bull, 2019, p. 19). The findings of Ross Purves’ (2019) study on local authority
music provision suggest that, among other factors, ‘broadened stylistic diversity in provision’
contributed to increased engagement (2019, p. 285). In spite of a decades-long movement to
promote multicultural music education in England, Western art music seems to remain the dominant
discourse in music classrooms (Bate, 2020; Nissen et al., 2023; Philpott, 2022; Spruce, 2017). It
follows that the onus is on music hubs to facilitate access to a range of musical opportunities for
young people in and beyond the school environment. Hub leaders and music leaders hold unique
gatekeeping roles in the world of music education. Ross Purves (2019) stresses that people in these
positions must ‘remain reflexive regarding their own, possibly privileged, positions’ when devising
and evaluating music education programmes (p. 284). The NPME’s emphasis on CPD opportunities for
music leaders through hubs holds powerful potential in terms of diversifying and strengthening
teachers’ skills so that they feel empowered to engage with musics outside of their musical habitus.
Schools might also look to local artists, community musicians or music organisations — through
collaboration with their hub or their own networks — to support the delivery of a broad co-curricular
and extra-curricular programme to enrich their music curriculum and/or develop the expertise of

their music leads.

2.5.5. Excellence and the ‘good enough music teacher’

The vision of equitable, high-quality music education set out in the Government’s music education
strategy is troubled by prevailing narratives of neoliberalism and neoconservatism in 21st-century
education policies (MacGregor et al., 2025). Neoliberal education policies have resulted in school
policies focused on attaining and evidencing quantitative, measurable outcomes, which are not
always available (at least, in the traditional sense) in music education. These policies can lead to a

teacher’s personal pedagogical philosophy being challenged by performative agendas (Kinsella et al.,
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2022; Ball, 2003).%” Neoconservative ideology is evidenced in curriculum reforms over the past two
decades in England, through emphases on canonical material, knowledge-rich curriculum and
national culture (Young, 2023, p. 149). While NPME?2 articulates a vision of equitable, inclusive, music
education, it also places a greater emphasis on producing professionals than its predecessor (DfE &
DCMS, 2011): ‘our vision is to enable all children and young people to learn to sing, play an
instrument and create music together, and have the opportunity to progress their musical interests
and talents, including professionally’ (p. 5). Viewed alongside the Conservative government's
Levelling Up paper and focus on the knowledge-rich, academically rigorous approach outlined in the
MMC, this speaks to a fundamental tension regarding the nature and purpose of music education. Of
course, the fact that the NPME and other Government policy documents acknowledge the
importance of facilitating music education opportunities for CYP of all backgrounds and abilities is to
be celebrated. However, | join MacGregor et al. (2025) in underlining a potentially narrow
conceptualisation of high-quality music education within the Government strategy which is linked to

the notion of ‘excellence’.

In their analysis of the NPME, MacGregor et al. (2025) note that music education in England
‘is constructed as requiring myriad accountability structures and prescriptive political interventions in
order to fulfil expectations of excellence and ambition’ and policymakers do not place sufficient focus
on ‘the situational expertise of school music teachers to create relevant and responsive musical
experiences for young people in their local areas’ (p. 12). This point resonates strongly with the
findings and viewpoint of this thesis. Following Swanwick (2008), MacGregor et al. argue that ‘the
notion of holistic music education that is good enough—rather than specialist... training that is
outstanding—is more likely to align with the ways of making music that hold most value in everyday
society’ (p. 2, emphasis added) and realistically lead to the fulfilment of the Government’s stated

goals of offering CYP a breadth of musical experiences and opportunities.

For Swanwick, the principal aim of music education is to ‘enhance the musical environment’
(p. 20). He suggests that this is achieved through the music leader’s adherence to a set of values and
approaches which might be called ‘best practice’. A good-enough music teacher is not one who is
complacent or disinterested. Rather, good-enough music teaching recognises that learning cannot
always be immediately observed or measured in relation to outcomes. Viewed through the lens of

CYV, the 'good enough music teacher' is not one who lowers expectations. but who exercises

27 Ball defines ‘performativity’ as a ‘technology, a culture and a mode of regulation’ that relies on assessment and
comparative evaluation and making those evaluations visible (e.g. in league tables). Performance thereby becomes a
means of ‘incentive, control, attrition and change’ and individuals’ or organisations’ performances ‘serve as measures of
productivity or output, or displays of “quality”’ (2003, p. 216).
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professional judgement in ways that are responsive to learners and context. Quality is therefore
enacted not through adherence to prescribed models of excellence, but in educators' capacity to
negotiate competing priorities within particular music education ecosystems. The resultant dialogic
musical learning opens up opportunities for new, shared musical experiences in arguably more
effective ways than notions of excellence, ambition and linear progression articulated in national

policies.

The pedagogical perspectives discussed here provide theoretical context and practical
considerations which are pertinent to the present enquiry around context and quality (in policy and in
practice). Taken together, these perspectives suggest that the quality of music education may lie less
in adherence to particular pedagogical models than in educators' capacity to move flexibly between
approaches in response to context. Questions of pedagogy are also inherently connected to questions
of quality: the ways in which music education is delivered reflects underlying assumptions about
whose knowledge is valued, how participation is facilitated and what counts as a meaningful musical
experience. These issues are revisited in Chapters 7 and 8, which examine how quality is

conceptualised and enacted across the case study sites.

The final area of scholarship explored in this chapter is youth voice, which provides a
conceptual lens for understanding how CYP might participate in, challenge and reshape these

pedagogical negotiations.

2.6. Youth voice

Youth voice has become an influential concept and practice in youth work and education over
recent decades. Its proliferation can be traced back to the United Nations’ Convention on the Rights
of the Child (1989), in which the right of each child ‘capable of forming his or her own views to
express those views freely in all matters affecting [them]’ is inscribed (art. 12.1). Youth voice is
related to concepts of participation, empowerment, development and social justice (Ginwright &
James, 2002; Hart, 1992; Lerner et al., 2005; Wong et al., 2010) and refers to youth engagement not
only in specific activities, but, crucially, the decisions made around them. Child-/ed, and not just child-
centred initiatives are placed at the top of Roger Hart’s (1992) ladder of participation. The Centre for
Youth Impact (Hickman Dunne, 2022) describes youth voice practice as ‘providing support (i.e., the
space, skills and time) for young people to express their views and ideas, and action being taken
based on what they say’ (p. 3). As demonstrated in the Youth Music quality framework (2017), youth
voice practice entails an element of support and care for young people’s wellbeing and their best

interests. Mark Rimmer (2012, 2013), Dougie Lonie and Luke Dickens (2015, 2016; Dickens & Lonie,
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2013) have explored the concept of youth voice as it relates to policy realisation in a UK context,
providing critical grounding for the present thesis. Through their study on hip-hop composition with
young people living in a disadvantaged area in the south east of England, Lonie and Dickens (2013)
join Peter Kratfl’s (2013) exploration of the role of children’s emotions in youth voice practice and
policy rhetoric. Their findings highlight how voice ‘youth voice’ is not necessarily an ‘explicitly enacted
policy activity’ but rather ‘the consequences of allowing young people to express their feelings and
responses to the structural and material conditions in which they live’ — a process of developing what
the authors call ‘emotional literacies’ (Lonie and Dickens, p. 177). Such an approach prioritises
authenticity of expression, which is in contrast to tokenistic or superficial feedback exercises
undertaken with CYP by music and other programme leaders who are, for whatever reason — not
necessarily out of apathy but perhaps due to a lack of opportunity for critical discussion with
leadership — less concerned with foregrounding lived experiences of CYP than they are with
completing a mandatory data collection exercise. A particularly interesting finding from Lonie and
Dickens’ (2015) focus groups with young people exploring non-formal music education in London was
the cynicism and frustration with government rhetoric and agendas articulated by young participants.
Focus group members identified discrepancies between policy and practice: discourse of youth
agency was perceived to be undermined by a lack of trust on the part of funding bodies to give young
people autonomy over their artistic engagement (pp. 181-183). This kind of tokenistic approach
(whether perceived or actual), along with issues of definition, representation and ethics, is one of the

key challenges to the enactment of authentic youth voice.

Youth voice frequently appears, explicitly or implicitly, in policy and funding application and
reporting rhetoric in England. Issues arise here in terms of how youth voice is interpreted and
enacted by different organisations and individuals. Julia Flutter (2010) notes that ‘the definition and
rationale underpinning the concept are generally assumed rather than precisely delineated’ (p. 17),
which can result in a diverse range of methods and outcomes related to youth voice activity. Spruce
(2015) argues that when youth voice practice goes unproblematised, it can be susceptible to
appropriation ‘in support of management and performativity agendas’ and therefore the political
potential of youth voice to challenge hegemonies and enact social justice ‘remains largely unfulfilled’
(p. 288). Those who engage seriously with the theory and of youth voice involve young people at
every stage of a project, working alongside adults in planning, delivery and evaluation. Others may
produce a brief questionnaire for participants to fill out at the end of a programme as their sole
attempt at capturing youth voice. This thesis aligns with Spruce’s (2015) argument that simply
eliciting youth voice is insufficient (p. 288) and therefore calls for a critical approach to youth voice,

interrogating the structures and values which inform leaders’ and policymakers interpretation of it.
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2.6.1. Representation

Arnot et al. (2003) and Arnot and Reay (2006) found that high-achieving girls from relatively high
socioeconomic status families were unphased by being consulted by teachers about their learning,
while their less academically successful peers felt less able to engage in informal and/or honest

dialogue with teachers. Michael Fielding (2004) writes:

So long as an undifferentiated notion of student voice is assumed or valorised, there is a
significant danger that issues of race, gender and class are sidelined and in that process of
presumed homogeneity the middle-class, white view of the world conveniently emerges as

the norm (p. 302).

The ‘mythological’ discourse of voice can therefore be used as a political tool for
governments to divert attention from social inequality and towards a neoliberal narrative of
individual responsibility. In this way, a lack of critical interrogation of youth voice activities and their
motivations can lead to the upholding of the status quo on a school and on a policy level (Spruce,

2015).

Writing on the subject of school governance, Elizabeth Price (2024) found that while ‘student’
or ‘youth voice’ is commonly understood to represent the views of all young people, youth voice
activities do not always succeed in making every voice heard. Some students may be more inclined
than others to take part in focus groups or questionnaires, for example. Research suggests that school
councils are often comprised of relatively more academically able and popular pupils (Hartas, 2011;
Price, 2024), thereby potentially creating unequal representation in matters of school policy. Limiting
‘voice’ to written and/or verbal expressions can also be exclusionary, as it privileges the testimony of
children with relatively strong literacy and/or oracy skills (Tisdall,2012). Similarly, when evaluating the
success of music education programmes, teachers and leaders should be mindful of the quiet or even
absent voices and consider why these are not heard more loudly. Alternative means of capturing
CYP’s views, such as recordings, artwork and ranking or mapping activities, are therefore
recommended (Price, 2024, pp. 49-50). In light of this thesis’ positioning of effective youth voice
strategies as a key factor in the realisation of the Government’s music education strategy, these

considerations about the nature and means of enacting youth voice are salient.

Apart from issues of unequal representation, Kraftl (2013) cautions those who work with
young people against assuming that having every young person make their voice heard, or engaging
in a participatory activity necessarily has positive benefits for all children’ (p. 17). Although an

increased desire for autonomy is a core part of adolescent development (Steinberg and Silverberg,
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1986), findings of Robert Witkin’s (1974) study on English secondary school pupils’ views about school

curricula point to a potential dilemma relating to pupil autonomy in music education:

In both their interviews]...] and their questionnaire responses the pupils manifest two somewhat
contradictory orientations. They appear to want the opportunity... to express their individuality, to
participate. They also want to feel safe, to have clear guidelines and parameters to work within (pp.
146-7).The extent to which youth voice is enacted in the case study sites is a crucial element in the

consideration of this in answering this project’s research questions (Section 1.3.).

2.7. Chapter summary

This chapter has outlined key concepts pertaining to the enquiry of this thesis, including political,
pedagogical and sociological perspectives on music education, contexts of music learning, youth
voice. By drawing together theories and debates around the purpose and nature of music education
and the political, social and cultural interactions which shape CYP’s experiences, this discussion has
laid the foundation for the analysis of the research data collected in this project and provided further

context for the research questions guiding this thesis.
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3. Methodology

3.1. Epistemology

This research is centred on the concept that there is no one reality of music education experience: in
fact, the findings support existing concerns about inconsistency of music learning opportunities and
experiences based on geographic and socioeconomic factors. In exploring the realisation of policy,
this research adopts a postpositivist, constructivist approach (Denzin, 2008; Guba, 1990). While
recognising that policy frameworks are often presented as objective and universally applicable, this
thesis proceeds from the understanding that their enactment is mediated by material, economic,
social and cultural factors. A postpositivist stance allows for a critical acknowledgement that
objectivity is unattainable, but rigorous inquiry can still provide useful insights. A constructivist
orientation complements this by emphasising the socially constructed nature of meaning in several

ways:

1) Through the researcher’s relationship with the research topic;

w N

)

) Through interactions between the researcher and research subjects;

) Through the research subjects’ interactions with the researcher and research topic; and
)

4) As a result of circumstances or ‘situational constraints’ (e.g. access to case study sites and

participants; time available to undertake data collection) (Denzin, 2008, p. 14).

Chapters 1 and 2 articulated the goals and overall vision and goals of UK Government music
education strategy. The remainder of this thesis prioritises the voices and experiences of research
participants in an effort to understand how and to what extent the relevant policies are interpreted,
translated and realised in practice. The content of the chapters that follow comprises methodological
positioning supporting analysis that is sensitive to complexity, diversity and inequality in music

education and foregrounds the situated nature of knowledge.

Policy is interpreted by individuals and institutions in different ways, based on, for example,
professional agendas or personal beliefs. As Ball (1993) and other policy scholars have demonstrated,
policies are dynamic, living things, shaped by various actors and contexts (Ball et al., 2012). In sites of
music education (be they in school or community settings), policies are shaped by context-specific
factors which can act as ‘constraints, pressures and enablers of policy enactments’. Among these

factors could be:

histories, buildings and infrastructures, staffing profiles, leadership experiences, budgetary

situations and teaching and learning challenges (e.g. proportions of children with special
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educational needs (SEN), English as an additional language (EAL), behavioural difficulties,

‘disabilities’ and social and economic ‘deprivations’)’ (p. 31).

3.2. Generalisability

While it is probable that replicated studies conducted in areas comparable to those of the case study
sites in this research would yield similar results, the nature of youth music education provision is,
ideally, responsive to and shaped by its context. As Mark Rimmer (2018) points out, music leaders
and policymakers should be wary of a ‘one-size-fits-all’ approach to the design and delivery of youth
music initiatives, as it could result in alienating young people (the exact opposite, ostensibly, of the
intended effect). This thesis is not intended to produce fully generalisable conclusions, but to
contribute to an understanding of the processes by which policy translates into practice in different
parts of England — and shed light on potential barriers to differentiation in how policy is interpreted

and enacted in different settings.

3.3. Project Design

This project has employed mixed methods of data collection in order to achieve ‘rigour, breadth,
complexity, richness and depth’ (Flick, 2002, p. 227). Still, this work adopts a postpositivist
orientation, meaning that reality is not objective and can never be fully understood, ‘only
approximated’ (Guba, 1990, p. 22). A comparative case study model was identified as the most
appropriate approach for the design of this research. Qualitative research begins with philosophical
assumptions and theoretical frameworks which inform procedures followed in order to gain a deeper
understanding of a central phenomenon (Creswell, 2013). Case study research is a qualitative
approach in which the investigator explores a case ‘through detailed, in-depth data collection
involving multiple sources of information|...] and reports a case description and case-based themes’
(Creswell, 2013, p. 97, emphasis in original). The case study sites for this project were purposively
chosen to explore challenges and opportunities relating to policy realisation in distinct socioeconomic
and geographical settings. The music education provision in each case study is impacted by the local
setting (urban conurbation, coastal town, market town) in terms of its socio-demographic

characteristics, musical activities, available resources and number of participants.

Following the establishment of research questions and literature review, the first phase of
the research consisted of a mapping exercise: identifying state schools and hub partner organisations
(HPOs) offering programmes for KS3 students in the area. This was undertaken in each case study
area, and suitable research partners were identified. | liaised with each partner organisation to

explain the research aims and data collection processes. Fieldwork was then undertaken through the
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dissemination of questionnaires for school pupils, interviews, focus groups and observations. All
research activities were conducted in line with the University of York’s ethical guidelines and, where

applicable, partner organisations’ child protection and safeguarding protocols.

3.4. Ethics

This project and all research activities therein were approved by the University of York’s Arts and
Humanities Ethics Committee (AHEC). Written, informed consent was obtained from all participants
and parents/carers in the case of under 18-year-olds. All participants were made aware of their right
to withdraw from the project at any time and assured that their personal data would be stored
securely and pseudonymised to maintain confidentiality. All data collection, storage, and usage met
the requirements of the General Data Protection Regulation and the University of York’s Data

Protection Policy.

AHEC’S recommendation at the time of my application for ethical approval (April 2021) was:
‘consent should normally be obtained from the parents or guardians’, but, ‘where appropriate a
young person under the formal age of consent may still be deemed capable of giving consent without
additional parental consent (‘Gillick competence’)’ (AHEC, n.d., p. 18). The committee advises
applicants whether their proposal to do this is ethically acceptable. The proposal | submitted to the
Committee outlined my intention to collect and analyse data only from children whose parents had
provided consent for their participation in the research. My intention was to act as diligently as
possible, and, knowing that | would have limited time to gauge children’s competency before
involving them in data collection, | proceeded with the general rule that informed consent had to be
obtained for all research participants. There are several disadvantages associated with this approach
(Coyne, 2010; Gallagher et al., 2010; Heath et al., 2007), most relevant to this project being the
tension between my personal commitment to the prioritisation of children’s agency and autonomy

and the conditions | assumed were necessary to set in order to conduct ethical work with children.

The process of disseminating participant and information sheets and consent forms
(Appendices C and E) as an ‘outsider’ meant that some parents/carers may have been unlikely to
engage with, or sign their children up to, my research. In order to comply with GDPR, | was reliant on
teachers and music programme leaders to circulate my invitation to take part in the research. |
provided some bespoke introductory text for each case study site to be shared with prospective
participants and their parents/carers via the communication method usually used by
school/programme staff. | made clear that | was happy to be contacted with any queries or concerns,
and provided my email address and phone number, but | did not receive any communications from

parents or carers. The requirement for parent/carer consent may have resulted in the exclusion of
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children who wanted to take part in the research but whose parents/carers did not feel able or

inclined to complete the necessary paperwork.

The requirement for parental consent may have also compromised child participants’ agency
in the research. It is possible that parents may have given consent for their child even though the
child did not wish to participate (Coyne, p. 231). Knowing that some CYP might feel obliged to take
part in activities such as this (especially in a school setting, where they are generally supposed to do
as they are told), | made sure to explain to all children involved that their participation in the research
was voluntary and | sought verbal consent from each of them before beginning the interview/focus
group proper. | also explained that they could withdraw from the study or speak to me if they had any
guestions or concerns. | did not receive any requests from participants to withdraw from the project

after data collection.

Although | asked for (and was generally willingly offered) the support of the adults with
whom | was in contact in the running of my studies to identify and facilitate the participation of
children from a range of backgrounds, | was always conscious that parents from certain educational,
socioeconomic and/or cultural backgrounds might be more inclined than others to engage with this
material and put their children forward to take part in this research. The reported activities and
interests of the sample group suggest that many of them are indeed quite musically oriented

individuals.

One way of mitigating these risks might have been to develop relationships with participants
and their parents/carers through multiple visits to the case study sites and the facilitation of parents’
information sessions. Unfortunately this approach was not feasible in this multiple case study, single-

researcher project.

3.4.1. Pseudonyms

To protect the identity of all individuals involved in this research, all research participants,
organisations and locations in this project are anonymous. All adult participants were assigned
pseudonyms (Table 2). Children who took part in individual interviews are given pseudonyms (e.g.
Marianne, Alice). Members of focus groups have been given alphanumeric pseudonyms based on the
case study site through which they were engaged in the research, e.g. ‘CS1’ = Chawton School
participant 1 ‘RMC2’ = Rosings Music Centre participant 2 (Table 3). Names of all places, schools and

HPOs have been pseudonymised.
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Table 2: Adult participant roles and pseudonyms

Case study location Role Pseudonym
Head of Music, Burgh College Margaret
Meryton (coastal case Manager, Meryton Music Centre and peripatetic Charles
study) Director, Meryton Music Centre String Group Mary
Head of County Music Service (HLO) John
Head of Music at Chawton School Louisa
Head of Music at Longbourne Academy George
Tutor, South Asian Music Academy Robert
Pemberfield (urban case Tutor, Rosings Music Centre Frank
study) Tutor, North Pemberfield Music Centre Fred
Tutor, Yorkshire Music Education Institute 1 Denny
Tutor, Yorkshire Music Education Institute 1 Henry
Director of Mix Academy Brandon
Head of Pemberfield Music Service (HLO) Catherine
Highbury (market town Head of Music, Highbury School Edward
case study) Head of County Music Service (HLO) Elinor
Director of Yorkshire Music Education Institute 1 Anne
Yorkshire-wide Director of Yorkshire Music Education Institute 2 Isabelle
Director of Soundwave Lydia

Table 3: Child interview/focus group participant details

Focus group identifiers /

Case study Site . .
interviewee pseudonyms
BC1-26
Burgh College -
Marianne
Meryton Music Centre Alice
Meryton
Chawton School CS1-3
Mix Academy MA1-6
Netherfield School NS1-50
North Pemberfield Music Centre NPMC1-3
Rosings Music Centre RMC1
Pemberfield - -
South Asian Music Academy SAMA1-6
Steventon School SS1-5
Highbury Highbury School HS1 & 2
. . YMEI1 Jane
Yorkshire-wide -
YMEI2 Georgiana and Edmund




3.5. Positionality

| am from the Republic of Ireland, where secondary education is different from the current English
system. For example, students in Ireland do not have the option to specialise as early as their English
counterparts and the range of subjects offered for the Leaving Certificate (basically equivalent to A
Level) is generally narrower. | am therefore approaching this project with something of an outsider’s
view.?® My Irish name and accent may have alerted research participants to this. | also acknowledged
my lack of lived experience of the UK education system in my interactions with research participants,
and frequently sought clarification on their comments relating to particulars of the English school

system to aid my understanding.

My interest in this research topic has roots in my own experience as a teenager. Music, in the
Republic of Ireland, is not a statutory subject in secondary school (those are English, Irish, maths,
science, history, geography and civic, social and personal relationship education). The school |
attended timetabled music as part of a carousel of elective subjects in the first weeks of secondary
school. Pupils were then required to choose three of these subjects (one of which had to be a modern
language) to take for our Junior Certificate examinations, sat at the end of a three-year course. | had a
strong interest in music and had been taking private piano lessons for a few years, so | was excited to
learn music at school but the experience was ultimately a disappointing one. While the curriculum
was broad in terms of subject matter (covering elements of Western classical and Irish traditional and
popular music history, composition, dictation and aural skills), there was limited opportunity for
applied music learning. Practical lessons (one of two 40-minute sessions per week) were often used
as opportunities for pupils to work on practical pieces they were preparing for performance grade
exams. The music department had two pianos and because we did not have keyboards, pupils mainly
sang or played their own instruments in practical tasks. Staff shortages, lack of resources, persistent
behaviour issues in class and the SLT’s proposal to remove music as a Leaving Certificate subject (a
proposal against which | protested and which the school ultimately did not fulfil) suggest to me that

music was not a priority.

Meanwhile, my involvement in Cork Children’s Chorus from the age of 10 was, for me, a
transformative musical experience. This was a choir for children aged 8-14 from a range of
socioeconomic backgrounds across Cork city and county, established with the support of funds
granted during Cork’s year as European Capital of Culture in 2005. In this programme | developed my

performance, aural and music analysis skills and felt able to connect theory and practice in a way |

28 ‘Insider’ and ‘outsider’ statuses have been the subject of much epistemological discourse in the realm of qualitative
research, but, as Sun Yee Yip (2024) points out, this binary concept can be oversimplistic (p. 222).

89



never experienced at school. It was not until | began my undergraduate studies in music at University
College Cork that | began to see that music education in an academic setting did not have to be so

divorced from music-making.

| began working as a music leader on a part-time basis in 2013, specialising in choral directing
but also leading Javanese gamelan workshops for children and adult beginners and giving private
piano lessons. | have worked in an administrative capacity on several state-funded youth music
programmes across Ireland and England, having moved to the UK in 2018. Through my experiences of
planning, delivering and evaluating youth music initiatives as part of organisations of various sizes, |
developed an interest in the relationship between arts/cultural and education policy and practice. In
the aftermath of the Covid-19 pandemic and years of austerity in the UK, in 2021 | undertook this
doctorate with a view to better understand what is set out in Government music education and
cultural policy pertaining to children and young people and how this relates to what happens ‘on the

ground’, thus providing a critical perspective on policy.

My first-hand experience of working as an arts administrator and as a peripatetic and
community-based music facilitator has equipped me with a wealth of anecdotal knowledge in this
area. | cannot be completely objective (Berger, 2015), but my perspective as a researcher may offer a
unique insight in this realm, identifying factors which affect how policy translates into practice and

contributing to the promotion and development of meaningful youth music engagement.

Throughout the research process, | strove to check my assumptions about music education
based on my lived experience. Qualitative research, by its nature, cannot be wholly objective (Adler &
Adler, 1987), especially when the research topic has been inspired by personal experiences. As Russel

Ogden (2008) notes,

The potential for bias enters the research enterprise the moment a researcher chooses one
topic over another, one research question to the exclusion of another, and one particular
theory over another [and so,] the real imperative is for researchers to be aware of their
values and predispositions and to acknowledge them as inseparable from the research

process (p. 61).

Through each stage of this project, | have endeavoured to adopt a reflexive approach, identifying my
beliefs, experiences and biases and considering how they may impact my study designs, my
interpretations of the data | have collected and the conclusions | draw from them. Engagement with

literature on reflexivity in qualitative methods (e.g. Braun & Clarke, 2022; Berger 2015). Discussions
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with and feedback from my thesis supervisors and Thesis Advisory Panel also helped me to check my

assumptions and maximise the rigour of this research.

3.6. Methods

In order to explore how policy is interpreted and implemented and the extent to which the objectives
in NPME2 relate to real-life practice, a mixed-methods model was developed for this project.?° The

model is comprised of three distinct studies:

1. A questionnaire for KS3 pupils resident in the case study locations, designed to gather

gualitative data about the musical experiences of children aged 11-14, in and out of school;

2. Focus groups and semi-structured interviews with children in case study sites on the

subject of their musical experiences in and out of school; and

3. Semi-structured interviews with music teachers, practitioners and programme leaders
active in the case study locations on the subject of their role(s) in state-funded youth music

initiatives.

A nation-wide study would be unfeasible within the scope of a doctoral research project and so a
comparative case study model was developed, focusing on distinct communities across Yorkshire.
Data were collected in one coastal town, one urban conurbation and one market town, representing
symbolic slices of the socioeconomic and geographic variation across the region. Table 4 shows which

studies were collected in each case study site and period of data collection.

3.6.1. Questionnaire

The questionnaire was designed with a view to capturing participants’ particular experiences and
opinions of their musical activities. It also captured demographic data from a larger sample than the
subsequent interview/focus group study, helping to provide socioeconomic context for the case study
as a whole. The questionnaire was designed to be circulated through state schools — not through sites

of out-of-school music provision. The rationale for this was to capture as rich a sample as possible

23 Mixed-methods research is defined by Pat Bazeley as ‘any research that involves combining more than one type of data,
method of data collection, and/or analysis strategy, in such a way that integration of data and/or analyses... occurs prior to
writing final conclusions about the topic of investigation’ (2015, p. 297).

91



relative to the project’s research questions (i.e. so that children who were not engaged in

extracurricular music activity were represented in the sample) and to avoid duplicate responses.

Table 4: Studies conducted in each case study site and data collection periods

Case study Site name [lue?tmn— CYP interview . Adu,ﬂ Dhlsenr— Period of data collection
naire [ FG interview ations
October 2022-February 2023
Burgh College X ¥ X ¥ l:_quest?onnairej; April 2023
[interviews, focus groups and
Meryton obsenvations
County Music Service December 2023
Meryton Music Centre X X X April 2023
November-December 2022
Chawton School X X X X l:questionnaire] &Apl’:ll 2[)2?
(focus group, teacher interview
and cbservations)
November-December 2022
Fordyce School X X {guestionnaire] February 2024
[CYP interview)
Lounghbourne Academy ¥ % February 2023
pemberfield Mix Academy X X X October 2022-February 2023
Netherfield School X X June 2024
North Pemberfield Music Centre X X X February 2023
Pemberfield Music Service X Dec-23
Rosings Music Centre X X X May 2023
South Asian Music Academy X X X November 2022-June 2023
November-December 2022
Steventon School X x x (guestionnaire] March 2023
(focus group and observations)
October-November 2023
Highbury School X X X {guestionnaire); February 2023
Highbury [interviews)
Morthanger Music Centre ¥ April 2024
County Music Service X June 2024
Soundwave X December 2022
Yorkshire-wide |Yorkshire Music Education Institute 1 X X X June 2023
Yorkshire Music Education Institute 2 X X X June 2023

Initially, it was hoped that the sample of focus group/interview participants in each case study site
would be drawn purposively from corresponding questionnaire samples, but due to a slow rate of
guestionnaire responses, and in the interest of collecting data from as rich a sample as possible
across the datasets, | decided to offer the opportunity to all pupils to take part in interviews or focus

groups as well as the questionnaire.

The study was piloted with KS3 pupils resident in North London in Spring 2022 (Appendix A).
Questions were adapted following analysis of the pilot study results in order to improve the flow of
guestions and capture data more effectively. The revised version of the questionnaire was finalised in
time for distribution at the start of the 2022/23 academic year (Appendix B).

The opening section of the questionnaire provided information about the study and
contained a mandatory consent section to be completed by parents/carers. The remainder of the
guestionnaire was to be completed by child participants, taking approximately 10—15 minutes. The

guestionnaire comprised three sections, within which all questions were optional:
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1. Demographic information (6 questions about school and year group origin, sex, ethnic

background and FSM status);

2. ‘Music and you’ (14 questions about current musical activities, interests, barriers to

musical engagement, and intention to study GCSE music); and

3. Likert scale questions (13 questions with the following response options: Strongly Disagree,

Disagree, Neither Agree nor Disagree, Agree, Strongly Agree).

3.6.1.1. Procedure

All secondary schools which met the inclusion criteria for this project (i.e. located in the case study
locations and state-funded) were contacted via email to introduce the researcher and project and to
request their support in facilitating pupils’ participation in the questionnaire study. Once schools
agreed to this, the questionnaire was distributed on the researcher’s behalf by each school’s
administrative team to all KS3 pupils via an email to parents and carers. Attached to the email was
the participant information sheet, a parent/guardian consent form and the survey, accessible via the
Qualtrics survey website. Responses were collected between November 2022 and January 2024. A
deadline of approximately 2-3 weeks from the time the questionnaire was distributed in each school

was set for respondents to complete it.

Questionnaire data were downloaded from Qualtrics and first underwent a process of data
cleaning, during which duplicate and blank responses were removed. Data were then collated
according to question categories, respondents’ year groups, and respondents’ musical activities.
Numerical data in each of these categories were analysed using descriptive statistics. Qualitative data
from open-ended questionnaire questions were inductively coded and subjected to thematic analysis
(Braun and Clarke, 2006). Following the familiarisation stage, initial codes were generated, then
refined and grouped together into themes which were then analysed in relation to the project

research questions.

3.6.1.2. Sample

The questionnaire received a total of 98 responses from across the case study sites. Following data
cleaning, 95 responses were included in the sample for analysis. Figures 5, 6, 7 and 8 below show
percentage distribution of year group (indicative of age), gender, ethnic background and receipt of

school meals across the questionnaire sample.
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Year 9 pupils made up the largest proportion of the sample, accounting for 41%. It is not known how
many of these pupils were studying music as a curricular subject in school. One Year 9 respondent
(evidently enrolled in a school with is a two-year KS3 curriculum) noted that they were not taking
music at the time of completing the questionnaire. It is possible, then, that a number of Year 9 pupils
were responding to questions about school music based on (recent) historical experiences of it.
Females accounted for the majority of questionnaire respondents (56%), suggesting that girls were
more likely than boys or non-binary individuals to self-select to take part in this home-based study,

facilitated through parent/carer engagement with school communications. The majority of
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respondents (82%; n=78) were from White ethnic backgrounds, with just two other ethnic groups
represented: Asian or Asian British and Mixed/Multiple ethnic groups - within this category were
respondents of Black and White (n=2) and Black/Asian/European (n=1) heritage. Almost 90% of the
guestionnaire sample were not in receipt of free school meals, indicating the relatively high

socioeconomic status of the sample generally.

3.6.2. Semi-structured interviews and focus groups with child participants

As noted above, the sample of focus group/interview participants was originally intended to be drawn
purposively from the group of questionnaire respondents in each case study site, but for logistical
reasons and in an effort to collect the richest data possible, the invitation to take part in interviews
and focus groups was extended to all schools which met the inclusion criteria for this project, as well
as selected sites of extracurricular music provision. Ultimately, qualitative data were collected
through interviews and focus groups in five schools and eight extra-curricular music learning settings
across the three case study sites: Burgh College (Meryton), Netherfield, Chawton and Steventon

Schools (Pemberfield) and Highbury School (Highbury).

My goal in this study was to achieve maximum variation across the sample, accessing ‘a wide
range of data or participants who will represent wide variations of the phenomena under study’
(Tracy, 2013, p. 135). This was not as successful as | had hoped: see Section 3.8. for limitations of the
research. An initial concern in the data collection phase was that the questionnaire and
interview/focus group studies would only attract children who were actively involved in extra-
curricular music activities. While there was a reasonably good representation of children who were
not engaged in any form of extra-curricular activity, the sample appears to be composed mainly of

children who are musically engaged.

Interview and focus group schedules were developed following a review of academic and
grey literature pertinent to the study. The questions were designed to gather information about
participants’ experiences of music in and outside of school, and how they measure quality in music
activities. Questions were piloted in two focus group sessions with learners at a music centre in
Yorkshire but outside of this thesis’ case study locations in January 2023. Participants in the pilot
group studies responded well to the questions asked in these sessions, and so these were used in the
interviews and focus groups as part of this study (see Appendix D). The questions asked in interview
and focus group settings were the same, but | strove to facilitate discussion where more than one
participant was involved. The semi-structured nature of these conversations meant that there was
scope to pursue topics raised by participants (where relevant and appropriate).

There are several advantages to group interviews. From a practical point of view, group
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interviews in education settings can be relatively easily organised by teachers or project leaders, and
they are more time-efficient than individual interviews. Group interviews can also bring together
people with different viewpoints and experiences (Cohen et al., 2007, p. 432) which can fuel

discussion and yield richer data than one-to-one conversations.

Focus groups can be helpful in eliciting the opinions of CYP, as they may be more confident to
engage in discussions with their peers than with a researcher on a one-to-one-basis. This format also
allows for the organic development of discussion, as distinct from a question-and-answer pattern
(Goodenough et al., 2003, p. 118). This has the potential to yield more valuable research data,

increasing disclosure and limiting researcher influence (Braun & Clarke, 2013, p. 110).

Goodenough et al. (2003) showed that, ‘whilst considerations of age and gender are
important, they are not as significant as differences in the children’s experiential knowledge base’ (p.
118). In out-of-school environments, the focus groups tended to be comprised of children with similar
experiential knowledge bases. In the school environment, organising focus groups on this basis would
have proved more challenging. For ease of coordination, | ran focus groups with children in schools
based on year group. Given that | was interested in gaining the perspectives of children from a range
of experiences and backgrounds, this seemed appropriate at the time. However, this may have been
a limiting factor as children may have felt uncomfortable or perceived that they could not relate to

the others in their groups.

3.6.2.1. Sample

The data analysed here were collected through semi-structured interviews and focus groups with a
total of 10 children across 13 sites (see Table 4). Figures 9, 10, 11 and 12 show the distribution of year
groups, gender, ethnic background and receipt of free school meals across the interview and focus
group (I/FG) sample. In contrast to the questionnaire sample, Year 8 pupils (generally aged between
12 and 13) made up the majority of respondents, with Year 7s representing the next largest
proportion and Year 9s the minority. This may be due to the fact that some schools in the case study
sites did not offer music as a Year 9 option. Pupils were more likely to have been excused from music
lessons to take part in this school-based study. It is therefore possible that it was not an option for
year 9s in those schools where music was not offered as part of a three-year KS3 programme to take
part in this study. There was a more even split between male and female participants in this study
than in the questionnaire, with males accounting for 48% of the sample and females for 49% and the
remaining 3% identifying as non-binary. The sample in this study represents a greater range of ethnic
backgrounds than that of the questionnaire, but participants from White backgrounds still accounted

for the majority. The number of pupils in receipt of free school meals was proportionately higher
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among this sample than that of the questionnaire study but overall this remains a relatively low

percentage of the sample.
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3.6.2.2. Procedure

Parental consent was obtained for all child participants, and verbal consent was confirmed with
participants before the interviews/focus groups. Two interviews were conducted via Zoom — the rest
all took place in person at the case study sites. Focus groups were conducted in person at the case
study sites. The conversations were all audio-recorded. Group discussions lasted approximately 20-30
minutes; one-to-one interviews lasted approximately 10 minutes. At the beginning of every focus
group and interview, | explained the research topic, purpose of the study, and confirmed participants’
consent to take part in an audio-recorded discussion. In order to mitigate bias in participants’
responses, and to put them at ease, | explained at the beginning of each conversation that there were
no right or wrong answers to my questions, but that | was eager to hear about their genuine thoughts

and experiences. Participants were also reminded that they would not be identified in this study. In
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the case of one-to-one interviews, | sought the verbal consent of participants to share the transcript

with them via their parents for their approval.

3.6.2.2.1. Interview and focus group transcription

Interviews and focus group recordings were transcribed by me, some manually and some with the aid
of transcription software. Where appropriate consent had been given, transcripts were shared with
interviewees via their parents and interviewees were invited to request that changes be made. Focus
group transcripts were not sent to participants for approval, but participants were offered the
opportunity to contact me if they wanted anything they said in the conversation to be amended.
Verbal consent was sought from child interview participants for the researcher to send their
transcript to them via email to their parent/carer, in order to comply with child protection and
safeguarding guidelines. Once any requested changes had been made, transcripts were used as the

data for analysis.

