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Abstract

The factors that lead to musical engagement in schools have been widely investigated
(Adams et al., 2010; Creech et al., 2010; Hallam & Himonides, 2022), with much research
considering the experience of the child (Griffiths, 2018), or the holistic effect on children
and schools (Bamford & Glinkowski, 2010; Vispoel & Austin, 1993). Other research has
addressed policy (Savage, 2020), identity (Hargreaves et al., 2016), and instrumental uptake
numbers (S. Hallam et al., 2008; S. Hallam, 2010; Lamont & Maton, 2008). However only a
small amount of research has investigated the lived experience of the visiting music teacher
(D. Baker, 2005) and the motivation to teach whole class music. This thesis focusses on
teachers who engage in teaching an instrument to a whole class of around 30 children at
once and the personal motivation of those teachers. Findings showed that common work
based motivational factors such as salary and promotion were not relevant, but instead the
engagement with music and communication and relatedness with the students and

ensemble were foremost factors in career choice.

A new framework of motivation for music teaching has been developed based on
Self Determination Theory (Deci & Ryan, 2010), namely the Self Determination Theory -
Music (SDT-M) . The use of the new model focuses on why the key components of
autonomy, relatedness and competence in the context of this work may provide the basis
for a needs analysis for the motivation of music teachers. In turn this may impact how music
providers can best support teaching and learning. It is hoped that by adopting this model of
understanding, practitioners will have greater agency into regional policy, improve working
conditions and positively impact the quality of music provision. The study was undertaken
through a mixed-method approach comprising a first stage of (n= 154) questionnaires,
followed by a second stage (n=18 ) semi-structured interviews, analysed using thematic

analysis (Braun & Clarke, 2006).
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Impact Statement

While there has been much research into the effects of music teaching on children,
less has been undertaken to understand the effect of music teaching on instrumental music
teachers themselves and their motivation to work. This is particularly true of whole class
instrumental teachers, particularly those who were teaching in whole class situations, and

as such this was the starting point for the research in this thesis.

The literature has shown that instrumental music teaching is a job that is often low
paid, in a sector which is vastly underfunded, and often provides challenging working
conditions (Morgan, 2012; Purves, 2016; Widdison, 2011). The whole class teaching
programme has proved a success in some areas, but with some inconsistencies across the
UK. In setting out to understand why these teachers persevered and continued to adapt and
change in the face of some very difficult challenges, this thesis has made some important
findings. It has used the knowledge acquired to understand how music teachers see their
roles, and how further targeted support should be offered to enable them to do their jobs in
the most effective way for the children that they teach. For example, one area where the
programme would be improved is by being more open to input and decision making from
teachers. If teachers are free to design and work with their students in a way that allows
them to work to their strengths, whilst still maintaining national standards of practice, they
are likely to improve the efficacy of the whole class music teaching system. By using the
SDT-M as a basis of assessing current working strengths and weakness, the focus on the
autonomy within the cycle, feeding competence and relatedness would foster the concept
of teacher as policy maker. This would allow improved, increased and maintained

motivation in teachers, thus also improving the experience of the students.

The application of the SDT-M model of motivation is intended to support this aim,
through a deeper understanding of not only what it is to teach music, but what it means to

be a musician.
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Chapter 1: Motivation in Instrumental Music Teachers Working in Schools in

the UK

1.1 Introduction: My journey

When | was 11 years old my music teacher at school asked the class, who would like
to learn a musical instrument. | wanted to play the trumpet. The school owned two oboes
and a clarinet; therefore, the trumpet was not on offer. However, my interest in music
meant that | was eligible for free instrumental lessons, and as the clarinet was deemed the

closest available instrument to a trumpet, my musical education began.

Initially, | journeyed into Cardiff city centre every Monday evening for a shared half
hour lesson at the city music centre, as there were no instrumental music teachers working
in the school that | attended at that time. Soon afterwards, | joined the county flute and
clarinet choir as part of the ‘free lesson’ deal. A progression a year or so later to the county
Wind Orchestra was challenging. By then my lessons had started to take place in school and
as | had reached the magical standard of Grade 3, | was lucky enough to have individual 15-
minute clarinet lessons. This short time was limited to support any real progression, and so
my teacher persuaded my parents that if | wanted to progress, | needed more time, and

they agreed to pay for private lessons.

Sadly, my enthusiasm waned. At age 15 | questioned why | should spend my free
time practising and going to band rehearsals when | could be doing more interesting things.
| told my mother that | wanted to stop playing the clarinet. Her response was one which |

now hear from parents of my own pupils; ‘if you get to grade 5 and still want to stop you



can’. | told my teacher | needed to pass Grade 5 as soon as possible. Of course, | didn't tell
him the real reason and he duly started to help me learn the required material. Grade 4 had
to come first but only a term after passing this | passed Grade 5 with distinction... and
something clicked... why would | give up when | was getting distinctions? My clarinet
teacher was extremely encouraging, and | wanted to do well for him. It was a year or two
later that | was given the prestigious title of ‘leader’ of the County Youth Wind Orchestra,
which he co-directed. | remember the intense pride of walking on stage to a shared round of
applause for myself and my teacher who was also the conductor. By this point my teacher
was becoming an increasingly important character in my teenage development, and the
confidence | was gaining in many aspects of my life, was due largely to his continued good

teaching and encouragement.

By the age of eighteen, | was completely dedicated to the clarinet, had passed my
grade 8 (with another distinction) and was thinking about leaving for university. My teacher
glowed with pride as he handed me the Grade 8 certificate. It was a happy but sad moment
as it was one of my last lessons with him. His influence had a profound impact on the
shaping of my future career, both in music and in the way in a wider sense of commitment

to my working life.

| have now been a freelance musician and instrumental music teacher for 24 years. |
am now the one glowing with pride as | hand over examination certificates, and hear my
students perform in concerts. The motivation to share the experience of music is deeply
ingrained — it is something known but somehow intangible. The drive to pass on my

knowledge feels very real but | cannot explain in words why it is the case. What is it that



drove my teachers to inspire me to do the same for my students? How did | capture the

essence of what was passed on to me?