While aiming to retain research participants’ voices and meaning as much as possible,
superfluous vocalisations such as ‘err’, ‘'um’, and ‘like’ were removed in most cases. The word ‘like’
was included where perceived as a semantic tool to convey approximation (e.g. ‘there were, like,
twenty of us in the group’). Em dashes (—) signify participants’ unfinished sentences or changes of
thought mid-sentence. Ellipses signify pauses. Clarifications of context or expression were added
where deemed necessary by me in square brackets. Information communicated which was deemed

irrelevant to the project was redacted from transcripts by the researcher.

3.6.2.2.2. Thematic analysis

Thematic analysis (Braun & Clarke, 2006) was identified as the most appropriate system of data
analysis for this research. According to Braun and Clarke, thematic analysis is a method which is not
bound to any particular theoretical framework. In accordance with Braun and Clarke’s method, an
inductive approach was taken to data analysis and the development of themes - i.e., codes and
themes are identified based on what appears in the data, as opposed to a deductive approach, which
analyses the data through the lens of a particular theme. However, codes and themes are generated
based on the researcher’s interpretation of data collected from participants. The data in this project
have therefore been analysed from a critical realist position, recognising that there is no single, fixed

perspective on reality, but many possible versions (Braun & Clarke, 2013).

Thematic analyses were performed on the data, following Braun and Clarke’s 2006 model.

This process comprises six phases:
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1. Data familiarisation: firstly through transcribing the data, then by reading and re-
reading the transcripts, taking notes of initial ideas.

2. Initial code generation: systematically assigning data extracts to codes for each
transcript. This process was carried out using NVivo.

3. Identifying themes: searching for connecting patterns across dataset; collating codes to
form themes and sub-themes.

4. Reviewing themes: critically examining themes to ensure they coherently represent
interpreted meanings of the data.

5. Defining themes: writing a description of each theme, considering its scope and
relation to the research questions.

6. Producing the report: writing up the data analysis, drawing on data extracts to support

themes and their relation to the overarching research question and existing literature.
3.6.3. Semi-structured interviews with adult participants

An interview schedule for adult participants was devised based on themes identified during the
literature review process and questions were designed to support the project’s overarching research
questions. Discrete interview schedules were developed for teachers working in schools (Appendix F)
and in out-of-school contexts (Appendix G). The questions were designed to gather information about
participants’ experiences of designing and delivering music initiatives in the Meryton area. The semi-
structured nature of the conversations meant that there was scope for participants to raise and

discuss topics of importance to them.
3.6.3.1. Sample

The adult interviewee sample consists of 18 individuals professionally engaged in the design and/or
delivery of state-funded music initiatives for 11-14-year-olds. 16 of these interviewees work

specifically in the case study locations, while 2 lead programmes which cater to children from across
Yorkshire. 55.56% (n=10) of the sample group are male and 44.44% (n=8) are female. All come from

White ethnic backgrounds.
3.6.3.2. Procedure

Information sheets and consent forms were shared with and completed by all adult research
participants (Appendix E). Interviews were completed between October 2022 and May 2024. Most
took place in person or online via videoconferencing software and each lasted approximately 45-60

minutes. One interview (with Frank from Rosings Music Centre) was conducted via email. Informed
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consent was obtained for all participants prior to interview.

At the beginning of each interview, | explained the research topic, purpose of the study, and
confirmed participants’ consent to take part in an audio-recorded discussion. Participants were also
reminded that individuals would not be named in the study and that every effort would be made to
maintain their privacy.

Audio-recorded interviews were transcribed verbatim, some manually and some with the aid
of dictation software. The approach adopted to transcription is detailed in Section 3.6.2.2.1).
Transcripts were shared with each participant for them to review to check for accuracy. Once signed
off by interviewees, transcripts were thematically analysed using NVivo. The text of Frank’s email

formed the data item for analysis.

3.6.4. Observations

| initially intended to conduct video observations in this research, but several programme
leaders/school management teams were not willing to have sessions involving children recorded.
Only two case study sites agreed to video recording, so | decided that video observation be dispensed
with as a method in this project. Observation data were instead recorded in the form of handwritten
field notes during case study site visits. In order to capture field notes as accurately as possible, notes
were written in sessions and transcribed as soon as possible thereafter. Teachers and session leaders
were informed of my visit in advance, and | sought verbal confirmation from each individual that they
were happy for me to observe the session before proceeding. Key observation data collected across

sites included:

e numbers of participants and teachers involved;

® resources (instruments, equipment, notation, etc);
® repertoire;

e teaching style; and

® |earning environment.

Thematic analyses were conducted on transcripts using NVivo.

3.7. Research sample

The research sample as a whole consists of a majority of participants from White ethnic groups,
with Asian ethnicities accounting for the next largest percentage of the population. The research
sample for this project is generally reflective of the region’s demographic makeup in terms of
ethnicity, though Black communities are underrepresented, particularly in the CYP questionnaire

study, in which no respondents reported Black or Black British ethnic backgrounds.
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Table 5: 2021 Census data on ethnic groups in Yorkshire (Office for National Statistics)

Ethnic group N %

White 4,679,965 85.4
Asian, Asian British or Asian Welsh 487,055 8.9
Black, Black British, Black Welsh, Caribbean or African 117,643 2.1
Mixed or Multiple ethnic groups 117,017 2.1
Other ethnic group 79,094 1.4

3.8. Limitations

This section outlines overarching limitations of this research (in addition to those relating to ethics
procedures, detailed in Section 3.4) and, subsequently, limitations particular to each research method

employed.

3.8.1. Limitations of the overall research project

3.8.1.1. Researcher capacity

The main limitation affecting the whole project was researcher capacity. As an independent, self-
funded researcher, | was limited in my ability to travel extensively and/or spend extended periods of
time in each case study site. It should also be noted that schools are busy places, and teachers are not
always able to respond efficiently (if at all) to requests from researchers looking to collect data in
their schools — particularly as they may perceive that coordinating a research visit would add to their
workloads. | approached 11 schools in Pemberfield about taking part in this research project. This led
to some form of engagement with 5 schools (3 of which are represented here), following, in some
cases, months of liaising about the logistics of undertaking the research (e.g. sharing information with
parents/carers, issuing and collecting consent forms, arranging times for interviews to take place).
The multiple case study approach adopted in this project meant that my efforts in securing case study
sites were divided across regions and limited my capacity to visit schools on more than one occasion. |
had initially hoped to visit all case study sites on a number of occasions, allowing me to produce
something more akin to ‘thick description’ (Geertz, 1973) than a snapshot of music education
provision. | made multiple visits to case study sites which provide out-of-school music education (e.g.

music centres), but for logistical reasons, it was not possible to make several visits to schools.

3.8.1.2. Researcher bias
My personal and professional experiences may also be perceived as limitations to this research (see
Section 3.8), presenting the risk that | may particularly identify with participants whom | saw in my

own image, or interpret data in ways that might affirm my preconceived ideas (Cohen et al., 2007).
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3.8.1.3. Lack of ethnic diversity in the sample

The lack of ethnic diversity across the project sample presents a considerable limitation. All adults
interviewed in this research come from White backgrounds. Analysis of the whole child participant
sample shows that children from white ethnic backgrounds not in receipt of free school meals
account for a significant majority of participants in both the questionnaire and interview/focus group
studies. Constraints of time and resource meant that | was unable to target participant recruitment to

address this imbalance.

3.8.1.4. Participant overlap

A small number of child participants in the Meryton sample (n=7) took part in both the questionnaire
and interview studies. This number accounts for 5.7% of the combined Meryton questionnaire and
interview/focus group study sample (3.5% of the entire project’s child participant sample). Because
this overlap was minimal, the datasets were combined without removing repeated cases in the
Meryton case study. Given the small proportion, any potential non-independence of observations is
unlikely to materially affect the results but should be borne in mind when interpreting cross-study

findings.

3.8.2. Limitations of the questionnaire method

It is likely that respondent bias is present in the questionnaire results. Pupils who are interested in
music (or who come from families which are supportive of music education) may have been more
likely to respond to the questionnaire than those who do not engage in many musical activities. It is
also impossible to guarantee that pupils completed the questionnaire entirely on their own; they may
have been directly or indirectly influenced by parents/carers to respond in a particular way.

There is evidence of some miscommunication of some questions’ intended aims, leading to
some possibly misleading results. Clearer and/or alternative wording of the question around musical
activities would have minimised the risk of pupils misreporting musical activities (e.g. participants
who reported only learning music outside of school). Participants’ understanding of composing or
making music may also have varied and may have affected their responses to the question ‘Do you
compose/create music?’. Fewer questions may have minimised the risk of survey fatigue and led to
fewer blank for neutral responses, particularly in the final section of the questionnaire.

It was anticipated that child participants may not be particularly familiar with the extent to
which they engage with state-funded music initiatives. Questions were framed with a view to
encourage respondents to think about the different contexts in which they engage with music, but
more specific questions in this area would have made for more precise analysis, e.g. asking directly

whether or not they attend music centre may have yielded clearer results than asking participants to
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indicate whether or not they took part in ‘a group or ensemble outside of school but led by an adult
(e.g. at a music centre)’. Data gathered about private music tuition, while significant in the general
context of young people’s musical engagement, is not relevant to this study but was sought in an
effort to make the distinction between private and state-funded music education clear. Future
studies might identify a more effective and clearer means of making this distinction clear.

One respondent, a Year 9 pupil at Steventon School, reported playing dhol and only learning
music at school. During my data collection phase at this school, | saw no evidence of dhol being
taught or played, which points to the fact that data collection during the limited timeframe available
to me could only ever offer a limited picture of music making and learning in the case study sites. |
may also raise questions about how respondents interpreted questions or what they meant when

they selected ‘school music education’ as a music learning context in the questionnaire.

3.8.3. Limitations of the interview and focus group methods

A higher number of participants would have enriched these datasets. One must also consider that
bias may be present in these data. Interviewees (be they adults or children) may have consciously or
unconsciously sought to present themselves, their activities or their opinions in a certain light, either
by omitting certain details of their experience or by communicating a narrative which does not

necessarily reflect their practice (Williamon et al., 2021, pp. 148-149).

Goodenough et al. note that if children participating in research perceive the researcher as a
‘teacher’, they may feel obliged to answer in a certain way, and children may feel unable to share
their true thoughts and feelings (Goodenough et al., 2003). In order to avoid this situation, | made
sure to explain my intentions to all child participants. In my pre-interview/focus group introduction, |
always made clear that | am not a school music teacher, but an independent researcher, interested in
finding out what CYP really thought. | explained that there were no right or wrong answers to the
guestions | was about to ask, and that all participants’ contributions would be pseudonymised, so,

notionally, they could be as candid as they wished.

As recommended by Williamon et al. (2021) , the use of a mixed-methods approach in this
case study was partly intended to triangulate data. For example, data collected through observations
and questionnaires were analysed alongside interview and focus group transcripts, and discrepancies
between behaviours/activities reported in different datasets were analysed by the researcher in

order to construct the understandings articulated in the chapter that follows.
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3.8.4. Limitations of the observation method

Although | encouraged tutors to conduct their sessions as normal during observations, my presence in
the room may have made them feel self-conscious and may have influenced their teaching and
skewed my perception of ‘normal’ teaching and learning practices. As my field notes are recordings of

events as perceived and interpreted by me, they are subjective and may contain bias.

3.9. Introduction to the case study sites

3.9.1. Meryton: a coastal town

Meryton is a coastal town covering an area just short of 9.5 square kilometres. Its population is
approximately 13,000, making its population density approximately 1384 per km?2. Its falling school
subscription rates and high proportion of people in the 65+ age bracket relative to that of under 18s
indicate that the area has an ageing population. Approximately 98% of Meryton residents identify as
White British, with the remaining 2% comprised of Asian/Asian British (0.6%), Mixed/Multiple
ethnicity (0.7%), Black/Black British, Caribbean or African (0.13%) and ‘other’ ethnic groups (including
Arab) (0.34%).

3.9.2. Pemberfield: an urban conurbation

Pemberfield is a metropolitan district in Yorkshire, covering an area of 552 square kilometres. With a
population of approximately 820,000, its population density is roughly 1,491 people per km?2. 2021
Census data shows that ethnicities represented in the district are: White British (79%), Asian/Asian
British (9.7 %), Black/Black British, Caribbean or African (5.6 %), Mixed/Multiple ethnic groups (3.4 %)
and ‘Other’ ethnic groups (including Arab) (2.3 %). Data collected for this project were collected in the

Northern region of the district.

3.9.3. Highbury: a market town

Highbury is a market town located 15 miles from the coast and just under 30 miles from the nearest
metropolitan area. Highbury itself has a primary and secondary school but does not have a music
centre: the nearest hub-led provision site is in the town of Northanger, situated approximately 13
miles away from the town of Highbury. This case study covers a greater geographical area than the
others in this project. It is based on the Highbury and Rural area, which is an area of just under
140km?. The population of the ward is 98% White British, with the remaining 2% accounting for Asian
(0.6%), Black/Black British, Caribbean or African (0.1%), Arab (0.06), mixed/multiple (0.0%) and ‘other’

ethnic groups.
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3.9.4. Regional music education provision sites and sample

In addition to the case studies outlined above, qualitative data were collected through interviews and
observations at three Yorkshire-wide settings: Yorkshire-wide Music Education Institute 1 (YMEI1),
Yorkshire-wide Music Education Institute 2 (YMEI2) and Soundwave. Each of these organisations are

partner organisations in their respective hubs.

3.9.4.1. YMEI1

Based in Pemberfield city centre, YMEI1 provides a range of music education opportunities for 8—18-
year-olds from Yorkshire and the North of England. Its youth programme runs on Saturdays during
term time. Students can take individual lessons on their chosen instruments, join ensembles and can
study subjects such as music industry skills, theory and music production. YMEI1 employs 12 tutors
(two of whom, Denny and Henry, were interviewed as part of this project’s urban case study). It has
bursaries in place to support the participation of children from lower-income families and the
organisation also works with schools in Pemberfield to deliver outreach workshops and to recruit

children to their programmes.

3.9.4.2. YMEI2

YMEI2 runs music education programmes for 8—18-year-olds from across Yorkshire. It has a number
of branches, but this study is concerned with the Pemberfield site, which shares a premises with
YMEI1, operating on Sundays during term time. YMEI2 receives funding from the DfE to support the
participation of children and young people from all walks of life through a bursary scheme. Places at
YMEI2 are offered following audition and while there is no minimum standard required for entry,
successful candidates are those who show musical potential and commitment to their continued
development. Once offered a place, students begin lessons on their main instrument or voice and can
also learn a second instrument, join ensembles and take musicianship and/or Dalcroze classes. The
choir is also open to all students, regardless of their instrumental specialism. YMEI2 employs
approximately 30 tutors, who teach across areas of Western classical, Indian classical, jazz, rock, folk

and pop music.

3.9.4.3. Soundwave

Soundwave is a Yorkshire-based youth music development charity which delivers music-making
opportunities to young people facing challenging circumstances such as economic deprivation and
rural isolation. The organisation also supports the music education sector through engaging in

advocacy and partnership work.

107



3.9.4.4. Regional provision site sample

Interviews were conducted with Anne and Isabella, Directors of YMEI1 and YMEI2 respectively, and
two students at YMEI2: Georgiana and Edmund. Observations were carried out at YMEI1 in June 2023
and at YMEI2 in November 2023. An interview was conducted with Lydia, Director of Soundwave, in

December 2022.

3.9.5. Presentation of case study chapters

The following chapters (4, 5 and 6) provide an analysis of data collected in each case study area. Each
chapter provides some context on the sites in which data was collected, before presenting findings
from child and adult research participant datasets. Chapters 7, 8 and 9 consider findings from across
cases and datasets in relation to the project’s research questions. The datasets examined in each case
study chapter represent music learning contexts in the selected areas as funded by the UK
Government, in school and in community settings supported through music hub partnerships. Data
collected in relation to private music education are not included in the analysis which follows. Census
and schools’ data cited in the following chapters was accurate at the time of data collection (2022-23

school year).
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4. Meryton: a coastal town case study

4.1. Case study sites

4.1.1. Burgh College

Burgh College is a co-educational community school (meaning it educates both genders, is funded by
the Government and follows the NC) situated approximately half a mile from Meryton town centre. It
is a secondary school and sixth form, catering for pupils aged 11-19. Burgh college is one of two
secondary schools in Meryton — the other being Avonlea School. Following public consultation, the
two schools will be merged from September 2025. Burgh College is the larger of the two schools, and
at the time of data collection the Head of Music at Burgh College reported that she and her
counterpart at Avonlea School worked closely together. At the time of data collection, there were 786
pupils on roll at Burgh College, with a capacity of 1,530. At this time, all KS3 pupils were offered the
option to study music for GCSE. Although the National Plan for Music Education (NPME) states that
Music should be offered to all pupils up until the end of Year 9 (DfE & DCMS, p. 34), the 2021/22 Year
8 cohort at Burgh College had chosen their GCSE options before entering Year 9. This was changed in
2023/24 so that GCSE choices would not be made until Year 9. A Level music was not offered at the

time of data collection.
4.1.2. Meryton Music Centre

Meryton Music Centre runs every Saturday morning at Meryton Sixth Form (a five-minute walk from
Burgh College). At the time of data collection, the Centre was one of six run by the County Music
Service, which was the HLO. The music centre offers one-to-one tuition and ensemble opportunities
for children and adults of various levels. In research interviews as well as informal conversations with
staff, it was stated that numbers of children enrolled at the centre had fallen dramatically since the
Covid-19 pandemic: the music centre manager, Charles, reported during an informal conversation
that at the beginning of 2020, close to 200 children were enrolled at the centre and at the time of

data collection in late 2022/early 2023 there were approximately 40.
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4.2. Child participant study sample
4.2.1. Sample recruitment

Parents of all children in the relevant age range at Burgh College (BC) were contacted by the school
Head of Music on behalf of the researcher and invited to sign their children up to take part in semi-
structured interviews/focus groups. 33 pupils signed up, and 28 ultimately took part: 27 (BC1-26) in
focus groups, and 1 (Marianne) in a one-to-one interview. Participants were allocated to focus groups
of 2—6 participants based on year group. The variable in each group was the level to which

participants took part in extracurricular activities.

The string ensemble at Meryton Music Centre was chosen as the focus for this study, as it has
the highest proportion of KS3 participants (n=4). All four of these children were signed up to take
part, having been invited by the centre manager on behalf of the researcher, but only one (Alice)

attended for an interview on the scheduled day.

As mentioned in Section 3.8.1.4., there is a small overlap between questionnaire and

interview/focus group samples in this case study (n=7).

4.2.1.1. Questionnaire sample

The sample comprised 33 KS3 pupils (which at Burgh College includes Years 7, 8 and 9): 12 pupils
from Year 7 (44%), 10 from Year 8 (30%), 11 from Year 9 (26%). 22 respondents were female (67%),
and 11 were male (33%). The ethnic makeup of the sample was predominantly White British (82%),
with Chinese (3%), White European (3%), White South African (3%) and mixed (9%) backgrounds also
represented. The fact that the vast majority of respondents were not in receipt of school meals (91%)

may suggest the relatively high socioeconomic status of the sample.

4.2.1.2. Interviews/focus groups sample

The research sample was sought from the whole KS3 pupil population at both secondary schools in
Meryton and through Meryton Music Centre. No pupils were recruited from Avonlea School. Data
collection as part of this study took place over the course of three days in April 2023. Table 6 shows
the makeup of the focus groups, and which pupils took part in each. All focus group participants were

assigned letter-based pseudonyms, and interview participants were assigned aliases.
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Table 6: Table delineating which pupils participated in each Burgh College focus group

Group Name éersz Participant pseudonyms

Burgh Group 1 Year 9 BC1, BC2 and BC3

Burgh Group 2 Year 9 BC4, BC5 and BC6

Burgh Group 3 Year 8 BC7, BCS8, BC9, BC10, BC11 and BC12
Burgh Group 4 Year 8 BC13 and BC14

Burgh Group 5 Year 7 BC15, BC16, BC17, BC18 and BC19

Burgh Group 6 Year 7 BC20, BC21, BC22, BC23, BC24, BC25, BC26

4.3. Meryton child study findings

The two main themes identified in the dataset are:

o The nature of music learning in and outside of school; and

® Barriers to accessing music opportunities.

4.3.1. The nature of music learning in and outside of school

The questionnaire results demonstrate a reasonably diverse range of instruments played by
adolescents in the sample (Figure 13). The instrumental tuition opportunities offered through the
Hub are represented in the data (violin, alto saxophone, clarinet, oboe). Respondents who played
guitar (electric and acoustic), drums and recorder reported taking private music lessons, playing in
out-of-school ensembles, engaging in self-directed learning using online resources and/or

instructional books, and learning from family and friends.
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Figure 12: Instruments played by questionnaire respondents
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70% of respondents answered ‘No’ in answer to the question ‘Do you compose/create music?’; 30%
answered ‘Yes’. This is somewhat surprising, as composition is a key strand of KS3 music education.
My conversations with Burgh College’s Head of Music and observations of lessons also evidence
pupils’ compositional activities. These results might therefore suggest participants’ differing

interpretations of what it means to compose.

4.3.1.1. Music in school

The questionnaire results indicate a generally positive view of curricular music. 73% of questionnaire
respondents stated that they enjoyed school music lessons and 52% stated that school music lessons
were relevant to their interests. However, child participants expressed mixed feelings about music’s
place in the core curriculum. The extracts below from focus groups illustrate a sense of conflict that
came up across the conversations with pupils at Burgh College: that music lessons offer pupils the
opportunity to learn and try new things, but that music is not necessarily everyone’s preferred

subject and so not everyone should have to study it all the way through to Year 9.

EH: Do you think that it's a good idea that everybody does [music] for those first

few years in [secondary] school alongside all your other core subjects?

BC12: Yeah. | think it [is].

BC11: It's important to explore different subjects like, which you might like and
which might not. And | think music is a fun lesson to learn how to play
different instruments. Yeah. And | think it's good for everyone to do it for

the first few years.

BC10: Well, | think they should do music for only Year 7s. But then they should let
everybody pick the lessons that they want to do, of how they want to like—
what they feel like they might want to do in the future. So they have more

time to learn it[.]

BC12: I'm about doing it for at least two years, because you might not like it in
Year 7 but you might really like it in Year 9. Because you don't do the same
thing for music all through the year...you might like some stuff and not like

other stuff.
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There is an apparent appreciation among these pupils of the role of music in education — to a certain
level. Pupils also commented on the benefits of music education, in terms of academic performance

and psychological wellbeing:

BC3: ‘Cause it’s the area of the brain, it can help with other subjects. It could be

quite important there.

BC5: I'd say that’s honestly a pretty good idea, ‘cause it’'s— music is good for the

soul, it’s just good for mental health[.]

Activities which participants within the sample reported particularly enjoying included practical and

composition tasks:

BC13: | think it’s more of a fun lesson. Rather than having to do loads and loads of
work, you get to be creative and do what you like to do, like when you sing

and stuff... it's more like a way to—I don’t know, express yourself, really.

BC5 offered an interesting insight into the relationship between improved skill and increased

enjoyment of music in school:

What I've experienced from school music, | wouldn’t say it was (pause) that good before |
became very (pause) pretty good at it. Before, | was (pause) pretty skilled, | was just
struggling with it, so once | got to being pretty good at it, it really upped my mood every

time | was having a music lesson.

BC6 had a similar experience in their out-of-school learning: ‘l was about to quit saxophone, but then
| got good at it, so | didn’t’. The reasons for these individuals’ perseverance with music (outside of the
fact that they had to continue it as a school subject) were not specifically explored in this study.
However, as elucidated by the below excerpts from the transcripts of Alice’s interview and one of the
Year 7 focus groups, social aspects of music-making seemed to be sources of motivation and

enjoyment for participants in this study, across both school and music centre contexts:
It's quite fun. | get to see my friends and stuff so it’s quite good (Alice).

When you get put together with friends on the keyboard [in school music lessons] it can be

quite funny (BC25).

113



4.3.1.1.1. Negative aspects of school Music

BC25’s comment hints at a tendency towards anarchy in the music classroom, which was echoed in
other focus group discussions. Several pupils spoke about classmates not paying attention and
chatting in music classes. BC22’s comment below suggests that when the subject matter or task at
hand is not stimulating to pupils, they may become disruptive: ‘Some people enjoy what you’re doing,
so then you would listen, and want to do it. But if you don’t really enjoy it, then you just mess
around’. BC21 thought that the unconventional structure of school music hindered learning: ‘we
don’t learn, ‘cause we’re all messing around. But then if we were at our desks writing, we’d actually
learn something’. Meanwhile, BC12 explained that they were not planning on taking music for their
GCSEs because they did not want to have their school music experience spoil their enjoyment of

music in their leisure time:

BC12: | mean, I'd rather just do music as a hobby, rather than get a GCSE in it... it's

less stressful. And... you actually enjoy it.

This comment points to the perceived incompatibility between studying music as a subject and
enjoying it as a practice or art form. This exemplifies how academic pressure can undermine intrinsic

motivation for music learning.

4.3.1.1.2. Mixed attainment

Alice is an example of a pupil with musical experience outside of school who finds the ‘back to basics’
approach adopted by her teacher frustrating: ‘It’s a bit annoying sometimes because you’re kinda just
learning it all over again. ‘Cause we learned all the notes and stuff but | already know it so it’s a bit
boring’. This approach is a relatively common one over the course of the primary/secondary
transition, stemming from the fact that pupils will often have had different experiences of music
education in primary school and teachers’ lack of knowledge around these. This approach is likely
needed now more than ever — and not just in music — as schools try to account for the disruption

caused to children’s education by school closures during the Covid-19 pandemic.

Pupils referred to a couple of strategies employed by their teacher to manage her mixed
attainment classes. BC15, an experienced young musician, explained how he finds some of the tasks
in his Year 7 lessons too easy, but his teacher sets more challenging work for him: | find it a bit too
easy, but our music teacher [has] been giving me harder stuff ‘cause she says that she knows it's a bit

too easy for me’'.

114



Pairing pupils with less advanced classmates can also be a way of keeping everyone engaged,
but this approach does carry some risks. BC8 described how she does not enjoy being paired with
someone less skilled than her at piano-playing: ‘I always go with somebody else that can play piano so
that | can just get on with it and not have to teach the other person what to do’. When she does find
herself assigned to task with a less-experienced peer, BC8 finds it effective to divide and conquer

rather than working collaboratively:

Sometimes [there’s a] harder bit of the music and an easier bit, so you do the harder bit and
they do the easier bit. So you can focus on your bit and they can just practise their bit the

whole lesson and then you put it together at the end.

The disparity between young people who take music outside of school and those who do not is
manifested in pupils’ GCSE subject choices. When asked if they intended to choose music for GCSE,
most of the pupils who responded positively were those who are involved in extra-curricular

activities. This is also illustrated by BC5’s comments:

EH: So if somebody didn’t do music outside of school... do you think that they

learn enough in school to develop their musicianship?

BC5: If that’s the only means of learning music (pause) | don’t think they’d be that
compelled to learn how to do it outside of school... most people, | feel,

would lose interest and just drop the subject.

4.3.2. Music outside of school

54.5% of respondents reported that they engage with extracurricular music activities. Figure 14 below
represents the out-of-school contexts of music learning reported in which respondents are engaged.
The high instance of respondents who reported engaging in music through self-directed means may
be indicative of adolescents’ engagement with music technology and/or digital means of learning and

making music.
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Figure 13: Contexts of respondents’ reported extracurricular musical activities

Most adolescents who took part in this study are engaged in extracurricular music, but a relatively
large minority (42%) reported no engagement in music outside of their curricular music lessons.
Although part of the Government’s music education strategy is for pupils to have opportunities to
engage in a range of extra-curricular activities, including attending professional performances (DfE &
DCMS, 2022; Ofsted, 2023), Alice said that she’d ‘never been to a concert’, apart from the small ones

that [she plays] in’.

Three questionnaire respondents stated that they would be interested in learning an
instrument. None of these three reported having knowledge of factors preventing them from
undertaking more music activities, but two of them selected ‘Disagree’ in response to the statement ‘|
am aware of places outside of school where | can learn and/or play music.” CYP’s limited musical
engagement outside of school could therefore be attributed to a lack of a lack of school- or hub-
organised opportunities to attend performances, CYP’s (and families’) lack of awareness of
extracurricular opportunities, and/or lack of opportunities of interest to them in their local area. BC13
said: ‘I feel like we need more music activities outside of school in Meryton. There’s some festivals,
but not many people turn up to them’. This comment suggests that there is a dearth of musical

experiences designed to engage CYP in the area.

Meryton is a coastal town with a historically strong tourist trade. It is perceived as a culturally
rich area, but much of the arts provision is centred around festivals and one-off events. Musical
activities in which participants in this study are engaged outside of school include a local arts festival,
musical theatre classes with a private company, and private music lessons. Since the time of data

collection, the researcher has also become aware of a local charity which runs music groups and a
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youth choir (none of which were mentioned by child research participants). Neither this organisation
nor the others mentioned above are supported by government funding, and so they fall outside of
the scope of this research. The provision as supported by the local music hub consists of peripatetic

tuition in schools and music centre activities.

4.3.3. Music in vs outside of school

52% of respondents indicated that there was a considerable discrepancy between their musical
activities in and outside of school, while just 3% disagreed and 33% neither agreed nor disagreed.

These data support with the well-established view that school music does not align with adolescents

experiences of music in their out-of-school lives.

4.3.3.1 Autonomy

Participants in this sample seemed to indicate that they had generally limited autonomy over their
musical activities. In school, music centre and private tuition contexts, participants reported having
autonomy around their musical activities, but within parameters set by their teachers. In the school
context, BC13 spoke about a time when Margaret set a brief for a composition task which allowed

pupils to choose one of four narrative themes:

We made our own song, we’d gone into a group and used different instruments to make our
own song. We had to make lyrics. We had different choices on what kind of choices of song
we can make, like, it would be about a fisherman, or a love story, or, | don’t know the other

two choices, we had two more choices, but | can’t remember what they were.

Alice is a member of Mary’s string group at the music centre and is also taught privately by Mary.
When asked about the repertoire she plays, Alice seemed to initially suggest that she had more
autonomy in private lessons than in her music centre ensemble, but intimated that Mary had overall

authority on what pieces she played in private lessons, too:

In music centre, Mary likes classical stuff and old stuff, but when | do my lessons with her on a
Friday... she gives me a book and | get to pick out what | want to do. But usually there isn’t

very modern stuff.

Mary may have valid pedagogical reasons for this approach towards repertoire choice, but Alice’s
comment about a lack of contemporary material suggests that her preference as a learner would be
to have more autonomy in terms of what she learns and plays. This perceived lack of autonomy was

shared by others in the sample:
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EH: Is the music that you learn about in school relevant to your musical tastes or

interests?
BCé6: No, it’s Classical and Baroque and that, or Pachelbel’s Canon.
BC12: No, they [the teachers] just choose it.

The issue of instrument choice also arose in a number of the discussions. Many pupils expressed a
desire for increased opportunities to play different instruments. At Burgh College, there is a focus on
singing and keyboards in Year 7, and guitars and ukuleles are introduced in Year 8. Pupils also have
access to electric bass and cymbals. At Meryton Music Centre, children can take beginners’ lessons in
string, brass or woodwind instruments. BC21 expressed a desire to have the opportunity to play more
instruments in KS3: ‘All the time we’re just playing keyboards. | know that we might do different
instruments in Year 8, but all of this year we’ve just either been doing work in our books, or

keyboards.

There was an understanding among pupils that there would be more opportunities to try

different instruments as they progressed through KS3:

BC12: Well, you do more instruments in Year 8 and Year 9. In Year 7, we only did
piano. But in Year 8 we've been doing (pause) you're allowed to do a lot of,

like, guitar and drums.

BC5: When we go into Year 10 and 11 we do get to choose more complicated
instruments, like the drumkit and like—you do actually get to—yeah, you just

get to get more complicated instruments.

When asked what their ideal music programmes would look like, several interviewees identified
offering a choice of instrument as one of their criteria. There are often practical limitations around
offering such a wide range of instruments in a youth music setting — be that in a school or community
context. The expertise of music leaders in an area can affect the musical landscape in terms of the

instruments and repertoire learned.

A discrepancy was identified between what music participants enjoyed listening to and what
music they engaged with in learning context. This was not uniformly seen as a negative: some
participants expressed an appreciation for the opportunities offered in school for pupils to learn
music that they would not otherwise engage with: ‘it’s nice to learn different things from what I'd

normally do at home, because obviously | have kind of like one genre of music | listen to’ (Marianne).
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4.3.4. Barriers to accessing music opportunities

4.3.4.1. Rural location

Much of the region outside of Meryton’s town centre is rural and isolated, so accessing music
activities in a child’s local area can be challenging. Poor road conditions and the reduction of rural bus
services make it difficult for many young people to travel to participate in extra-curricular activities.
Participants in Burgh Groups 3 and 4 mentioned that they travel to nearby towns and cities to go to

concerts, or to take part in ensembles.

4.3.4.2. Financial cost of music tuition

In light of the cost of living crisis, which was at its height in the UK during the time of data collection,
it is not surprising that financial cost was identified as a prohibitive factor for some respondents who
are keen to engage in (more) extracurricular music activities. When asked if there was anything
preventing them from doing more music, 33% said ‘Yes’, and all respondents in this group cited the

financial cost of music activities as a prohibitive reason.

Alice acknowledged the sometimes prohibitive cost associated with music tuition, and said
that if she were in charge of a music programme for young people in Meryton, she would try to
mitigate this barrier to access: ‘A lot of people][...] can’t afford to do the lessons, so | would give

maybe free lessons for younger people’.

Other prohibitive factors mentioned in free response answers included lack of awareness of
opportunities (n=1), and lack of confidence in ability to take on more music (n=1). 46% of respondents
stated that they were aware of opportunities to engage with music outside of school, and 21%
indicated that they were not. 58% agreed with the statement ‘I can pursue my musical interests as far
as | wish’ in the Likert-type section of the questionnaire, while just 3% disagreed and 27% neither

agreed nor disagreed.

4.3.4.3. Local resource and expertise

One of the aforementioned focus group participants who travels out of Meryton to avail of music
opportunities was BC13, who goes to a village 30 miles away from her home to sing in a choir every
week. ‘If there was a choir here,” she said, ‘l wouldn’t have to go there all the time’ . BC12 also
remarked on the lack of choral opportunities for children in Meryton: ‘It’s different for different
people who play different instruments. Like, there's not a lot of opportunity for, like, choirs. There’s a
lot more opportunity for band instruments like brass’. Bands are a mainstay of music services in the
North of England, so it is unsurprising that this is a focus of provision there. Yet, singing is an activity

for which many of the interviewees showed enthusiasm, and so the lack of a choir is unfortunate.
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BC12’s comment above speaks to the potential impact of teachers in a local area on provision. The
Manager of Meryton Music Centre is a brass and woodwind player, who is also employed by the
Music Service as a peripatetic teacher in the area. This fact, considered alongside the views expressed
by young people in this sample group about their lack of autonomy around their musical practices,
suggests that government objectives around the tailoring of provision to local needs in Meryton are

not currently being fully realised.

4.4, Adult participant study
4.4.1. Sample

The Meryton adult sample was comprised of 3 individuals: Margaret, Head of Music at Burgh College;
Charles, Manager of Meryton Music Centre and woodwind teacher across Meryton, Mary, director of
the String Group at Meryton Music Centre and John, Head of the County Music Service (which as HLO

at the time of data collection).
4.4.2. Meryton adult study findings

The three main themes identified in this dataset are:

e Factors affecting provision;
e Pedagogy and practice; and

e The role of the youth music leader

4.4.2.1. Factors affecting provision

4.4.2.1.1. Local expertise and resource

The results of this study paint a telling picture of the impact of local expertise on provision —
particularly in a relatively rural area. Margaret is the Head and sole member of the Music Department
at Burgh College. She explained that the hub supplies peripatetic teachers who offer lessons in
woodwind, piano, keyboard strings, drums, brass and vocals. Apart from this arrangement, the school
has no dealings with the music hub. Saving the additional offer of drums and vocal tuition, the
extracurricular music offer as supported by the hub is the same within Burgh College and at the music
centre. It is pertinent to note that Charles is the peripatetic woodwind teacher at the school.
Margaret also leads a band and a choir which rehearse during weekday lunchtimes. This is feasible for

a single-person department, because, as Margaret explained, ‘other lunchtimes you’ve got
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coursework interventions and everything else’. At the time of data collection, the choir (formed of
approximately 10 pupils, 9 of whom were girls) was preparing for a performance with a local folk
musician at an upcoming festival — the result of a collaboration between Margaret and the musician
in question, independently of the music hub.

Out-of-school provision as funded by the Government mainly comprises peripatetic tuition in
schools and individual and group lessons at Meryton Music Centre on Saturdays. The tuition offer at
the music centre has comprised woodwind, string and brass since the 1980s, when Charles began
working there. Outside of school and music centre, Charles and Mary were not aware of any other
robust music education provision for adolescents in the local area. Margaret mentioned that there
are opportunities for young people to get involved in music activities in the surrounding area: ‘There’s
loads of different community choirs and things like that, out in the villages and stuff’.

The potential impact of music service regulations on provision in the community is evidenced

by Charles’ comments about the music centre choir:

Charles: When | first started we had a choir at 9 o'clock, and anybody could come
and sing, and then after that were all the instrumental groups, so they could
sing, then they could go play. Then we were descended on by the SLT for the
Music Service, the Senior Leadership Team. And they told us that we had to
conform to the pattern of the other music centres, because apparently our

morning structure was different to any of the other music centres.

The Music Service has since relaxed this stance: ‘they’ve realised that they should allow music centre
managers to get on with it on their own’ (Charles). This point emphasises the benefit of locally

designed and defined music education offers for the realisation of broader Government strategy.

4.4.2.1.2. Geographic factors

Travelling to and from remote parts of the county could present challenges for some young people.
Mary noted that the region surrounding Meryton is ‘a very rural area and there’s some very small
villages that don’t have great transport links, so if you don’t have a car, how are you going to get
there?’. Margaret commented on Meryton’s reputation as a hub for artists: ‘a lot of the parents are
musicians, and artists and it’'s—there’s a lot more festivals and things like that’. As in many coastal
towns, festivals in Meryton are a key part of the visitor economy and cultural programmes are

therefore tailored more towards tourists than residents.
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4.4.2.1.3. Economic factors

The Covid-19 pandemic had a significant impact on learner retention and recruitment, but the
departure of the Centre’s string tutor has also left them in what they describe as a difficult situation.
Both Charles and Mary noted that they and the other tutor at the music centre are all getting older,
and they are concerned as to what this will mean for their pupils and the broader state of music
education in the area. Mary said that they are looking for younger teachers to ‘come in and establish
themselves, but they don’t necessarily want to come to a place as small as Meryton. They don’t seem
to see it as the place where there’s going to be lots of music’. Charles’ comment on his own teaching
activities suggests that the music centre learner population is sustained in part by children who are
pupils of the music centre tutors in peripatetic or private settings: ‘Because I’'m teaching the kids
there—if | don’t teach in Meryton it doesn’t feed into the Centre. So, | do the woodwind, and it is very

woodwind-y’.