To understand this question, we must first understand why music itself is important

in our lives and this will be the focus of the next section.

1.2 Music. What's the big deal?

The effects of music on human development, whether it be social, emotional,
academic, or financial are wide ranging. Music plays a key role in forging an identity when
we are teenagers (S. Hallam, 2015; S. Hallam & Himonides, 2022b), it can promote calm
behaviour in busy tube stations, (Classic FM, 2020), aids language development as babies
become toddlers and form their first words (Cross, 2016), and music forms the first and last
remaining memories we hold (Guhn et al., 2020). Musical engagement has been shown to
improve academic progress, to improve literary, language and auditory skills, to enhance
executive functions, fine and gross motor skills, team working and synchrony, memory, and
anticipation, and of course it has significant benefits to social, and emotion health (Baird et
al., 2020; Green, 2010; Guhn et al., 2020; S. Hallam, 2010; S. Hallam et al., 2015; S. Hallam &

Himonides, 2022b).

Music plays a key role in the lives of many people, but particularly adolescents,
where it has a distinctive power to engage and sustain young people’s interest and
motivation (S. Kelly, 2010). In fact, music is frequently used to manipulate emotions and
moods (S. Hallam, 2015; S. Hallam & Himonides, 2022b). Unlike many other academic
subjects, music has the ability to create shared experiences across generations with both

students and teachers (Green, 2002, 2010). It has a place in shaping young people’s identity,



helping them find their place in the world through engagement with genres and friendship
groups (Green, 2002, 2010; S. Hallam, 2015; S. Hallam & Himonides, 2022b). Many of the
skills required for a wealth of different careers, can be fostered in a young person’s musical

experience.

We will now consider some of the benefits of music in more detail, to underline why

music and musical engagement should be valued in our education system.

1.2.1 Music as a Career: the financial benefits of music education

Whether right or wrong, the criteria applied to decisions about whether a subject
has value in schools, is often whether it will lead to a career, and music is often perceived as
lacking. Yet careers in music are wide ranging, from performing and composing, to teaching
examining, adjudicating, and more. Music is a major source of revenue to the UK. In 2017,
the Performing Rights Society recorded a record high of 13% of global music performance
coming from British artists (Performing Rights Society, 2018). In 2019 music contributed
£5.8 billion to the British economy. Of that music tourism alone contributed £4.7 billion, and
employment in the industry was at a high of 197,168 (UKMusic.org, 2020). The major
earnings are made by a minority at the top of their field in pop music, such as Ed Sheeran,
Dua Lipa, and Sam Smith. However, it must be noted that most session musicians do not
command high fees. Recording artists are often paid through streaming services, such as
Spotify, Apple Music or Bandcamp, and earn a percentage of the platform’s revenue, per
listened to song. Many musicians have what is termed a 'portfolio career'; including a
portfolio of smaller career paths, which may include performing, teaching, composing,

examining, adjudication, music therapy, and more. Most of these types of paths are usually



remunerated per project (‘How Do Today’s Musicians Make Money?’, 2022; UKMusic.org,

2020).

What is clear is that whether in the upper echelons of performing and composing
pay scale, or in the realms of a steam of income via school teaching, music is a strong and
viable career, in an industry which has a significant input into the total revenue of the UK.
On this basis it would seem logical that music should hold a secure place in the education

curriculum of the next generation.

1.2.2 Music and social development

Let us consider why music may support children in their school lives from the point
of view of social development. The act of making and sharing music is one that usually
requires us to engage with those around us. Playing in bands, orchestras, or singing in
choirs, have been cited as one of the most valued aspects of music by young musicians,
contributing greatly to a sense of community and both personal and team success (Degé et
al., 2014; Guhn et al., 2020). Musical engagement gives young people a sense of place in the
world fostering the formation of social groups surrounding musical interests (S. Hallam &
Prince, 2000). This central role in personal expression that music plays may be compared to
the way that we use fashion accessories (Humpherson, 2007), taking expression into
changing areas of our lives we grow. Hallam also identifies wider social cohesion as a
separate benefit, allowing us to engage in the broader cultural world, bringing us closer
together in other areas of our lives outside of music, through shared experiences within it.

Music can be the central key to the formation of identity, providing gravitation to like-



minded young people (Garnett, 2010; Green, 2010; S. Hallam, 2002; S. Hallam & Himonides,

2022b).

1.2.3 Music for emotional stability

On a more individual level the power of musical performance and the achievement it
affords, lends to a sense of self confidence and self-worth (Reynolds, 1992), emotional
strengths that are vital for young people to grow and develop. Understanding achievement
through persistent practice, teaches valuable lessons of perseverance and motivation for
learning which are skills which transfer to all areas of learning, and ensure young people are
capable of learning through mistakes (Culp, 2015; Guhn et al., 2020; S. Hallam, 2015; S.

Hallam & Himonides, 2022b).

In particular the improvement of mental health through singing and musical
engagement is well documented. Shakespeare and Whieldon (2018), have shown that group
singing was a major contributing factor to well-being through the ‘Sing your Heart Out’
initiative. Many ‘singing for health’ choirs have appeared in the recent years, and one only
has to put ‘sing for health’ into an internet search to discover a wealth of choirs, groups, and
teachers who use singing as therapy. Singing and musical engagement not only connects us
on a social level to others around us, but it increases our oxygen flow, helps with posture,
and gives us an overall sense of well-being and harmony (Clift & Morrison, 2011; Gick, 2011;
Pearce et al., 2016). This important aspect of musical engagement has been recognised of
the importance of music in mental health and well-being at governmental level, as
recognised by the All Party Parliamentary Group for Music Education (APPG for Music

Education, 2019) and the Cultural Learning Alliance (Cultural Learning Aliance, 2021), and by



the major investment into studies relating to the impact of arts interventions on physical
and mental health (Department for Health and Social Care, 2019; Fancourt et al., 2019;

Wang et al., 2020).

1.2.4 Application, motivation, and dedication

Becoming a musician, requires the development of key skills in the application and
dedication to practice. Time must be found to practice, usually for long periods alone, and
to be able to remain focused when other activities may be calling. To choose to practice is
to show dedication (Evans & Liu, 2019; Guhn et al., 2020). However, the benefits are broad;
students learn that engaging in effective practice leads to mastery, and this, they can take
into all aspects of learning (Bandura, 2006). This perhaps explains why there appears to be a
higher level of motivation shown towards education, and general learning, by students who
engage in music (Creech et al., 2013; Guhn et al., 2020). It is of course also possible that

those who choose to engage in music are already motivated to learn.

1.2.5 Q

This increased level of motivation to learn, may explain why in her review of 15
studies, Hallam found that children who engage in music lessons tend to have a higher IQ
than those who do not (S. Hallam, 2010). Schellenberg (2006) suggested that partaking in
music lessons could increase the 1Q of the children involved, and that this was despite
confounding variables such as parental income, family support, and other activities.
However, Hallam also points out that those with higher IQ’s may be more likely to take up
an instrument in the first instance, and so Schellenberg's study may not be as reliable as first

thought (S. Hallam, 2015). This may also be the case with aspiration; children who play a



musical instrument tend to have higher aspirations than those who do not. However, those
with higher aspirations may simply be more drawn to playing an instrument (Green, 2010; S.
Hallam, 2015). Regardless as to the cause, the correlation is that the higher the musical
engagement is, the higher the other academic achievements are likely to be (Guhn et al.,

2020; Hill et al., 2008).

1.2.6 Cognitive and executive function

Several studies have investigated the effect of music on fine and gross motor skills. It
has been found that manipulating and increasing skill on an instrument can enhance overall
fine motor co-ordination (S. Hallam, 2010; S. Hallam & Himonides, 2022b). Performing and
communicating require a high level of executive function (Robertson, 2019). Hallam found
that children who were engaging with music demonstrated superior memory skills (S.
Hallam, 2015). Part of the reason for this may lie in the improved brain function that musical
engagement elicits. It has been demonstrated that active engagement with music, has an
impact on brain structure and function throughout the lifespan (Olszewska et al., 2021). This
was shown in physical realisation, by Schneider who observed greater matter in the Heschl’s
gurus part of the brain of musicians, which is the area used for processing, memory and

anticipation (Porflitt & Rosas-Diaz, 2019; Schneider et al., 2002).

1.2.7 Music and cross curricula skills

Music can benefit non-musical learning, and studies have shown that the auditory
skills gained through active music making, may also benefit language development, both for
very young children, and continued language related skills (Cross, 2016; S. Hallam, 2015). In

particular, musical engagement can be particularly helpful in terms of literacy (Hansen et al.,



2014). The patterns created in the contour and rhythmic flow of music require similar
processing skills to that of reading, aiding literary fluency and comprehension. Musical
engagement enhances perception of the auditory patterns in language, and it has been
shown that children who initially showed difficulty in reading comprehension have
benefitted from musical and rhythmical engagement (S. Hallam, 2010, 2015; Miles &

Westcombe, 2001).

Musical engagement can also support problem solving. The brain perceives and
processes musical patterns in the same way that it addresses problems, thus suggesting that
improvement in recognition in musical patterns will also support the ability to solve
problems in other areas of learning (Griffiths, 2018; S. Hallam, 2015; Ritter & Ferguson,

2017).

1.2.8 Creativity

Creativity is core to our existence as humans. Developing creative traits supports
inquiring minds, and music, along with other art subjects, is central to that aim (Griffiths,
2018). There is limited research into how music extends creativity into other areas, however
some studies do suggest that this is the case. Ritter and Ferguson, for example, found that
listening to music whilst working can produce greater creativity in other tasks, boosting
what they describe as 'cognitive creativity', (Ritter & Ferguson, 2017). It would therefore be
unsurprising that musicians have been shown to score higher on tests of creativity than non-
musicians (S. Hallam, 2015; S. Hallam & Himonides, 2022b). It would also stand to reason
that the boost of musical engagement on creativity would allow children to use that

creativity to other areas of learning.



1.2.9 Lifelong Learning

The skills that we gain from musical engagement have longevity. Studies in neuro-
plasticity have shown that music engagement is one the most powerful things we can do to
keep our brains healthy and active in older life (Creech et al., 2013; S. Hallam & Creech,
2016; Hargreaves et al., 2016; Olszewska et al., 2021). Memory has been shown to be
improved and retained through musical engagement (Baird et al., 2020; Baird & Samson,

2015).

One personal anecdote is an experience of playing music in a dementia home in
2017. The room was full of adults who had severe dementia. In many cases these sufferers
did not know their own names and were so badly affected by the disease that the nurse told
us they often did not remember how to feed themselves. As a woodwind quartet we played
a variety of music that elicited varying responses. When we got to the well-known folk tune,
'Danny Boy', the performance started with solo flute, and as the first notes rose, so did the
voices of the patients. Not all the words were clear - but the melody was pure and largely
accurate. These patients who had almost no remaining cognitive function were able to sing,
to replicate the phrases and the rise and fall of the music, and in many cases with the
addition of the lyrics. To experience this practical example of musical memory, after
spending time researching these phenomena, was an incredibly moving and powerful

experience.

Given all the above, it stands to reason that music should be a treasured part of our
education system, holding a secure place in our schools, with a high value on music teachers

themselves. Whilst not all young people will want to learn a musical instrument, they should



be given the opportunity to engage in music at an early stage, in order to discover if this
may be a possible pathway for them in the future. Without access they cannot not choose
whether or not to engage as they will not know what it they are choosing to engage with.
This is not the same as making every child learn a set instrument, but rather about
introducing possibilities, which can shape a child’s choice in later learning through to
adulthood. However, it is true that music education is often not a priority of schools, with
provision across the UK patchy at best (S. Kelly, 2010; Savage, 2020; Savage & Barnard,
2019). To understand this further, we will now turn to look at the historical position of

music education, and specifically instrumental music provision, in schools in the UK.