4.4.2.1.4. Parental support

Parental support (or lack thereof) plays a significant role in the extent to which young people engage
with music in their local area. This is, of course, highly particular to each family, but Mary’s comment

speaks to an attitude held by people in the Meryton area about music:

particularly around here, you get an awful lot of children who are terribly keen, and you teach
them something, and you come back the next week and say, ‘Did you play it at home? Is it

going well?” ‘Oh my mum said ‘shut up, that’s a terrible row.’

Rather than encouraging their children to engage with music for enjoyment, or perhaps for personal
or social development, Charles suggested that parents’ priorities around their children’s music

education is bound up with the prestige of exams:

| want to fade them out of the equation. Unfortunately they are part of what | have to do,
and it’s what parents expect, but | would love to replace exams with ‘I’'m learning an
instrument so | can play these pieces better and better or attempt more and more difficult
pieces or get into that group.’ So I'd like to get rid of exams and replace them with musical -

real-life musical - goals, rather than exams.

Margaret offered an alternative viewpoint from her experience of teaching in Meryton compared to

other, more built-up areas:
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The last school | worked at all them years ago... the parents would say...’well of course they’re
not going to be doing music next year because they’re going to be doing a proper subject.” ...
‘Whereas [in] Meryton, a lot of the parents are musicians, and artists ... so | think overall [they
are] more supportive...Here it’s ‘Oh, you love it, so do that, indulge your passion, indulge your
interests.’ | think it’s because you’ve got families on generally lower incomes but who are

enjoying doing their passions, and they’re happy.

4.4.2.2. Pedagogy and Practice

4.4.2.2.1. Person-centred pedagogy

Philosophies and practice of person-centred pedagogy are evidenced in school and music centre
tuition in Meryton through the tailoring of teaching materials and approaches to pupils’ needs and
interests. There are, however, some limits to the extent to which young people can be given

autonomy over their learning in these contexts, mainly to do with choice of repertoire.

Margaret holds a strong principle of ensuring the best possible experience for all pupils,
regardless of their skill level. The extracurricular band she runs on Tuesday lunchtimes is open to all
pupils, no matter their instrument or skill level. In her curricular music classes, she finds that having
pupils play as class ensembles is the most effective way of facilitating an engaging activity for all. She
described a recent in-class performance of ‘Ode to Joy’ from Beethoven’s Ninth Symphony by her

year 8 pupils:

You’ve got total mixed ability.3° Some of them have their two hands on the keyboard, the B
section as well, adding in an Alberti bass. Some of them... can’t quite get the notes out on the
ukulele, but they can play the first two bars and they’ll keep coming in at the right time again.
And then you’ve got somebody who’s just not dextrous at all, they’re pointing to the lead
sheet on the board. And you’ve got somebody who's a bit of a (pause) a livewire, shall we say,
so I've given him a job, he’s gonna sing, and he’s made his own words up and he’s stood at

the front, belting it out.

The above description is an example of merging musical worlds in the classroom. The pupils are
engaging with a piece from the Western art music canon via informal and creative means and

working collaboratively together to reinterpret the piece.

30 See footnote on the term ‘mixed ability’ (p. 81)
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4.4.2.2.2. Quality and participation

The relationship between quality in terms of working with young people and in terms of musical skill
or performance is an interesting facet of this study’s findings. Margaret adopts an inclusive, process-
led approach towards musical practice and performance. When her Year 9 class ensembles
performed in the 2023 Avonlea Festival, they did not realise they had been registered in a

competitive class:

They didn’t realise it was a judged thing. They thought ‘oh we’re just going down and
supporting each other and doing this.” They didn’t care about the marks in the end. They

weren’t that high, but it didn’t matter.

That Margaret did not impress upon the pupils in advance that this was to be a competitive event is
telling. Her motivation for entering these bands in this festival is to give them performance
experience, and to boost their confidence (a point to which | will return later). Margaret has seen it as

part of her role to breathe new life into this musical tradition:

It's kind of a fresh take on the festival. It used to be quite stuffy and old-fashioned, et cetera.
And | take my army of school kids down, and it’s like ‘yeah, we’re here, they’re all involved.’ |
don’t know what they think, but for me, it’s an opportunity to get my kids out in the

community and performing.

There appears to be a greater emphasis at the music centre on musicianship and technical skills than
at school. Margaret suggests that pupils who attend music centre have an advantage over their peers

when it comes to music as an academic subject:

The kids who know their theory really well are those who go to band on a Saturday... because
they’ve got the experience of doing it and reading it, isn’t it. They know the Italian words and

things like that as well, and that’s why .

It is to be expected that children who take part in extracurricular music activities should be more
advanced than those who do not, but there are perceptible issues of socioeconomic inequality at play
here. On a very real and tangible level, music centre tuition comes at a cost. Fees start from £51.80
per term, and although bursaries and discounts for children in receipt of FSM are available, this cost
may be prohibitive for many families in the current economic climate. From a sociological

perspective, Margaret’s remarks speak to the relationship between education, musical activity and

cultural capital.
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Although Charles’ ultimate goal is to have as many people as possible in the community
engaged in music — ideally taking their own initiative and forming groups — he recognises that a
certain level of skill is required before this can be achieved: ‘To do that they have to... have a certain
amount of confidence which comes through ability... before they can do that they need to be quite
competent’. While discussing the issue of recruiting new learners to music centre, Mary expresses a
concern about maintaining standards of musicianship: ‘we struggle to get people that we know are

capable into music centre’.

Observations conducted at both sites produced findings which support the notion that music
centre activities place emphasis on technique and performance skills. Music centre teachers gave
instructions and feedback on pupils’ tuning, precision of playing, and ensemble skills, whereas
Margaret did not discuss technical aspects in the curricular music lessons observed during this data
collection process. The school music lessons observed were based more on engaging with a musical
text and then drawing inspiration from it to create something new. In this way, statutory music
lessons in Burgh College arguably fostered greater musical autonomy. Margaret is, however,
conscious of developing pupils’ skills on a certain instrument and having them embark on an arc of
musical development: ‘I started this year by doing a folk music unit at the start of Year 8, and | said
‘right, you can try some different instruments, as long as for this song, you stick on it for three
lessons... it’s going to take some time to build up a bit of skill’. Further observations of Margaret’s
lessons may have shed light on a possible issue here around the level of technical instruction it is
feasible to give in the secondary school music classroom. The limited time available for music lessons
is @ major concern in the secondary music education sector — as is access to instruments. There is a
limit to how much a pupil can progress their musical skills if school is their only means of accessing an

instrument.

References to professional music-making occurred most frequently across this dataset in
conversations with young people and in observations of music centre lessons. Mary, the string tutor
at Meryton Music Centre, made several references to promoting professional behaviour in her pupils
while playing. The nature of music centre students’ learning also appears more akin to a music
training programme than the more ‘music appreciation’-style engagement in music classes at Burgh
College. In terms of the realisation of government policy, school education among the Meryton child

sample seems fairly well-aligned with the goals of the MMC at KS3:
By the end of Key Stage 3 (Year 9), pupils will have:

¢ gained an aural knowledge of some of the great musical output of human civilisation
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* engaged with creative processes through improvisation and composition

¢ built an understanding of how musical elements work and discussed how these interact

with subjective and objective models of musical meaning

¢ developed knowledge of a wider range of notes and improved their fluency in music

notation (DfE, 2013).

4.4.2.2.3. Repertoire and youth voice

The question of repertoire poses some challenges when it comes to person-centred pedagogy. As
observed at Mix Academy, repertoire such as hip hop can be a vital means of engaging young people
in education due to its popularity and the scope it offers for self-expression and social justice
(Burnard et al., 2022; Seidel, 2011; Travis, 2016; Travis et al., 2019). However, this may also require
teachers’ to think carefully about how to ethically and responsibly reckon with its sometimes
problematic lyrical and thematic content in a youth education environment (Travis, 2016). Aside from
guestions of appropriateness of subject matter or lyrical content in popular music favoured by
teenagers (Dale, 2017) there are often practical or technical reasons for limiting adolescents’ level of

autonomy over choices of music. Mary, who teaches strings, explained:

| am quite sure they would love to do something more poppy... and some tunes I'll listen to
and I'll think, ‘yeah, it’s very good but it will not work on the violin.” It just has to be

something that | think will work on the violin.

The music centre tutors adopt a dialogic approach to choosing repertoire where possible. Mary
described how, once they have learned a set of pieces, she involves the members of the string

ensemble in the curation of their concert programme:

What | usually do is put them on the board and say ‘right, we’ve only got time to play four of
these, so you can have two votes each, here’s your bit of paper’ and then do it like that. And
then say ‘why did you choose that one?’ ‘Because | like the tune,’ ‘Because | get to play

some pizzicato’...

Mary’s reflective approach here demonstrates a dialogic form of youth voice practice, in which
learners’ preferences are elicited, discussed, and incorporated into decision-making.. Charles also

spoke about the ways in which he gathered feedback from young musicians on repertoire:

I’'m quite surprised at the things they actually enjoy, they like. For example Holst, The Planets,

we did that... and they just loved it. And they even liked ‘Mars’ which is really dark... They
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tend to like the classical ones. They just love it... and I’'m there choosing Disney stuff, and no

they don’t want to do any of that!

Writing from the perspective of teaching hip hop in an American high school context, Seidel ( 2011)
underlines how important it is for music leaders to avoid making assumptions about the music young
people like listening to or might enjoy playing. Repertoire such as The Planets is likely favoured by
advanced musicians who perhaps looking to play material which they do not get the chance to play in
school or in other music learning contexts. Charles’ observations about why pupils enjoy playing
classical repertoire align with the views expressed by children interviewed in this study: ‘It’s good for
them when they come to music centre because they get exposed to things they would never listen

’

to'.

During one of my visits to Meryton Music Centre, Charles’ senior band rehearsed his
arrangement of ‘Bohemian Rhapsody’ for the first time - a piece which was requested by one of the
learners. Charles told me he was ‘a bit nervous’ about it, but he said it seemed to work. The process

of choosing repertoire involves open communication and a willingness to take risks:

They make requests and ask. | also have ideas, but I’'m governed by what they will respond
well to, | can’t just give them what | want to. Sometimes | go out on a limb and | try
something and... can tell if it's going down well. For instance we did something today...that
was a disaster, so | quickly stopped it... we put it away and it’s gone. So it is really a
democracy, it’s not me, we all decide together. And they make it really clear if they don’t like

something. | encourage them to tell me, ‘if you don't like it just tell me,” and they do.

Charles’ practice can be understood as an enactment of critical youth voice. While repertoire
selection is shaped by structural constraints — including instrumental suitability, ensemble level and
the educator’s professional judgement — it remains open to negotiation through ongoing dialogue
with learners. In this sense, decision-making is neither wholly teacher-led nor fully devolved to
students, but emerges through a recursive process in which learners’ preferences, responses and
identities shape pedagogical choices. This illustrates how CYV operates in practice: not as the
unrestricted freedom to choose repertoire, but as the meaningful inclusion of young people in
shaping musical experiences within the constraints of the learning context. Such an approach aligns
with this thesis’ conceptualisation of quality as relational and context-dependent, emerging through
interactions between educator expertise, learner agency and the structural conditions of the music

education ecosystem. Here, the role of the music leader is not diminished but reconfigured,
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involving the careful balancing of guidance and responsiveness in order to broaden learners’ musical

horizons while remaining attentive to their interests and experiences.

4.4.2.3. The role of the youth music leader in the Meryton case

The role of youth music leaders is conceived of in two main ways in the data collected in this case
study. The first is their role in supporting the musical and personal development of young people, and

the second is the development of the community in which they work.

The leaders interviewed as part of this study had a clear sense of their roles in facilitating
young people’s musical and extramusical development. Mary explained that effective music teaching

begins with establishing a rapport with young people:

Even if it’s not anything to do with the music, just to have that relationship that’s ongoing.
And then you can work together. You can’t—I don’t’ think you can go in and go ‘right we’re

going to do (hums a tune), ‘begin!’ It’s got to be more co-operative than that.

When asked what quality in music teaching means to her, Margaret spoke about the subjective,

psychological benefits of music:

To me, personally, all kids in your classroom feeling proud of something they’ve done and

[...] having music as something that makes them feel good.

As underlined in the data collected from child participants in Meryton, the extent to which music
makes a teenager feel good may be based on the social circumstances of the activity. The relationship

between self-esteem and ability was also acknowledged by Mary and Charles.

In their interviews, Charles, Mary, and Margaret each expressed a belief that part of their role
was to help sustain and develop a musical community in Meryton. Charles, in particular,
communicated a sense of personal responsibility for the music scene in Meryton — it is worth noting
here that Charles holds a dual role as a music leader and music centre manager. ‘The reason I’'m doing
this job is to make my community as musical as possible.... To make the landscape more
comprehensive and more varied. And as far as standard is concerned there is no limit, just no limit at

all’.

The idea of establishing clubs — informal, social music-making sites —and maintaining high
musical standards is a worthy and an ambitious one. Charles spoke about taking inspiration from the

Irish traditional music culture, where members of communities from different walks of life engage in
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communal music-making, and ‘the standard is amazing.” He acknowledged, though, that this is
perhaps more feasible when a particular genre of music is predominant in a community, whereas his
vision for Meryton is to have a diverse musical landscape. Traditional musics are steeped in history
and cultural heritage. Their repertoire and performance conventions vary across different regions,
and the preservation and development of these traditions are often the result of countless musicians
over many generations. Yet Charles has a vision of a musical practice that the development of this

kind of culture can be instigated by a single person:

| heard of an island in... the Orkneys or the Shetlands and the fiddle playing on this particular
island was incredible. And there was just one guy there and it was because of him. He was
producing these amazing fiddle players. That’s the sort of thing... | want to happen, that’s why

I’'m doing [this] here.

This notion of a musician or music teacher ‘producing’ musicians in order to sustain a musical
community is mentioned on a few occasions. There is a string tutor employed via the hub working in
the area, but Charles said ‘she doesn't seem to produce many kids to the centre for some reason. Her
predecessor, in contrast, ‘brought in loads of string players,’ and so when she left the music service it
was a ‘massive loss’ for the music centre. The lack of string students is a particular issue because the
centre’s ensembles all have string sections. Mary expressed concern about the falling numbers of

younger string players having an effect on the ensembles in the coming years:

We don’t seem to have much string teaching going on in any of the Meryton schools. | know that
there’s a peri who comes and teaches [older students in Mary’s ensemble] but there really isn’t

anything going on at the junior end to feed in, so it’s struggling.

Cognisant of the Year 6/7 transition as a common attrition point, the centre launched a scheme
offering free string lessons for beginners (subsidised in part by funds they raised themselves) in order

to help reinstate the pipeline of young string players:

as they’re coming to the end of Year 6, they have a transition week or something, where the
year 6s go to their future secondary schools. I'll make sure that | see them there to say ‘look,
I’'m here as well, and this is where you’re gonna be having your lesson,” and I'll make sure to

give them a lesson in that week.

Charles suggested that the role of the local music practitioner is to create music-making and learning
opportunities in response to the needs of young people in the community. An example of this is a

group that Charles created for advanced young musicians at the music centre, ‘made of the most
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advanced kids in the centre. It doesn’t matter what instruments, just anybody that was Grade 8 and
above, they were in. | wanted...to... stretch them a bit.” This group disbanded due to the pandemic,

but Charles hoped to reinstate it soon.

Charles’ ultimate goal is to have young people start their own musical groups. This, too, he

sees as his responsibility:

| suppose that’s something that | myself need to encourage them—to encourage kids to get

together and just do it on their own.

This goal is entirely admirable, but it may be unfeasible for one person to achieve — especially in a
coastal community such as Meryton, with its lack of new and younger music teachers, issues around

public transport and rurality of the surrounding areas.

The dedication of the music centre staff is undeniable and their consideration of the needs
and interests of the young people in their lessons and ensembles is clear (as will be discussed below).
It is possible, though, that the centre could attract more new learners if they offered more

opportunities to engage with different repertoire and practices.

4.5. Case study conclusion

These findings indicate a generally positive view of music education provision among participating
adolescents but also point to issues around accessibility and a limited range of musical opportunities
which are of relevance or interest to young people available in this coastal area through government-

funded means.

Findings highlight gaps between the ambitions of the Government’s music education strategy
and the lived experiences of CYP in Meryton. Barriers to access were created by the financial cost of
lessons, the rurality of surrounding areas and reliance on a small pool of tutors of advancing years.
From a structurationist perspective (Giddens, 1984), these barriers can be understood as the uneven
distribution of resources within the local music education system, which shape the conditions under

which young people are able to participate.

The data from the Meryton case study indicate a relatively low level of autonomy held by
adolescents in the case study site in their musical activities. The geographical and economic position
of Meryton as a coastal community means that it is faced with particular challenges around
resources. Findings of the CYP studies underline tensions around autonomy and relevance

experienced by CYP in their musical lives. Participants expressed values of self-expression and social
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connection through music-making but described how the enactment of these values was limited by
low levels of autonomy over repertoire and instruments. There seems to be an awareness of how to
build upon existing music provision (e.g. group singing opportunities), but a seemingly limited amount
of ‘joined-up’ provision exists, resulting in a somewhat polarised landscape of youth music-making:

those who play at music centre, and those who do not.

There are also apparent discrepancies between young people’s perceptions of autonomy and
accessibility of opportunities and those of their teachers. Music leaders’ perceptions of quality are
based in philosophical ideals of youth and community development, as well as musical excellence,
but the execution of quality practice (and the full realisation of Government strategy on music
education) is sometimes tempered by a lack of resources. Different approaches to and concepts of
quality in music education were also identified within the adult study sample. The school music leader
emphasises inclusion and participation, while music centre leaders place greater weight on standards
and musicianship. This reinforces the need for quality frameworks which allow for differentiation

based on context.

Taken together, these findings suggest that the Government’s strategic goals for music
education were not being fully realised in Meryton during the research period. Access to high-quality
opportunities was found to be contingent on families’ geographic and socioeconomic circumstances
and on the breadth and sustainability of local leader networks. Importantly, the findings point to a
recursive relationship between structure and participation, whereby structural constraints such as
limited provision, cost and geography shape patterns of engagement, which in turn contribute to the
ongoing reproduction of those same conditions (e.g. declining participation feeding into reduced
provision). The Meryton case study therefore contributes a critical perspective on the realisation of
national strategy in coastal (and rural) areas, highlighting how sustainability, relevance, and

structural equity must be addressed if the vision of access for all is to be achieved.
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5. Pemberfield: An urban conurbation case study

5.1. Case study sites

5.1.1. Schools

5.1.1.1. Chawton School
Chawton is a mixed, community secondary school in the Northwest of Pemberfield, an area classed as
an urban major conurbation, with a population of approximately 21,000. Its lower layer super output
area (LSOA) is ranked among the 20% least deprived in the country. The majority of the population in
the area are White British (approximately 81%). There are approximately 1490 pupils enrolled in
Chawton, of which 38% are eligible for free school meals. Its most recent Ofsted rating is Good.3!

At the time of data collection, Chawton’s extracurricular music offer included a steel pan
ensemble, an orchestra and a jazz band. The pit band for the annual school show is made up of

students. Students could also take peripatetic woodwind, brass, strings and voice lessons.

5.1.1.2. Steventon School

Steventon is a mixed, community secondary school in the Northeast of Pemberfield, an area classed
as an urban major conurbation, with a population of approximately 24,000. Its LSOA is ranked among
the 30% least deprived in the country. The majority of the population in the area is White British
(approximately 65%), with the area’s Asian population accounting for 23% of the overall. There are
approximately 2,500 pupils enrolled in Steventon, of which 16% are eligible for free school meals. Its
most recent Ofsted rating is Outstanding. At the time of data collection, Steventon’s extracurricular
music offer included a choir, a vocal group, a concert band, a music production club, ukulele club,

string group and a woodwind group as well as peripatetic voice, piano and violin tuition.

5.1.1.3. Netherfield School

Netherfield School is a mixed, community school in North East Pemberfield. Its LSOA is ranked among
the 40% least deprived in the country. The majority of the population in the area is White British
(approximately 65%), with the area’s Asian population accounting for just under 23% of the overall.
Netherfield has approximately 1740 pupils on its roll, 24.8% are eligible for FSM. Its most recent
Ofsted rating is Good. At the time of data collection, Netherfield’s extra-curricular music offer
included junior and senior concert bands, pop choir, samba band, music production group and rock
band. Pupils are also allowed to use practice rooms after school for individual or group practice.

Peripatetic lessons in keyboard/piano, guitar, bass, drums, DJ-ing, brass, woodwind, strings and voice.

31 As of September 2024, single-word Ofsted ratings are no longer in use (DfE, 2024b).
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Children availing of free school meals are entitled to take peripatetic lessons on one instrument free

of charge.

5.1.1.4. Fordyce High School

Fordyce High School is a mixed, foundation (or ‘maintained’) school, meaning it is funded directly by
central government via the local authority. It has approximately 1,000 pupils, 26.5% of which are
eligible for free school meals. Its Ofsted rating at the time of data collection was Good. Fordyce High
is located in an LSOA in North East of Pemberfield. The area is classed as an urban major conurbation,
with a population of approximately 21,000. Its LSOA is ranked among the 20% most deprived in the
country. The majority of the population in the area are White British (85%). Fordyce students can take
peripatetic music lessons at school and also have the opportunity to join the school’s wind or funk

band.

It was hoped that interviews with pupils and teachers, as well as observations, would have
been conducted at Fordyce School, but this did not prove feasible in the time period for this project’s
data collection. Invitations were sent to KS3 pupils to take part in the questionnaire study, and 17

pupils responded.

5.1.1.5. Longbourn Academy

Longbourn is a Special Academy which caters to children and young people with Social, Emotional and
Mental Health (SEMH) needs. It is in the same LSOA as Chawton School, which ranked among the 20%
least deprived in the country, but according to the school’s most recent Ofsted report, a high
proportion of its pupils come from deprived backgrounds. It is a mixed school, with approximately
297 pupils on the roll across three sites from across North Pemberfield. It was initially hoped that
interviews and/or focus groups would be conducted with pupils from Longbourn, but following
discussions with staff about pupils’ involvement and related safety/GDPR implications, | decided to

collect data through lesson observations and an interview with only the Head of Music, George.

5.1.2. Hub Partner Organisations (HPOs)

5.1.2.1. Mix Academy
Mix Academy is a not-for-profit company, based in central Pemberfield. At the time of data collection,
Mix Academy offered weekly DJ and music production tuition for children through small-group and

one-to-one sessions. DJ-ing has been established in two schools:

There’s two schools that have become annual contracts where we go in and we do what'’s

called peripatetic support, so any of the kids— in the same corridor you’ve got violin, piano,
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you've got now DJ-ing. And we’ve got those schools set up with their own equipment, and

their own music libraries, with our help and advice (Brandon).

The organisation was built on a commitment to provide inclusive education at an accessible price.
This model unfortunately became untenable in the recent cost of living crisis and the organisation

had to close its studio in December 2023. While the company no longer runs out of its studio in Leeds,
it continues to offer peripatetic tuition and teacher training in schools as well as regular sessions
through one of the city’s music centres. The organisation’s director, interviewed as part of this
research, has played a key role in having DJ-ing become recognised in formal music examination

frameworks in the UK.

5.1.2.2. Music centres

The music centres involved in this research project are each based in North Pemberfield. Rosings
Music Centre (RMC) operates out of a high school in an affluent suburb in North East Pemberfield.
North Pemberfield Music Centre (NPMC), which runs in a primary school a 15-minute drive from
RMC, is in a neighbourhood ranking in the 10% most deprived in England. Both music centres run on
Saturday mornings during term time and offer a range of one-to-one and ensemble tuition
opportunities for children and adults of all ages and abilities. Individual lessons on piano, guitar,
strings, brass, woodwind and drums are common to both centres, and both run junior and

intermediate orchestras, vocal groups, rock bands, jazz bands and steel pan ensembles.

At the music centres, learners can choose ensembles to join from a variety. All the music
centres involved in this research project ran intergenerational music ensembles. Learners of all ages
could join groups, sometimes regardless of ability, and sometimes they were required to be at, for

example, a Grade 2 standard on their instrument.

5.1.2.3. South Asian Music Academy

The South Asian Music Academy (SAMA) in Pemberfield is a registered charity, established to
preserve the art of South Asian classical music and dance. It runs weekly instrumental and vocal
lessons for children in its premises in a ward of Northeast Pemberfield which is among the 50% most

deprived in the country.

5.1.3. Hub Lead Organisation

At the time of data collection, Pemberfield Music Service was the HLO for the Pemberfield Music Hub.
They employ peripatetic teachers to deliver instrumental lessons and National Curriculum teaching in
schools as well as community-based youth music programmes, many of which are delivered in

partnership with local organisations. They run six music centres across the borough of Pemberfield
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and run youth music ensembles from their premises, located six miles west of the city centre. They
also deliver a CPD programme for teachers which is offered free of charge to schools and academies

in Pemberfield.

5.2. Pemberfield child participant study sample

5.2.1 Questionnaire study sample

After data cleaning, the sample consisted of 36 KS3 pupils: 5 from Chawton School, 15 from
Steventon School, and 16 from Fordyce School. Table 6 below offers demographic information about

guestionnaire respondent sample groups in each school.

50% of respondents were male (n=18), just under 42% were female (n =15), 5.5% were non-
binary (n=2) and 2.5% did not disclose their gender identity (n=1). The ethnic makeup of the sample
was predominantly White British (63.9%; n=23), with Mixed (13.9%; n=5), Indian (8.3%; n=3), Afghan
(5.6%; n=2), Chinese (5.6%) Hong Kong (2.8%; n=1) backgrounds also represented. 86.1% (n=31) of
the sample were not in receipt of school meals, while 8.3% (n=3) were and 5.6% (n=2) preferred not
to say. Given that the overall percentage of children eligible for FSM in the Pemberfield local
authority in 2022/23 was 26.1%, this sample may represent children from families of a relatively high

socioeconomic status.

Table 6: Demographic information on questionnaire respondent sample groups in each school

Research Total no. of Year groups Ethnic backgrounds Genders No. of pupils
site respondents | distribution represented represented in receipt of
FSM
Steventon 15 Year 7: n=4 English/Welsh/Scottish/ | Female: n=7 1
School Year 8: n=1 Northern Irish/British: Male: n=5
Year 9: n=10 | n=11 Non-binary: n=2

Afghan: n=2 Did not

Mixed backgrounds: n=1| disclose: n=1

Indian: n=1
Chawton 5 Year 8:n=1 English/Welsh/Scottish/ | Female: n=2 1
School Year9:n=4 Northern Irish/British: Male: n=3

n=2

Mixed backgrounds: n=1

Chinese: n=1

Indian: n=1
Fordyce 16 Year 7: n=3 English/Welsh/Scottish/ | Female: n=6 1
School Year 8: n=6 Northern Irish/British: Male: n=10

Year9:n=7 n=10

Mixed backgrounds: n=3

Chinese: n=1

Indian: n=1

Hong Kong: n=1
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5.2.2. Child interviews and focus group sample

The sample is comprised of 77 children across 9 sites. Table 7 outlines the number of child

interview/focus group participants from each site. Tables 8, 9, 10 and 11 summarise demographic

information about the sample.

Table 7: Number of child interview/focus group participants from each Pemberfield site

Table 8: Distribution of year groups within the Pemberfield child interview/focus group sample

Site

Number of
participants

Netherfield School

50

Mix Academy

South Asian Music Academy

Steventon School

Chawton School

North Pemberfield Music Centre

Rosings Music Centre

Yorkshire M

usic Education

Yorkshire M

usic Education

NlRr|RPIWWwWw O oo

Year 7

Year 8

Year 9

%

n % n

%

24 31.16 39 50.65 14

18.18

Table 9: Distribution of gender within the Pemberfield child interview/focus group sample

Table 10: Distribution of ethnicities within the Pemberfield child interview/focus group sample

Male Female Non-binary
n % n % n %
42 54.55 34 44,15 1 1.3

White Asian or Asian Mixed OI.’ r'n.ult|ple Black or Black British Arab Did not respond
British ethnicities
n % % n % n % n % n %
22 28.57 4 5.19 9.09 41 53.25 2.6 1.3

Table 11: Distribution of FSM status within the Pemberfield child interview/focus group sample

Not in receipt of FSM

In receipt of FSM

Did not respond

n

%

n %

n

%

65

84.42

8 10.39

4

5.19
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5.3. Child participant study findings
The main themes identified in this dataset are:

e musical engagement, in and out of school;
e barriers to engagement; and

e CYP’s views on quality music education

5.3.1. Musical engagement, in and out of school

67% of the sample were content with the range of musical activities currently available to them, and
62% felt able to pursue their musical interests as far as they wished. The questionnaire results suggest
that, in the main, teenagers in the case study area perceive that there is sufficient opportunity for
them to engage in music learning should they want to. However, just over a quarter (26%) of
respondents stated that there were activities that they were not currently involved in but would like
to be. These were mostly instrumental learning opportunities: drums (n=1), electric guitar (n=1),
keyboard (n=1), violin (n=1) and saxophone (n=1), as well as singing lessons (n=2) and a ‘jazz band at

school’ (n=1).

The questionnaire results demonstrate a reasonably diverse range of musical activities
undertaken by adolescents in the area (Figure 15). The terms ‘piano’ and ‘keyboard’ have been
grouped together here for the purposes of consistency, as child interviewees in the qualitative

elements of this research project used the terms interchangeably.
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Figure 14: Instruments played by questionnaire respondents resident in Pemberfield

When asked if they sang (in any context), 41.7% (n=15) said they did and 58.3% (n=21) said they did

not. 75% (n=27) of respondents answered ‘No’ in answer to the question: ‘Do you compose/create
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music?’; 22.2% (n=8) answered ‘Yes’. This is somewhat surprising, as composition is a key strand of
KS3 music education. These results might therefore suggest participants’ differing interpretations of

what it means to compose.

5.3.1.1. Music as part of KS3 curriculum

A relatively small majority of respondents (58.33%; n=21) stated that they enjoyed music lessons in
school. 41.67% of participants (n=15) felt that school music lessons were relevant to their interests,
compared to 19.44% (n=7) who felt they were not. Interestingly, a larger proportion of the sample
(72.22%; n=10) agreed with the statement ‘It's important that music is part of the school curriculum’.
NS16’s and NPMC1’s comments reflect this notion that music is a useful thing to learn about, even if

it does not appeal to everyone:

NS16: It's quite good for all students to be able to know what music is like and know
how to play different things. As in: | know how to play quite a few songs on
piano even though | don't do piano as an actual instrument, just purely out of

music classes.

NPMC1: | think [learning music in school] helps people and it’s a skill. You do learn a
bit of keyboard or you might learn ukulele or recorder and... and we learn

how to read sheet music a bit... | think it’s a good skill to have.

Practical activities were reported by several interview and focus group participants as a particularly

enjoyable part of school music.

5.3.1.1.1. Fixed vs dialogic curriculum design

Participants across several case study sites expressed a view that the music curriculum is fixed: topics
and content are selected by teachers (RMC1; MA2) and repeated on an annual basis (S53; SS4). Many
group discussions with pupils indicated that the topics and units did not change from year to year,
and pupils in consecutive year groups often learned the same pieces and engaged in the same
learning activities. NS27’s comments indicate that bringing contemporary popular music into the
classroom is a delicate business, and teachers would do well to update their choice of contemporary

popular repertoire based on what is popular at the time:

Last year we did ‘Shotgun’, and | feel like that was a thing a long time ago. [Teachers] pick
songs that are really popular, but they pick them, like, three years too late (laughs). Like, they
picked the most popular song of the year and [it] would have been fine to learn it that year... |

think they maybe need to redo [song choices] every year and pick a new one. Otherwise
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people kind of think ‘Oh, this is so old and cringey’. If you're gonna pick popular music, you

have to make sure it’s still popular, 'cause obviously the cycle of music changes so often][.]

An instance of dialogic curriculum design was observed during a Year 9 music lesson at Chawton

School:

Louisa tells me that next half term they'll be looking at the 2000s and will be able to choose
their own song to learn: ‘[The] student voice [council] told me that Year 9 wanted to choose

their own music’ (field notes, April 2023).

5.3.1.1.2. Mixed attainment

Young people who engage in music tuition outside of school and are at a more advanced level than
their classmates can experience a sense of frustration or complacency during school music lessons.
Some experienced young musicians interviewed spoke about how their school teachers set them
tasks to keep them engaged while their peers tackled more basic musical principles. For example,
NPMC2 said: ‘Our music teacher tries to make it so I'm with people around my ability... so we're

working with people who understand a bit more about it’.

During an observation of a Year 9 lesson at Chawton School, | witnessed Louisa’s attempt to
mitigate potentially negative effects of a mixed attainment classroom by encouraging a student who

is proficient at piano to develop their guitar skills in class:

There's a trio of more advanced students, including one... who is helping others to tune their
guitars. He then starts playing a Mozart piece from memory. The teacher asks: ‘Are you going
to challenge yourself on guitar today?’ He somewhat reluctantly agrees and heads out with

another two students to a separate practice room (field notes, April 2023).

Several pupils from Netherfield Schools expressed frustration at the impact mixed attainment
practical work had on their engagement in music and suggested that a better way to approach school

music lessons would be to have children who are at similar levels grouped together:

NS33: | think it might be better if the people who already have more musical experience

could be doing— could go ahead a bit. So then it's not really, like, holding them back.

NS34: | agree... | think that people who maybe have, like you said, more musical experience
could maybe go ahead... while people who maybe are not getting the chords or

something could have a bit of time to do that still.

NS9: My partner— | wouldn’t say he's ‘complex’, he’s still learning. It’s a bit weird when

there’s a bit where he’s doing one thing I'd have to wait, and then I'll do one thing. So
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yeah, it would be nice if we got partnered up with the same people— like,

‘complex[es]’ for example, and ‘secures’.

It should be noted that this approach is adopted in some schools, as demonstrated by NPMC2’'s
remarks above. NS10 acknowledged that peer learning can be beneficial, but their comments suggest
that pupils may require more support to realise this; peer learning may not occur just because of the

fact of pupils being paired with peers.

| think it would be really good to be partnered up or on a table with people similar to your
level. ‘Cause at the moment it’s just kind of like everyone's just a bit confused... It is good
being able to have someone to challenge you next to you... but | just think it would be a bit

more clearer.

NS11 explained that in their music lessons, ‘everyone works on the exact same piece of music’ and
suggested that another way to improve the experience of learning music in a mixed attainment group
would be to tailor musical material to different ability groups within the class. Their account of
practical music lessons suggests that the prioritisation of everyone ‘having a go’ at the piece at hand

means that students who are less advanced do not have the opportunity to improve:

[For] me and my other friends that don't really do music [...] it's kind of like, when you show
what you've learned, all the really ‘complex’ people [demonstrate for the class], so [teachers]
don’t really have time to show what you could improve on. So it's quite fast-paced, the
lessons. But | feel like, 'cause everyone's at different levels, | think if you had different levels

of playing pieces, that could be better.

5.3.1.1.3. Behaviour issues in school

Many child participants spoke about how pupils’ misbehaviour in class can impact on learning. The
data point to some potential reasons for why music lessons are particularly susceptible to behaviour
issues. Firstly, there is a perception that music is not as important or serious as other academic
subjects. MA1’s views that ‘you need to know your maths a lot more than music’ and ‘music is just,
like, entertainment’ were shared by several others in the sample group. While many found practical
aspects of school music most enjoyable, the following excerpts from the Chawton focus group

demonstrate how the nature of this work can give rise to distraction and misbehaviour:

CS2:  It's quite difficult for people who want to do the work to do it because people just,

like, start knocking on the door, barging in for no reason, stuff like that.

CS3:  People find music... like a free lesson. Like, a lesson to do whatever you want. You

could go... and peek [into] the practice room, and everyone's playing on their phones.
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5.3.1.1.4. Progression

When asked if they intended to take music for GCSE, 50% (n=18) of questionnaire respondents were
undecided, 30.56% (n=11) said ‘Yes’ and 19.44% (n=7) said ‘No’. Reasons provided as to why they

might not continue to study music included:

e preference for other subjects (n=7);

e lack of career options (n=1);

e do not enjoy/not interested in music lessons (n=4);
e lack of music literacy (n=2); and

e limitations of KS4 subject offer within school (n=1);

All schools which were visited as part of this study offered GCSE and A Level music at the time
of data collection. At Steventon School, all pupils take music in Years 7 and 8, and a ‘carousel’
approach is adopted in Year 9. One of the Steventon participants explained: ‘We'll pick six subjects
throughout the year... We had a list of ten that we could book, but in priority order. So, the top six

were the ones you wanted most... And then you have two per term’.

Some pupils articulated the view that the further they progressed with music in school, the
more interesting and enjoyable it would be: ‘l know we’re gonna get into more interesting stuff later
like guitars and that’ (MA3). The prospect of increased autonomy, specifically through composition,

was also mentioned as an appealing feature of KS4 music:

SS3: That’s one of the only reasons I’'m doing music GCSE.
EH: That you get to make your own stuff?
SS3: Yeah, my brother has been doing it for two years now [...] he's told me about it. And

one side of it, one part of the exam is the composition. And | feel like whenever I've
been doing my lessons when we're on GarageBand, we're being told exactly what we
have to do, it really annoys me because there's so much stuff | could use on here. It
would probably help me to learn more if | just had more greater freedom.[...] In Year
9, 8, 7, they've told you what they want you to include, what notes you can use, what
you're doing, what it’s for. But when it gets to hopefully GCSE, I'll be able to work on
composition, entirely up to myself. So, all the music, all the words, everything comes
down to what | want in the end. And, sure, there might be something we need to

work off, but even if there's a motive, like something we need to fit it around, what
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Count

instruments | use, what notes there are, what sort of feel | have, it's all down to my

final decision.

This pupil’s frustration at the restrictions placed on them in their current school music lessons suggest
a lack of differentiation (see Section 1.6.3.3.) in the learning environment. They are at once
understanding of the necessity of certain restrictions or a brief set by a teacher and also craving an
opportunity for creative exploration within such parameters. This, it seems, is their own view of
musical progression, and it is unfortunate that a certain lack of person-centred teaching renders this

an impossible objective for them within KS3.

5.3.1.2. Extracurricular music in school

Each of the Pemberfield schools in which child interviews and focus groups took place offers a range
of extracurricular activities which take place during and after the school day. The schools also put on
musical theatre productions each year, and interviewees who were involved in these shows spoke
highly of their experiences, describing it as an opportunity to ‘meet new friends and boost [their]

confidence’ (SS3).