1.3 Music tuition in the UK

Music tuition in the UK has been, traditionally and currently, provided in several
ways. At primary school curriculum music is usually provided by class teachers who may or
may not be musically trained. This may take the form of simple listening and singing or more
engaged playing, dependant on the competencies of the teachers. In addition, visiting music
teachers would visit schools to provide instrumental tuition to whole class settings. This is
the initiative of the Wider Opportunities scheme involving whole classes of a single
instrument such as violin, or ukulele, which is used as a medium to provide wider musical
skills. These classes are variable, providing as little as half a term, up to several years,
depending on the budget and beliefs of the Head of the school. At senior level, children
have specialist music curriculum teachers, up to year 8 or 9, again dependant on the school.
In this setting the usual format is a carousel style of learning where music is alternated with

art, drama, ICT or dance. Visiting music teachers would then provide specialist music tuition



usually at a cost to the parents, although some schools or hubs do provide some free

tuition.

Most of the visiting instrumental teaching is provided to schools from Music Hubs,
which have largely taken the role of the former Local Education Authority Music Services.
Less common but a significant number of the workforce are working in schools but in a self-
employed capacity. There are also teachers who teach in music centres and some who teach
in their own homes or travel to student homes. Most instrumental teachers have a portfolio
of work which includes elements of all of these. In the research reported here we will be
looking at the instrumental teachers who provide whole class instrumental tuition in state
schools, whether they are employed by a Music Service, directly by a school, or are self-

employed.

What has driven this research is a desire to unpack the factors that make up the
motivation to teach music despite the many apparent disincentives reported by teachers
working as instrumental music teachers in schools. How do music teachers maintain their
motivation throughout their school careers despite these challenges? The more common
work based motivational models do not seem to apply, for example pay does not factor in
the same way it does in other industries. This is shown by the lack of parity in the amount of
remuneration across geographical areas which does not reflect the amount of teaching in
those areas: South Wales, for example has a busy musical profile in schools, despite being
one of the lowest paid areas in the country. Teachers working only short distances from
each other can be paid vastly different hourly rates, and this does not always relate to their
experience. In 2021 reported jobs were being advertised at the somewhere between £23

and £42 per hour (Glassdoor, 2021). Quality control and opportunities for Continuing



Professional Development (CPD) are excellent when they occur (Fautley et al., 2011; J.
Henley & Barton, 2022), but are not in place in all schools or Music Hubs, often because
there are insufficient resources to do so (International Society of Musicians, 2018). For
those teachers working independently of Music Hubs, there are few professional
development opportunities which don’t involve the teacher giving up a day’s income to
attend (International Society of Musicians, 2018). Schools are not always able to
accommodate a teacher changing their teaching day, which may be a barrier for
attendance. Courses are generally provided by outside specialist agencies such as Trinity
College London, the Musicians Union or the Incorporated Society of Musicians, or specialist
instrumental days such as those by the Clarinet and Saxophone Society, or The Voice College

(Fautley et al., 2011; Musicians Union, 2015; Walters, 2020).

Teaching facilities in schools are also often far from satisfactory. Pianos are
frequently out of tune, drum kits have lost skins, CD players disappear for use in a dance
lesson. Some of the respondents in this study observed that sometimes the facilities do not
meet legal requirements, such as the requirement to have a window in a teaching room for
safeguarding reasons. Pupils (or their parents) often want to have lessons during the lunch
hour or after school, so that they do not have to miss schoolwork, leaving teachers unable
to work in normal working hours, and instead often working early in the morning, through
any potential breaks and late into the evening. Concerts, examinations, extra rehearsals,
rewriting parts, all take up vast amounts of time and are often not part of contractual
arrangements. Breaks are rarely taken, and lunch is often taken ‘on the run’. There is no
time to meet with other music teachers or professionals, and feelings of isolation and

exhaustion can be common (International Society of Musicians, 2018; Zeserson et al., 2014).



At the time of writing a £76 million had been committed to Music Hubs for the
current financial year, and an additional £25 million in capital funding for musical
instruments this seems a positive step forward, (Arts Council England, 2023). It should be
acknowledged that the figure for the Hubs is a drop from the £79 million in 2021 which
given the inflationary cost of living in 2023 is a significant drop (Department for Education,
2021). Although the investment should be welcomed, we must be cautious and learn from
the past where we have often seen a step forward in one direction whilst other areas of
music provision lack clarity and fall behind. One example was in 2012, the Ofsted report
noted that “pupils musical understanding was developed most effectively in lessons when
musical sound was the dominant language for teacher and learning” (Ofsted, 2012b, p. 18).
Teachers using alternative techniques such as Dalcroze eurhythmics, and the Curwen-Kodaly
solfege hand system were heralded as examples of successful practice. In the following
years since, development in teaching aurally has increased, with much work and research
has been done on the power of peer led learning, and the development of innovative new
music schemes such as Musical Futures have been developed. In this scheme children learn
through less traditional but no fewer valuable methods of listening, creating, and doing. This
has had a hugely positive effect on music uptake in schools. Yet according to the 2021
culture secretary Nick Gibb, the scheme of funding announced under his leadership must
ensure that, children leave school able to read and write music, in the traditional sense
(Gibb, 2020). This statement lacks clarification, such as whether or guitar tab counts as
reading music, what level of music reading is required, and, if taken at face value, it
potentially discounts all the work and achievements of those students who are working in
non-formal styles such as Rock and pop, folk, or Gamelan, who use either no, or alternative

methods of musical notation (Walters, 2020).