5.3.1.3. Music outside of school

80.56% of questionnaire respondents (n=29) reported their engagement with musical activities
outside of school music lessons. This high proportion may suggest that this study predominantly
attracted participants who are musically engaged. Figure 16 shows questionnaire respondents’
reported extracurricular music activities which take place outside of school. Private lessons and

autodidactic activities account for the majority of the responses.
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Figure 15: Contexts of respondents’ reported out-of-school musical activities
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5.3.1.4. Differences between music in and outside of school
The below extract from the Steventon focus group demonstrates how out-of-school music learning is

perceived as specialised, while curricular music is more exploratory in nature:

There's more of a range of instruments you can use in music lessons in school. ‘Cause they’ve
got guitars, ukuleles and pianos. But outside of school, having a one-to-one lesson, you really

only do the instrument what you want to learn. (SS2).

At Mix Academy, the young people’s musical tastes appear to be genuinely valued: ‘Tutor C has a
listen and then says “[participant name] always finds the best music. | always steal tunes off him”’
(researcher field notes, January 2023). RMC1’s description of how music is taught in their school is in

contrast to this: ‘they just give [us] a song and we play it’.

The following excerpt from the Steventon focus group discussion demonstrates how mixed
attainment in curricular music lessons can result in more advanced students receiving proportionately

less person-centred tuition:

SS3: In school music lessons, teachers do try and get around the entire class to make sure
that everyone's working to the correct standard, and they're not struggling with
anything. But it's just (pause) I'm not entirely sure where I'm going with this, but,

inside the lesson—

SS4:  You don’t have the equal attention. It's all kind of divided. (...) ‘Cause if you—if you
were working really hard in music, but you wanted a bit of help, the teacher can help
you but then, say they need to go help someone else, and you kinda still need help,
you don't want to seem like a nag. You don't want to keep going after them if you
genuinely want to do well. But if, like SP4 said, if you have an outside lesson, it's just
you and the teacher, you can improve more, it doesn't seem like you’re kind of like

asking them too much.
This is in contrast with the learning experience described by this learner at Mix Academy:

The tutors... are helpful, they come around and they listen to what we’ve been doing during
the lesson and they make decisions on how can | change [what I’'m doing] to make it a bit

better[.]

A comment made by MA2 also suggests that learners have increased opportunity to develop their
own creative practice when DJ-ing: ‘Instead of doing [music] on a keyboard and very basic

instructions, with DJ-ing you can do your own stuff that’s different to other people’ (MA2). CS3’s
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comment during the Chawton focus group sums up the crucial difference between music learning in

school versus out-of-school settings:

When you're outside of school, it's mainly focused on you and how you're going to improve

[but in school] it’s based on everyone else, everyone's weaknesses and (pause) positives.

While the curricular music teacher is tasked with designing learning activities to suit a group of
students of varying interests and abilities, the extracurricular setting therefore seems to lend itself to

a person-centred approach.

5.3.2. Barriers to engagement

Table 12 outlines factors inhibiting musical engagement identified in results of the Pemberfield
guestionnaire study. The questionnaire results indicate a high level of satisfaction among the sample
group with the breadth of youth music education provision in Pemberfield. When asked if there were
any activities which were not currently available to them but which they would like to try, 72.22%
(n=26) said ‘no’, 63.89% (n =23) reported no knowledge of factors impeding their musical
engagement and 66.67% (n=24) felt that they were able to pursue their musical interests as far as
they wished. When asked if there were any activities in which they would like to be engaged but were
not able to be, 27.78% (n =10) responded ‘Yes’. Examples provided of such activities included: a jazz
band at school, singing opportunities, private lessons learning to play instruments (specifically,
electric guitar, saxophone, drums and violin. 22.22% of the questionnaire sample (n=8) indicated that

there were factors prohibiting them from engaging in more musical activity.

Table 12: Factors inhibiting musical engagement reported by Pemberfield questionnaire respondents

Factor Frequency of
response
Financial cost 3

Lack of awareness of relevant or appropriate opportunities
Lack of available time
Lack of confidence in own ability
Lack of motivation
‘Not enough music lessons at school’

PRk NN

5.3.2.1. The financial cost of music education

Given the cost of living crisis which affected the UK during the period of data collection, it is not
surprising that financial cost was identified as a prohibitive factor for some respondents who are keen
to engage in (more) extracurricular music activities. Many of the child interview and focus group

participants expressed a keen awareness of the cost of music education, and the fact that access to
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music education can be unequal depending on a young person’s socioeconomic circumstances.

NPS26’s comments summarise a view shared by many members of the sample:

| think that there's a lot of people who are very enthusiastic and love music but just can't
afford it. And I think | the prices are really expensive... there are really good opportunities to

learn music, but | just think people just can't afford it.

Members of the Netherfield School focus groups seemed particularly conscious of the expenses

attached to music tuition:
The prices have gone up loads. It’s, like, £50 per hour or something like that (NS20).

[Music activities] are a bit pricey for what they are... and then it’s like, | don’t wanna ask for
that type of stuff...let's say you sign up for piano lessons — you don’t know what the piano’s
like until you actually touch the piano. And then sometimes when you touch it, you're just like

‘Oh, | don’t want to do this anymore, this was a waste of my parents’ money’ (NS13).

NS13’s comments point to their awareness of their families’ financial situation and a sense that trying
music (or any other) activities out might bring about feelings of guilt or shame if they do not prove

suitable.

5.3.2.2. Lack of awareness of relevant or appealing opportunities

Over half of the respondents (59%) expressed an awareness of places outside of school where they
could learn and/or play music. Data collected from child participants suggest that group music-
making opportunities are desirable. While many pupils make music with peers as part of school music
lessons, they seem to be more interested in more informal, social musical activities. NS21 perceived
that while there are ensemble opportunities for more advanced players (ones which ‘you have to be
above a certain grade to join’), ‘there's not as much opportunity’ for relatively inexperienced young

musicians.

The below excerpt from a Year 8 focus group at Netherfield High School illustrates how young

people in Pemberfield are not aware of ensemble music opportunities in their local area.

NS26: Outside of school... | think there are opportunities for people to play together, | just

think they’re nowhere near well-advertised enough—

NS25: —for people to actually know that that’s a thing.
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NS26: Even if there were anything, it can’t be very good, or well-advertised, because I've
never heard of it. And | think if you’ve never heard of it, it should be going out to the
younger people, ‘cause (pause) they’re kind of the people that play the music and we

want to have the opportunities to play it in groups and stuff.

5.3.3. CYP’s views on quality music education

All interview and focus group participants were asked to describe how they conceived of quality in
youth music. Key features of a high-quality music programme identified in the data were: autonomy,

music-making, a varied musical diet and teachers who support pupils to push boundaries.

5.3.3.1 Autonomy

Autonomy was found to be an important quality indicator for research participants. When asked how
their ideal music programme would look, interviewees specified that CYP would be able to have a say
in the repertoire with which they engaged, the methods through which they learned, and the

instruments they played:

the students would get to choose what they wanted to play and then the teachers could

teach them what they wanted to play, not what just the teachers wanted them to play (NS3).

| think offer [individual and group lessons] because some people prefer to learning by

themselves, or some people prefer learning in groups (NPMC2).

| think what | would do is give lots of options, like, always have an option. If you wanted to

experiment with a different type of instrument, or a different... genre (NS11).

One of the learners interviewed at Mix Academy reported having a great deal of autonomy around
musical instruments during school music lessons: ‘Basically you can do whatever you want, you can
make your own beats if you want, and you can drum or play guitar if you want to’ (MA1). This was not
the practice observed at Chawton or Steventon. Pupils at these schools work primarily on keyboards
at KS3, sometimes also playing guitars and ukuleles. One Steventon pupil commented that those who
play other instruments can do so at ‘certain times in a performance piece’ (SS4). Greater autonomy is
therefore potentially offered to those who learn music outside of school, which could perpetuate

inequities around musical experience.

5.3.3.2. Music-making
When asked what they would include in a music learning initiative for their peers, most participants in

the questionnaire, interview and focus group studies reported enjoying practical aspects of music
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lessons the most. It is not surprising, therefore, that most children spoke about practical activities

rather than the study of music theory or history:

SS5:  I'd like there to be quite a lot of practical work.

SS4. [I would like music lessons to be] heavily practical-based... You don't expect to be

writing down a bunch of theory.

SS5: | wouldn't do a lot of sheet work. | would [do] more practical work.

One of the Chawton focus group participants said they would be interested in running a large-scale,

participatory event:

I’d do a massive parade with like, maybe a concert type thing. And then... you can volunteer
to go on the stage and perform in front of a big crowd. Like, one of the person in the crowd

can just hop onto the stage and do whatever (CS3).

Some interviewees spoke about the importance of integrating learners’ musical tastes and
interests in education settings (see Chapter 8 for further discussion of this point). One participant
from Mix Academy suggested that this should be the starting point for engaging young people in a

musical activity:

First you wanna know what music they like... you have to ask them. And then ... say if they

say ‘rap’, then [you could ask] “‘What’s your favourite song?’ (MA4).

The nature of learners’ engagement with instruments — specifically, having access to a range
of instruments and having a say over what instrument one plays — was also identified by youth
participants as a quality indicator. RMCL1 said: ‘I think that [people my age] would like creating a band
and then (pause) playing lots of different instruments on songs that we really like’. Several pupils in
the dataset - particularly in Years 7 and 8 - expressed a sense of frustration at not being able to learn
and use a variety of instruments in class. As was the case in all of the schools visited during the data
collection period, keyboard was the default instrument used at Chawton and Steventon Schools. One
Chawton Year 7 pupil bemoaned the fact that they had been limited thus far to using keyboards: ‘We
should have learned, like, tonnes of different instruments, to then use them all in a song’ (CS2).
Although it was acknowledged that there was increased opportunity to engage with different
instruments in school than in (more specialised) out-of-school contexts, pupils at Steventon told me

that their teacher generally chooses what instruments pupils play in class.
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There are, of course, practical considerations for a music leader to take into account before
they could begin to enact many of the desires outlined above — not least the availability of funds and
resources. Still, school music leaders and leaders of programmes in receipt of state funding for their
music projects may engage in dialogic, youth-centred practices to maximise CYP autonomy without
neglecting the responsibility of education programmes to broaden horizons and challenge habitual
practices. The question of balancing young people’s wishes with what is reasonably feasible is part of

a CYV approach.

5.3.3.2.1. Ensemble music opportunities at KS3

Several participants articulated the desire to have more opportunities for group music-making at
school. NS37 made the salient point that, for those who learn music individually at home, increased
opportunity to work with others (especially in a multi-instrument setting) is beneficial. NS31 made

another important point about the extent to which KS3 prepares pupils for KS4 music:

| know that they do bands and stuff for GCSE and A Level as part of, like, the performance
aspect, but | think it would be good if that became a thing starting in Year 8 or Year 9...if we
started doing that earlier on, and we were going to go forward and do GCSE Music, it would
really help if we had more opportunities. Because at the moment, if we want to be in a band
and do it in the concerts and auditions and stuff, we have to either practise outside of school

or do it during break and lunch or after school in the practice rooms.

These comments speak to an important issue around the presence of a hidden curriculum in music,
and a perceived onus on pupils to undertake a considerable amount of work outside of the school
music classroom in order to prepare for GCSE examinations. This supports the findings of Philpott

(2001) and Wright (2002).

5.3.3.3. Avaried musical diet

The data collected reflects the fact that much of the KS3 music curriculum at Netherfield is centred
around popular music from the 20" and 21°t centuries. There were some differing opinions among
research participants from Netherfield about what constitutes ‘popular’ music (i.e. contemporary or
older). For example, NS40 said: ‘in music, we did reggae, and some people didn’t know what reggae
is, because it's just not really our type of generation. No one really listens to reggae in our generation.
So [school music lessons should involve] more, like, pop music, because that's really popular’.
Meanwhile, some pupils in the focus groups indicated that they would prefer to learn about a greater

variety of genres:

It would be nice to do more genres. ‘Cause it’s more just, like, pop stuff (NS41).
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| think maybe in lessons we only play pop songs, but if you could do more of a range of

different genres and stuff (NS50).

| think school should try to expand the type of music that they show to kids... Because school

can also influence the music that we listen to (NS4).

NS4’s comment points to the important role school can have in a young person’s musical tastes and
experiences in their lives. The idea that school music curricula should introduce pupils to as rich an
array of musical styles as possible is reflected in the NPME (DfE & DCMS, 2022) and the MMC (DfE,
2021).

Keyboard was reported as the primary instrument for practical work in school across all case
study sites in this research. Keyboards are widely used in KS3 music classrooms, due to their relative
accessibility and the fact that they can be used with earphones. Ukulele was also reported as a
commonly used classroom instrument. Several child participants (e.g. CP2, NS41, NS49) said that they

wished to have the opportunity to play a greater range of instruments in school.

5.3.3.4. Teachers supporting pupils to pushing boundaries

One of the pupils in the Chawton focus group observed that

good music teachers... push you to do the best of your ability. There are some teachers who
just help you, but in such a way that you rely on them. Whereas a good music teacher would
push you, make you do it independently, so that you can improve it yourself rather than

relying on the teacher (CP1).

Year 9 pupils at Steventon described a recent drumming workshop in which they took part at school,

led by a visiting music tutor:

SS3: It was quite odd at first, because [the tutor] kind of sat down he was like ‘pick up a

drum’ and he just went straight into it, there wasn’t really an introduction.
SS4:  He was sort of explaining as he went.

SS3:  Yeah, he just kind of did that as he went along. At first it was kind of like ‘this is a bit

odd’, but then | kind of enjoyed it... it was quite free.

This example demonstrates how rich music learning can take place through the facilitation of
experiences which are new to CYP, and which they therefore may not have thought to request. The
Year 7 lesson which | observed at this school was also based on drumming but adopted a more
traditional pedagogical approach, with the teacher beginning the session with drum notation and

examples of rhythms and patterns for students to practise vocally and with body percussion before
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attempting them on drums. Having an experience within school but with a different teacher, using a

different pedagogical style, offered these pupils a holistic music learning experience.

5.4. Adult participant study
5.4.1. Sample

The sample represented here is comprised of 9 individuals: Catherine, Head of Pemberfield Music
Service (the region’s HLO at the time of data collection), Brandon, Director of Mix Academy, Fred, a
tutor at NPMC, Frank, a tutor at RMC, Louisa, Head of Music at Chawton School, Robert, a tutor at
SAMA, Denny and Henry, tutors at YMEI1 and George, Head of Music at Longbourn Academy.
Informed consent was obtained for all interview participants. Interviews with Brandon, Fred and
Louisa were conducted in person in Pemberfield. Catherine and Robert’s interviews took place via
Zoom and Frank gave answers to questions in email format. Interviews were carried out according to

the procedure detailed in Section 3.6.3.

5.4.2. Adult participant study findings

The three key themes identified in data collected via interviews with adult participants are:

e key challenges around school music;
® Dbarriers to engagement; and

e high-quality music education provision.

5.4.2.1. Key challenges around school music

5.4.2.1.1. Mixed attainment

Due to the fact that students come to KS3 with varying degrees of prior musical education and
knowledge (depending on their primary school music education and/or out-of-school music
engagement), it is quite common secondary school music teachers adopt a ‘back-to-basics’ approach
in Year 7 (Symonds et al., 2011, p. 9). The Head of Music at Steventon School commented that she
and her colleagues had seen the evidence of many pupils coming to secondary school having had
‘very little’ music education in primary school and that of the 300-strong Year 7 group in 2022/23
there were 20 pupils she described as ‘instrumentalists’ (researcher field notes, April 2023). Catherine
pointed out that most young people who are ‘serious’ about music by the time they enter secondary
school, ‘are moving on to private lessons’. So, the KS3 music classroom is often one in which the

impact of a hidden curriculum is particularly significant.
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At Longbourn Academy, KS3 pupils are assigned to ‘pods’ for music lessons. Pods are formed
according to ability (i.e. which ‘learning pathway’ they are on) rather than age or form (researcher
field notes, November 2022). This can mean that classes are comprised of children from Years 7, 8
and 9. As an academy, Longbourn is not obliged to follow the NC but is subject to Ofsted inspections
and required to deliver a ‘broad and balanced’ curriculum (DfE, 2014). During his interview, George

talked me through his flexible approach to assessment criteria and learning objectives:

if [a pupil is] not in a position to be able to do exactly what you want them to do, can we
engage them in something? Can we keep them in the room? [Our assessment criteria] is very
open ended...if you look at Level 1: ‘l can respond physically to a beat or pulse’, so we're
playing along with a drumbeat there. ‘Il can respond physically using an instrument’; ‘I have a
basic understanding of pitch, basic understanding of dynamics’ [...] ‘Basic understanding of
rhythm’, we’ve been doing with groups of four. Pitch, notes, rhythm, fluency...When [pupil
name] goes off and he works on his own, is he still able to demonstrate that he’s got a basic
understanding of rhythm? Yeah he is, because he’s actually been in here and he’s listening to
those drumbeats a few times and if | look at the video that [the teaching assistant who was
with the pupil] has taken, I'll probably see that, actually. Just hearing him on the ukulele, you
can hear he’s quite rhythmic with it — not perfect, but it was the first time he’d played it, and

he can play with a certain level of fluency.

This level of flexibility is required in SEMH settings such as this one, in order to ensure that pupils
receive the support they need. The success of this approach reinforces the importance of context-

driven conceptualisations and measurements of quality in music education settings.

5.4.2.1.2. Extracurricular activities under threat

Louisa reported a high demand for peripatetic lessons at Chawton, with 80 students undertaking
lessons and a waiting list for available spots. Certain extracurricular activities tend to attract more
advanced students: the ‘top 20% of musicians’ (Louisa). Louisa suggested that this contributes to a
sense of musical elitism and she hopes to combat this through the introduction of new extracurricular

activities ‘to try and target all the demographics in the school’.

As discussed in the Introduction, music education is in a vulnerable position in many state-
funded schools in England due to political and economic developments of the past 15 years. Before
establishing Mix Academy, Brandon had been teaching DJ skills on a freelance basis. When austerity
measures introduced by the Conservative-Liberal Democrat government in 2011 saw major cuts to
the arts in school and community settings, Brandon realised his work would no longer be viable. He

decided to set up an organisation in order to apply for grant funding and provide affordable music
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opportunities for young people. The majority of Mix Academy’s work in its early years was mainly in
youth centres and extracurricular youth programmes and they then developed offers for schools,

which they expected to be very successful but it transpired that they

couldn’t give [DJ-ing tuition in schools] away. What we hadn’t expected was even though we
were funded and had grants and could do the work ‘cause we’d be able to pay our costs,

other places, especially schools, were so tight on the curriculum that they wouldn't get us in.

Brandon cited the EBacc (an accountability measure introduced in 2011 which prioritises maths,
sciences and languages) as a contributing factor to the undermining of music provision in schools
during the 2010s. He also spoke about the extent to which school senior leadership teams value and
support music impacts on the level and nature of pupils’ engagement. Through his work with schools,
Brandon has noticed that music teachers are often enthusiastic about working with providers to
facilitate more music opportunities for pupils, but ‘it gets up to a kind of management level, it seems

to be, and they go “no we haven’t got time for that. No we can’t fit that in. That’s not worthy.””.

5.4.2.1.3. Resources

A challenge particular to Chawton School was a shortage of music staff. For a number of months prior
to data collection, there was only one full-time music teacher in this school of 1440 pupils, with
supply teachers filling in gaps in provision. The behaviour management issues associated with this

setup had implications across classes:

CS2: It's quite hard when we're in here learning... and all you hear is shouting,
screaming. And that's the thing, they think because there's a supply teacher, they can
do whatever they want, because they won't tell the teacher... it's hard for other

students to learn in the class and it's hard for the people next door to learn.

The findings of this research suggest that access to sufficiently high-quality instruments was also an
issue at Chawton. One Year 9 student commented that most of the guitars in the music room were
broken. The lack of resources seemed to be a source of stress for Louisa: ‘You can’t just walk in and
know that you’re going to be fully resourced all the time, ‘cause you think “well, I've lent that here,

v

and I've got that™’.

For pupils at Steventon, the software Garageband is a well-established part of curricular
music. Meanwhile at Chawton, suitable IT equipment for music was only installed in 2022. ‘Prior to
that’, Louisa said, ‘[they] had four really old freestanding things that couldn’t be updated’ . While the
new software is an improvement, the school’s music budget only allowed for the purchase of 12

devices.
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5.4.2.2. Barriers to engagement
The main barriers to accessing music education reported by research participants were: the financial
cost of music education, a misalignment between local provision and local CYP’s needs and a lack of

awareness of existing opportunities.

In Brandon’s view, CYP in Pemberfield have access to a greater range of music opportunities
than their counterparts in other parts of England, but provision can still be inconsistent depending on

where one goes to school:

A lot of music hubs are still very much ‘no, no, no’, if it’s not orchestral, or folk [which] is the
newest thing. They might have a jazz orchestra. And rock and pop exist but not in a forward-
thinking way, | wouldn’t say...We are very lucky with Pemberfield. But it still faces huge

problems. Different schools, different attitudes.

Brandon explained that having good quality, functioning equipment is essential to the work of Mix
Academy. The fact that DJ-ing sessions at the Academy involve much smaller groups than a KS3 music
lesson means that participants benefit from increased hands-on time. In the NPME, the Government
acknowledges that the availability of instruments ‘is an area where additional support is needed’ (DFE

& DCMS, 2022, p. 19).

The NPME states that, regardless of what educational or career pathway a young person
chooses, they should have ‘sustained access to role models and mentors [and to] varied experiences,
opportunities and genres’ (DFE & DCMS, 2022, p. 61) — hence the Plan advises against ‘carousel’

approaches to music education at secondary level (p. 34).

Although Pemberfield, as an urban area, has better transport links that rural locations,

Catherine suggested that its size warrants an increased level of local provision:

Pemberfield is a really awkward city because it's not big enough to... have an area ensemble
and like some of the larger ‘-shires’: Lancashire, Cumbria... but Pemberfield is too far, really,

for everybody to get to a central place.

Many of the hub’s main programmes are run in a West Pemberfield suburb, and this can be a
prohibitive distance to travel for some families. Catherine commented that it is a long way for her to
travel from her home in South Pemberfield. ‘If it’s a hike for me, and I'm committed, parents that
aren’t committed are never gonna get their kids there’. Catherine’s vision aligns with that of the

NPME:
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My dream... is that if you play an instrument, if you sing, or if you want to make music, you
should be able to walk to it. You shouldn't have to get on a bus or get in a car and drive,

because that's a huge barrier for many of our children.

To that end, at the time of data collection, Catherine’s team was discussing dramatically increasing
the number of music centres in Pemberfield: ‘rather than having just seven music centres across the
city, actually we probably need 37, or even 57, because we need provision in each community, for
each child’. This interview took place just as Pemberfield’s HLO and all others across England were
waiting to hear the results of the new hub investment programme. No additional music centres have

opened in the area since this interview took place.

5.4.2.3. Quality music education provision

‘Provision’ is conceived of here as the range of opportunities available for 11-14-year-olds as funded
by the Government, either in state-funded schools or through music hub programmes (or, indeed,
through partnership between schools and other hub organisations). All children who took part in
interviews and focus groups were asked to describe how they would design a music programme to
engage children in their communities. Their responses have been interpreted in this study as
indicative of the young people’s perceptions of quality music provision. Analysis of the data identified

three aspects of quality provision: music-making, person-centred pedagogy and access to resources.

5.4.2.3.1. Person-centred pedagogy

Frank’s description of his practice when teaching young people at RMC illustrates his person-centred

approach. It is:

patient, friendly, supportive, encouraging, deceptively casual with an underpinning of
discipline! ... [I] observe [learners] all the time, what are they good at, what more might they
be capable of, how far will their current technique let them go, ask them what music they
like. Get to know them a little, chat about music. Gently push them further with their playing

in a way that falls in line with the styles or genres they're interested in.

Frank’s comment about getting to know learners resonates with Catherine’s assertion: ‘you can't
teach kids unless you know them, and we've really got to be able to understand children and their

needs to be able to really provide that quality opportunity that they deserve’.

During the research visit to RMC, | observed the informal, friendly learning environment
created by Frank. He worked individually with each band member to help them to develop

techniques and also gave the guitarist and bassist opportunities to improvise and develop their own
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practice. His rapport with the learners was evident as they chatted about music. Positive student-
teacher relationships were also observed at Mix Academy. In this informal environment, teachers are
known by their first names and gently encourage learners to get the most out of their experiences
rather than enforcing rules: ‘[One] of the boys | interviewed has been on his phone for a while. The
tutor goes over to see what’s going on. He says “this is really cool but you could do this any time. You

Y

should use our equipment while you’re here. Use the opportunity” (researcher field notes, 2023).

The type of rapport observed in out-of-school settings is likely thanks to the informal
environments. The maximum number of learners in a Mix Academy session at once is six to eight.
Frank’s 40-minute band session at RMC involved four learners, all of whom had signed up to take part
and appeared serious about developing their individual and ensemble skills. Facilitating this kind of
child-centred learning is, of course, much more challenging in a school context, where music teachers
may have five or six times as many students to engage, many of whom may be prone to complacency
or lack of interest in the activity because of the setting in which it takes place. The following excerpt
from the Steventon focus group discussion demonstrates how mixed attainment in curricular music

lessons can result in more advanced students receiving proportionately less person-centred tuition:

SS3: In school music lessons, teachers do try and get around the entire class to make sure
that everyone's working to the correct standard and they're not struggling with

anything. But... inside the lesson—

SS4:  You don’t have the equal attention. It's all kind of divided... if you were working really
hard in music but you wanted a bit of help, the teacher can help you. But then, say
they need to go help someone else and you kinda still need help, you don't want to
seem like a nag. You don't want to keep going after them if you genuinely want to do
well. But if, like SP4 said, if you have an outside lesson, it's just you and the teacher,

you can improve more, it doesn't seem like you’re kind of asking them too much.
This is in contrast with the learning experience described by this learner at Mix Academy:

The tutors... are helpful, they come around and they listen to what we’ve been doing during
the lesson and they make decisions on how can | change it [sic]. So, if I'm doing one thing, |

can change it to another thing to make it a bit better than what | was doing before. (MA5).

A comment made by MA2 also suggests that learners have increased opportunity to develop their
own creative practice when DJ-ing: ‘Instead of doing [music] on a keyboard and very basic

instructions, with DJ-ing you can do your own stuff that’s different to other people’ (MA2). CS3’s
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comment during the Chawton focus group sums up the crucial difference between music learning in

school versus out-of-school settings:

When you're outside of school, it's mainly focused on you and how you're going to improve

[but in school] it’s based on everyone else, everyone's weaknesses and (pause) positives.

While the curricular music teacher is tasked with designing learning activities to suit a group of
students of varying interests and abilities, the extracurricular setting therefore seems to lend itself to

a person-centred approach.

Adult interviewees emphasised the importance of a person-centred approach when teaching
CYP. They spoke from personal experience about the need for effective teachers to be flexible and
dynamic — ‘understanding how to show someone the same thing in several different ways’ (Henry) —
and to build strong relationships with learners — ‘you can't teach kids unless you know them
(Catherine). The key underlying element of a person-centred approach as identified by interviewees is

an awareness of CYP’s needs:

It’s noticing what are strengths, weaknesses, needs, inspirations, all that are happening in
those moments and being able to assimilate them and then being able to identify— it could
be identifying specific knowledge, or repertoire that works for that person, with those needs,

at that time (Robert).

Person-centred teaching is a worthy goal, but it can be challenging to enact for reasons related to
curriculum pressures and classroom management (particularly in a school setting), or the
understandable desire to broaden learners’ horizons and push boundaries related to cultural
narratives or self-concept. For Henry, high-quality teaching involves ‘making sure you’re doing what,
to a degree [emphasis added], the students want to do. So you’re student-led’. This comment
exemplifies a CYV approach, enacting dialogic, critical pedagogy and scaffolding (Bruner, 1978), to

balance learner independence and educationally appropriate outcomes.

5.4.2.3.2. Consistency

In the out-of-school context, Brandon spoke about ‘reliability’ as a key quality indicator in youth

music provision:

As in, we are here, regardless if only one kid’s turning up, or no kids turn up... we know some
kids will come once and then something will go wrong in their life, they might not be able to
come back for six months, it might be a year. Other kids will come once, love it, buy their own

kit, do it at home for a year and then come back for advanced teaching.
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5.5. Case study conclusion

The findings of this case study highlight both strengths and challenges in realising the Government’s
music education strategy in an urban setting. Pemberfield offers a comparatively wide and diverse
range of opportunities: the schools which participated in this study run varied extracurricular groups,
hub partners such as Mix Academy and SAMA extend provision beyond the Western classical
tradition and CYP research participants reported relatively high levels of satisfaction with the
breadth of music provision available to them. However, access to music education opportunities
remains uneven. Financial cost was frequently cited as a significant barrier. Lack of awareness about
music opportunities, possibly due to cultural background, also posed a barrier to equitable provision.
Even though this urban area generally benefits from better infrastructure and a wider range of
opportunities than the other two case studies presented in this thesis, these barriers can be
understood as reflecting the uneven distribution of resources within the local music education
system, which shape CYP’s experiences of music education and impact the extent to which the

national strategy is realised.

Findings of the CYP studies point to tensions around autonomy, relevance, and quality in music
education. Many participants valued practical work and ensemble opportunities, but expressed
frustration with curriculum they saw as fixed, and/or misaligned with their musical interests. From a
structurationist perspective, CYP’s agency is exercised within structural rules around curriculum and

pedagogy, which both enable participation and constrain meaningful choice.

In contrast, hub partners such as Mix Academy provided learning contexts where youth taste
and creativity were central, highlighting how conceptualisations of quality diverge between
stakeholders. For music leaders, quality was linked to broadening musical horizons and managing
mixed attainment classes, while for CYP, it was bound up with relevance and autonomy. These
differing emphases underscore the ongoing challenge of aligning Government strategy with lived

experience.

These findings suggest that the Government’s strategic goals for music education were being
partially realised in Pemberfield during the research period. While access was broader than in the
rural or coastal cases, it was still contingent on socioeconomic resources, school context and young
people’s awareness of opportunities. A lack of clarity around definitions of quality was evident, with
youth voice often underrepresented in decision-making. As in the Meryton case, these findings point
to a recursive relationship between structure and participation, whereby structural conditions (such

as cost, institutional provision, and awareness of opportunities) shape patterns of engagement, which
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in turn contribute to the ongoing reproduction of inequalities in access. The Pemberfield case offers a
critical perspective on the realisation of national strategy in urban conurbations, pointing to the need
for approaches that go beyond the existence of provision to address equity, sustainability and the

embedding of youth-centred, context-driven CYV at the heart of music education.
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6. Highbury: A market town case study

6.1. Case study sites

6.1.1. Highbury School

Highbury School is a mixed, sponsor-led academy. Due to its rural location, the school has a broad
catchment area: approximately 80 square miles. There are approximately 1380 pupils enrolled in
Highbury School, of which approximately 20% are eligible for free school meals. Highbury’s KS3 Music
curriculum, led by Head of Music, Edward, is three years long and is sequential in nature, beginning
with fundamentals of music in Year 7 and gradually developing pupils” musical skills and knowledge of
music and cultural history . Children learn about Western Classical music but also engage with
popular musics such as Reggae. At the time of data collection, Highbury’s extracurricular music offer
included peripatetic tuition on woodwind, strings, brass, percussion, guitar and voice - delivered by
peripatetic teachers employed by the HLO - as well as productions, concerts and an annual (often
international) music tour. For Edward, these extracurricular activities ‘fuel the wider educational

value of music within the curriculum’.

6.1.2. Northanger Music Centre

At the time of data collection, the local hub’s out-of-school music education provision was
predominantly delivered at Northanger Music Centre, though the intermediate strings group
rehearsed at a nearby primary school hall. The music centre operates out of two locations: one is a
performance venue and the other is the hall of a local school, a five-to-ten-minute drive away. At the

time of data collection, this music centre was the sole one serving the Highbury and Rural ward.

6.2. Political context

There was a sense of insecurity around out-of-school music provision in this community during my
visit to Northanger in April 2024. The Centre Manager told me that some of the ensembles had been
disbanded having lost members and income since the Covid-19 pandemic. There was also palpable
anxiety about what changes would come about as a result of the hub investment programme — at this
time, the new hub geographies and HLOs had not yet been announced. At the end of the string
ensemble rehearsal | observed, one of the tutors told the young learners that the county youth
orchestra (traditionally the next progression point for string ensemble players) might cease to be,

warning that ‘there are going to be big changes’ (researcher field notes, April 2024).
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6.3. Highbury Child Study

6.3.1. Questionnaire sample

After data cleaning, the sample consisted of 26 KS3 pupils, all from Highbury School. Table 13 below
summarises demographic information on Highbury questionnaire respondents. Percentages shown

are proportions of the Highbury questionnaire sample.

Table 13: Demographic information on Highbury questionnaire respondents

Year group Ethnic backgrounds Genders Res'ponden'ts .
distribution represented represented reporthgS'f\:CElpt o
Year 7: 46.15%; n = 12 | English/Welsh/Scottish/Northern Female: 61.54%; n =16 11.54%; n=3
Year 8:23.08%; n =6 | Irish/British: 92.31%; n=24 Male: 34.62%; n=9

Year 9: 30.77%; n =8 | Other White background: 3.85%; n=1 | Non-binary:3.85% n=1
White and Black African: 3.85%;, n =1

6.3.2. Child Interview sample

Two KS3 pupils at Highbury School (HS1 & HS2) were interviewed as part of this study. At the time of
data collection, HS1 was in Year 7 (aged 11), and HS2 was in Year 9 (aged 13). Neither were in receipt
of free school meals. Both interviewees identify as female and White British. | had hoped to conduct
interviews and/or focus groups with children engaged in music centre activities, but none signed up

to take part.

6.3.3. Child participant questionnaire and interview study findings

The three major themes identified through thematic analysis of the interview transcripts and

guestionnaire data are:

e experiences of music in school;
e perceptions of out-of-school music education provision; and

e opportunities for progression.

6.3.3.1. Experiences of music in school

The majority of Highbury questionnaire respondents (76.92%; n=20) said that they enjoyed school
music lessons. 42.31% (n=11) indicated that school music lessons were relevant to their interests.
Interestingly, this question had the highest ‘neither agree or disagree’ response in the Likert-style

section of the questionnaire: 38.46% (n=10). This could be interpreted to suggest that respondents
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had not formed particular views on the relationship between music in and out of school, or they

perceived the two contexts of musical engagement as inherently distinct.

CYP participants expressed their desire for autonomy in their musical activity in school. When
asked how they would design a youth music programme, HS1 said that she would adopt a person-
centred approach to practical music-making: ‘l would ask people what music they’re into and see how
we could try and do it with the different instruments’. When asked whether she often had the
opportunity to play or make the kind of music she enjoys, HS1 said that sometimes at the end of a
music lesson, she and her classmates could ‘have a go on the keyboards and do what we want’. This
response suggests that music of pupils’ own choosing occupies an unofficial or somewhat incidental
space in the music classroom, rather than something that is incorporated into classroom music

learning.

HS1 described the enjoyable experience of a game-based practical activity in a recent music

lesson:

HS1: |liked it when we got the African drums out... and we did a game where the teacher
would do a beat and we had to do a different beat to go on the end of it, and we had

to try get it right.

EH: And what was so enjoyable about that for you?
HP1: Ithink it was just the fact that everyone was doing it and we were all together in a
group.

While it should be noted that this participant is a drummer and therefore likely has an affinity for this
kind of musical activity, the last comment above demonstrates how the social aspect of music making
is what makes it special for this individual - perhaps more so than the instruments or material being

played.

The social elements of school-based music education can, however, be challenging for pupils.
HS1 said that when classmates ‘don't really do the work [,] it gets a bit annoying’. Pupils who are
partnered up with peers who are not willing to engage in a practical task can be left feeling
embarrassed when it comes to performing in front of the class: ‘most of the times then we have to
perform it in front of the class and then it's kind of awkward just stood there with nothing’. HS2
alluded to behaviour issues in the music classroom which can cause tension: ‘At first, some students
are just messing around on their instruments, ‘cause they’ve never played it before. And then the
teacher gets a bit angry sometimes’, but this is usually resolved once the pupils have ‘gotten used to

what [they’re] doing’.
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6.3.3.2. Out-of-school music provision

30.77% of child questionnaire respondents (n= 8) reported an awareness of places outside of school
where they could engage in music activities while 42.31% reported a lack of this awareness. Still, the
majority of respondents (69.23%; n=18) felt that they could pursue their musical interests as far as
they wanted to. 65.38% (n=17) said they were not aware of any factors prohibiting them from
engaging in music activities, 57.69% (n=15) said that there were no additional opportunities they
wished were available to them. It is worth noting that of the 3 respondents who stated that there

were factors impeding their access to music, all cited the financial cost of lessons as the main barrier.

6.3.3.3. Progression

Half of the questionnaire sample group (n=13) perceived music mainly as a hobby. 15.38% (n=4) felt
that they would like to pursue a career in music. When asked if they intended to continue studying
music past KS3, 15% of the questionnaire sample (n=4) answered ‘yes’. The majority were undecided
(65.38%; n=17): a statistic which could be attributed to the fact that most of the sample were in Year
7 and were therefore unlikely to be particularly concerned about GCSE options at that time. 19% said
that they would not take music for GCSE. Reasons given as to why pupils might not choose music as a

KS4 subject included:

e lack of interest in the subject (n=3);

e school music is ‘boring’ (n=2);

® music does not align with career plan (n=2);

e limited GCSE options mean that other subjects take precedence (n=2); and

e perceived lack of musical ability (n=1)

HS1 was one of the undecided students. Her older sister’s experience of GCSE music seemed to give

her pause: ‘she finds it really hard. So | might not, but | might’.

6.4. Adult interview study

6.4.1. Sample

This case study’s dataset includes transcripts of interviews with the Head of the HLO for this region at
the time (Elinor), the Head of Music at Highbury school (Edward). Both identify as White British. Due
to staffing changes and administrative pressures on the HLO at the time of data collection, | was also

unable to conduct interviews with music centre teaching staff.
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6.4.2. Adult interview study findings

The two main themes identified through analysis of adult interview data are:

e factors affecting provision; and

e quality.

6.4.2.1. Factors affecting provision

6.4.2.1.1. Poor travel infrastructure

Elinor and Edward listed transport issues as a barrier to equitable music access in this area. Elinor said
that across the hub region, ‘there are lots of villages that have two buses a week. So it's not [possible

”r

for many children to] just “pop out and get on the bus”’ to get to after-school or weekend music
activities. Even if an opportunity arises for a child to take part in a music initiative in the next village
to theirs, if they do not have access to a car they may not be able to avail of this opportunity due to
poor transport links (Edward). This is linked to the issue of rural poverty which Elinor contends is not
widely recognised: ‘People always assume that if you live in the country, that you're in a nice big

house... and probably have a couple of cars and Mummy and Daddy will drive you everywhere. That's

not always the case. In fact, [for] the majority...it is not the case’.