1.3.1 Teacher training routes

In the past few decades there have also been increasing confusion around training
and the recognition of qualifications for instrumental teachers. Richard Crozier, consultant
for the Arts Council in England, stated in 2012 that there were about 57 instrumental music
teaching qualifications in the UK (Crozier, 2012). To date that number has increased, and we
can now include the Arts Council Award — The Certificate for Music Educators course
(currently provided by the Associated Board of the Royal Schools of Music and Trinity
College London), the European String Teachers Association (ESTA) Post Graduate Certificate
(PG Cert) for all instruments, and the Post Graduate Certificate of Education, International
(PGCEi) (for string teachers) by London Music Masters. These courses are diverse and there
are no clear guidelines for Hubs and Schools as to what these qualifications mean in relation
to instrumental teachers. Consequently, there are significant variations amongst Music
Hubs and schools about how qualifications relate to pay, as set against the teachers’ pay
scale. The author’s experience explains this is practical terms. She completed a PGCE in
2006 to become ‘qualified’” whilst working for one Music Service, which would have meant
being paid within teachers’ pay and conditions’ and on a higher income bracket that those
who were classed as ‘unqualified’ and paid on an instructor’s rate. However, in 2007, she
moved to work in several state schools in the next county as an independently self-
employed instrumental teacher. No longer under the umbrella of a Music Service, the PGCE
was no longer relevant as far as remuneration was concerned. The experience of completing
the PGCE was valuable professionally but financially income was lost for a year without

recouping it in salary terms later.



This lack of aligned national acceptance of what constitutes an instrumental teaching
qualification, is reflected in the standard of teaching and the quality of the experience of
learners. In one instance, the researcher was sent as an examiner to a centre where there
were several children taking brass examinations. In most cases students taking examinations
are successful having worked hard and been taught well. However, in this centre a
significant number of candidates failed their examinations. The local representative for the
exam board, explained that the teacher of these candidates had been an estate agent who
had played the French Horn at school where they had achieved Grade 8. After 8 years
without playing, she had lost her job as an Estate Agent and taken up instrumental teaching
with the local Music Service to earn a living. She had had limited training, and little help
regarding the technical aspects of teaching, other than what she remembered from her own
lessons. Consequently, her pupils, whose parents were paying a significant amount of
money for lessons, were not receiving high quality tuition. The lack of care of both teacher
to not understand her students, and the music service in not selecting an appropriate
candidate for the job, was not only letting down the students, but also serving to de-value

the profession.

Unsurprisingly, some teachers had reported losing the drive and enthusiasm they
may once have had and feel that music teaching is not valued (Morgan, 2012). It stands to
reason that this would have impacted on the quality of their teaching and the experiences
of their pupils. Baker (2005), highlights that this may be likely to happen mid-career when
the monotony of the job and lack of career progression are felt more acutely than at the
beginning or end of a teaching career, but has found that by the end of their career teachers

have found their teaching to be enjoyable once more. This is an encouraging outcome, but it



needed to be understood in the context of whole class music teaching. This thesis sets out
to investigate what may provide those changes by understanding the motivating factors

that keep music teachers working in the profession and enjoying their work.

1.4 What is Motivation?

To understand what motivates instrumental teachers, it is firstly important to
understand the concepts of work motivation in a broader context. Work motivation is a
topic which has been widely investigated in the last century, with various studies looking at
the intrinsic and extrinsic needs and motivators of employee productivity. Early theories of
motivation tend to be needs based and view motivational success as being achieved
dependant on whether those needs were fulfilled. Maslow's hierarchy of needs is one of the
most widely known, and suggests that, the needs of the individual are viewed as in a
pyramid. Each need must be satisfied before the next can be achieved (Maslow, 1954) with
the basic or deficiency needs such as food, sleep and shelter lying at the bottom and the
growth needs which fulfil our self-actualisation at the top, such as creativity and meaning

lying at the top.

Later theories highlight the need for achievement, and models were developed
around levels of accomplishment, including Atkinson and McClelland's Need for
Achievement (J. W. Atkinson, 1964; McClelland, 1987, 2015). Other models such as Equity
Theory, Expectancy theory, Goal Setting Theory, Social Cognitive Theory, all include factors
such as remuneration, promotion and elevation, and respect. Expectancy theories have
more to offer as the tangible effect of seeing additional effort leading to additional reward is

relevant in what is a highly emotive career. However, while these theories may have value



in industry, they do not necessarily explain teaching motivation, and particularly music
teaching motivation. This was illustrated above by the low pay of teachers, which suggests

that remuneration is not a major factor in selecting a teaching career.

Job based theories may have more relevance. In his study ‘The Motivation to Work’,
(1959, 1993) Herzberg set out a theory based on two factors: motivation and hygiene. The
hygiene factors were the needs-based factors (money, working conditions, etc.), which
would serve satisfaction needs, but importantly were not seen to build motivation. Instead,
a second factor was needed, to understand the motivators - those factors involved in
positive satisfaction arising from the job itself (Herzberg & etc, 1993). Baker (2005) found
evidence in music teaching which complements this model, suggesting that career paths
must be developed to keep teachers satisfied and motivated throughout their teaching
careers. Other similar models have emerged which built on Herzberg's theories, and which
examine motivation in a more modern workforce. One such model is that created by Parker
and Ohly who developed a ‘Job Characteristics Model’ (2008), where five indicators
including autonomy, feedback, skill variety, task identity, and task significance, all interact to
produce what are termed ‘critical psychological states'. These states in turn result in positive
work outcomes, such as job satisfaction, motivation, and work effectiveness (Parker & Ohly,
2008). The complexity of music and music teaching could easily be viewed in terms of these
characteristics, the interaction of which may be compared to the delivery of an exciting
lesson (task identity and significance) by a competent teacher (autonomy, skill variety) with

clear student outcomes (feedback).

More specifically to music, Cathcart (2013) has considered motivational issues in her

work with piano teachers. She found that the reasons for starting to teach the piano were



diverse, but the common factor was the need to maintain a musical continuum. For many
who were not professional pianists this meant simply being able to engage with music on a
day-to-day basis. This included a love of playing, a love of the instrument, a desire to pass
knowledge on, and the reward of seeing pupils progress through performance and exams.
These positive factors outweighed the negatives which included a lack of practice in
learners, poor pupil behaviour or difficult relationships with parents. These teachers
enjoyed teaching and found it intrinsically motivating (Cathcart, 2013). The autonomy of
constant engagement with music was key, suggesting that Parker and Ohlys model was

indeed a helpful one.

One of the most relevant models in terms of this study is the model of motivation by
Susan Hallam. By synthesising much of the data on human motivation Hallam created a
model which allowed complex ideas to be used in a musical context (S. Hallam, 2002). She
found that both cognition and self-determination were key to understanding behaviours in a
human and more specifically a musical context. Whilst her focus was mainly on the
development of expertise, a common factor with the research in this study is the
consideration of what determines motivation to engage with instrumental learning. In
Hallam's research she found that it the motivation to engage in music came from within,
showing that although external influences may be at play, the overall desire to practice and
progress as a musician came essentially from the learner. The same can be applied in the
case of music teaching - whilst factors such as renumeration, place or work, etc cannot be
ignored, it is suggested that the desire to engage with music pedagogy comes essentially

from an inner need within the teacher.



Potential models will be further explored in the following chapter as a steppingstone
to Self-determination Theory and the model proposed in the discussion of the thesis — The
Self Determination Theory — Music (SDT-M). This study explores the intrinsic needs of music
teachers and tries to understand the factors involved in the motivation and drive of those
teachers, particularly those who engage in whole class instrumental music teaching (WCT).
It will attempt to understand in greater depth how that motivation may be both nurtured
and maintained. It will also aim to establish what leads to demoralisation and suggest what

could be done to alleviate this, and how the workforce can be better supported.

1.4.1 Signpost to the chapters

The following (second) chapter will firstly lay out the traditions and history of music
teaching and give a general background into music teaching in schools, to see how music

teachers may have felt valued over time.

The third chapter will explore the concept of motivation in the workplace, looking at
a generic understanding of the main concepts of work-place motivation, and then looking

more specifically at how this may apply in the whole class instrumental music room.

The fourth chapter will outline the methodologies chosen for the research, and the

rationale behind choices made.

Chapters five and six will discuss the findings from the questionnaires, and

interviews respectively, and providing the results of the analysis.

Chapter 7 will then outline the answers to the research questions through the

development of a model of motivation - the SDT-M, and it will bring the thesis together in a



discussion which will outline the main themes and put forward suggestions for how this

information may be used for future models of instrumental music teaching.

1.4.2 The research question:

The research question for this thesis is as follows:

What are the factors which influence motivation in Instrumental Music Teachers

working in whole class music teaching?

In addition to this there are the following sub questions:

To what extent do working conditions in WCT affect motivation?

How can teacher motivation be improved through an understanding of needs?
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Chapter Two: Instrumental Teaching in Schools: An Historical Perspective

Chapter 1 outlined the reasons for this study, and how the research questions came
into being. This chapter will look at the historical context of instrumental teaching in schools
and the role of the music services and hubs, up to the present day. It will examine the
context of instrumental teaching and changing policies, with the intention of understanding
the issues that instrumental music teachers face. This will all be through the lens of
understanding what it is that motivates instrumental teachers in a whole class teaching

scenario.

2.1. Historical Context of Instrumental Teaching: The Early Years

Since schooling became compulsory in 1880, the role of music education has been
controversial (Adams et al., 2010). Initially only singing, percussion or recorders were taught
within school hours, with any other instrumental teaching activities being reserved for
private teachers in their own studios (Sharp, 1991). However, by 1939 and with the English
Folk Music Revival with Cecil at Sharp at the helm promoting local music centres, the
Schools Music Association raised the profile of music in schools with its music festival staged

at the Albert Hall (Cleave & Dust, 1989).

By the 1940s, peripatetic instrumental teachers working for Music Services had an
increased presence in schools, and eleven Local Education Authorities (LEA's) reported
having a music service (Cleave & Dust, 1989). The music services were designed to support
the schools, providing high quality instrumental tuition both in school and at music centres,

and to help to run the orchestras and ensembles that were rapidly expanding, putting



instrumental music teachers at the heart of school life (Spruce, 1996). By 1947, the National
Youth Orchestra was set up, and in the same year the first short course for teachers of

strings was set up by the Ministry of Education (Cleave & Dust, 1989).

However, the services were not without fault. Spaces for tuition were not always
available, were concentrated in only a few areas, did not cater for primary education, and
the instruments available were mainly orchestral, creating cause for criticism that the

services were not meeting the wider needs of the pupils in the schools (Sharp, 1995).

2.1.1 Growing traditions

By the 1950’s the growing tradition of music in schools, with highly valued
instrumental teachers and music advisers, was expanding (Cleave & Dust, 1989). In 1946
Dolmetsch had made the first large batch of plastic recorders, which allowed the recorder to
establish its place as an affordable, easy to play instrument increasing the number of
children being exposed to music making (Hunt, 1948). The next two decades continued to
see the value of music and music making rise, with many new national orchestras, and
festivals, and the creation of specialist music schools such as the Purcell School, and the
Yehudi Menuhin School adding an aspirational value to young and talented musicians
(Cleave & Dust, 1989; Spruce, 1996). By the 1980s, almost all LEA’s were providing
instrumental music tuition in mainly orchestral instruments such as woodwind, brass,
strings and percussion, and in some cases, guitar, keyboard and ethnic instruments such as

djembe (Cleave & Dust, 1989).