Elinor expressed scepticism about the changes which were afoot in the music education
landscape during the research period and a degree of pessimism about the outcomes for hubs which
encompass rural areas on the basis of increased need for travel to avail of music education

opportunities:

When you're working in such large geographical areas, a child who's learning up in [a rural
town] isn’t going to pop down to [the nearest city] to take part every single week in an
orchestra. Equally, someone at the bottom end of [a town 35 miles southeast of Northanger]
isn't going to come up to Northanger, so this idea that it's going to actually on a day by day
basis provide a better provision for the children within my county, | can't see that changing,

and | can't see that improving.

6.4.2.1.2. Financial pressures

Edward and Elinor discussed financial challenges around music education provision in different
contexts. In his role, Edward was acutely aware that some families may not be able to afford music
lessons. From a schools perspective, Elinor explained that the county has ‘several small schools which
don't, by [their] very nature, attract the funding [...] that somewhere in a larger conurbation does. So

they don't have the ability to pay, basically, for us to come in in the same way’.
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Due to the rural nature of the county, one of the particular challenges facing this hub is the
cost of travel for peripatetic teachers, in terms of mileage - which in 2022 was almost £70,000 (Elinor)
- and staff hours spent travelling from one location to the next. Emma described these costs as

‘astronomical’, and they do not decrease, yet ‘the funding doesn’t increase to accommodate that'.

6.4.2.1.3. Partnership working

Edward described his relationship with the HLO in positive terms: ‘the music service doesn’t just
provide the exam work, the instrumental work, it’s a vital partnership’; ‘we work very closely, their
support is very valued’. During the string ensemble rehearsal at Northanger Music Centre that |
observed, one of the tutors impressed on the young learners that they were part of a music
education network, pointing to the importance of partnership in terms of individuals’ music learning
experiences. ‘The tutor said: “If you’re struggling with notes, bring them to your teachers. Insist that
they help you with it. It's part of our job to help you with your ensemble music. We're all part of a

”r

team”’ (researcher field notes, April 2024).

At the time of data collection, the HLO had four Area Relationship Managers who each
partnered with a region within the county and worked closely with schools there to support music
education. Elinor explained that this model was about to change as part of the restructure triggered
by the hub investment programme: ‘as of September [2024]... there will be three Area Relationship
Managers, but rather than work in geographical areas, we're going into sort of areas of specialism, so
one of them will be a secondary specialist, one of them is a primary specialist and one of them, for
instance, is taking over the early years stuff’. The effect of this shift from a location-based to
specialism-based support for provision may prove an interesting area for future research on the

realisation of the Government’s music education strategy.

6.4.2.2. Quality

6.4.2.2.1. In the school context

In his interview, Edward shared his views on the role of the school teacher in facilitating high-quality
music education. One aspect of this role is, he perceives, to broaden young people’s musical horizons:
‘music is so accessible in a variety of ways, and it's getting a fine balance of providing that interest, so
that kids go “Oh, | didn’t realise it was like this”, or “I can play that now, | didn’t realise this”. Giving
kids that cultural capital of a wider understanding of it’. These comments speak to the unusual nature
of music as a school subject (discussed in Chapter 2). Edward also spoke about how the creation of a
supportive, person-centred culture within the music classroom is an essential component of high-
quality music education: ‘it’s actually working with the confidence of a student to get them to feel

that they are part of it, getting the culture so they can join in’. Edward described himself as a ‘big
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believer [in] getting kids singing, getting people playing keyboard, that sort of stuff’ (emphasis
added). He believes that getting children involved in group music-making helps them to ‘be able to
vocalise their ideas, to be able to take part and have a go and go off and rehearse; music skills and all
that’. The extent to which these quality ideals are realised in practice is somewhat difficult to
ascertain given the nature and scope of the dataset available for analysis here, but the question of
allowing for children to ‘vocalise their ideas’ is an important one which will be explored furtherin a

later chapter.

In Edward’s view, high-quality school music education makes it possible for all children to
progress to post-KS3 music study; ‘making sure we've closed the gap between KS3 and KS4 and 5, so
that there is a very fine line of challenge within KS3 so it's manageable for kids to go on to KS4, but
you’ve also balanced that with involvement for [mixed] ability in groups’. Edward described mixed
attainment classes as ‘one of the biggest challenges [for] a music teacher, particularly [a] curriculum
[music teacher]’. He acknowledged that this requires additional effort from some pupils and for this
reason, he ‘invested in some online resources... so there’s a few things kids can access at home, at

GCSE Level, if they don't get what I’'m teaching in class’.

6.4.2.2.2. Different perceptions of quality among stakeholders

Elinor provided some rich insights into how quality is perceived differently by different stakeholders
in the music education system — particularly where public funds are concerned. She described quality
as an ‘intangible strand’ in NPME2. She identified a lack of clarity around quality in the rhetoric of ACE
and policymakers, suggesting that the data they request from HLOs indicates their prioritisation of

guantity than quality:

[they are] not necessarily going for quality, [they’re] for (pause) broad brush experiences,
rather than actually defining what a quality provision is and what that might mean and lead
to for our children and young people that we're teaching and working with... in terms of the...
data that goes out, it's not so much about ‘What have you achieved?’ as ‘How many children

have you achieved it with?’

Elinor also spoke about potential barriers to capturing authentic youth voice — something which this
thesis posits is essential in the design and delivery of high-quality music education. Speaking for the
HLO, she said that youth voice something which they ‘haven't traditionally done terribly well. | mean,
we have the student council that runs within our ensembles, so we have student reps in that sense,
but along the broader sense, | think it's somewhere that we need to expand’. One of the issues they
face in his area is that of representation ‘we're in danger, always, of catching those children that

already learn, rather than those children who we’re missing, and therefore why are we missing’.
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These comments highlight the work involved in capturing learners’ views of quality, before the work
of analysing or meeting the identified needs ever begins. Such is an key element of a CYV-based

approach.

6.5. Case study conclusion

Analysis of this dataset has generated two key issues to be explored in the discussion of this project’s

research questions:

1. Geographic factors impacting on children and young people’s music education in a market
town setting

2. Youth voice and perceptions of quality. Comments from interviewees in the adult and child
sample groups point to the complicated issue of the extent and context of young people’s
autonomy around their music education and how this relates to the role of the music leader

in a) ensuring curriculum standards are met and b) broadening children’s musical horizons

The findings of this case study highlight gaps between the vision outlined in the Government’s music
education strategy and the lived reality in the case study site. Rural isolation, financial factors and
poor transport infrastructure create barriers to equitable access. From a structurationist
perspective, these barriers can be understood as the uneven distribution of resources within the

local music education system, which shape CYP’s lived experience of music education.

The findings also demonstrate how partnership working and person-centred pedagogy can facilitate
high-quality music education. The market town context is distinct from the other case studies in this
research as it represents a mix of relatively strong in-school provision but a fragile out-of-school
provision network. Although the CYP sample in this study was small, it does point to a tension
between CYP’s perceptions of quality and those of the teachers and leaders responsible for the
design of music programmes. A key finding of this case study is therefore the fact that structural gaps

around access need to be addressed in order for policy to be fully realised.

These findings suggest that the Government's strategic goals for music education were not
being fully realised in Highbury during the research period. Access to high-quality music education
was found to be contingent on geography, transport and local/family resources. These findings
reinforce those of the other case studies in this thesis, highlighing a recursive relationship between
structure and participation, whereby structural conditions shape patterns of engagement, which in

turn contribute to the reproduction of unequal access to provision.
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An apparent lack of clarity around definitions of quality in practice was also evidenced here.
These tensions highlight the need for music education policies that not only broaden provision but
also embed youth voice and address structural inequities. The Highbury case therefore contributes a
critical perspective on the realisation of national strategy in rural and semi-rural settings, pointing to

the importance of context-sensitive approaches if equity in music education is to be achieved.

The following chapters provide an analysis of findings of all three case study sites, framed by

the core research concerns of context and quality.
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7. Context

This chapter explores findings from each of the three case studies with a special focus on the context
within which the cases fit. Given the core research questions: ‘How is UK Government strategy
around music education provision for 11-14-year-olds realised in school and community contexts in
Yorkshire?’ and ‘To what extent is music education provision tailored to the needs and interests of
adolescents, in and out of school?’, the issue of context is salient. Thechapter explores geographic,
socioeconomic and learning contexts and will present a review of each set of case study findings in
relation to the above three context areas. The subsequent sections provide a cross-case analysis of

the findings in relation to geographic, socioeconomic and learning contexts.

7.1. Review of case study findings

7.1.1. Meryton

7.1.1.1. Geographic context

The results of this case study suggest that CYP who live in this coastal town and its surroundings have
fewer opportunities to access high-quality, state-funded music education than their peers in urban
areas. Poor travel infrastructure in this part of Yorkshire can make it difficult for children from the

rural areas surrounding Meryton to access music opportunities in the town.

7.1.1.2. Socioeconomic context

At the time of data collection, Meryton sat in one of the largest geographical hub jurisdictions in
England. Music education provision in Meryton at the time of data collection consisted of peripatetic
lessons in primary and secondary schools and the music centre. Children who were at a reasonable
level of proficiency on wind or string instruments could learn at the music centre, but beyond that,
the case study results suggest a relatively limited offer in terms of state-funded music opportunities.
Challenges around funding and staffing faced by the HLO result in a lack of diversity in music

education provision

7.1.1.3. Learning contexts

The findings of this case study point to a lack of diversity in music offer across school and out-of-
school music learning contexts. Tuition at the music centre is informal in the sense that it takes place
outside of school hours and is not necessarily aimed at preparing learners for examinations, but has
many characteristics of formal learning: the music centre premises is a sixth form college, teachers

(for the most part) engage in unidirectional, teacher-led pedagogy and learners and teachers
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generally engaged in formal rehearsal processes, working from sheet music and with the learners

following the teacher’s instructions on technique and interpretation.

7.1.2. Pemberfield

7.1.2.1. Geographic context

As a large urban conurbation, Pemberfield benefits from more economic and cultural resources than
more rural areas and its youth music provision reflects this. The sheer number of Pemberfield-based
organisations who work with CYP is several times higher than that of the other two case study sites
combined. However, travel implications can still pose barriers to CYP’s engagement: for example,
many of the Hub Partner Organisation’s programmes are based in a suburb outside of Pemberfield,

which can make these initiatives difficult for children from other parts of the city to access.

7.1.2.2. Socioeconomic context

Pemberfield has the highest and most diverse population of the case study sites and the results of
this case study suggest that this is reflected in the music education provision in the area. There is a
wide and diverse range of opportunities for young people to engage in different musical practices and
traditions across a variety of contexts. One of the main issues highlighted by research participants in
the Pemberfield sample group was the financial cost of music education. Another important issue is
that of engaging a diverse range of young people and working with families and communities to break

down cultural barriers to music engagement.

7.1.2.3. Learning contexts

The case study findings suggest that school-based music education does not align particularly well
with adolescents’ musical interests, while out-of-school learning contexts may allow for greater
responsiveness to individual learners’ needs and musical development. However, there are more
opportunities for CYP in Pemberfield to engage in informal music activities (i.e. those based outside of

school hours and premises) than in the other case study sites.

7.1.3. Highbury

7.1.3.1. Geographic context
Poor travel infrastructure in Highbury and the surrounding rural area was found to be a prohibitive

factor in the realisation of Government music education strategy in this case study.

7.1.3.2. Socioeconomic context
Rural poverty was identified as a factor impeding CYP’s access to music opportunities in this case

study. The fact that points of access are more spread out across hubs which incorporate rural areas
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can create barriers in terms of travel costs and the extent to which families can facilitate children’s

access to music opportunities, in terms of available funds and time.

7.1.3.3. Learning contexts

At the time of data collection, the HLO was responsible for the vast majority of state-funded music
education provision in the area, but they employed Area Relationship Managers to work with
particular communities to tailor provision in local areas. Observations at the music centre indicated

overlaps in practice between formal and informal learning environments.

Having examined each case study's contextual factors individually, in the next section | will
present a cross-case analysis, applying Barron's (2006) learning ecology perspective to identify

patterns and tensions across the three sites.

7.2. Cross-case analysis and discussion

The findings presented here form a learning ecology (Barron, 2006) perspective on music education in
and out of school in each case study site. This perspective is informed by ecological theories
developed as tools to understand and articulate relationships between the individual and

environmental variables in their development (Bronfenbrenner, 1977; Lerner, 1991).

7.2.1. Geographic contexts

The ministerial foreword to the current NPME states that the government by whom the strategy was
published ‘made it its mission to level up opportunity across the country, ensuring no one is
disadvantaged on account of where they live’ (DFE & DCMS, 2022, p. 2). The findings of this research
suggest that this has not been the case and are in alignment with research carried out in 2023 by the
North Yorkshire-based youth music organisation, AMP (formerly known as NYMAZ) (2024). AMP’s
report highlights how persistent cuts to public transport and youth services since the introduction of
austerity measures in the UK lack of local opportunities have resulted in diminished access to high-
quality, equitable and accessible music education for CYP in rural areas (AMP, 2024).

However, the results of the urban case study elucidate the fact that an overconcentration of
music opportunities based in a certain part of the city can also pose a barrier to CYP from the wider
urban area. This echoes Manchester and Pett’s (2015) finding in relation to young people in Bristol (p.
224). In her interview as part of the present study, Catherine (Head of Pemberfield HLO) suggested
that if Government strategy were to be fully realised in the area, ‘rather than having just seven music
centres across the city, actually we probably need 37, or even 57, because we need provision in each

community, for each child’.
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A core aim of the Government’s music education strategy is to provide high-quality music
education for all children and young people in England. The findings of this research point to the
inconsistent nature of school-based provision across Yorkshire and so this is an area in which policy is
not being fully realised. One of the YMEI2 interviewees, Edmund, is enrolled in a performing arts
specialist school and so has had opportunities to avail of lots of music opportunities within his school
education (Edmund). Edmund’s fellow YMEI student, Georgiana, described a markedly different
experience of music in school: for example, she reported that her cohort was taught music as part of
a carousel in Year 7 and that a significant portion of these lessons were taught in the IT Department
rather than in a dedicated music room. Anne and Isabella both expressed concern about the

inconsistency of school music education:

There is some really, really good work going on and there are some schools where there are
lots of opportunities for students in the classroom, doing the curriculum and through any
extracurricular or co-curricular work. And you see there are certain schools that send a lot of
students to their hub ensembles, or will tell them about opportunities such as YMEI2. And
then there are other schools where— well, we know that there are some schools that are just

not teaching music at all (Isabella).

7.2.2. Socioeconomic contexts

As mentioned by Elinor in Highbury and Mary in Meryton, rural poverty is a significant contemporary
issue which can affect CYP’s engagement in music education opportunities in rural areas — an issue
which is also highlighted in the 2024 AMP report (p. 5). The cost of living (including council tax rates)
that council tax rates are often higher in rural than in urban areas and yet rural communities rarely
receive commensurate government funding or resources (Fabian Society, 2022, p. 22; Department for
Environment, Food & Rural Affairs, 2022). More than this, wages are typically lower in rural areas and
the cost of living can be higher than in urban areas, resulting in a ‘rural premium’ (The All-Party
Parliamentary Group for Rural Business and the Rural Powerhouse, 2023). Families in rural areas may
therefore find themselves under even more financial pressure than their urban counterparts and may
have to choose between extracurricular activities for their children based on cost and proximity to
home. Families in rural areas may therefore find themselves under even more financial pressure than
their urban counterparts and may have to choose between extracurricular activities for their children

based on cost and proximity to home.
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7.2.3. Learning contexts: music in and beyond school

Kinsella and Fautley (2022) note that the school music classroom is the place ‘where all pupils,
regardless of external musical interests or aptitude, encounter musical teaching and learning’, and
therefore the school music curriculum ‘maximises opportunities for all pupils’ (p. 49). The findings of
this study suggest that school music teachers endeavour to do just this, but the challenges associated
with this practice are significant. This section considers how issues around teacher training, resource
and curriculum design act as barriers to the realisation of equitable, high-quality music education in
school. The extent to which the objectives of the NPME (i.e. to extend and supplement classroom-

based teaching in community settings) are realised across the case study sites will then be discussed.

7.2.3.1. Challenges around KS3 music in state schools

Findings from the present study resonate with longstanding and recurrent issues in music education
literature, encapsulated by Nissen et al.’s recent work on multicultural music education state schools
in Manchester (2023): how can teachers facilitate creative practice when the space and/or equipment
available to them is insufficient? How can teachers facilitate stimulating group learning for their
pupils who come from a range of musical experiences and skill levels, when their own instrumental or
vocal training has not prepared them well for facilitating high-quality music education for children
who have an interest or in music but have not received the same kind of tuition? As highlighted in
earlier chapters of this thesis, the fact that children have varying levels of musical skill and experience

upon entry to secondary school can present further challenges for school-based music education.

As Philpott (2001) points out, there is no reason why a pupil who attends lessons, completes
their homework, does their revision and has the support of their teachers and families should not
achieve high grades in a given KS3 subject and progress to GCSE should they wish to do so. The same
cannot be said for music, because extra-curricular tuition ‘helps pupils achieve the highest grades in
the statutory curriculum to the detriment of pupils who have not participated’ (p. 156). The fact that
this extra tuition is usually paid for my parents contributes to the persisting inequity of music

education based on socioeconomic circumstances.

The following excerpt from the focus group carried out at YMEI2 points to issues around time

restrictions on instrumental lessons (as a result of budget restrictions) in secondary schools:

Georgiana: The scholarship | got for YMEI2 [was significant] because that also paid for
some of my clarinet lesson and it got turned into a 45-minute lesson from 20
minutes. So that's probably the biggest thing that's happened so far with my

music. | mean, that's been basic.
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Edmund: | think that’s a big thing in schools: when schools are having to hire a peri
teacher to come in and do the lessons, it can often be a case of ‘Right,
students, we can get this teacher for half a day. That's what the budget is for
us, so we can only have lessons this short’. And | think 20 minutes is about
the standard for schools. | know my school, even as a specialist school in
performing arts, we only have 20-minute lessons purely because we can only

get the teacher for that amount of time.

When asked what sense she got from YMEI1 students about their school music experiences, Anne
said: ‘Generally, it's not very complimentary. And it's because it doesn't meet their interests’. As
discussed in Chapter 1, The KS3 curriculum (DfE, 2013) is quite brief and very much open to
interpretation, so it does, in theory, allow teachers lots of scope to tailor a curriculum to meet the
needs and interests of the children in their classes. The extent to which teachers creatively interpret
the national curriculum — or indeed draw on the non-statutory MMC (DfE, 2021) — to fit their specific
situations inevitably varies from one school to the next. It is arguable that a practice-focused,
informal learning-based KS3 programme (as pioneered by Lucy Green and Musical Futures) might
solve issues around navigating mixed-ability music lessons, but two main issues present obstacles to
making this a reality. The first is the aforementioned phenomenon of ‘assessment backwash’ (Fautley
& Colwell, 2012). While KS3 does not culminate in a state examination, informal assessment regularly
takes place — several of the music lessons observed in this project demonstrated the implementation
of hierarchical assessment models for written and practical tasks such as bronze/silver/gold or

‘secure’, for example.

Isabella expressed the view that the devaluation of music in schools can be attributed to a

lack of clarity and consistency in Government policy:

They've got this national plan, but then other policy just degrades the status of music,
because it's made clear that actually it's not really considered very important, because
they’re essentially saying it’s okay not to teach it... I've seen over the last 10 years a drop in
the status of music and not— it’s kind of up to the head teacher in a school, or the school
leadership, to really do it well, to resource it, to keep the status of the subject up. But | think
that just filters through to students and to parents; the Government messaging that it's not

such a worthy subject to study.

Another area of concern for Isabella is pupils’ access to KS4 courses in music:
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There are some areas that we work in [where] very few schools are offering GCSE music or A
Level music. Some will offer BTEC instead, but then what I'm hearing is that then students
who've done that, say if they do go on to a college to A Level, they’re disadvantaged because
they haven't done the GCSE syllabus, which is much more similar to the A Level... So | think
that's why having access to something like YMEI2 is also really important, because if that's
not available in your school, you can still come to us, you can do but the performing, we
teach composition, they can work towards a Grade 8 theory if they want, if they haven’t got
access to A Level they can still do those qualifications that would enable them to apply to

university for music if they wanted to.

7.2.3.2. Music outside of school

In the introduction to the 2019 Exchanging Notes report, CEO of Youth Music, Matt Griffiths, remarks
that CYP involved in their out-of-school projects ‘often contrast their Youth Music experience to the
music they do in school. Primarily because in school they are given less autonomy over their own
learning, and the curriculum doesn’t deliver the type of music they want to make. It’s disconnected
from their musical lives’ (Kinsella et al., 2019, p. 6). This trend is also evident across the data collected
from CYP through this research. Hargreaves and Lamont (2017) propose that the ‘contexts of music-
making — school, home, or third environment — may well determine its authenticity for young people,
and the key factor which is closely associated with these different contexts is the level of autonomy
and control which they possess’ (p. 203). These concepts of context and quality are therefore closely
linked. The concept of autonomy and how it relates to perceptions of quality will be discussed in the
following chapter. In terms of context, Kinsella and Fautley suggest that out-of-school music learning
settings are not beset by the cultural and social challenges presented by the institution of the school,
and so they can ‘support personalised learning objectives set by each individual learner themselves’

(2023, p. 52).

Observations of music centre sessions in Meryton found that music teaching and learning,
even in out-of-school contexts, was relatively formal in nature and lacked diversity of musical offer in
terms of style and repertoire. These findings reflect those of the North Yorkshire-based youth music
organisation AMP (formerly known as NYMAZ). In 2015, NYMAZ published a report on out-of-school
music opportunities for CYP in rural areas. In the report, music hubs’ emphases on ‘supporting music
teaching in formal education settings’ and ‘a shift in the National Foundation for Youth Music’s
funding guidelines which allows grantees to deliver activities within school time’ were highlighted as
potential threats to out-of-school musical opportunities. One of the calls to action issued in the 2015
report was for state-funded organisations responsible for the delivery of out-of-school music

education provision in rural areas to ‘resist such “formal creep” of activities’ (p. 42). An updated
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version of this report, published in 2024 (following the organisation’s rebrand) noted that many CYP
in rural areas still lack access to informal or non-formal music activities, and so recommended that
‘more informal opportunities for young people to make music and socialise’ be established in rural
communities. The report also found that, in rural areas, ‘the emphasis tends to be on more traditional
music education methods and musical genres’ (AMP, 2024, p. 17). As Nissen et al. point out, the cost
per head of running brass and wind bands such as those offered at Meryton and Highbury music
centres is considerably higher than popular or world music instruments such as samba sets or
ukuleles. Choirs are perhaps the most cost effective of all ensembles, yet neither music centre in this
project’s rural case study sites had a choir at the time of data collection. On viewing findings of all
three case studies together, it is apparent that there is greater variety of learning context in the urban

than in the coastal and market town sites.

7.2.3.3. Joined-up provision

Part of the remit of a music hub is to support music education provision ‘both within and beyond
schools, which responds to local need and fulfils the vision for children and young people to create
music, learn a musical instrument, make music with others learn to sing, and to have the opportunity
to progress to the next level of excellence’ (DfE & DCMS, 2022, p. 47). The findings of this research
suggest that there is still work to be done in order for hubs to fulfil this role. These comments speak
to Ross Purves’ (2019) work on local authority music provision. The ‘blurring of boundaries’ to which
Purves refers (p. 284) is evidenced in the Meryton case study, as music teachers were active across
different state-funded music programmes. In this research project, the rural community of Meryton
appeared to be one such case. As discussed in Chapter 4, the limited numbers of music teachers in

the area can contribute to a lack of diversity in the local music offer.

Collaborative working between hub member organisations at the mesosystem level is key to
the realisation of the current music education strategy. The workings of the hubs in each of the case
study areas appeared to be quite different (and will be different now, too, in light of the recent
restructure). Anne, head of YMEI1, described how the Pemberfield HLO held termly meetings to
which all hub partners are invited help partners to tailor provision to best serve the needs in the

region:

It's a really good update of who is doing what. | will go to the hub if I'm doing a project and
I'm looking for a school [and ask] “‘Who do you think would be a good school?. If I'm
developing a new project, | will go to the hub and go, ‘Is someone already doing this? Should |

stop?’ Because there's no point in duplicating.
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This avoidance of duplication is an example of effective partnership working, as is the sharing of
contacts and resources mentioned by Isabella, Director of the YMEI2: ‘in doing any outreach, we want
to partner with the networks that are already there, rather than trying to develop something
separate’. Isabella also spoke about the importance of partners signposting young people to each
other’s programmes, ‘working with other organisations to promote what we do, so that when other
organisations identify students with high potential, that they will think of directing them towards us’.

In 2022-23, YMEI2 launched a new partnership scheme through which they made a portion of
their DfE-funded places available for shared provision between YMEI2 and music hubs. Isabella

explained:

We offered each music hub in the region that we cover two places each, where they could
nominate students who they feel have shown a lot of potential and would benefit from the
scheme. But those students could continue learning with their one-to-one instrumental
teacher in the music hub...and then they come to YMEI2 to do the other things, like

musicianship and some of the classes [and] ensembles.

Apart from making the most of the hub network in terms of advertising and recruiting for YMEI2
programmes, this scheme was developed in response to a barrier identified by Isabella and her staff

around transition from local to regional music education initiatives:

In recommending their best student, the tutor would then lose that student, which might be
the highlight of their week, but also they were worried about potentially losing that contact
with the student, so maybe losing them from their orchestras. And even just losing two or
three key players from a youth orchestra can have knock on effect on the whole orchestra

[..]. So we looked for a way that would help to really join it up more and make the
progression more systematic... it's also about the students not necessarily having to just cut
off from that community that they’ve been a part of when they come to us, because we have
had students that have come and not stayed very long in the past. It's almost a bit too much
too soon, the difference between what they might be doing in, say having a 20 minute a week
instrumental lesson in school and maybe going once a week to an ensemble - the difference

between that and coming and having a really intense whole day.

This scheme therefore supports young musicians in their musical development and opens channels of
communication and potential professional development for teachers from across hub regions
through collaboration with a specialist music education institution (Isabella). This kind of CPD activity
aligns with the vision outlined in the government strategy (e.g. DfE & DCMS, 2022, p. 55).At the time

of data collection, YMEI1 had a dedicated Schools Liaison Team and a number of partner schools in
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Pemberfield. These schools have the option of inviting staff from YMEI1 to visit their school and
informally audition children whom they identified as possible YMEI1 candidates (Anne). YMEI1 also
runs outreach programmes in secondary schools, which form part of the YMEI1 recruitment strategy.
YMEI1’s relationships with schools are therefore a key part of their work. Partnership working was
also evidenced in the Highbury case study, between the music department at Highbury School and
the HLO, as well as between peripatetic and music centre tutors. In Meryton, however, there was a
distinct lack of joined-up provision between school and out-of-school settings, though not for lack of
trying. Its rural location and smaller music leader workforce may pose challenges to joined-up

provision across school and community contexts.

7.2.4. Chapter Summary

This chapter has considered how contexts of music education — specifically, the provision of equitable
access to high-quality music education across school and out-of-school settings — are a central part of
the current UK Government strategy. While this concept of joined-up practice is reflected in the
NPME, Kinsella et al. argue that the vision of partnerships outlined in the first NPME was ‘ethically
flawed’, because the development of ‘in-depth understandings of each other’s ontological and
epistemological positions’ was not facilitated. In light of the recent hub programme restructure, this
thesis posits that a significant discrepancy between policy and practice remains. The very limited time
given to partner organisations to put together bids for the new hub geographies in 2024 suggests a

lack of understanding of the nature of partnership working as identified by Kinsella et al. (2022).

The intersections between fields in Schmidt’s (2020) model of community-oriented music

education (see Chapter 1) are reflected in the research findings:

e the need for teachers’ and learners’ informed autonomy to influence their music
education activities;

e the need for music provision to be designed and delivered based on contextualised
analysis and responsiveness to local need;

e the need for accountability and appropriate representation of communities in hub/ACE
relationships; and

e the articulation of a large-scale vision (policy), the interpretation of this vision based on
framing dispositions (contexts) and the change management required to translate this

vision into practice.
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This thesis therefore argues that a community-oriented, context-driven approach is essential to the
realisation of the UK Government’s music education strategy. Findings presented here highlight how
ecological interactions can shape or restrict the kind of tailored music provision recommended in the
policy literature. Exosystem factors issues such as transport infrastructure, families’ socioeconomic
circumstances, school-level decisions on music education and music leaders’ training and expertise
can affect the extent to which CYP access quality music education at the microsystem level through
school and community-based music learning settings. Such a view highlights the need for policy and
pedagogy that supports more interconnected, responsive, and inclusive ecosystems of music
education (Burnard & Randles, 2022). Conceptualisations of quality in music education are also highly

contextual. The next chapter discusses the core research area of quality.
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8. Quality

This thesis argues that quality in music education is contextual, dynamic and relational: it is defined
and enacted through interactions between policymakers and translators, government bodies and the
organisations they fund, teachers and SLTs, music leaders and learners, individuals and peers. This
ecological view of quality (Bronfenbrenner, 1977) offers a useful perspective from which to view the
realisation of wider Government music education policy, explored in Chapter 9. This chapter reviews
the case study findings in relation to quality and will consider the philosophical and practical
challenges around the delivery of high-quality music education (and the subsequent realisation of
Government strategy) in terms of a) youth voice and b) pedagogy and will advance the theory of a

CYV in music teaching across school and community contexts.

8.1. Review of case study findings

8.1.1. Adult participants
Features of a high-quality music education as envisioned by music and programme leaders include:

e adopting a person-centred and dynamic approach;

® supporting learners to progress to further music education or careers in music;

e providing learners with a knowledge of the cultural history of the musics in which they are
engaged;

e helping learners to develop confidence, self-esteem and wellbeing;

e having a holistic approach: developing learners’ practical and aural skills but also
incorporating elements of music history and music industry knowledge; and

e supporting young people to pursue and develop their own interests

These quality indicators features are considered here as pertaining to pedagogy, which will be

discussed in Section 8.5. below.

Barriers to quality music education identified by leaders included:
e budget constraints;
e financial cost of music education to families;
e timetable constraints (in the school context); and

® accessibility of programmes (e.g. in terms of family support/capacity, transport).

Adult participants' perceptions of quality included developing a rich and varied musical landscape and

person-centred pedagogy. The leaders’ perceptions of quality relate to concepts of musicianship,
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personal development and community development. Analysis of this dataset also raised questions
around how a balance can be struck between broadening CYP’s musical horizons and preparing them

for KS3.

8.1.2. Child participants
Indicators of quality music education as identified by CYP involved in this research include:

e autonomy around playing of instruments;

e autonomy around repertoire;

e provision of opportunities based on ability/skill level rather than age;
e performance opportunities; and

e informal and non-formal music-making opportunities.

Child participants conveyed a sense of frustration about not being able to engage with the music
which they value to them— something which Bull (2019) suggests is ‘more important in discouraging
musical participation than financial barriers’ (p. 19). The relationship between quality, autonomy and

youth voice in music education will be the focus of the next section of this chapter.

8.2. Quality is in the eye of the stakeholder

As noted in the case study chapters, discrepancies tend to exist between conceptions of quality
among individuals across music education ecosystem levels. From a structurationist perspective,
these differences reflect the ways in which actors' understandings and operationalisations of quality
are shaped by the structural conditions within which they work. Moreover, their everyday practices
contribute to reproducing or reshaping those conditions. CYP, teachers, hub leaders and
policymakers occupy different positions within the ecosystem and therefore encounter different
constraints, responsibilities and possibilities for action. Consequently, quality emerges not as a fixed
or universally agreed construct but as the outcome of ongoing negotiation between agency and
structure. In this study, CYP participants’ perceptions of quality often centred on autonomy,
enjoyment, accessibility and relevance, whereas educators' and leaders' perspectives were
frequently informed by philosophical commitments to youth development, community development
and professional responsibilities. However, the enactment of these values was often tempered by
structural constraints, including limited resources, accountability requirements and institutional

expectations.

As discussed in Chapter 7, education, the practical challenges of facilitating learner autonomy

in the school classroom (e.g. institutional and/or assessment restraints, lack of material or time
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resource, lack of teacher expertise resource, classroom management) are considerable. Music leaders
in school and extra-curricular settings also face philosophical challenges around what they perceive to
be high-quality music education - something Kinsella and Fautley (2023) describe as ‘squaring the
axiological requirements of that which they are required to teach, with what they feel would be
appropriate for their pupils to learn’ (p. 51, emphasis in original). The negotiation of these issues is
itself part of policy enactment and highlights the importance of CYV as a means of facilitating

dialogue and shared meaning-making in music education experiences.

The out-of-school context may inherently lend itself better to CYV-informed practice than
school-based learning. As Brandon pointed out, a key difference between the nature of young
people’s engagement in school compared to community-based music programmes is that, for the
most part, young people choose to be involved in the latter. The tutors at Mix Academy team place
great importance on offering learners agency in their involvement in the programme. During the
sessions observed as part of this research, activities were presented as optional rather than
obligatory. The tutors invited learners to take part in group tasks, but if that was not of interest, the
young people had the option to work on their own mixes. It is undoubtedly easier to be this flexible
when a) there is no curriculum to be delivered and b) there is sufficient resource in terms of
equipment and personnel to make this kind of engagement possible. Resource aside, the presence of
dialogue in these approaches to pedagogy is apparent and is perhaps one of the key distinguishing
factors between music education in these out-of-school contexts and the experiences of curricular

music in school.

Elinor provided some rich insights into how quality is perceived differently by different
stakeholders in the music education system — particularly where public funds are concerned. At
government level, quality is an ‘intangible strand [in the NPME][...] and it is really only through the
offer of quality project and quality teaching that they refer to it’. She goes on: ‘I think this is an issue
with the Arts Council and in general: we’re not necessarily going for quality, we're going for (pause)
broad brush experiences rather than actually defining what a quality provision is and what that might
mean and lead to for our children and young people that we're teaching and working with’. Catherine

similarly identified flaws in the nature of the hub-ACE reporting system:

For me, it isn't data that's usable or that tells a story, or that enables us to develop. Y’know,
knowing the number of kids that have participated in a particular activity — it gives you part of
the story but not enough of the story to be able to develop’.

While John did express any issues with ACE’s hub data collection, he spoke about his frustration with

how the data is reported, specifically the perceived comparison of hubs,
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because every hub has different issues, is funded differently. Some still get funding from local

councils, some don’t. So your ability to fight on an equal playing field is just—it just doesn’t

exist, there’s no equality between hubs.
At the time of data collection, John’s hub was one of the largest in the country in geographic terms,
with the schools in its jurisdiction spread out over a much greater area than other hub regions. Yet in
the ACE’s reportage of the music hub survey (on their website, John said they were assessed against
national averages and smaller hubs which might have a smaller number of schools in a more densely
populated area — meaning they achieve higher engagement figures. John told me that raised this lack
of context with the ACE and DfE but was told that every hub and its data is treated the same: ‘they
have a certain set of criteria that they mark against and the context of how you’re operating and what
you’re operating with, is sort of partly ignored’.

Elinor and Catherine both noted that the ACE data return is generally more focused on the
number of children engaged in music opportunities than the nature or quality of their engagement.
This was identified by the ISM (2018) as a concern among respondents to the organisation’s sector
consultation on the future of music education in England: ‘Respondents... felt that the focus on the
activity metrics... rather than quality of experience and a longitudinal and diverse view of progression
and continuation, does not provide an accurate picture of the lived reality of many of the
respondents working in schools and hubs’ (p. 11). Ben Cooper (2022) cites this as evidence of the
‘flawed’ nature of the hub data return and goes on to declare it ‘unacceptable that there is no easily
accessible data on the performance of hubs since the 2017/18 academic year’ (p. 15) — at the time of
writing, this last point remains true. These accounts illustrate how particular conceptualisations of
quality become predominant through accountability mechanisms. Metrics focused primarily on
participation figures privilege forms of quality that are visible and measurable, while dimensions
emphasised elsewhere in this thesis, such as autonomy and relevance, are more difficult to capture
through standardised reporting processes. In structurationist terms, reporting frameworks shape
professional practice, even as educators seek opportunities to challenge, reinterpret or work around

them.

If quality is understood as recursively produced rather than predetermined, music leaders
occupy an important mediating position within music education ecosystems. They interpret policy
expectations, negotiate institutional constraints and make pedagogical decisions that shape young
people's everyday experiences of music education. Their work therefore represents a key locus in

which broader policy structures become translated into lived reality.
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8.2.1. The role of the music leader in the realisation of high-quality music
education

While it is arguable that assessing hubs’ activities in terms of quantity rather than quality is indeed
flawed, this argument leads to some fundamental questions about the role of music education and
educators. Most of the professionals interviewed in this research maintained that offering young
people a variety of musical experiences was part of a quality music education. The expression
‘broadening horizons’ came up several times across the adult interview data collected. As Elinor
pointed out, this endeavour requires critical reflection on the part of the music leader: ‘What might
be a quality offer might not necessarily be what a young person comes into expecting. And
therefore... was it a success?’. There is no straightforward answer to this question, especially in light
of the important role music teachers hold in the lives of many young people as a guide who
introduces them to new musical worlds and possibilities Judith Jellison (2015) asserts that teachers

must remain critical and consistently reflect on their pedagogical choices:

because students may be compliant and even enjoy the task that has really been
chosen for them by the teacher, a teacher may mistakenly believe that the student
has had an opportunity to experience autonomy and a sense of achievement. Not at
all. Teachers must consider more deeply what choices are being presented (level of
complexity, type of choice, preferences), when they are presented, and why

particular choices are important for the student (p. 80).
This deep exploration guided by the needs and interest of young learners exemplifies a CYV in action.

Exposing young people to different types of music was mentioned by one of the NPMC
interviewees as a quality indicator in music education and is also a key tenet of the NC and NPME. In
the school context, it is more often than not the role of the teacher to curate a programme of diverse
musical styles to which they introduce their students. At Mix Academy, meanwhile, learners discover
new music through engaging with their peers in the musical environment: ‘Each kid is able to not just
develop a peer network of kids from different walks of life, but because of that they discover other

genres of music, so they really widen their understanding of music’ (Brandon).