2.1.2 The start of instrumental charging

However, by the 1980's the provision of funding for music lessons was becoming
increasingly difficult and as a result, the demand for instrumental tuition was waning.
Parental charging was becoming more common, especially in city schools (Sharp, 1995). In
1981, this was challenged when a case was brought against Hereford and Worcester LEA by
Eric Jones, a Deputy Head of a local high school and also a parent of two children, who
argued that the LEA should be prohibited from charging for music lessons (A. Jones,
personal communication, 2023). He had the support of the National Union of Teachers and
they cited section 61 of the 1944 Education Act which stated that no fees should be charged
for education in any maintained school (D. Baker, 2005; Cleave & Dust, 1989; Education Act,

1944).

The problem was the vagueness of this description, and what constituted education
(Meredith, 1992).The judge ruled that music tuition should be included under this
description, and therefore that music lesson fees could therefore not be imposed on
parents for lessons in school hours. This protected parents and ensured that children could
learn an instrument regardless of their financial background. But it left local authorities with
a choice of either carrying the entire weight of funding instrumental music lessons, or
moving music lessons out of school hours (D. Baker, 2005; Cleave & Dust, 1989). It was not

long before a way was found to pass the costs back to parents.

2.1.3 General economic strain

At the same time, a period of severe economic strain had descended on the whole

country. Overinflated energy prices, miners strikes, football and inner city riots were all



shaping the political atmosphere and a poor education system was being blamed for an
overloaded welfare state (D. Baker, 2005; Cleave & Dust, 1989). Youth culture was vibrant
and eager for change; the Campaign for Nuclear Disarmament, race riots, gay liberation and
feminism were all explosive topics. Popular music was leaning towards punk and new wave
bands, and musicians were experimenting with computerised and synthesised sounds.
Classical music became regarded as domain of the elite, and traditional instrumental
learning in schools, which was based largely on classical traditions, was losing its focus as an
important skill for children to obtain (Wright, 2013). The combination of all that was
happening in the world, and the limited resources available for music tuition, meant it was
unsurprising that a 1984 inquiry found that music provision across the UK was patchy

(Dunford, 2017).

2.1.4 The financial effects of the 1988 Education Act on music provision

In 1988, The Education Act had further impact on music provision in that it devolved
funding to schools, and crucially, whilst charging was still prohibited for activities in the
school day, this now no longer applied to individual music tuition, (Department for
Education, 1988). Parents were once again required to pick up the bill if a child wished to
have individual music lessons. An extract from the Langfell C of E Primary School Governors

(1992), written to parents at the time, illustrates the reaction of many schools:

Section 188 of the (Education) Act establishes that schools may seek voluntary
contributions from parents towards the cost of educational visits, and other extra
activities during the school hours. Whilst contributions must be genuinely voluntary

and registered pupils at the school will not be treated differently according to



whether or not their parents have made any contribution in response to a request,
we must point out that we cannot fund educational visits, theatre groups and
speakers from school funds. We rely on parents to contribute the money to pay for

these activities. Any such activity, which is not financially self-supporting, will be

The result was to add to the elitistism that surrounded music teaching, as now only
those who could afford to engage in extra-curricular activities were able to do so. This
would have a long lasting impact as there were fewer students reaching the higher levels of
ability and consequently fewer young people moving into the music profession. Wright
illustrates this at conservatoire level when he noted that the students enrolling in those
years, were all from high income backgrounds. This was an historical change in demographic
as “until the effect of the 1988 Act took hold, entry to the conservatoires had been
characterised by musicians drawn from right across the social spectrum...” (Wright, 2013, p.

15), and is a trend which to date still has not been reversed.

2.1.5 The start, (and chaos) of the National Curriculum in action

In 1987 a consultation document for the new National Curriculum placed additional
strain on the provision of music in schools, reinforcing its loss of importance in education.
This document allocated only ten percent of the school timetable for classroom music
lessons, and this allocation was further diluted as it was shared with Art, Drama and Design
(Bath, et al., 2020; Department for Education, 1987; Savage, 2020). For music, the main

consequence was that the practical component of music was played down in favour of



activities that could be more easily completed in a class of thirty children (Adams et al.,

2010).

The first stages of the National Curriculum began to be implemented in September
1989 (Children, Schools and Families Committee, 2009). At the same time, further dilution
of the music provision was happening outside of classrooms. The LEA budgets were being
delegated directly to schools under the Local Management of Schools (LMS). The intention
was to boost standards through a Thatcherite, ‘market led’ approach, where a business type
model was deemed to be the way to improve performance of all educational services, in
effect transferring the locus of financial control towards the perceived consumers, i.e.,
children, parents and schools (D. Baker, 2005). There was an overall intention of inclusion
which the Education Minister, Kenneth Baker later described as a desire to honour the 1944
Education Act stating a belief that all children should be educated according to the wishes of
their parents (Education Act, 1944, p. 76). It was a latter-day version of ‘trust the people’.
when he stated “l wanted to empower local schools and colleges, and thereby give real

influence to parents and children —the consumers of education...” (K. Baker, 1993, p. 211).

However, the crucial aspect that was not considered, was that children or parents
alike will not exhort ‘real influence’ on spending on something of which they have never
experienced. Tomlinson writes of how the intention of a broad and all-inclusive curriculum
was not consistent with the concept of a consumer led school culture, and equality was not
high on the agenda, noting also that trust in teachers was being steadily undermined in a
growing culture of accountability, claiming that “A national curriculum and a market in

education cannot be compatible in any logic” (Tomlinson, 1989, p. 277).



With this new element of choice introduced to schools, music services had to fight
for their existence. Many schools opted for independent teachers, without the overheads of
the service, or simply stopped any music tuition they were previously buying in at all (Cleave
& Dust, 1989). For music, the result was very much a lottery of provision across the UK: free
music tuition was integral to some schools and a protected part of the budget, but in others

it was only available to those whose parents could afford it (D. Baker, 2005; Savage, 2020).