The findings suggest that the role of the music leader is not simply to deliver a predetermined
model of quality, but to negotiate quality in dialogue with learners and local contexts. CYV offers a
means of making these recursive processes more visible and participatory, enabling CYP to move
from being recipients of provision towards becoming contributors to the ongoing construction of

what high-quality music education might be.
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8.3. Autonomy

A key theme identified in the data collected from CYP research participants is that of autonomy —
having the freedom to put oneself forward and engage in a music-making experience according to
one’s wishes. Another participant in the same focus group highlighted an experience of creative
freedom (within a harmonic framework) as a standout positive memory of their curricular music

education to date:

The best experience I've had... in high school so far is (pause) probably when we got to make
our own songs up... so we got given keys, on the keyboard and we got to make up songs.

(CS2).

Here is an example of the music classroom working effectively as a field in which creativity can be
developed through the establishment of certain parameters. The teacher’s intention here may have
been to set a task which would allow for the meaningful engagement of students of varying skill

levels.

The nature of learners’ engagement with instruments — specifically, having access to a range
of instruments, and having a say over what instrument one plays — was also identified by youth
participants as a quality indicator. RMC1 said: ‘I think that [people my age] would like creating a band,
and then (pause) playing lots of different instruments on songs that we really like’. Several pupils in
the dataset - particularly in Years 7 and 8 - expressed a sense of frustration at not being able to learn
and use a variety of instruments in class. As was the case in all of the schools visited during the data
collection period, keyboard was the default instrument used at Chawton and Steventon Schools. One
Chawton Year 7 pupil bemoaned the fact that they had been limited thus far to using keyboards: ‘We
should have learned like tonnes of different instruments, to then use them all in a song’ (CS2).
Although it was acknowledged that there was increased opportunity to engage with different
instruments in school than in (more specialised) out-of-school contexts, pupils at Steventon told me
that their teacher generally chooses what instruments pupils play in school music lessons. Limitations
placed on pupils’ autonomy in musical activity may inhibit the extent to which youth voice can be

enacted.

8.4. Youth voice

The term ‘youth voice’ is not used explicitly in the ACE quality principles or hub quality framework,
but these models’ placement of CYP’s needs and interests certainly suggests the promotion of a youth

voice approach. Youth Music describe youth voice as: a
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process or activity where children and young people are:
1. listened and responded to;
2. actively involved in formal decision-making structures; 3.

elevated to a leadership role (Youth Music, n.d.).

This resonates with Catherine’s and Lydia’s views:

| think for any music educational activity to be of a really high quality, it's got to have children

and understanding of children's needs at its heart (Catherine).

Meaningful youth voice where there is (pause) there is an open-mindedness, there are
people that really listen and take on board young people’s opinions and work with them

(Lydia)

On this basis, youth voice can be seen as central to the delivery of quality music education. However,
two key risks associated with youth voice practice are pertinent. The first is failure to strike an
appropriate balance between learner and leader, in terms of quality and power. The second is
tokenistic engagement disguised as youth voice. This thesis therefore posits that CYV (Section 1.7.3.)
is crucial in the full realisation of Government strategy on music education (and quality music

education in general).

Adolescents’ desire for choice in their school lives is well-documented (Kokotsaki, 2016;
Stavrou & Papageorgi, 2021). Kokotsaki and Whitford (2024) summarise the narrative of informal
learning and person-centred pedagogy approaches to music education promoted by, among others,
Lucy Green, the Musical Futures programme: ‘giving young people the time, space, resources and a
fruitful environment for practical engagement with music in the classroom can open up opportunities

to exercise control over their learning, develop autonomy and enhance creativity’ (p. 41).

Providing the requisite time, space and resources for this kind of engagement is often
challenging in the contemporary English state school environment. Many of the young people
involved in this research expressed their desire to learn additional instruments, but in many cases,

procuring instruments presents too big a financial challenge for schools.

The out-of-school environment may well hold more potential for young people to exercise
autonomy over their learning. The data collected at the YMEI2 and YMEI1 evidence a youth voice
approach to curriculum and session (Georgiana; Isabella; Anne). While these institutions endeavour
to recruit children from diverse backgrounds to their programmes, they are accessed by a very small

proportion of CYP in Yorkshire.
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8.4.1. Challenges around enacting youth voice in the research findings

Building on the theoretical challenges identified in Section 1.7.3. three key challenges around

enacting youth voice were identified in the case study findings:

1. Balancing what learners want and what is practically feasible (funding, resource,
expertise)

2. Capturing the needs and desires of a range of young people - not necessarily just
those who put themselves forward to participate in certain consultation and/or
feedback activities

3. Balancing what learners want and leaders perceive to be high-quality music

education

The first challenge and attendant complexities of economic and geographic circumstances, as well as
practical challenges around teaching music in the formal environment, have been discussed in
Chapter 1. The second challenge was identified by music leaders and particularly HLO managers in the
adult interview dataset. HLOs (and, probably, schools and other music education settings) may lack
the capacity, resource, networks or expertise to capture the voices of what John referred to as the
‘whole spectrum’ of CYP in their regions. This is an area in which increased collaboration between
hub partners could help to maximise representation and tailor equitable provision for a diverse range
of CYP. The third challenge is perhaps the most complex. The following section explores three distinct

but related aspects of this challenge: repertoire, relevance and power dynamics

8.4.1.1. Repertoire

The idea of exposing young learners to new and different types of music was referred to as a feature
of high-quality music education by several adult and child interviewees across the case study sites. It
is also a key tenet of the MNC (DfE, 2013). KS3 music teachers rightly have considerable freedom
within the framework of the curriculum to design schemes of work which they feel will best engage
their pupils. The work of Lucy Green and the Musical Futures programme in the UK has done much to
develop informal learning and popular music education in classrooms. As discussed in the previous
chapter, the disconnect between adolescents’ experiences of music in and outside of school often
lead to their disenchantment with music in the classroom. It follows that incorporating the music to
which young people enjoy listening into a formal education setting would help to enhance their
engagement in the classroom (Dale, 2017) but some fundamental tensions remain around teaching

popular repertoire in schools. Scholars (e.g. Dale, 2017; Green, 2006; McQueen et al., 2018; Vulliamy,
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1976) have suggested that teachers should exercise care when bringing the music to which young

people listen into the classroom. Green (2006) writes:

Music may well take on new, problematic delineations [that is, perceived psychological and
cultural meanings] inside the classroom; these may in turn negatively affect responses to its
inherent meanings; and on top of that, pupils’ familiarity with popular music’s inherent
meanings is likely to turn sour if those meanings are approached in formal educational ways...
Thus, many pupils tend to find themselves in an ambiguous or even alienated relationship to
much classroom music, even when it is music that celebrates them outside the school (p.

105).

So, when introduced in the spirit of creativity and collaboration, pop music can prove meaningful and

educational for teacher and pupil alike.

Pupils at Netherfield appeared to engage with more popular music than Western classical in
school. Pupils told me about their experiences of practical classroom work based on songs by
contemporary popstars Rihanna, Harry Styles and George Ezra, all released in the preceding years. As
seen in Section 5.3.1.1.1, some pupils expressed irritation with having to learn and play these pieces

in school because they were no longer relevant.

Many young interviewees suggested that teachers ask pupils what music they would like to work with
in class and plan their curriculum or session content accordingly. Such an approach would improve
the quality of school-based music education, enacting youth-centred practice and a flexible, process-

based approach to curriculum.

From a pedagogical viewpoint, Green (2008b) has written about the potential for developing

learners’ critical musicality through engaging with popular music/informal learning in the classroom:

through informal, aural learning involving their own choice of music, pupils seem to be in a
better position to make more informed judgements about the quality of performances, of
compositional input and of musical products themselves. They can also begin to develop their
understanding of how ‘talent’ is selected, primed and marketed... Rather than ‘dumbing
down’ or pandering to pupils’ existing levels of knowledge by allowing them to bring their
own music into the classroom... informal learning practices that require them to listen
purposively to the music and copy it as music-makers, are more likely to raise their heads,

and help them to develop a more critically aware musicality (p. 84)
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Frank’s description of his approach to teaching young people at RMC resonates with this practice:

[1] observe [learners] all the time, what are they good at, what more might they be capable
of, how far will their current technique let them go, ask them what music they like. Get to
know them a little, chat about music. Gently push them further with their playing in a way

that falls in line with the styles or genres they're interested in.

For Alexandra Kertz-Welzel (2012), effective music education begins with meeting students at
the level of their musical interest and needs, ‘but it sometimes has to go beyond their wishes and
comfort zone in order to initiate learning’ (p. 384). It is the responsibility of the music teacher, then,
to curate musical experiences which will best serve young people’s musical as well as personal
development (Jellison, 2015). In order to facilitate this kind of development, it may be necessary for
the music leader to step beyond their own comfort zones and, to borrow again from Wright (2008) —
and Bourdieu (1977) kick their musical habitus. This process of co-learning reflects the ideals of the
progressive education movement and a CYV sensibility. This kind of approach was not observed in any
of the schools involved in this research but was seen in jazz, pop and composition sessions at NPMC,

YMEI1 and YMEI2.

While meaningful engagement with learners’ musical interests aligns with a youth-focused,
critical pedagogy approach, the treatment of this repertoire in the classroom is key. The findings of
this research suggest that engagement with popular music in the classroom may risk alienating pupils.
True quality may lie in the design of broad-ranging curricula, reflecting elements chosen by pupils but
also exposing them to broader contexts, promoting the development of critical listening skills and
collaborative practical work informed by a diverse range of musical practices, thereby enacting CYV.
Issues of policy may affect the extent to which such an approach can be adopted. While the policy
suggests that KS3 have freedom in their curricular design, SLT’s priorities and staff training and/or

capacity may impact the extent to which the school-level policy can enact CYV.

8.4.1.2. Relevance

Allsup et al. (2012) write that music leaders, ‘in search of relevancy... include what they perceive to be
the music of youth culture (e.g., street beats)... But relevancy alone is not a cure for the problems of
schooling, nor does it deny the limits of what knowledge is worth knowing’ (p. 461). Such an approach
represents a teacher-centric, product-focused view of quality. A CYV approach might instead involve
discussion with learners about what particular repertoire connects with them. It might then involve

identifying unifying patterns or traditions which find common ground among an inevitably diverse
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range of musical tastes. CYV offers potential to transform relevance from tokenistic, teacher-led

repertoire choices into a process of dialogue, critical engagement and co-construction of curriculum.

In addition to highlighting the potentially problematic nature of choosing repertoire for a
music education setting based on an assumption of what music children like, Allsup et al.’s comment
about relevance connects to the previously discussed issue of the responsibility of the leader in this
context. If the music leader is a co-voyager with their learners, it stands that they would also bring
their musical tastes and experiences to bear on the trajectory. For Patricia Shehan Campbell (1999),
relevance is a critical component of ‘rock-solid music education’, and it can only be achieved if music
teachers find connections between their music and that of their students. Furthermore, music
education programmes should ‘honour children's own musical turfs even as [they] move them into
new musical territories’ (p. 13). This challenge is not to be underestimated: not every teacher has the
capacity or willingness to identify and understand pupils’ musical interests and cultural backgrounds
(Downey 2009; Georgii-Hemming and Westvall 2010). For Brandon, finding music leaders with ‘a wide
range of skills, genre knowledge and techniques so that they can help whatever a child’s into’ is vital —
‘otherwise you lose the cultural relevance’. Where teachers lack skills or willingness to engage with
youth culture (or the technologies central to it), pupils may perceive lessons as irrelevant which could

undermine the quality of a music activity.

In the context of 21%-century music education, music technology practices and skills are
increasingly viewed as core musical concepts. Given the huge role digital media play in English
teenagers’ lives (ABRSM, 2025), these are also linked to cultural relevance and so could form a critical
part of finding common ground between teachers and learners and facilitating authentic, relevant
learning (Dale, 2020). This is reflected in NPME’s emphasis on developing teachers’ technological
skills. Green (2006) argues that music leaders should focus not on ‘the authenticity of the musical
product, but... the authenticity of the musical learning practice’ (p. 115). This elucidates the important
role digital music-making should play in 21st-century music education and the overall importance of
dialogic, critically informed practice in order to deliver relevant, high-quality music education. Yet,
music technology was found to be under-resourced in many of the schools involved in this research.
Where music software and, for example, DJ decks were available, some pupils reported that their
teachers did not have sufficient skill in using these to be able to meaningfully utilise them in teaching.

This finding points to a further gap between policy and practice.

If and when teachers have access to resources required to deliver culturally relevant teaching
in their setting, a certain amount of courage is required on their part to broaden their own musical

horizons and develop their own skills. This can cause particular tensions in terms of technological skill
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in the present moment: children currently in school are digital natives, having grown up in the
information age, while their teachers may be less comfortable or knowledgeable when it comes to
digital media. Haning (2016) suggests that some (likely older) teachers, concerned about losing the
respect of tech-fluent pupils may resist using music technology in their classrooms. Of course, school
SLTs and hubs supporting such teachers to engage in CPD to develop their skills and confidence in this
area is a clear solution to this issue. This does, however, raise a salient point about power dynamics in

music education.

8.4.1.3. Power dynamics

Lydia from Soundwave spoke about the implications of shifting power from teachers to learners in

out-of-school music settings:

based on our experience in a variety of settings, there is resistance to— from some aspects of
the sector to giving young people more power in developing programmes that are designed
to engage them [...] There is a fear from some people that— what’s the point of their job if
they hand over decision-making to young people? Which is a shame, because ... you can be

really powerful as a facilitator, you don’t have to be the one calling all the shots.

In the original Musical Futures project on which Green’s (2008) Music, Informal Learning, and the
School was written, the teachers who described themselves as ‘control freaks’ struggled with the
relinquishing of power and seeing/hearing their students’ unsupervised musical outputs. However,
all teachers saw a considerable improvement over a number of weeks when the students were left to

their own devices (pp. 32—-33).

Anna Mariguddi’s (2022) article reviewing Lucy Green’s work 20 years on draws together
contemporary voices on this issue of power in the music learning setting, illustrating different
viewpoints on how the teacher’s expertise is utilised in the music classroom. While some scholars
(e.g. Clements, 2012; Allsup and Olson, 2012) are critical of the kind of laissez-faire informal approach
advocated by Lucy Green, Mariguddi argues that ‘teacher expertise can be seen as a concept tied to
Western Art music’ (p. 446). A critical pedagogy- informed, scaffolding approach might involve
teachers becoming ‘experts in helping students make things happen for themselves’ (Rodriguez,
2009, p. 39) and achieve their learning potential. Although music education is becoming increasingly
inclusive, both in terms of accessibility and relevance to CYP (Youth Music, 2020), it can often be a
challenge for teachers to balance such an approach with other demands made of them, such as

school policies around curriculum or class/group management.
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Lauren Yacht (2022) rightly notes that teachers in the school context may also be reluctant to
transfer power to their students for fear that it may lead to ‘harsh criticism... inefficient use of time,
and, ultimately, a poor performance that invalidates the practice of music education’ (p. 316). These
words seem particularly germane to the somewhat precarious situation of many state school music
departments in England at the time of writing. ‘Going out on a limb’ - to borrow Charles’ words
(Section 4.4.2.2.3.) or taking risks is a crucial part of a youth-centred approach and can sometimes be
an uncomfortable prospect for music teachers. Alongside a potential fear of losing control of a
classroom, the proposal of increased learner autonomy may give rise to a fear in teachers that their
students might surpass them in musical skill or knowledge (Finney, 2016). This risk and attendant
challenges are acknowledged in the Musical Futures approach, which encourages music leaders to
embrace this potential for discomfort and attempt to reframe their role so that they can sometimes

become co-learners, in the critical pedagogy sense, rather than experts (Finney, p. 133).

The first NPME (DfE & DCMS, 2011) states that hubs are obliged to ‘engage and inspire’
children through a variety of musical experiences; ‘to foster their interests and then stretch their
boundaries so they experience a range of musical genres and activities which they might not
otherwise have explored’ (p. 17). The refreshed plan acknowledges the key role hubs can play in
supporting teachers across school and community contexts to step out of their musical ‘habitus’
(Wright, 2008) through engaging with continuing professional development opportunities. This, like
so much in the realm of state-funded arts, is an objective which is vulnerable to funding and resource

cuts, as well as variability of training quality (Boyle, 2020, p. 55).

These interrelated dimensions of repertoire, relevance and power dynamics demonstrate
challenges to the enactment of youth voice in music education, from surface levels of musical
material to deeper issues around pedagogical practice and structural considerations of power. CYV as
a pedagogical approach which prioritises dialogue and cultural responsiveness offers potential

solutions to these challenges.

8.5. Pedagogy

8.5.1. Learner-centred pedagogy

Learner-centred pedagogy was identified as a quality indicator by members of each sample group in
the case studies. Hendriks et al. (2023) write that this type of approach (which they refer to as
‘student-centred’), involving ‘instructional behaviours such as questioning, inviting students to pursue

their interests, offering space for self-initiated action and choice, explaining constraints and positive

191



feedback’ supports learner autonomy (p. 3). Person-centred practice was observed in most of the
case study sites visited, though popular music settings and small-group sessions seemed more
successful in facilitating this pedagogical approach. Speaking from her perspective as an employee of
YMEI2, a specialist music institution, Isabella noted that such settings are well-placed to facilitate
holistic learning which aims to develop ‘the whole musician and the whole person’ and has ‘the
needs...and the overall wellbeing of the student’ at its heart. Holistic education is also a key part of

the pedagogical approach at YMEI1:

all our classical musicians, one week they’re in a classical group... the next week, they are
paired with a pop band, or a rock band... they’re learning different skills... The other thing
we've got is a music production programme as well... developed around learning to use Logic
and other software, but we also take them in the studio so they get experience recording in

the studio (Anne).

One of the ways in which youth-centred practice was manifested at Mix Academy was the

genuine regard for young people’s musical tastes, as observed during a visit to the site:

Tutor C listens to [the learner’s mix] and then says [this learner] always finds the best music. |

always steal tunes off him’ (researcher field notes, January 2023).

As discussed in Chapter 2, the concept of the teacher learning from the student has roots in the work
of Freire and others in the progressive education movement. The progressivist view is that education
can and should be a practice of discovery in which teacher and learner are engaged in the
construction of new knowledge, rather than a unidirectional transmission of information from
teacher to student. Shared understanding and dialogue between teacher and learner is required in
order to engage in problem-posing education and the co-construction of knowledge. It is the
responsibility (and the privilege) of the music leader to facilitate learners’ development by gaining an
understanding of their musical worlds and broadening their horizons by introducing them to new and
sometimes challenging practices and ideas. This is part of what is here conceived of as a CYV-based

approach (Section 17.3.).

8.5.2. Returning to the concept of critical youth voice

Drawing on theories of person-centred, problem-posing and critical pedagogy, this thesis advances
CYV as a means of navigating tensions between policy rhetoric and lived experience in the realm of
music education. Structuration suggests that quality is recursively produced through interactions

between actors and structures. The findings of this thesis indicate that CYP's participation in these
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recursive processes is often constrained. Critical youth voice therefore emerges not simply as an
ethical commitment to listening to young people, but as a practical means of strengthening their

participation in the ongoing negotiation of quality within music education ecosystems.

This thesis suggests that a CYV approach necessarily involves dialogue between learners and
leaders, scaffolding learning and the co-construction of curricula, all the while recognising how
framing dispositions (Schmidt, 2020) such as geographic location and available resources shape music

education.

As a key component of CYV, scaffolding (Bruner, 1978) takies account of the fact that, while
learner autonomy is a key part of high-quality music education, not all learners have the skill or
confidence to communicate their preferences or direct their learning. Depending on their experience,
background, or any number of other factors, some learners may benefit from more support and
guidance than others in a given situation. Georgii-Hemming and Westvall (2010) argue that ‘if
responsibility for music education content and activities is left completely to students we risk failing
students’ music and the meaning that music can have for people’ (p. 31). Enacting CYV does not place
students completely in control but seeks to create a more democratic music-making environment, in
which the music teacher becomes more of a facilitator. This role calls for them to use their particular
roles and skills as musicians and leaders to establish safe and supportive collaborative learning
environments. As Salvador and Knapp write, ‘varying the degree and type of freedom and constraint
within power sharing is another way to meet individual student needs’ (p. 101). This recalls a

comment by one of the participants at the Chawton School focus group:

there are some teachers who just help you, but in such a way that you rely on them. Whereas
a good music teacher would push you, make you do it independently, so that you can

improve it yourself rather than relying on the teacher (CS1).

A music teacher adopting a CYV approach might also temper learners’ expectations of what is
possible (for example, one of the Chawton focus group participants said they would like to be
involved in a ‘massive parade [where] you can volunteer to go on the stage and perform in front of a
big crowd... just hop onto the stage and do whatever’ (CS3, Section 5.3.3.2. ) but seek to create new
experiences alongside learners with available resources. This transparent practice would avoid over-

promising and under-delivering, something against which Lydia cautioned.

Both YMEI2 students interviewed in this study recognised that having autonomy over the

kinds of music they play may not be realistic if they go on to be professional musicians:
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To be able to play the music that you like listening to is important at the same time as not
always getting to play it, because if you have stuff that you like listening to, that sort of
motivates you. But... if you want a career in music you can't always just play what you want,

there’s other people’s, other people's ideas (Edmund).
Georgiana recounted an exchange they had with their private instrumental teacher on this topic:

| wanted to play a certain piece... even though | was working on grade work [and] my teacher
said that’s fine, but I've got to understand that if | went into... a professional orchestra... |
can't just say “I don't wanna do this piece, | wanna do a different piece,” because it's not my
choice. It's nobody's choice, really, as a collective. It’s what we are told to play by our client

and that's one of the biggest parts of what being a paid musician is.

These are valid points, possibly conveyed to these young people by music teachers (at YMEI2 or
elsewhere) who, from a CYV standpoint, wish to manage their students’ expectations around the
music profession. From their positions as directors of specialist music institutions, Anne and Isabella
both identified a balance to be struck between delivering person-centred, youth-led education and
equipping students they and/or their colleagues might perceive as essential musical knowledge and
skills. Isabella’s comments suggest how music leaders may sometimes feel obliged to encourage

students to take a certain course of action in the interests of their musical development:

[students] definitely have a lot of input: they get asked for their preferences of what they
want to do and we try and respect that as far as possible. But there is sometimes a
conversation... say if we had a student who was struggling with the musicianship side of
playing and needed to build up their skills with that, we would be trying to get them on board

with the fact that they really need to do that class next year as well (Isabella).

Anne was one of several adult interviewees who spoke about ‘broadening’ CYP’s musical horizons.
Her comments point to a sense of duty music teachers might feel to expose their pupils to new ideas

and practices:

You absolutely have to have...student voice, but I think your role as an educator is actually to
look at what they want to go “Well, if you like this, what about this?” “Have you thought

about this?” And gradually you broaden what they look at.

The following comments from Anne resonate with this complex question and with the idea of

autonomy as a quality indicator in youth music education:
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[YMEI1 tutors aim to tell students:] ‘“Try this,” ‘Have a go at this,” ‘You might like this,” ‘Give it a
go, and if it's not for you, come and talk to us and we'll try something else’. For me it's really
important - particularly with... 11 to 14 [year-olds] - that they have those options. You can

suggest, but if you ram things down their throat, they’re going to walk away.

This discourse represents the workings of a critical youth voice approach. Engaging in CYV-informed
music education therefore involves balancing of priorities. This may manifest in the school
environment through the negotiation of school policies, curriculum and diversities of pupil ability and
interest. For Henry (tutor at YMEI1), high-quality teaching involves ‘making sure you’re doing what, to
a degree [emphasis added], the students want to do’. A CYV approach might entail incorporating
learners’ musical tastes and interests with areas deemed by the teacher as worthy of study, based on
curriculum requirements and/or their professional experience. For example, Mary, one of the tutors
at Meryton Music Centre, sometimes selects Early Music for her string ensemble to play. She seems
to acknowledge that by doing so, Mary is leaning towards her own taste and expertise, but she is also

choosing repertoire which is suited to their abilities and which they can play well:

| like doing Early music, but then they say, ‘Why do we do all this Early stuff?’” ‘Well, ‘because

it sounds good, you play it really well

Here Mary is inhabiting the role of the music leader in Koopman’s conceptualisation of it: ‘a coach
who initiates and guides the musical processes in such a way that participants not only arrive at
attractive instant results, but also develop themselves successfully’ (2007, p. 161). As discussed
earlier, it is also the responsibility of a music tutor to broaden young people’s musical horizons in this
way, and to introduce them to music which they may otherwise not have encountered. Mary’s
concern with having the students play music which is within their abilities resonates with Doreen

Rao’s (1993) position on the development of self-esteem in youth music programmes:

self-esteem develops from the ability to perform artistically, to make music with skill and
understanding, to meet the musical challenges with musicianship, and to take command of

the musical materials. Self-esteem comes from doing something well (p. 48).

A high-quality music education, informed by CYV, might therefore fulfil the Youth Music (2017)
quality criteria of supporting CYP’s wellbeing, specifically, | would argue, through the use of music
leaders’ particular skills and expertise to choose a range of repertoire which encourages learners’

musical and personal development.
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The example Margaret gave of interpreting Beethoven’s ‘Ode to Joy’ with her mixed-ability
Year 8 class (Chapter 4) could be described as an example of refiguring musical delineations (Green,
2006) and constructing a new musical world using a canonical piece as its foundation. The results, at
least from Margaret’ point of view, support Lucy Green’s hypothesis that ‘through a direct and
positive engagement with the inherent meanings of music whose delineations were negative, pupils...
experience that potential of musical autonomy’ (Green, 2006, p. 111). For Vakeva (2009), one of the
most significant findings of Green’s work is ‘how easily... ideological constraints may be mitigated
when one is given a free hand to make music in a way that is intrinsically motivating’ (p. 20). Vakeva
goes on to suggest that the music room in a comprehensive school ‘is one the few places where this is
possible in a formal pedagogical setting’ (p. 20). For Vakeva, the diversity of skill and experience levels
in the general music class ‘seem to demand that music should not be approached as a collection of
pre-produced, autonomous and immutable cultural formations but as a dynamic process of creating
new meanings from the resources at hand in a particular cultural environment’ (pp. 20-21). With
adequate resources and a critically-minded teacher, this kind of world-building, liberatory work could

take place in music classrooms and centres across the country.

8.6. Chapter summary

This chapter has demonstrated that quality in music education is not a fixed or universal construct
but one that is shaped by the perspectives of different stakeholders and by structural conditions.
Quality therefore emerges recursively through interactions between policy, institutions, educators
and learners within different music education ecosystems. Across the case studies, the extent to
which ecosystems enabled responsive, participatory and contextually meaningful relationships
significantly shaped CYP experiences of music education. Case study findings suggest that music
leaders tended to define quality music education as holistic and person-centred, with an emphasis
on broadening CYP’s musical horizons. Meanwhile, CYP research participants frequently identified
autonomy, relevance and meaningful participation as quality indicators . These conceptualisations
are not necessarily opposed — in fact they could be complementary, when CYP are active participants
within music education ecosystems A CYV approach may support more recursive — and therefore, in
this author’s view, higher quality — models of music education. Such an approach requires critical
reflection and ongoing negotiation between learners, leaders and policymakers, particularly in

relation to repertoire and power dynamics.

The analysis presented here highlights systemic challenges around quality in theory and
practice. ACE reporting structures, for example, privilege outcomes and accountability metrics over

nuanced, relational conceptualisations of quality. This shapes the ways in which HLOs evaluate and
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report on provision. In the school environment, the capacity for teachers to engage in the type of
youth-centric, holistic practices indicative of high-quality music education was found in the case
studies to sometimes be constrained by lack of SLT support, school/Government accountability
measures, inadequate resources and a lack of confidence and/or courage in their own practice. From
a structurationist perspective, the findings illustrate how quality is recursively shaped through

interactions between structural conditions and individual agency within music education ecosystems.
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9. Policy and practice

This chapter provides a strategic analysis of extent to which the goals of the Government’s music
education strategy were found to be realised across the case study sites, mapping the goals of the
current NPME through an ecological systems model and exploring systemic barriers to policy
realisation. It then offers two evidence-based recommendations for fuller realisation of national

music education strategy in Engalnd.

The refreshed NPME was published just before this project’s data collection phase began.
This research was therefore undertaken during a time of flux in the music education landscape.
Additional guidance on LPMEs (ACE, 2023) and hubs’ school engagement strategies (ACE, 2023b)
were published in later stages of the research period but did not appear to be widely operationalised
in practice during the data collection phase. None of the interviewees coded in my study referred
explicitly to the 2023 guidance, which suggests that it may have had limited impact at ground level.
During this project’s writing-up period, a revised hub performance framework (ACE, 2025) was

published and so that is treated here as a post-hoc source.

NPME2 explicitly acknowledges that while progress had been made in terms of realising the
vision set out by the Conservative-Liberal Democrat Coalition government in 2011, provision
remained patchy across the country (DFE & DCMS, 2022, p. 11). Following on from previous chapters’
analysis of strategy realisation across case study sites, this chapter reintroduces the UK Government’s
key strategic goals for state-funded music education to conduct a strategic analysis of policy
realisation across the case studies. It assesses of the reality of strategy realisation across the case
study sites, then identifies and analyses systemic barriers to equitable, high-quality music education
(and therefore to policy realisation) and presents an ecological systems analysis of these barriers.

Finally, it offers evidence-based recommendations for tackling identified barriers.

9.1. Realisation of key strategic goals (KSGs) across case study sites:

on overview of findings

KSG1: All CYP receive a high-quality music education in school. School staff are supported with

appropriate skills development and resources.

All schools involved in this research delivered curricula at least partly based on the NC and MMC. This

thesis has problematised the notion of a ‘quality’ music curriculum (see Chapter 8) and suggests that

198



the promotion of a more dialogic approach to curriculum design and delivery in policy would facilitate
a higher quality of music education for 11-14 year-olds. Findings across the case studies areas
indicate a lack of access to sufficient, fit-for-purpose music technology equipment in schools and a

lack of experience or knowledge among music staff in this area.

KSG2: All CYP have access to a range of extra-curricular music opportunities, no matter where they

live.

This research found evidence of opportunities for children to play and sing together, perform, create
and experience live music across all case study sites. The ‘broadness’ or diversity of the musical
culture differed from site to site, with the urban case study offering a wider diversity of musical
opportunities. This is likely due to the proportionately higher and more multicultural population,
resulting in higher teacher numbers and broader professional skillsets upon which hub partners can

draw.

KSG3: All music leaders work in partnership, with children and young people’s needs and interests at

their heart.

As highlighted in Chapter 1, the fact that the NPME is non-statutory for schools presents significant
challenges in terms of the scope of this goal and creates an imbalance of accountability between hub
lead organisations and partners. The findings of each case study in this project demonstrate how the
nature of partnership working can differ from one region to the next. Such is to be expected.
However, as discussed in the previous chapter, framing dispositions (Schmidt, 2020) such as
geographic, sociocultural factors and local-level resources can limit the extent to which joined-up
provision is delivered through partnerships. This may be an area in which positive outcomes may be

achieved through the hub investment programme (see Section 1.5.1.1..).

KSG4: All children and young people with musical interests and talents have the opportunity to

progress, including professionally.

Figure 17 shows pupils’ questionnaire responses to the Likert-scale statement 'l can pursue my

musical interests as far as | wish’.
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Figure 16: Responses to the Likert-scale statement 'l can pursue my musical interests as far as | wish'

The fact that the majority (64.21%) of the whole, cross-case questionnaire sample responded
positively to this statement is heartening in light of the pressure put on secondary school music and
other creative arts departments since the introduction of accountability measures such as the EBacc
and the subsequent detrimental effects on the uptake of GCSE and A Level qualifications in music (see
Chapter 1). Table 14 below summarises responses collected in response to the questionnaire

question ‘Is there anything preventing you from doing more music? If so, please state’.

Table 14: Barriers to music activities listed across the whole-project questionnaire dataset

Barrier listed Frequency of
response

Financial cost 10
Lack of awareness of opportunities 3
Lack of available personal time 2
Lack of confidence in ability 2
Lack of motivation/interest 2
Lack of time in school schedule 1
Inadequate practice space at home 1
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Viewed alongside the discussion of barriers to high-quality music education discussed in Chapters 1
and 7, these results suggest that the strategic goal of offering all CYP with an interest in music the

opportunity to progress is not being fully realised in the case study sites.

9.2. Factors impacting policy realisation: an ecological systems

analysis

The ecological systems model in Figure 18 was constructed through deductive analysis of
inductivelyderived themes from the whole research dataset. This approach preserved the integrity of
the inductively derived themes, as these were firmly grounded in participants’ experiences and
allowed an examination of the structural contexts in which enactment occurs. The interactions
between system levels are multidirectional: each system level influences the others. Policy
interpretation, translation and enactment take place within and across various system levels and
involve various policy actors (Ball et al., 2012). Table 15 below outlines the nature and content of
each system level. Section 9.2.1. draws on policy enactment and field theory to provide a worked
example of how a single strategy document (NPME2) is interpreted, translated and enacted,

illustrating how the different system levels interact.
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Figure 17: Ecological systems model showing factors influencing KS3 pupils” music education
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Table 15: Examples of ecological system level elements in relation to CYP’s experiences of music education in the context of

this research

System Level

Examples of system elements

Chronosystem

policy developments much as the hub investment programme
and the introduction of the EBacc and subsequent impacts on
music education in school

funding landscapes impacted by austerity measures
technological and social change affecting the ways in which CYP
engage with music in and outside of school

Macrosystem

the Government’s vision for music education as outlined in
various strategy documents (see Chapter 1)

economic ideology — public service cuts, competitive bidding,
efficiency through centralisation. Relatedly: neoliberal and
human capital ideology, promoting cultural narratives of
individual success/flourishing

cultural attitudes toward music: the perceived dominance of
Western classical repertoire and practice, but also increasingly
inclusive approaches to music teaching and learning (ABRSM,
2025). Also, cultural narratives about the wellbeing benefits of
music which do not account for the fact that not every
individual will have exclusively positive experiences of music
social mobility ideology: beliefs that individual effort should
determine success, masking systemic barriers to music
engagement and progression

assessment and accountability culture contributing to
assessment backwash

ACE data return requirements and stakeholders’ (differing)
priorities and quality measurement systems

geographic location as cultural context — rural-urban cultural
differences, regional identity and resources
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Exosystem e local music offer (in terms of curriculum/material and resource),
in and outside of school
e music hub partner network and resources
e teacher(s)’ training, expertise and experience
e number of locally-based music teachers
e parents’/carers’ education and experience
e households’ economic situation, which may determine the
extent to which a child is able to engage in musical activities
e music hub governance structures, programme priorities, quality
indicators
local/regional transport infrastructure
e school-level music education decisions: leadership prioritisation
of music, curriculum interpretation, and KS4 subject offer
e A Level, further education and higher education opportunities in
music available to the individual.
Mesosystem e music hub networks (including school-hub relations)

family-school relationships which may determine the extent to
which a child accesses opportunities

family-community relationships which may determine the
extent to which a child accesses opportunities

music leader networks (e.g. peripatetic and private teachers
working across contexts) which shape the structure and
material of local provision

peer networks/friendships spanning school and out-of-school
music learning contexts which may influence an individual’s
desire to participate in a certain activity.

Microsystem

homeplace: the extent to which music plays a role in home life
school: the extent to which music is prioritised in curriculum
family: the influence of parents/carers or other family members
on musical interests and activities

friends/peers: the influence of friends/peers on musical
interests and activities

Individual

musical abilities, aptitudes and experience level

learning needs and/or health conditions that influence how CYP
engage with music

motivation and interest

identity: ‘musical’ or ‘not musical’; ‘musician’ or ‘non-musician’
autonomy: the extent to which a young person feels they have
agency over their musical participation (e.g. choosing an
instrument, composing, making music with others)
psychological factors: confidence, resilience, wellbeing
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9.2.1. Mapping NPME2 through the ecological systems model

At the macrosystem level, NPME2 articulates a Governmental vision that frames music as both a
cultural entitlement and a contributor to social mobility, underpinned by neoliberal ideologies of
efficiency and accountability. NPME1 was embedded in a wider austerity agenda, emphasising
competitive bidding and efficiency. By 2022, discourses of inclusion, wellbeing and digital creativity
had gained greater prominence, reflecting cultural and political shifts. Thus, the influence of the
chronosystem is evident, as the same policy text is reframed and updated in line with prevailing

economic, cultural and ideological contexts.

At the exosystem level, music hubs act as policy translators (Ball et al. 2012), decoding these
broad visions and framing operational priorities accordingly. HLOs must balance national directives,
ACE reporting requirements and local conditions. Policy is thus reshaped according to contingencies
of local governance, funding and organisational capacity. Short-term funding arrangements and the
casualisation of the HLO teacher workforce has an impact on the field of provision, in Bourdieu'’s
sense (1977), through the distribution of capital (in terms of skills, expertise and networks). A more
stable workforce and the capacity to engage in more long-term planning might allow for hubs to build
stronger, longer-lasting communities of learning and practice. Casual and/or short-term staffing

arrangements means that hubs rely more on more fragile and less deeply-rooted connections.

At the microsystem level, schools interpret hub offers in light of institutional priorities and
accountability requirements. A hub’s commitment to ensemble provision may be welcomed by a
school with strong musical traditions or deprioritised in schools where leadership and curricula focus
heavily on EBacc subjects. In the field of out-of-school provision, low enrolment numbers of a certain
type of instrumental player at local music centres may present an obstacle to realising a hub’s
ensemble provision goal. In Ball et al.’s (2012) terms, music teachers and programme leaders are
policy actors, communicating and mediating with leadership teams and local communities and
adapting their practice accordingly. This is a crucial stage in strategy realisation, as compromises may
be made in the full realisation of a vision in the interest of ‘getting CYP through the door’. Local actors
may also introduce priorities absent from the plan into their field of action, such as embedding local
cultural heritage or aligning music provision with wellbeing or particular education initiatives.
Chronosystem components are also at play here through the introduction and entrenchment of the
Ebacc, narrowing of curriculum time for music and falling numbers of CYP engaging in music outside
of school due to economic pressures and the disruption of learner pipelines in the aftermath of the

Covid-19 pandemic.
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Finally, at the level of the individual CYP, the NPME is experienced in inconsistent ways. A
pupil entering primary school in 2012 may have participated in a year-long whole-class instrumental
project, but by the time they reached secondary school found fewer opportunities if music was
deprioritised by the SLT. Another child growing up in the 2020s may encounter more digital music-
making opportunities, reflecting chronosystemic shifts in both technology and policy discourse. As
this thesis highlights, children growing up in different geographic locations and socioeconomic
contexts may also have very different experiences of state-funded music provision as per the vision of

the NPME.

Ecological systems theory, in tandem with policy and field theory, therefore demonstrates
the complexity of policy enactment and number of variables which can affect the nature and quality
of a young person’s music education. The model presented here reflects key challenges around policy
realisation at local level and reveals the dynamic, iterative, cross-level process of policy enactment
and highlights the need for community-oriented, long-term approaches in the realisation of the UK

Government’s music education strategy.

9.3. Identification and analysis of systemic barriers to equitable,

highquality music education

The findings presented in this thesis indicate that currently the Government music education strategy
is not being fully realised across the case study sites. The primary barriers to strategy realisation are:
funding issues, inconsistency of provision based on school context and inconsistency of provision
based on geographic context. These are presented in this section through ecological system models.

The same chronosystemic factors apply in each of the below cases:

e music education strategy developments much as the hub investment programme
and the introduction of the EBacc and subsequent impacts on music education in
and out school;

e austerity measures on arts and education impacting funding landscapes; and

e technological and social changes affecting the ways in which CYP engage with

music.
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9.3.1. Funding issues

9.3.1.1. Extracurricular music activities are unaffordable for many families

The findings of all three case studies in this research show that the financial cost of music education
(outside of curricular music lessons) can be a prohibitive barrier in the realisation of Government
strategy. Travel costs can compound this issue across both rural and urban areas, with
proportionately greater impacts on families in rural areas due to higher travel distances and cost of
living (see Chapters 4 and 6). This finding reflects a mesosystem interaction between schools, families
and hub organisations: even where opportunities are offered by hubs or schools, the ability of a
young person to take part is often mediated by family resources and/or transport availability. At the
exosystem level, hub fee structures and local transport infrastructures further shape who can and
cannot access provision. While the apparent vision of the NPME is one of cultural democracy,
macrosystem ideologies of accountability, deprioritisation of creative arts and quality assurance
which impact regional policy translation and enactment result in the creation of barriers to music
education. The result is that lower-income households are disproportionately excluded from

opportunities — directly contradicting the strategic aims.
9.3.1.2. Hubs are in a ‘funding crisis’

Many music hubs across the country found themselves in extremely challenging financial
circumstances during the period covered by this research. The following reflections from John
illustrate the extent to which hub leaders and staff were preoccupied not with delivering strategic

ambitions, but with the survival of their organisations:

My thinking at the moment is about how we preserve the music service so it’s here in five
years’ time, and what saving we can make, rather than what we can do... and | have a feeling,
from talking to colleagues in music services and music hubs, that this is what is concerning
them. It’s not so much about ‘We need to do this, and this, and this’ and the new Plan, it’s

‘How do we survive?’. We are facing a real crisis in funding. There is no doubt about it.

John’s comments highlight how exosystem structures (hub governance and funding models) are
shaped by chronosystem influences (long-term austerity policies, inflationary pressures, and
demographic shifts) and macrosystem ideologies of efficiency and competitive bidding. These
intersecting pressures have shifted organisational priorities from innovation and expansion (as
envisaged in policy texts) to self-preservation. At the mesosystem level, this creates tensions between

hubs and schools, as reduced resources restrict the scope of offers and strain collaborative
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relationships. This, in turn, affects the nature and breadth of provision at the microsystem level (e.g.
schools and communities) and prohibits the full realisation of the Government strategy which is
fundamentally based on joined-up provision delivered through partnerships. Thus, the individual
child’s music education is shaped by complex cross-system relationships and the ‘crisis’ of hub
funding can presents a systemic barrier to CYP’s access to music education as outlined in the

Government strategy.
9.3.1.3. All hubs are not created equal

Hubs encompassing rural areas experience disproportionately high costs in terms of tutor travel
expenses, resulting in a higher cost per pupil. Real-terms funding cuts since the hub programme was
launched have forced hubs to increase reliance on fundraising through families, community
organisations, trusts and foundations. However, hubs’ success in these efforts depends heavily on
pre-existing resources and networks, leading to inequalities in provision. This variation illustrates how
macrosystem policies that allocate funding without sufficient adjustments for geographic or
demographic differences, intersect with exosystem conditions such as transport infrastructure and
hub fundraising capacity. These factors directly affect microsystem and individual experiences,
shaping the opportunities available to CYP in different localities. Troublingly, the ecological model
shows that uneven hub capacity is structurally produced, limiting the ability of some hubs to deliver

the ‘equitable access’ promised in Government strategy.

9.3.2. Inconsistency of music education provision based on school environment

9.3.2.1. Schools place different levels of priority on music

Qualitative research findings from the case studies show that timetabled hours, classroom resources
and teacher capacity varied considerably across the case study schools. The reality across wider
regional and national contexts may exhibit even greater inconsistencies. These inconsistencies reflect
exosystem factors, such as school leadership priorities and accountability measures, which are
themselves shaped by macrosystem influences such as the Government’s emphasis on EBacc
subjects. As shown in this research, the influence of the chronosystem is sometimes diminished by
exosystem factors: for example, school music departments with stretched budgets may not be able to
purchase equipment of the level required to employ technological advances of recent years in
classroom teaching. In this way, the ecological model reveals that the vision of equitable access
outlined in Government strategy is challenged by systemic inequalities based on interactions of

national policy, local infrastructure and institutional capacity.
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At the mesosystem level, the strength of the relationship between a school and its hub is also
shaped whether music education provision was sustained or deprioritised. These dynamics in turn
influence the microsystem, with pupils’ day-to-day access to classroom music depending on
institutional decisions beyond their control. What appears as ‘school-level variation’ can therefore be
viewed as symptomatic of structural pressures operating across multiple system levels. Ecological
analysis therefore reveals systemic barriers to the realisation of KSG1: All CYP receive a high-quality
music education in school. School staff are supported with appropriate skills development and

resources.

9.3.2.2. KS3 music curricula are not as dynamic as they could be

In some case study schools, KS3 curricula were delivered over two years instead of the recommended
three. As discussed in Chapters 1 and 2, this occurrence has been documented across England and
risks privileging pupils whose parents or carers had musical training when it comes to post-KS3 exams
and qualifications. This demonstrates an interaction between macrosystem ideologies of
accountability and assessment culture and exosystem structures such as school-level curriculum
design. These pressures filter down to the microsystem, where some students are not offered as
varied as musical diet as they or their teachers might wish for — sometimes due to their families
socioeconomic position. Such is in direct opposition to the goals of the Government’s music
education strategy. It is important to note that relationships between families and schools or other

HPOs at the mesosystem could sometimes mitigate this effect.

This ecological analysis demonstrates a systemic barrier to the full realisation of the
Government’s music education strategy in the key area of school-based music education. National
accountability frameworks and assessment cultures at the macrosystem level shape the priorities of
schools at the exosystem, constraining what is possible within curricula and budgets. These pressures
filter down to the microsystem, directly affecting pupils’ day-to-day classroom experiences and the
breadth of musical learning available to them. While mesosystem relationships between schools,
hubs and families sometimes helped to offset these constraints, they could not consistently
counteract the structural drivers of inequality. From an ecological perspective, therefore, school-level
variation emerges as a systemic phenomenon that undermines the Government’s strategic goals of
universal, high-quality music education, widening the gap between Government strategy and practice

on the ground.
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9.3.3. Inconsistency of music education provision based on geographic location
/ hub region

9.3.3.1. Access to opportunities

Findings from the Meryton and Highbury case studies indicate that CYP in rural areas had fewer
opportunities to access high-quality, state-funded music education than those in urban areas. Barriers
included limited transport infrastructure and a smaller pool of local music teachers. By contrast, the
Pemberfield hub benefitted from a larger population and a richer network of cultural organisations,
though suburban location of some partner programmes still created access barriers. Exosystem
conditions, such as transport infrastructure and teacher availability, interact with microsystem

experiences of pupils, shaping their access to activities.
9.3.3.2. Diversity of music offer

Pemberfield, with its relatively high and diverse population, provided a wider range of musical
practices and traditions than the rural case study sites. This greater diversity of offer was linked to the
range of cultural organisations and community groups within the urban environment. From an
ecological viewpoint, this reflects mesosystem relationships between schools, hubs and local cultural
partners, facilitated by exosystem resources available in large urban centres. However, the fact that
diversity is contingent on local demographic and cultural capital highlights a macrosystem imbalance:
national strategy aspires to ‘broad and balanced’ music education, but systemic structures mean this

aspiration is realised unevenly across regions.
9.3.3.3. Hub partnerships

This research highlights how the non-statutory nature of hub-school collaboration can create an
imbalance of accountability, leaving hubs dependent on the willingness of schools and local partners
to engage and determine their success (from ACE’s point of view, at least). Some partner
organisations embrace partnership working more than others. Here, macrosystem policy design (the
non-mandatory status of hub-school engagement) interacts with exosystem governance structures of
hubs and mesosystem relationships between organisations. The variability of these interactions
explains why some regions achieved strong, youth-centred programmes while others might struggle

to realise the aims of the NPME.

This research found evidence of opportunities for children to play and sing together, perform,

create and experience live music across all case study sites. The ‘broadness’ or diversity of the musical
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culture differed from site to site, with the urban case study offering a wider diversity of musical
opportunities. This is likely due to the proportionately higher and more multicultural population,
resulting in higher teacher numbers and broader professional skillsets upon which hub partners can
draw. Ecological analysis thus highlights a systemic barrier to the realisation of KSG2: All CYP have

access to a range of extra-curricular music opportunities, no matter where they live.

9.3.4. Quality in policy and practice

This thesis argues that high-quality music education emerges where ecosystems enable meaningful
recursive relationships between structure and agency, particularly through CYP participation and
locally responsive practice. Findings highlight the challenges around balancing a different
stakeholders’ conceptualisations of quality in the translation of policy into practice. At the
macrosystem level, quality is repeatedly referenced across Government strategy texts but it is not
robustly defined. This results in a default towards measurable, accountability-driven understandings
of quality which then filter down through ecological system levels. Hubs are required to coordinate
and assess provision. In order to do so, they rely on information from schools, partner organisations
and CYP (microsystem). The extent to which this information can be fed back to hubs relies on strong
mesosystem relationships. If they are effective, meaningful dialogue between stakeholders and
across system levels can facilitate the delivery of music education which is tailored to the needs of
local communities (thereby fulfilling Government strategy goals). If these relationships are weak,
meaningful dialogue about quality can be difficult to facilitate and therefore high-quality, (youth-

centred, contextually-driven) provision cannot be delivered.

In the microsystem setting of the school or other HPO, music leaders may struggle to balance
the expectations placed on them by management (e.g. around school music curriculum; numbers of
learners recruited to an out-of-school programme) with their own philosophies and the musical
identities of their learners. Quality might be determined in microsystem policies based on easily

measurable outcomes rather than nuanced, longitudinally observed impacts of music education.

This research therefore reveals a gap between policy ideals and the realities of music
education across regions. While the Government strategy clearly articulates a vision of high-quality
access to music education regardless of where a child lives, these research findings that geographic
location and regional hub context significantly mediate the extent to which CYP can access high-
quality music education. Exosystem factors such as transport and workforce can shape both the
guantity and quality of opportunities available, while local demographic and institutional networks

influence the breadth of musical practices on offer. From an ecological perspective, these
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inconsistencies are not the result of isolated local shortcomings, but the outcome of interactions
between macrosystem policy design, exosystem infrastructures and mesosystem relationships. This
highlights a structural gap between the policy vision of equitable access and the realities of provision

on the ground.

Variations in policy enactment from one ecosystem to the next demonstrate how the key
strategic goals outlined at the top level are recursively shaped by local structures and agents. A
structurationist perspective helps to account for divergence between intended and realised outcome
ins top-down policy processes: individual actors’ agency at every level reshapes structure, producing
variation. CYV offers a response to the tensions between policy and practice, recognising and
embracing the relational, context-based nature of high-quality music education. This thesis argues
that CYV, as a conceptual lens and a pedagogical approach, is structurally necessary for effective

policy realisation.

9.3.5. Policy knowhow

Returning to the concept of policy knowhow introduced in Chapter 1, if teachers were to engage
more critically with music education strategy and how it interacts with their contexts, they may be
able to have a more positive impact on the extent to which strategic goals of equitable access to high-
quality music education are achieved (Schmidt, 2020, p. 166). When asked how familiar they were
with music education policy, the responses of teachers involved in this research were mixed.
Margaret spoke positively about the freedom afforded to teachers within the MNC, but in terms of
the NPME or the Government’s overall strategy, she felt that she wasn’t ‘as aware as [she] probably
should be’. When asked how much policies like the NPME influence their teaching, George and Frank

spoke plainly about not paying much attention to Government strategy:
It doesn’t for me. | read it. | read some of it. (George)

| am aware and main points filter through to me - | don't have an opinion on it... | concentrate

on doing, and improving, my thing. (Frank)

As an extracurricular music teacher, Frank’s position is an understandable one: teaching in an
informal environment like a music centre is quite far removed from teaching in a school, where

almost every action is governed or guided by a policy — national or school-specific. Yet if meaningful,
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positive change is to be made in the music education landscape, music leaders must engage with

policy.

9.4. Recommendations

This section poses two key recommendations for improved, more effective realisation of the UK

Government’s current strategy on music education:

Recommendation 1: State-funded music education providers should develop context-specific

quality frameworks.

Recommendation 2: DfE and ACE should require formal hub-school relationships to improve

accountability and ensure context-driven, high-quality provision.

While focused on separate areas of partnerships and quality, the recommendations are interlinked
and would be optimally implemented together to tackle strategic issues and barriers to access,
ensuring more equitable music education for CYP across England. These recommendations are based

on the findings of this research project and the ecological analysis presented above.

As noted in Chapter 1., ACE’s guidance on LPMEs was published in June 2023, when most of
the data for this project had been collected. Throughout 2024, ACE liaised with hubs to review their
hub performance framework (the choice of the word ‘performance’ over ‘quality’ is, | would argue,
indicative of a neoliberal, market-driven ideology rather than a youth-centred one). Based on these
consultations, a revised version was published in February 2025 (ACE, 2025b), during the writing-up
period of this project. This thesis therefore treats the LPME guidance and revised performance
framework as contextual developments rather than as data sources. This is consistent with a
reflexive, ecological approach to policy research. Government strategies and policies are dynamic and
there is always the possibility that the landscape might change during the execution of a long-term
project such as this one. My aim as a researcher has been to report findings based on a temporal
snapshot, contribute to knowledge on potential recurrent obstacles to strategy realisation and offer

recommendations to issues identified through my independent investigation.

| have reviewed the new documents during the writing-up period as a lens against which to
test my recommendations and conclusions. Two recommendations (around locally-defined quality
and around increased accountability in hub-school partnerships) are reinforced by the new guidance
but require further intervention to be realised effectively — namely, an increased emphasis on

(critical) youth voice in the design, delivery and evaluation of music programmes and a mandate for
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schools to engage with hubs in the shaping of music education provision. Throughout this thesis, |
have sought to emphasise that critical, meaningful youth voice is key to ensuring existing and
developing quality frameworks avoid tokenism and instead enable joined-up, equitable music
education as per the Government’s long-standing strategic goals. The thesis therefore presents

findings that are both data-driven and contemporarily relevant.

Before outlining the recommendations, | want to note that many of the persistent issues
around music education are rooted in economic policies which have had hugely detrimental effects
on the arts and education sectors in the UK, especially over the past 15 years. There is a clear and
urgent need for increased investment for music education and a reconsideration of accountability
measures which deprioritise creative arts subjects. Recommendations to his effect have been made
elsewhere (Daubney et al., 2019; House of Lords Education for 11-16 Year Olds Committee, 2023;
ISM, 2022; Huband-Thompson & Dawson, 2025) and the DfE’s recently published interim report on
the Curriculum and Assessment Review (DfE, 2025a) promises that accountability measures will be
carefully examined over the remainder of the review process. The recommendations made here are
therefore presented on the understanding that significant structural changes are needed to fully
enact the ambitious strategy currently guiding music education in England. They are unique in their
reinforcement of the ecological system interactions at play in music education in England. Individual
CYP’s experiences are shaped by complex layers of influence, from the teaching practices of their
classroom music teacher to local hub partnerships and national education policy frameworks. The
recommendations of this thesis therefore aim to address structural barriers to high-quality, equitable
music education in a multi-systems manner. The first recommendation addresses fragmentation
across systems in terms of conceptualisations of quality. The second goes to the structural,
macrosystem root of unequal mesosytem partnerships which limit the extent to which strategic goals
around music education can be realised on the microsystem level. Together, they offer an
ecologically informed strategic framework which have the potential to remove obstacles to equitable,

high-quality, youth-centred, context-driven music education for CYP.

Recommendation 1: State-funded music education providers should develop

context-specific quality frameworks.

Systemic issue identified

Quality is defined differently within and across ecological levels (e.g. macrosystem policy paradigms,
exosystem hub/school policies, microsystem school/family/community values) but the current policy

landscape lacks recognition of the contextual, relational and dynamic nature of quality. At the
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microsystem level, music leaders can struggle to balance statutory demands with youth-centred
practice. The result is that CYP, at the individual level, experience a disconnect between policy ideals
and their lived experience. In both the NPME and ACE guidance, ‘performance’ is emphasised as
something to be ‘captured’ in plans, but there is a lack of clear definition of what quality might look
like in practice. Read in the context of wider Government rhetoric of accountability, pupil progression
and school improvement, the guidance given to hubs around approaches to quality risks encouraging
a formulaic approach to evaluation that can miss the complexity of lived musical experiences,

resulting in a performance paradox.

This recommendation echoes Meyer and Gupta’s (1994) view that organisations should adopt
performance assessment models based on a set of diverse, uncorrelated but comparable
performance indicators. These authors also advocate for comparison within and between
organisations to ensure dynamic, equitable performance assessment. Concepts of ‘performance’ and
‘quality’ must not be conflated. This recommendation responds directly to the study's finding that
quality is neither fixed nor universally understood, butis context-driven, dynamic and relational. It is,
inevitably, difficult to capture and measure (especially in the short term), but the development of
quality criteria based on shorter-term performance indicators (all developed in a dialogical process
between stakeholders) may be useful in the evaluation of music education strategy enactment across
system levels. This approach may also lessen the risk of the enactment of a performance paradox
through the manipulation of indicators and performance measurement systems to benefit an

individual or group of organisations (Van Thiel, 2017).

Mechanisms of change

| recommend that ACE should require hubs to co-design and embed locally designed their own quality
frameworks, based on quality criteria and indicators developed through participatory processes
involving CYP pupils, schools and community partners. Several important questions would have to be
addressed around the development of such criteria and indicators: Who shapes them? When are they
developed and revisited, and by whom? What narratives do they construct about the policy
enactment and about the lived experience of learners and leaders? For whom are these narratives

written? What are the outcomes and who is affected by them? (Lewis, 2015, p. 2).

Quality frameworks within hubs’ LPMEs should be aligned with ACE’s Quality Principles and
Youth Music’s quality framework and explicitly mapped to ACE’s hub performance framework, but

also reflect local culture, resources and needs. The measurement of performance against quality
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indicators (e.g. pupils’ own reported progression over a period of time) may give useful insights in the

evaluation of policy enactment.

The quality framework should:

® be co-designed with CYP, communities and music leaders through varied consultation
processes (e.g. mapping exercises, reflective workshops and discussions of case studies);

e account for multiple domains of quality, including, for example, inclusivity and access,
musical development (of learners and leaders), youth voice/autonomy, cultural relevance
and partnerships — local, regional and perhaps even national;

e balance locally defined, microsystem philosophies of music education (outlining, for
example, a vision of promoting cultural democracy, wellbeing, social connection,
celebration of cultural heritage) with macrosystem statutory requirements;

e drive equity of opportunity, setting out mechanisms for monitoring who participates and
who does not, discussing repertoire selection and access to music resources (e.g.
rehearsal space, music technology equipment); and

e set out an annual evaluation process that prioritises the collection of rich, mixed-method
evidence. While school staff are likely to manage the capture of essential metrics for
mandatory reportage, CYP and hub partners could be mobilised in the construction and
analysis of short case studies, reflective journals, pupil artefacts and information on

longitudinal participation and/or progression.

| echo ACE’s recommendation (2023a) that hubs’ LPMEs should be revisited on an annual basis and
updated in light of any issues identified in this evaluation. In this way, individual, microsystem and

mesosystem experiences have the potential to influence exosystem policy developments.

SMDPs remain a valuable mechanism for schools and trusts but they should be positioned as
one strand within a broader LPME framework. School-level criteria could feed into hub-level LPMEs,
ensuring that definitions of quality are both locally owned and compatible with inspection

requirements (e.g. Ofsted).

Expected outcomes

Embedding youth-centred quality frameworks in hubs’ LPMEs would support the realisation of the
NPME's strategic goals in ways that are locally authentic and also measurable for the purposes of
macrosystem (e.g. Ofsted, ACE) reportage. It would also facilitate the enactment of the youth-voice

practice advocated by ACE and Youth Music (see Section 2.3.). This evidence-based recommendation
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extends existing Government guidance based on evidence, reflecting the need for music education to
respond to microsystem factors of context (geographic and cultural), different policy
actors’/stakeholders’ conceptualisations of quality (which are context-specific, reflective and dynamic
- not fixed) and the cross-system process of youth voice (not currently factored into NPME guidance).
Bi-directional interactions across system levels outlined here reflect a process-oriented view of policy:
one in which CYP, music leaders and communities become policymakers. This would result in the
development of policy at the macrosystem level which better reflects the diversity and complexity of
music education, taking rich, context-based evidence into account in quality measurement rather
than prioritising quantitative reporting. Instead of being bound by tackling barriers to equitable music
education. It could also strengthen and focus mesosystem partnerships, ensuring alignment between
hub members and empowering music leaders to develop and realise a vision of quality suited to their
contexts. At the individual level, it would increase opportunities for all CYP to experience equitable,

high-quality music education over which they feel a sense of ownership.

Recommendation 2: Stronger hub-school relationships to improve
accountability and ensure context-driven, high-quality provision

Systemic issue identified

The current NPME sets out the expectation that all schools have a Music Development Plan (MDP),
written with the support of their hub. The NPME states that MDPs ‘should consider how the school
and the hub will work together to provide broad and high-quality opportunities for all pupils’ (p. 52).
The NPME and the actions within it are statutory guidance for hubs but not for schools. This creates
an imbalance of accountability that undermines national strategy aims. It means that HLOs lack
leverage to ensure schools’ participation in hub partnerships and music leaders lack incentive to
develop policy knowhow (Schmidt, 2020). As stated in Chapter 1, a policy like the NPME cannot be
straightforwardly implemented, but needs to be translated; put into practice according to local
conditions. This vital phase of policy translation requires dialogue between microsystem entities of
schools and HLO/HPOs. The instability at the mesosystem level created by a gap in accountability
written into the NPME can lead to inadequate provision on microsystem and individual CYP levels.
Youth-centric frameworks such as those advocated by ACE and Youth Music suggest that CYP should
be able to have a degree of autonomy in their music education. Underdeveloped mesosytem
relationships between CYP and music leaders (characterised by a lack of youth voice) prohibit this bi-

directional system level interaction.

216



Cross-system mechanisms of change

The Government should mandate that schools and HLOs work in partnership. This should include the
development of co-authored SMDPs, feeding into LPMEs, mandated school — hub meetings, needs
analyses (including mapping exercises similar to those carried out by the Pemberfield HLO — see
Chapter 5) ongoing CPD programmes and the embedding of CYV methods to ensure children and
young people are involved in the interpretation, translation and enactment of policy as well as
evaluation, thereby actively shaping provision. Youth voice initiatives should involve as wide a range
of CYP as possible, with hub members working to mitigate risks of tokenism and unequal
representation. Youth voice mapping and evaluation should also be handled with an appropriate level
of criticality, listening to and honouring CYP’s opinions and ideas while also utilising the professional

expertise of music leaders across school and community contexts.

If the key policy aspiration of equitable access for all CYP to be realised, teachers must be
viewed as policymakers, not just implementers (Schmidt, 2020) - engaging in a bi-directional
interaction across ecological systems. On a local level, policy translators should therefore engage in
dialogue with teachers to develop shared understandings of policy in their context, interrogating
vague policy terms like 'great composers' and identifying music education priorities based on
professional philosophies and local needs. Teachers may subsequently judge the extent to which they

have authority over their teaching and where freedoms may be restricted.
Expected outcomes

Increased strategic support of mesosystem relations through music leader CPD, CYV and community
consultations and collaborative planning would maximise potential for context-driven policy
realisation. Needs analyses conducted through a CYV-based approach would improve bi-directional
interaction between system levels, ensuring exo/macrosystems support schools and hub
organisations according to their needs, thereby facilitating the fulfilment of the KSG3: All music
leaders work in partnership, with children and young people’s needs and interests at their heart. The
outcome on the individual level (CYP) would be increased access to high-quality, relevant, equitable

music education, as well as opportunities to progress (KSG4).

Summary of recommendations

These recommendations directly respond to the research questions of this study:
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e How is UK Government strategy around music education for 11-14 year-olds realised in
school and community contexts in Yorkshire?

e To what extent is music education provision tailored to the needs and interests of
adolescents, in and out of school?

e To what extent are conceptualisations of quality aligned between young people, music

teachers, music programme leaders and in government policy?

The recommendations recognise that the uneven realisation of Government strategy may be
understood as the product of interactions between structures, relationships and agency across
ecological levels. Recommendation 1 addresses how quality is conceptualised and enacted by
proposing participatory, context-based frameworks through which stakeholders, including CYP, can
negotiate shared understandings of high-quality provision. Recommendation 2 addresses the
conditions under which strategy is translated into practice by strengthening the mesosystem
relationships through which policy is enacted. Crucially, these recommendations position CYP as
contributors to the recursive processes through which music education policy and practice are
shaped. In doing so, they offer an ecologically informed response to the study's central question of
how more equitable, high-quality music education might be realised in England. Actioned together as
an ecological package, these recommendations would allow for more effective realisation of strategic

goals of equity and quality by addressing current systemic issues at their roots.

The following chapter concludes the thesis by outlining the implications of the research

findings and offering concluding remarks on the analysis of the preceding chapters.
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10. Conclusion

This research project has explored the realisation of UK Government strategy on music education for

11-14 year-olds in three areas within Yorkshire. It has sought to examine:

o the extent to which strategic goals of ensuring equitable access to high-quality music
education to all adolescents in the case study sites were realised; and
e perceptions of quality amongst programme leaders, music leaders and learners across a

range of geographic and pedagogical contexts.

The comprehensive review of literature across fields of policy texts and grey literature as well as
academic scholarship across fields of music education, psychology, policy and sociology provided me
with a deep understanding of the complex interactions of ideologies, theories and lived experiences
within the ecological system of music education in England. This work informed my approach to data

collection and case study analysis.

Findings of the mixed-methods research carried out across each of the three case study sites

suggest that:

e Music education is not consistently delivered in response to its context (be that
geographic, cultural or social).
e There is a need for more comprehensive conceptualisations of ‘quality’ across

ecological levels of policy enactment

On the basis that ‘high-quality’ music education as inscribed in the Government strategy refers to
child-centred, youth-voice led, place-specific music initiatives, the findings of this project’s case
studies indicate that high-quality music education is not being enacted and the Government’s
strategy is not being fully realised. The findings presented in this thesis can be understood through
the lens of structuration theory (Giddens, 1984), which highlights the recursive relationship between
structure and agency. While national policy and local provision establish the structural conditions for
music education, CYP’s engagement is shaped by their capacity to act within these constraints.
Patterns of participation based on where a CYP lives and their family’s socioeconomic status
contribute to the ongoing reproduction of these structures, reinforcing existing inequalities in access

and opportunity.
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The research questions underpinning this work sought to examine the extent to which policy
translates into practice. While the findings of this research have shown that certain structural barriers
and systemic issues prevent the full realisation of the Government’s music education strategy, they
also point to fundamental issues within strategy rhetoric, imbalances of accountability and quality
measurement systems which may not reflect lived experience. The analyses presented here indicate
that the concept of quality is not appropriately explicated within the UK Government’s music
education strategy, nor does it allow for sufficient differentiation in provision and reportage across
geographically, socioeconomically and culturally diverse regions. This can result in a lack of consensus
and clarity among stakeholders (CYP, teachers, programme leaders and governmental bodies). To
qguote Elinor, ‘broad brush experiences’ and assessments of quality based on numbers of participants
or one-off ‘engagements’ do not reflect conceptualisations of quality held by CYP, music leaders, or

music education scholarship and are therefore flawed.

This project is unique in its synthesis of varied perspectives on the current state of music
education in England, placing the voices CYP and the leaders who shape their music education at its
centre and offering evidence-based recommendations to facilitate more consistent achievement of
the worthy goals set out in Government strategy. The ecological analysis presented in this thesis
demonstrates how a lack of clarity around quality in music education can lead to the distortion or
(not necessarily intentional) abandonment of the Government’s key strategic goals across ecological
system levels. This research may promote the advancement of CYV in state-funded music education,
supporting dynamic, context-based and dialogically formed models of quality. This would help to
ensure the realisation of the important Governmental aim of access to high-quality music education

for all children and young people.

The remainder of this section outlines potential implications of these findings for research,

policy and music education practice before offering concluding thoughts on the thesis.

10.1. Implications of the research findings
10.1.1. Implications for research and future directions

This research offers a wide-ranging, critical view of music education strategy realisation. Drawing on
lived-experience accounts from CYP, music leaders and programme managers across geographically
and socioeconomically distinct areas this thesis offers unique, critical insights on structural issues in

English music education policy enactment in this field. It underlines key challenges around definitions
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of quality and contexts of music education and has offered recommendations which expand on
existing government guidance and which may help to ensure that the vital vision of quality music

education for all CYP is realised.

This research has focused on music education as a discipline and practice. The nature of
quality in music versus in education is referred to in Chapter 1, but due to the limited scope of a
doctoral thesis this concept has not been fully investigated. There are certainly important issues to
consider here — building on the work of Holdhus and Espeland (2013) — in terms of how perceptions
of musical quality might align with or diverge from those of educational quality. The framework and
analysis of this project resonate with and develop scholarship and on learning ecologies (Barron,
2006), youth voice and policy (Lonie & Dickens, 2015; Rimmer, 2013). It contributes to the field of
critical pedagogy in music education, advancing a discourse of CYV to explore the complexities of
balancing young people’s needs and interests with policymakers, funders’ and teachers’ perceptions
of high-quality education. This is an area in which future research certainly can benefit practice. In
line with Schmidt’s (2020) model of community-oriented policy enactment, this research highlights
the need for music leaders to cultivate policy knowhow and critically engage with framing

dispositions if equity and quality are to be realised across diverse local contexts.

Future research could investigate the realisation of music education strategy on a broader
geographical scale. This study has focused on state-funded music education in Yorkshire. While it was
designed for demographic diversity, its findings may not be representative of music education in
other parts of England, the UK or internationally. As underlined in Chapter 3, the research sample of
this project is not necessarily reflective of the diversity of the populations of the case study sites and
certainly not reflective of U.K. society in terms of ethnicity and socioeconomic status. Future research
targeting communities underrepresented in this and other studies is needed to capture evidence and
add to the recommendations listed here to ensure that the Government’s vision for equitable music

education is realised in every region and community.

While this thesis includes detailed analysis of Government strategy and policy documents, no
qualitative research was undertaken with Government representatives or policy writers as part of this
project. Direct engagement with Government bodies could produce rich perspectives on the
processes of policy writing at the macrosystem level. The role of the ACE relationship manager as
intermediary between Government bodies and hubs might make for particularly interesting research,

potentially building on themes of quality and context explored in this work.
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Other future studies might also fruitfully explore how Government music education strategy
might develop under current and future governments. In March 2025, the Labour government
announced the launch of a new National Centre for Arts and Music Education which will ‘promote
opportunities for children and young people to pursue their artistic and creative interests in school -
including through the Government’s network of music hubs’ (DfE and Phillipson, 2025, n.p.). The
Centre, which is expected to open in September 2026, will take over the management of the existing

music hub programme (McKinnell, 2025). Its role will be to:

e promote arts education (in schools and through hub partnerships);

e support teachers through providing CPD and support to access development opportunities
delivered by cultural providers; and

® support partnerships between schools and hub organisations to provide equitable access to

music and arts education (DfE and Phillipson, 2025, n.p.).

At the time of writing, the Labour government’s curriculum review is underway. The current Prime
Minister, Keir Starmer, has made his support for music education, based on his own experiences
growing up, clear in the public domain (Addley, 2024; Linton, 2025). Researcher-practitioner
partnerships would undoubtedly be beneficial in the establishment of this new Centre and

subsequent evaluation of its impact.
10.1.2. Implications for policy

Research findings highlight gaps between music education policy and practice in terms of the
accessibility and breadth of provision and the impact of geographic and socioeconomic factors on
CYP’s music education. The ecological systems analysis presented in Chapter 9 demonstrates how
disparities in access are systemic rather than incidental: they are produced through the interaction of
national policy design, local infrastructure and institutional capacity. Recognising this dynamic is
crucial if the Government’s vision of equitable access to high-quality music education for all CYP is to

be realised.

This thesis suggests that collaboration between secondary schools and hub networks is
critical in the realisation of music education strategy. As discussed in Chapter 9, these mesosystem
interactions are where policy is translated into practice. A lack of engagement in partnership
inevitably prohibits effective joined-up provision, which can result in a lack of diversity in musical
practice and repertoire, a lack of opportunities for children not already taking instrumental lessons

and a lack of youth-centred practice. These factors combined make quality music education (on the
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basis of the quality criteria discussed in the foregoing chapters) difficult to achieve. This thesis
therefore calls for the Government to more explicitly support mesosystem relationships between

music hub partners (including schools).

This thesis is based on the recognition that perceptions of quality differ among institutions
and individuals and these are all shaped by local contexts. Future policy should deliver on the stated
aim of the National Centre for Arts and Music Education to support music education partnerships by
mandating schools and HPOs to develop locally designed quality frameworks as part of LPMEs,
enhancing local stakeholders’ ‘buy-in’ to improve the quality and breadth of local provision and

addressing gaps between policy and practice.

Research findings echo longstanding concerns about the financial challenges facing the state-
funded music education sector. In a similar vein to the above point about context-specific approaches
to quality, the Government should design funding and accountability frameworks that more
effectively account for demographic, geographic and socio-economic contexts (e.g., weighting hub

funding for rural travel costs, or recognising different partnership capacities).

10.1.3. Implications for practice

It is widely agreed that music programme leaders and teachers in school and community settings are
facing considerable challenges in their day-to-day work and these have been exacerbated by
government policies of recent times. It is understandable, then, that teachers may view policy with
apathy, or even cynicism. This thesis has highlighted the importance of teachers developing their
‘policy knowhow’ and embracing their roles as policy actors, drawing on their particular philosophies
and expertise to facilitate truly equitable, high-quality music education for CYP. Hub networks could
be strengthened by music leaders’ critical engagement with issues of context and quality in local and

regional partnerships (see Recommendations 1 and 2).

It is argued here that youth-centred practice is essential in the delivery of high-quality music
education for adolescents. This thesis advocates a critical approach to youth voice, involving careful
thought and discussion between leaders about the means of engaging with CYP to promote equitable
representation and an ethic of care rather than tokenism. This kind of transformation is likely
achieved through improved clarity within accountability structures and quality frameworks (see
Recommendations 1 and 2). However, the enactment of community-oriented, youth-centred practice
(which this thesis posits are features of high-quality music education), also requires music leaders to
act critically and reflectively in their own work: to be courageous in enacting critical pedagogy

through conscientization, activism and participation (Schmidt, 2020), in challenging their own
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prejudices (around, for example, electronic music: see Dale, 2023) possibly absorbed from
macrosystem ideologies and stepping outside of their ‘musical habitus’ (Rimmer, 2011). KS3 is an
important time during which students can explore their musical interests and abilities (James et al.,
2023). Teachers in both school and community settings might therefore embrace their activist role
(Schmidt, 2020) by resisting macrosystem and exosystem pressures of accountability and
performance measures — for the effects of these can be felt outside of as well as in school (Kinsella et
al., 2019, p. 26). This might involve devising curricula tailored to the needs and interests of the young

people with whom they work.

10.2. Concluding thoughts

This research was undertaken during a time of considerable change in music education and a
turbulent time in the broader political landscape in England.The period during which this research
took place saw multiple changes in government, prolonged uncertainty around the publication of
NPME?2 and the subsequent restructure of the music hub system. During this time, public services
(including education, infrastructure, health and social care) and the arts and creative industries were
also subject to continuously increased funding pressures due to a sustained period of austerity. This
research therefore captures a particularly turbulent and transitional time in music education policy
and practice in England. Nevertheless, the findings underline the persistence long-standing problems
in music education such as inequalities of access based on geographic and/or socio-economic

background and discrepancies between adolescents’ perceptions of music in and outside of school

This thesis makes four key contributions to knowledge (first outlined in Section 1.8.). First, it
develops CYV as both an analytical lens for and a practical approach to music education. The findings
suggest that, despite policy rhetoric that places their needs and interests at the heart of music
education practice, CYP are frequently positioned as recipients of provision, rather than active
participants in music learning. CYV is therefore presented as a response to structural constraints that
limit CYV’s agency in music education ecosystems, repositioning them as participants in the recursive
processes through which quality is defined and enacted. Secondly, the thesis provides an ecological
conceptualisation of music education as funded by the Government, offering a framework for
analysing how interactions of policy, institutions, socioeconomic and geographic factors and
individual actors shape CYP’s lived experiences of music education. In doing so, the thesis extends
existing work on policy enactment in music education by foregrounding the significance of cross-
system relationships in shaping lived educational experiences. Thirdly, the findings presented here

offer empirically grounded insights into the construction and operations of music education
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ecosystems across distinct local contexts. The case study findings support existing evidence of
inequality and inconsistency in state-funded music education provision and advance this
understanding by highlighting how variations in provision are produced through differences in local
ecosystem configurations, including partnership working, resource distribution and organisational
capacity. Fourthly, the thesis contributes to debates surrounding quality in music education by
arguing that quality is not a fixed or universally agreed construct, but one that emerges through
negotiation between stakeholders and is shaped by local contexts. This challenges standardised
approaches to ‘quality’ or ‘excellence’, instead advancing relational and context-sensitive

understandings of what constitutes high-quality music education.

Taken together, these contributions support the central argument of this thesis: that high-
quality music education cannot be delivered through top-down models of provision alone. Rather,
quality emerges recursively through interactions between policy, institutions, educators and CYP
within differently configured music education ecosystems. Across the case studies, the extent to
which these ecosystems enabled responsive, participatory and contextually meaningful relationships
was a key determinant of the degree to which the Government’s strategic goals (See Section 1.5.8.)

were realised.

The findings therefore suggest that the uneven realisation of music education strategy can
be attributed at least in part to the limited inclusion of CYP within the processes through which
quality is defined and enacted. While structuration theory highlights the potential for actors to
shape the systems in which they participate, this study demonstrates that CYP’s capacity to exercise
such influence is frequently constrained by structural conditions and established institutional
practices. CYV is therefore proposed as a necessary response to this tension. By foregrounding
dialogue, responsiveness, and meaningful participation, it offers a means through which policy
enactment can become more closely aligned with local contexts and the lived realities of CYP. The
findings therefore suggest that CYV approaches to music education provision are essential to the
realisation of the current Government strategy and ultimately more equitable, high-quality music

education in England.
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Appendices

Appendix A: Pilot Study Questionnaire

For survey participants (aged 11-14)

Please respond to the questions below. Some are YES/NO guestions where you can just tick the appropriate circle,
some invite you to give more details by writing a few words, and others allow you to choose multiple answers.

Q1 How old are you?
11
12
13
14

Q2 What is your gender?
Male
Female
Non-binary
Other
Prefer not to say

Q3 Where do you go to school? (Please give full school name)

Q4 What year are you in?
Year 7
Year 8
Year 9
Q5 Do you get free school meals?
Yes
No

I prefer not to say
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05 Please tick the option which best describes your ethnic background
English/Welsh/Scottish/Northern Irish/British
Irish
Gypsy or Irish Traveller

Other White Background, please describe:

White and Black African
White and Black Caribbean
White and Asian

Other Mixed/Multiple ethnic background, please describe:

Indian

Other Asian background, please describe:

Bangladeshi
Pakistani
Chinese

Other Black/African/Caribbean background, please describe:

African
Caribbzan
Arab

Any other background, please describe:

| prefer not to say

Q7 Do you play a musical instrument? (It doesn't matter to what standard!)

Yes (if so, please tell me which):

Mo (if s0, please tell me if you would like to):
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Q8 Do you sing? (This could be in any situation - singing lessons, choir, 2 band or group, at church, on
your own...)

Yes

No

Q9 How do you learn music? (Select all options which apply to you)
| figure things out on my own
I learn in school music lessens
| take lessons outside of school
I use an app/software
| use online tutorials/videos

Other method(s), please describe:

Q10 Do you use music technology? (This could be anything from using digital audio workstation like
Ableton or Garageband to making/sharing music on social media).

Yes (if so, please say what you use)

No

Q11 Please read the below statements and tick the boxes for the options that apply to you:

In school music At home orata friend/  Inacommunity setting  Somewhere else
lessons family member's house {e_g. @ music centre) (e_g_ at church)

| listen to music

| play and/or sing on my
own

| play and/or sing with
others, e.g.in a band,
choir or orchestra

| write/ compose/create
music

| take
instrument,/singing
lessons

Mot at all
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Q12 Are there any musical activities you don't currently do, but which you would like to try?

Yes (please say which):

MNo

Q13 Is there anything preventing you from deing more music?
Yes
No

| don't know

Q13a If you answered "Yes; to Q1: What is preventing you?
It's too expensive
I am not aware of anywhere | can go to learn/play the music I'm interested in
My parents/carers do not want me to do this musical activity
| don't feel confident in my ability to do it

Something else (please give details):

Q14 Will you take Music in Year 10/117
Yes
Maybe - | don't know yet
No

Mot applicable

Qlda
If you answered ‘No’ or ‘Maybe’ to @14: Why will / might you not continue studying Music at schoal?

Qls
Please share your response to the statements on the next page, choosing one option from ‘strongly
disagree’, ‘disagree’, ‘neither agree nor disagree’, ‘agree’, or ‘strongly agree’
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Stromgly Disagres Dizagres

Music plays a big
role in my life

| come from a
musical family

Music makes me
feel pood about
myself

Music helps me
feel connected to
other people

| am musical

| want to have a
Careser in music
when | am older
(a5 a musician,
teacher, or any
music-related job)

Music is primarily
a hobby

| am a musician

| enjoy school
music lessons

| think it's
important that
music is part of

the school

curricu lum

School music
lessons are
relevant to my
interests

There is a big
difference
between my in-
school and out-of-
school music
activities

| get to choose
the kind of music |

play

| am confident in
my musical skills

Meither agree nor
disagree

Thank you for completing this survey!

Agres

Stromgly Agree
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Appendix B: Questionnaire for Key Stage 3 pupils

For questionnaire participants (aged 11-14)
Please respond to the questions below by ticking the appropriate box(es)/circle(s)

Q1 How old are you?
O 1 0 12 13 0 14
02 What is your gender?
[ male [ Female 1 Non-binary [ Other 1 Prefer not to say

03 Where do you go to school? (Please give full school name)

04 What year are you in?

O Year7 [ Year 8 1 Year9
05 Do you get free school meals?

L1 Yes L1 No 1 prefer not to say

Q6 Please tick the option which best describes your ethnic background

Asian or Asian British Mixed or multiple ethnic groups
Indian | White and Black Caribbean O
Pakistani O White and Black African O
Bangladeshi [ White and Asian O
Chinese O Any other Mixed or multiple ethnic background
Other Asian background — please describe: — please describe:
White

Black, Black British, Caribbean or African

Caribbean 0 English, Welsh, Scottish,

. Morthern Irish or British O
African O <h ~
Any other Black, Black British, or Iris i
Caribbean background — please dascribe: Gypsy or Irish Traveller -

Roma O

Any other White background — please describe:

Arab |
Any other ethnic group — please describe:
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07 Do you play a musical instrument? (It doesn't matter to what standard!)

[0 Yes (if so, please tell me which):

[0 Mo (if so, please tell me if you would like to by writing yes/no/maybs):

02 Do you sing? (This could be in any situation - singing lessons, choir, a band or group, at church, on
your own...)

O Yes O No

5 Do you use music technology? ("Music technology” here means using a computer, smartphone or
other device at home or at school to make music)

[l Yes (if so, please tell me what you use):

O No

010 Do you create/compose music? (This could be composing or improvising on an instrument/with
your voice, making music on a computer/tablet/smartphone, or composing pieces for musicians)

[ Yes O No

011 How/where do you learn music?
[ In school music classes
| take lessons at school but outside of music class
| have a private music teacher
In a school group or ensemble
Ina group or ensemble outside of school but led by an adult (e.g. at a music centre)
In a peer-led group (not run by an adult, e.g. a rock band with friznds)
From family members
From friends
| choose music | want to learn and figure it out myself

| use instructional books, apps and/or online tutorials/videos

O 00 o0Oo0oooaod

Other method(s), please describe:
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012 Are there any musical activities you don't currently do, but which you would like to try?
[0 Yes (please tell me which)
O MNo

Q13 Is there anything preventing you from doing more music?
[ Yes O Neo [0 Mot applicable / | don't know
Ql3a If you answered “Yes' to Q13 above:

What is preventing you from doing more music?
It's too expensive
| am not aware of anywhere | can go to learn/play the music I'm interested in
My parents/carers do not want me to do this musical activity

| don't feel confident in my ability to do it

O o0 0o oo

Other (please give details)

Q14 Will you take Music for GCSE?

[0 Yes

[0 Maybe - 1 don't know yet (please say why you might not):

[ Mo (please say why):

[0 Mot applicable
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Q15 Please tick one circle in response to each of the statements below:

Strongly
Disagree

Disagree

Neither
agree nor
disagree

Agree

Strangly
Agree

Music helps me to communicate with others and/or
express myself

| am musical

| would like to have a caraer in music when | am older
(as a musician, teacher, or any music-related job)

Music is mainly a hobby

| am a musician

| enjoy music classes in school

| think it's important that music is part of the school
curriculum

School music classes are relevant to my interests

There is a big difference between my in-school and
out-of-school music activities

| am aware of places outside of school where | can
learn and/or play music

| get to choose the kind of music | play

I am confident in my musical skills

| can pursue my musical interests as far as | wish
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Appendix C: Information sheet and consent form for child participants

L= 5 UNIVERSITY

P York

PhD Research on music provision for adolescents in Yorkshire

Information sheet for parents/carers

Dear parent/carer,

I would like to invite your child to take part in the above research project as part of my
PhD at the University of York. Before giving your consent for your child to take part,
please read this information sheet carefully. If anything is unclear or you would like
further information, please contact me via email: eimear.hurley@vyork.ac.uk, or phone:
078497 534682,

What is the research?

This research examines state-funded music provision for adolescents in England. | am
conducting case studies in urban and rural areas in Yorkshire, exploring adolescents’
music participation in and out of school.

What is involvwed?

| am conducting audio-recorded interviews and/or focus groups with children in Years 7, 8
and 9. Depending on numbers interested in taking part, these interviews may be held on a
one-to-one basis or in small groups (called "focus groups™). These will be informal
conversations about participants’ experiences of music in and outside of school. They will
take place on school/music project grounds and should last approximately 45 minutes.
These conwersations will be audio recorded. To protect participants' privacy, the names of
children who take part in interviews/focus groups will be changed (| will use

pseudomyms). If there is a piece of audio footage | feel would be beneficial to use in a
conference presentation, | will seek specific consent from you to share this footage.

Why has my child been invited to take part?
Your child has been invited to take part as they are involved in music activities in one of
this project's case study areas.

Does my child have to take part?

Mo, participation is optional. It is also possible for children to take part in one study (A or B
abowve] and not the other. If you do give consent for your child to take part, please
complete the following consent/information form. If you change your mind, you will be
able to withdraw your child’s participation at any point before and until two months after
the interviewfocus group without having to provide a reason.

On what basis will you process my child's data?

Under the General Data Protection Regulation {GDPR), the University has to identify a
legal basis for processing personal data and, where appropriate, an additional condition
for processing special category data. In line with our charter which states that we advance
learning and knowledge by teaching and research, the University processes personal data
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for research purposes under Article & (1) (e} of the GDPR: Processing is necessary for the
performance af o task corried out in the public interest.

Special category data is processed under Article 9 (2] (j): Processing /s necessary for
archiving purposes in the public interest, or scientific and historical research purposes or
stotisticel purposes

Research will only be undertaken where ethical approval has been obtained, where
there is a clear public interest and where appropriate safeguards have been put in place
to protect data. In line with ethical expectations and in order to comply with
common law duty of confidentiality, we will seek your consent to participate where
appropriate. This consent will not, however, be our legal basis for processing your data
under the GDFR.

How will you use my child's data?
Data will be processed for the purposes outlined in this notice.

Will you share my child's data with 3rd parties?

Mao. Data will be accessible to myself and my supervisor, Dr Caroline Waddington-lones,
only. Anonymised data may be reused by the research team or other third parties for
secondary research purposes.

How will you keep their data secure?

The University will put in place appropriate technical and organisational measures to
protect your personal data andfor special category data. For the purposes of this project
we will store interview audio files and transcripts on the secure University Google Drive.
This will not be accessible to anyone other than the researcher (Eimear Hurley) and
project supervisor (Dr Caroline Waddington-lones). Information will be treated
confidentiality and shared on a need-to-know basis only. The University is committed to
the principle of data protection by design and default and will collect the minimum
amount of data necessary for the project. In addition, we will anonymise ar
pseudonymise data wherever possible.

Will you transfer their data internationally?

Possibly. The University's cloud storage solution ks provided by Google which means that
data can be located at any of Google's globally spread data centres. The University has
data protection complaint arrangements in place with this provider. For further
information see, https:/fwww yorkacuk/it-services/ google/policy/privacy/.

Will they be identified in any research outputs?

Mo individuals will be named in my research. Any quotations from the sessions captured
on audio recording will be psewvdonymised so as not to identify individuals. If there is a
portion of audio | feel would be beneficial to use in a conference presentation, | will seek
specific consent from you to share this footage.

How long will you keep my their data?

Data will be retained in line with legal requirements or where there is a business need.
Retention timeframes will be determined in line with the University's Records Retention
Schedule.

What rights does my child have in relation to their data? What rights do | hawve?
Under the GDPR, children have the same rights around their data as adults: a right to
rectification, erasure, restriction, objection or portability. They also have a right to
withdrawal. As a named parent/legal guardian, you may also seek to exercise any of the
child’s rights on their behalf. Flease note, not all rights apply where data is processed
purely for research purposes. For further information see,
https:ffwww_yorkac.uk/records-

management;/generaldataprotectionre gulation/individualsrights/.

Questions or concermns?
If you have any questions regarding the study, please feel free to contact me via
email: Eimear_hurley@york.ac.uk or text/phone 07897 534682
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UNIVERSITY

PhD Research on music provision for adolescents in Yorkshire
Eimear Hurley | School of Arts and Creative Technologies, University of York

2

Child Participant Information Form

If you are happy for your child to take part in the above-named research, please pravide their details below (some
guestions have ‘prefer not to say’ options)

1. Child’s name:

2. Child’s date af birth:

3. Child’s gender:

4. Child"s school:

5. Child’s school year: Year 70 Year8[ Year9 O

6. Does your child receive free school meals? Yes O No O Prefer not to say [l
7. Please tick the option that best describes your child’s ethnic background:
Asian or Asian British

Indian
Pakistani
Bangladeshi
Chinese

Any other Asian background

oooono

Black, Black British, Caribbean or African

Caribbean

African

Any other Black, Black British, or
Caribbean background

ooo

Mixed or multiple ethnic groups

‘White and Black Caribbean
‘White and Black African
‘White and Asian

Any other Mixed or multiple
ethnic background

oooo

White

English, Welsh, Scottish, Morthern Irish ar
British

Irish

Gypsy or Irish Traveller

Roma

Any other White background

Arab

o o oooo o

Any other ethnic group
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o York

After reading the above information sheet, if you consent for your child to take part in the above-named research,
please complete the questions below and return to Eimear Hurley

PhD Research on music provision for adolescents in Yorkshire
Eimear Hurley | School of Arts and Creative Technologies, University of York

Child participant consent form

YES NOD
Have you read the information sheet about this research? O O
Do you understand that you can ask any guestions you have about the study by
contacting the researcher (Eimear.hurley@york ac.uk / 07897 534682)7
Do you understand that you can withdraw your child from the study at any point before O |
and up to 2 months after the interview without giving a reason and that your,/their right to
confidentiality will be maintained?
Do you give your consent for yowr child to take part in an interview and,/or focus group | O
which would be audio recorded for transcribing and reporting as part of this research?
Do you consent to anonymised quotations from your child's interview transcript to be included in
conference presentations, PhD thesis, and written publications such as journal articles? O O
Do you consent to having the researcher contact you to arrange your child’s participation in this | O

research? (If YES, please provide contact details below)

Parent/carer email address:

Parent/carer phone number:

Parent/carer's name:

Parent/carer's Signature Date
Researcher Signature Date
Key Contacts:

Researcher: Eimear Hurley | Eimear.hurley@york.ac.uk | 07897 534682
Supervisor: Dr Caroline Waddington-Jones | Caroline.waddington-jones@vyork.ac.uk

Ethics Committee Chair: Dr Tom Colling | tom.collins@york.ac.uk
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Appendix D: Child participant focus group/interview schedule

Theme

Question

Settling in

Get settled, explain what we’re doing

Conversation will be audio-recorded for transcription purposes —
confirm consent

Nobody will be named in the research - | will give you all pseudonyms
There are no right or wrong answers — | am looking for your honest
thoughts/opinions/experiences

For focus groups only: Be respectful. You don’t all have to agree —in
fact | expect that you might have different ideas — but | expect you to
treat each other as you would want to be treated. Also, for the benefit
of the recording | would be grateful if we could just hear one voice at
atime

If, after we finish today, there’s something you said that you’re not
comfortable for me to include, let me know by coming to find me, or
you can get in touch via your teacher or your parent/carer - ideally in
the next week

Any questions before we begin?

Musical activities in
and out of school

- Canyou tell me a bit about your musical activities? If you don’t do
anything outside of school that’s fine!

- Tell me about school music lessons (curriculum lessons, rather
than instrumental ones).

- Possible prompts:
o What bits are interesting/enjoyable?
o Are there any bits that are challenging?

- How does music compare in vs out of school?

o Repertoire?
o Group/individual work?
o Purpose/product?

Musical
interests/tastes

- What kind of music do you like listening to?
-  To what extent do you get to play the kind of music you like?

Music as a school
subject

Do you think you’ll take music for GCSE (if you haven’t chosen
already)?

o Why/why not?
o Ifyes, would you consider taking it further — A Level/career?

Currently, everyone is meant to do music up until the end of KS3. Do
you think this is a good idea?

Why/why not?
Why do you think music is part of the national curriculum?
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Quality If you were in charge of running a music project for teenagers in your
local area, what kind of thing(s) would you do?
Can you tell me about a recent musical experience that you had that
you really enjoyed, or that left a big impression on you?

Open Any other thoughts anyone would like to share?
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Appendix E: Information sheet and consent form for adult

interviewees

ey

UNIVERSITY

¥ i

PhD Research on music provision for adolescents in Yorkshire
Eimear Hurley | School of Arts and Creative Technologies, University of York

Dear participant,

I would like to invite you to take part in the above research project as part of my PhD at the
University of York. Before agreeing to take part, please read this information sheet and let me
know if anything is unclear or you would like further information.

What is the study?

This study aims to present an “on-the ground” view of music-making opportunities for adolescents
in England. Case studies in socioeconomically and geographically distinct areas across Yorkshire
will be conducted, observing adalescents’ music participation in and out of school, and how UK
government policy around music provision for children and young people is implemented in
different communities.

What do | have to da?

You will be asked some questions about your rale in music provision for 11-14 year-alds in the
nominated case study area. This will be an informal conversation, during which you will be asked
certain gquestions but there will also be scope to discuss topics which are relevant to your
experience. The interview will be held face-to-face and should take approximately 1 hour. A
canvenient time for the interview will be agreed with the researcher in advanice. After the
interview, | will transcribe our conversation. | will send you a copy of the transcript for your
approval before | begin analysis.

Why hawve | been invited to take part?
You have been invited to take part because of your role in the provision of music opportunities for
11-14 year olds in one this praject’s case study areas,

Do | have to take part?

Mo, participation is optional. If you do give consent to take part, please keep a copy of this
infermation sheet for your records and complete the participant information form attached. If you
change your mind, you will be able to withdraw your participation at any paint before and until
two months after your interview without having to provide a reason.

On what basis will you process my data?

Under the General Data Protection Regulation (GDPR), the University has to identify a legal basis
for processing personal data and, where appropriate, an additional condition for processing
special category data. In line with our charter which states that we advance learning and
knowledge by teaching and research, the University processes personal data for research
purposes under Article & (1) (e) of the GDPR:

Processing is necessary for the performance af a task corried out in the public interest

Special category data is processed under Article 9 (2) (j):

Processing is necessary for archiving purposes in the public interest, or scientific and historical
research purposes or stotistical purposes
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Research will anly be undertaken where ethical approval has been abtained, where there is a clear
public interest and where appropriate safeguards have been put in place to protect data. In line
with ethical expectations and in order to comply with commaon law duty of confidentiality, we will
seek your consent to

participate where appropriate. This consent will not, however, be our legal basis for processing
your data under the GDPR.

How will you use my data?
Data will be processed for the purposes outlined in this notice.

‘Will you share my data with 3rd parties?

Mo. Data will be accessible to myself and my superviser, Dr Caroline Waddington-Jones, only.
Anonymised data may be reused by the research team or other third parties for secondary
research purposes.

How will you keep my data secure?

The University will put in place appropriate technical and organisational measures to protect your
personal data and/or special category data. For the purposes of this project we will store
interview audio files and transeripts on the secure University Google Drive. This will not be
accessible to anyone other than myself and my supervisor.

Information will be treated confidentiality and shared on a need-to-know basis only. The
University is cammitted to the principle of data protection by design and default and will callect
the minimum amount of data necessary for the project. In addition, we will anonymise or
pseudonymise data wherever possible.

Will you transfer my data internationally?

Possibly. The University's cloud storage solution is provided by Google which means that data can
be located at any of Google's globally spread data centres. The University has data protection
complaint arrangements in place with this provider. For further information sea,

hittos:/Paww york ac ukfit-services ‘roogle/ palicy/privacy).

‘Will | be identified in any research outputs?
Mo, whilst guotations from interview transcripts may be used in my PhD thesis, all these
guotations will be pseudonymised so as not to identify individuals/organisations.

How long will you keep my data?
Data will be retained in line with legal requirements or whiere there is a business need. Retention
timeframes will be determined in line with the University’s Records Retention Schedule.

What rights do | have in relation to my data?

Under the GDPR, you have a general right of access to your data, a right to rectification, erasure,
restriction, objection or portability. You also have a right to withdrawal. Please note, not all rights
apply where data is processed purely for research purposes. For further information see,

hittps:/ farww york.ac_ uk/frecords-

mianagement/generaldata protectionregulation/individualsrights/.

Questions or concerns?
If you hawve any questions regarding the study, please feel free to contact me via email:
Eimear.hurley @york.ac.uk
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Research participant consent form

Thank you for your interest in my PhD research on music provision in and outside of
school for adolescents in Yorkshire. After reading the participant information sheet, if you
consent to take part in this project. please complete the consent guestions that follow.

eimear.hudey@york.ac.uk Switch accounts =
2 Mot shared

* Indicetes required guestion

‘Your name *

‘Your answer

Your email addreas *

‘Your answer

Hawve you read the Participant Infermation Sheet about the swudy? *

{:} ez
l::} MNa

Do you understand that if you have any questions about this research project or
your invoheement in it that you can contact me at point by email
{gimear.hurleyi@york.ac.uk)?

I:::I ‘ez
{:} Mo

Do you agree to take part in thiz research? *

{::l fes
() Mo

Do you consent to taking part in audio-recordings, which will be used for
transcribing and reporting? (Please note that, in the caze of audio interviews,
once the interview has been transcribed, the researcher will send you the
transcript for approval).

I:::I ez
[::l Mo
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Do you consent for anonymised guotations from you be included in conference
presentations and written publications (e.g. PhD thesis and/or journal articles)?

{::l fes
() Mo

Do you understand that you can withdraw from the study at any point bafore *
and up to 2 months after your participation in the research without giving a
reazon, and that your right to confidentiality will be maintained?

I:::I Yes
() Mo

Please let me know here if you have any additional requirements or questions
related to the rezearch

‘Your answer
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Appendix F: Secondary school teacher interview schedule

Theme

Question

Settling in

Greeting, project intro

Reminder re: audio recording

Reminder re: anonymity and right to withdraw
Explain that | will transcribe and send for approval

Intro

Tell me a bit about your background

Context

Tell me about teaching in your school (humbers; offer; curriculum; peri
provision...)

Do you teach music in any other contexts? If so, how does your practice
compare?

School
setting

Can you tell me about some of the challenges around teaching KS3 Music?
What are your thoughts on state of music education in England?

Policy

What is your opinion of the new NPME?
How conscious of the NPME are you in your teaching
planning/practice/reflection?
To what extent do you feel you’re able to tailor your lessons to pupils’ needs
/ interests?
What is the your/the school’s relationship like

1. With the Hub

2. With the local community

Quality

What does quality look like to you?
Something that you’re proud of in your work?

Open

Is there anything else you’d like to add?
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Appendix F: Extra-curricular music leader/programme director
interview schedule

Theme Question

Settling in - Greeting, project intro

- Reminder re: audio recording

- Reminder re: anonymity and right to withdraw

- Explain that | will transcribe and send for approval

Context - Canyou tell me a bit about your background?

- Canyou tell me about the context(s) in which you work with young
people?

- Canyou tell me how you describe your practice?

- What is your vision/mission statement?

Music in vs out of - From your experience of working with young people, do you have any

school sense of how their experiences of school music compare with their
musical lives/identities outside?

- What are your thoughts on state of music education in England?

Govt strategy - Are you familiar with the NPME or any other govt policy on music
education?

- To what extent are you conscious of it in your practice?

- To what extent are you able to tailor your practice to the
interests/desires of your participants? How do you go about doing this?

- Do you work with the local Hub? Can you tell me about this
relationship?

Access/reach - Are there barriers to young people’s participation in music initiatives?
What are they? How might they be removed?
- What, if anything, is the biggest thing that CYP are missing in this area?

Quality - What does a high-quality music programme for teenagers look like to
you?
- Canyou tell me about a part of your work that you are particularly
proud of?
Open - Isthere anything else you’d like to add?

Appendix G: A review of music education policy in England 1940-

2022

This review provides historical and political context for this project, detailing developments in local

authority music services and education in England from the 1940s to 2010 (split into three discrete
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historical eras), followed by a summary of more recent political developments of academisation,

curriculum reform and the introduction of the National Plan for Music Education from 2010-2022.

1940s—-1970s: The development of local music services

In the aftermath of the Second World War, many local authorities (administrative bodies responsible
for public services in a defined area) appointed ‘music advisers’ to manage and promote amateur
music-making. From the late 1940s onwards, advisers began to coordinate local music education,
delivered by growing numbers of peripatetic music teachers providing free or low-cost instrumental
tuition in schools (Cleave and Dust, 1989). The 1950s saw the growth of local music ensembles led by
music advisers and locally based teachers as well as Saturday morning ‘music schools’ (Purves,
2017). These combined local authority programmes, comprising extra-curricular tuition in and
outside of school, became known as local authority music services. These services continued to
operate across England, navigating challenging economic circumstances throughout the postwar

period and during the financial crisis of the 1970s.

1980s—1990s: Local government and education policy reforms

Local government and education policy reforms in the 1980s brought about significant financial
challenges for local authority music services. Many were forced to reduce contracted hours for music
teaching staff, while others ceased operations. By the time the UK general election was held in 1997,
state-funded music provision was in decline. The 1980s also saw a wider policy shift towards
restructuring education provision. In 1983, the Arts Council of Great Britain published its first discrete
education policy. It conceptualised education as reaching beyond the school classroom and signalled
an increased emphasis on collaboration between arts organisations and schools. Partnership working
at every level became a key feature of music education policy. The 1988 Education Reform Act was
one of the most important reforms of education in England in the twentieth century. As well as
introducing the NC, in which music was to become a mandatory subject in all state schools for the
first time, it allowed state schools to be taken out of the direct financial control of local education
authorities and to take responsibility for their own budgets. Former LEA music adviser Nigel M. Taylor
(2023) maintains that this led to the repositioning of schools as ‘serious purchasers of services’ (n.p.).
By the early 1990s, the majority of local education authorities had devolved funding for their music
services, often to a business unit, agency or trust. Anthony Everitt (1997) describes how this had a

detrimental effect on the range of instrumental teaching provision in schools:

Schools find it difficult to take up projects on offer from arts organisations because of their

cost. Instrumental and music teaching sometimes falls into the hands of private companies,
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where the range of instruments on offer is frequently restricted to the cheapest and the most

popular (p. 72).

1997-2010: New Labour, cultural partnerships and reinvestment

Lobbying from music industry professionals and educators, combined with political interest in the
creative industries as a means of promoting economic growth, influenced the New Labour
government to boost investment in music education. In 1998, the then Secretary of State for
Education and Employment, David Blunkett, and Secretary of State for Culture, Media and Sport,
Chris Smith, established the National Advisory Committee on Creative and Cultural Education
(NACCCE). The Committee was tasked with conducting a report to ‘make recommendations to the
Secretaries of State on the creative and cultural development of young people through formal and
informal education: to take stock of current provision and to make proposals for principles, policies
and practice’ (Robinson et al., 1999, p. 2). One of its recommendations was ‘to promote the
development of partnerships between schools and outside agencies... to provide the kinds of

creative and cultural education that young people need and deserve’ (p.199).

The Government’s response was significant: £150 million was invested over three years in
local authority music services, and the National Foundation for Youth Music (now Youth Music) was
established with National Lottery funding in 1999. Youth Music launched what Katherine Zeserson
and Graham Welch (2017) call a ‘gentle revolution in music participation for children and young
people’, developing inclusive initiatives informed by community music ideals of place-based, person-
centred learning, made accessible (physically, financially and socially) for young people who may not
otherwise have been engaged in music (p. 70). At the same time, the Music Standards Fund (1999-
2011) was introduced to support and expand local authority music service provision. Hallam et al.
(2005) state that the Fund ‘clearly enabled existing music services to stabilise and halted the decline
in services which was in evidence prior to 1999,’ facilitating the development of new services and

the ‘breadth of provision and the extent of access’ within existing ones (p. 17).

Subsequent initiatives reflected the wider promotion of partnership models across the arts
and education sectors. The Creative Partnerships scheme funded creative professionals to work in
schools, while Arts Award (established by Trinity College London and ACE in 2005) offered
accreditation for young people through flexible, extra-curricular frameworks. The Music Manifesto,
launched in 2003, sought to deliver a ‘universal music education offer’ (Music Manifesto, 2006, p. 7),
and led to the development of the national singing strategy, Sing Up. The initial vision was for this

programme to support singing for children and young people (CYP) from early years to the age of 18
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(Sing Up, 2016). Sing Up was planned as a Government-funded project for four years, after which
point it would continue to operate as an independent not-for-profit company. From 2012, it worked
exclusively with primary schools. In 2016 the company announced a new 12-month membership
scheme for secondary schools, at a cost of £295 plus VAT. This membership remains available at the

lower rate of £170 (Sing Up, n.d.).

Increased funding and national strategies undoubtedly benefitted many organisations and
individuals throughout this period, but Eleonora Belfiore and Oliver Bennett suggest that, in
hindsight, this instrumental view of arts and culture was at odds with the values of measurability and
evidence-based policy that characterised New Labour’s approach (Belfiore, 2012; Belfiore & Bennett,
2010). As Gary Spruce (2013) notes, the National Music Strategy (DfES, 2007), while promoting a
more holistic approach to music education, also represented a ‘direct intervention by the
Government in teachers’ pedagogical approaches’ (p. 113). The period of Conservative government
beginning in 2010 saw the continued proliferation of interventionist approaches and centralisation in

the realm of music education.

Academisation, curriculum reform and the National Plan for Music Education
(2010-2022)

The Liberal Democrat-Conservative coalition government elected in 2010 introduced a
number of radical education policy developments in England. The 2010 Academies Act heralded the
expansion of the academies programme initiated by the previous government to ‘improve pupil
performance and break the cycle of low expectations’ (David Blunkett, 2000, as cited in Carvel, 2000)
and allowed schools to apply to the DfE to convert to academies. A new type of academy was also
created: the independent (or ‘free’) school, an institution directly funded by Government which can
be created by groups of parents, commercial organisations or faith groups. The 2010 Education White
Paper outlined that, where new schools were established, the ‘first choice’ would be for them to be
academies or free schools (DfE, 2010, p. 62). Statutory guidance for local authorities published in
January 2015 set out the Government’s expectation that maintained schools identified as
underperforming (the criteria for which is not clear in this policy document) should convert to
sponsored academies (DfE, 2015). These measures seem to exemplify a Government intention to shift
power away from local authorities back towards the state (West, 2015) — reminiscent of the
objectives of Margaret Thatcher’s government. The DfE’s clear vision to progress the academisation
programme was outlined in the 2022 schools white paper (DfE, 2022b). Its goal is to have all schools
be part of — or have plans to join — a multi-academy trust by 2030 (p. 43). The establishment of

Teaching School Hubs, ‘centres of excellence led by schools and multi-academy trusts’ offering
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teacher training and professional development (DfE, 2020) and the growth of multi academy trusts
are part of the DfE’s vision that ‘all children will benefit from being taught in a family of schools’ (DfE,

2022b, p. 10).

The Government launched a review of the NC in 2011, one of the aims of which was to give
teachers more freedom in what and how they teach. This is reflected in the slimmed-down Music
National Curriculum (MNC). The current programme of study for KS3 (with which this thesis is
primarily concerned) is less than 200 words in length. The six core learning objectives for this Key

Stage are for pupils to:

e play and perform confidently in a range of solo and ensemble contexts using their voice,

playing instruments musically, fluently and with accuracy and expression;

e improvise and compose; and extend and develop musical ideas by drawing on a range of

musical structures, styles, genres and traditions;

e use staff and other relevant notations appropriately and accurately in a range of musical

styles, genres and traditions;

e identify and use the interrelated dimensions of music expressively and with increasing
sophistication, including use of tonalities, different types of scales and other musical

devices;

e listen with increasing discrimination to a wide range of music from great composers and

musicians; and

e develop a deepening understanding of the music that they perform and to which they

listen, and its history (DfE, 2013).

Much of the above leaves much room for interpretation, allowing teachers to design and deliver a
curriculum that best suits the needs and interests of their pupils in the concrete environment of the
school classroom. While there are undoubtedly benefits to this level of flexibility, there are potential

pitfalls associated with it (see Section 1.5.3.).

Conscious of the long-standing concerns about inconsistent music education across the
country, one of Nick Gibb’s first actions as Minister for Education in the Coalition government was to
commission Darren Henley to carry out a review of music education in England (an action which had
been recommended in 2006 by Music Manifesto, of which Henley was Chair). Spruce (2013) writes
that the consultation and review period saw ‘intense lobbying... for the continuation of music funding

based on neoliberal principles that emphasize music’s contribution to the economic wealth of the
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nation and for privileging a research agenda that focuses on music’s extrinsic benefits, such as its

reported positive impacts on literacy, numeracy and social behaviour’ (p. 114).

The Henley Review (2011) found that music education across the country was patchy and
recommended the establishment of music education hubs:* groups of organisations working in
partnership across school and community settings on a regional level across the country (also
recommended by the Music Manifesto five years prior (Jaffrey et al., 2006)). Following the Henley
Review, the first National Plan for Music Education (NPME) was published (DfE & DCMS, 2011). The
Plan set out a vision to ‘enable children from all backgrounds and every part of England to 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’ (p.7). The music education hub
programme was introduced as the vehicle for the delivery of joined-up music provision through
schools and local arts organisations. Each hub has a Hub Lead Organisation (HLO) which is responsible
for co-ordinating partnerships and liaising with ACE (the programme fundholder) on matters of
funding and evaluation. 123 hubs were established in 2012, 116 of which remained in operation until
the summer of 2024, when the restructure outlined in the refreshed NPME (DfE & DCMS, 2022) took
effect via the hub investment programme. The first NPME set out guidance on how music provision
might be designed and delivered by hubs in order to best serve the needs and interests of young
people in a particular area. Crucially, though, the NPME is non-statutory guidance: it is not obligatory
for teachers to engage with its aspirations. However, given that hubs were founded for the purpose
of the realisation of this National Plan and are required to report on and evidence their work in terms
of the above goals and aims, the introduction of the NPME brought with it an imbalance of

accountability within the music education sector (Savage, 2021).

There were mixed opinions in the music education sector regarding the effectiveness of the
NPME. In spite of some positive impacts brought about by the establishment of music education hubs
and the attendant development of local music education partnerships, the breadth and quality of
music education across England remained inconsistent in the years following the implementation of
the first NPME (Zeserson et al., 2014). When music hubs were first established, it was mostly local
authority music services that won bids to become HLOs — which, according to Widdison et al. (2017),
meant that the music education sector ‘carried on largely as before, except for a funding reduction
that was brought in at the same time’ (p. 2). This led not only to widespread confusion about what
hubs are and how the role of a music hub is different from that of a music service (Griffiths, 2022) but

also to a lack of distinction between tuition across school, community and domestic settings. A 2015

33 Renamed ‘music hubs’ in NPME2.
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Musicians’ Union report noted that the diminishing of music service resources in the wake of the
NPME resulted in instrumental teacher roles being cut in favour of retaining smaller numbers of core
staff. Along the same lines, Ross Purves (2019) notes that this policy shift resulted in the blurring of
the boundaries between extra-curricular tuition delivered by peripatetic teachers as part of the
school day, community-based provision and other forms of music learning facilitated by hubs: in
some cases, the same teachers may be active in delivering tuition across all three of these contexts
(p. 284). This type of arrangement conceivably limits the extent to which hubs can offer a diverse
programme of music education (Huband-Thompson & Dawson, 2025, p. 22) and may indicate a
certain lack of reflexivity in, in the sense of the designing and delivering music education based on

critical analysis of local learners’ needs and interests.

Elizabeth Bate (2020) outlines how curriculum developments from 2010 to 2020 were
characterised by a leaning towards ‘a return to a traditional liberal education, valuing knowledge for
knowledge’s sake’ and introducing young people to ‘the best that has been thought and said’ (DfE,
2014). The then Minister of State for School Reform, Nick Gibb, was a strong advocate for
‘knowledge-rich’ approaches to teaching and learning, informed by education theorist E.D. Hirsch
(2006). A Hirschian approach to education is based on the idea that all citizens should possess a
certain body of knowledge in order for society to function. The explicit teaching of core knowledge, in
Hirsch’s view, promotes equity and helps to ensure that all children are equipped with ‘cultural
literacy’ and ‘communal knowledge’ (Hirsch, 2006) — not just those from advantaged backgrounds
Knowledge-rich (or ‘knowledge-based’) curricula specify what learners should be taught at each stage
of education. Hirschian views on education are evidenced in the introduction of the Ebacc which
seem to diminish the role of music and other creative arts subjects in statutory education. In defence
of knowledge-rich education, Nick Hibb conceived of ‘rigour and focus on knowledge and skills in the
study of music’ as a means for ensuring the best opportunities for all children and young people
(2015). This rhetoric is reminiscent of Matthew Arnold’s (1869) Culture and Anarchy, the aim of which

is, in the author’s words:

to recommend culture as the great help out of... difficulties; culture being a pursuit of our
total perfection by means of getting to know, on all the matters which most concern us, the

best which has been thought and said in the world[.]

For Bate, this emphasis on academic rigour creates an abstracted view of knowledge, rather than an
emancipatory one, and is therefore not conducive to social justice (the promotion of fair treatment of
equitable status of all people). Outside of education and cultural learning, austerity measures

introduced by David Cameron’s first government resulted in major cuts to youth services (Weale,
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2020). The beginning of the present decade therefore presented increasing social and economic
challenges, many of which were only to be exacerbated by the impact of the Covid-19 pandemic on

classroom teaching (Underhill, 2020).
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Glossary of abbreviations

ACE Arts Council England
CPD Continuing professional development
CS[X] Chawton School interviewee
CYp Children and young people
CcYyv Critical youth voice
DCMS Department for Culture, Media and Sport
DfE Department for Education
EBacc EBaccalaureate
FHS Fordyce High School
FG Focus group
FSM Free school meals
HLO Hub Lead Organisation
HPO Hub Partner Organisation
ISM Independent Society for Musicians
KSG[X] Key strategic goal [X]
KS3 Key Stage 3
LPME Local plan for music education
LSOA Lower layer Super Output Area
MA[X] Mix Academy interviewee
MNC Music National Curriculum
National Advisory Committee on Creative and
NACCCE Cultural Education
NC National Curriculum
NPMC North Pemberfield Music Centre
The Importance of Music: A National Plan for Music
NPME Education (DfE & DCMS, 2011)
The Power of Music to Change Lives: A National Plan
NPME2 for Music Education (DfE & DCMS, 2022)
PMS Pemberfield Music Service
RMCI[X] Rosings Music Centre interviewee
SLB Street-level bureaucrat
SLT Senior leadership team
SMDP School music development plan
SS[X] Steventon School Interviewee
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