2.1.6 Attempts at protecting the industry

In 1991 there was a campaign to Save Instrumental Teaching (SIT), and the National
foundation for Educational Research (NFER) staged a five-month enquiry (D. Baker, 2005;
Sharp, 1991). The results highlighted the inconsistencies in music provision across the
country. By 1993, 75% of LEA’s had devolved their budgets directly to the schools (S. Hallam
& Prince, 2000). Five years later, in 1998, ministers were concerned about the decline in
music provision and set up grants to both ring-fence money for music provision and to allow
music services to expand (S. Hallam & Prince, 2000). However, full time teaching positions
were being axed to make way for more part time positions, teachers were expected to fulfil
more ancillary and varying roles, expanding into other instrument groups, taking on more of
their own administration, and becoming more creative in terms of their teaching. With the
lack of security in the profession, reduced pay or opportunity to earn a decent salary, and
changing roles, several music services reported finding it difficult to recruit teachers (Sharp,

1991).



2.1.7 The 1992 National Curriculum for music

Three years after the initial stages of the national curriculum were rolled out, a
curriculum for music was implemented (Department for Education, 1992). New attainment
targets in music were introduced, and included performing and composing, listening, and
appraising (D. Baker, 2005; Bath, et al., 2020). However, the allocation for music in the
timetable was not improved, putting a strain on how teachers were to ensure that their
students achieved these targets. The so-called 'Three wise men' report (1992) on Curriculum

Organisation and Classroom Practice noted that:

While all schools devoted considerable amounts of time to English and mathematics,
some neglected important aspects of these subjects such as reading extension, oral
work and mathematical problem solving. Others failed, moreover, to devote
adequate attention to history, geography, art, and music. The National Curriculum
was introduced, in part, to ensure that all children have access to a broad and
balanced curriculum that is consistent country wide, however this was clearly not

happening. (p. 24)

This controversial report also found that it was not reasonable to expect Key Stage 1
teachers to be able to provide the level of specialist knowledge across all nine curriculum
subjects and uses music as an example of where a specialist teacher is required (Alexander
et al., 1992) . Prior to this, a handful of music services had already attempted to widen their
appeal by offering some classroom curriculum music and easing the burden particularly at
Key Stage 1 and 2. Music services such as Hereford and Worcester, Wakefield, and Durham,

are just a few of those services who all had by this time some level of engagement in



classroom music delivery (D. Baker, 2005). This was a positive move and improved music
provision in some schools, but was limited both by the traditional teaching backgrounds of
most instrumental music teachers, who did not have the wider experience to deliver this
expanded curriculum, and also by some teachers believing they were also overqualified to

do so (D. Baker, 2005; Paynter, 2002).

2.1.8 Key stage progression

It is useful at this stage to understand the direction that music in the UK school
structure was heading. The broadening of the curriculum ensured that pupils had a full
range of musical skills, based on the three core elements of composing, performing, and
listening. Instrumental prowess was expected to have been attained to a significant degree
before children undertook GCSE's. In the Qualification and Curriculum Authority (QCA)
review of standards (2007), the change in school music teaching was described as a shift
from treating music as primarily an academic subject in which students learned about
music, to an inclusive one in which the aim was to engage in musical as well as academic

activities (Qualifications and Curriculum Authority, 2007).

However, as ever, there were contradictions, such as instrumental tuition not being
an essential requirement for the course. The rationale for this was no doubt explained by
the criteria that the “highest grades are accessible by those candidates who may not receive
additional specialist music lessons” (Qualifications and Curriculum Authority, 2005, p. 3).
However, there is evidence that both students and teachers believe playing an instrument is

necessary for high grades, and were therefore sceptical at this criteria statement, which



may explain the low GCSE music take up rates during the early period (Bray, 2000; Lamont &

Maton, 2008).

Despite this curious inclusion, it is worth noting in the context of the 2007 review,
that the inclusive aims of the changes were successful, with the numbers of candidates
entered for both 16+ examinations (i.e. GCE O level and CSE in 1985 and GCSE in 2005) and
A levels almost doubling over the period (Bell, 2001, p. 215). However, to keep this in
perspective, the overall percentage of GCSE take-up numbers was only 8-9% in the early
2000s, which still meant that music was a minority subject (Lamont & Maton, 2008;
Qualifications and Curriculum Authority, 2002). By comparison, 36% opted for art in the

same period (Qualifications and Curriculum Authority, 2002).

One very positive move was that by 2000, a greater knowledge of musical styles was
included in the curriculum, which now incorporated jazz and world music and this more
inclusive approach, combined with the way that the syllabus built on the curriculum of Key
Stages 1-3, was welcomed by reviewers (Qualifications and Curriculum Authority, 2007).
GCSE music was much more accessible than it had previously been, and the emphasis on
performance and composition not only gave music a more powerful place in the curriculum,
but there was now a heightened need for consistent high quality instrumental teaching and

learning.

2.1.9 Effects on instrumental learning numbers

There is some fluctuating evidence regarding the real effect of changes to the
numbers of children having instrumental music lessons over this period. Between 1991 and

1993 numbers were on the increase according to a survey by the Performing Rights Society



(PRS) (Performing Rights Society, 1999). However, the Associated Board of the Royal Schools
of Music (ABRSM) found that in 1993, 1996 and 1999, that the number of students learning
musical instruments, was in decline (Associated Board of the Royal Schools of Music, 2014).
The Times Educational Supplement (TES) survey of 1995 suggests that 48% of metropolitan
district councils found there was a detrimental effect on youth orchestras but that teaching
the data sources of the overall evidence was inconsistent and dependant on location and

that a national picture was not clarified.

Funding of lessons remained an increasing problem with the divide increasing
between those children whose parents could afford music lessons and those who could not.
By 1995 the TES survey had shown that over three quarters of metropolitan and a third of
shire music services were by now charging parents between £8 to £12 per hour for music
tuition (Spencer, 1995). In addition, instrumental hire was also being charged for, or
students had to obtain their own instruments, and the amount of more expensive
instruments being taught, such as cello and bassoon, was consequently in decline (Spencer,
1995). In another TES report it was noted that all services were worried about the effect on
poorer families, and the phrase “who pays, plays” was becoming common (Spencer, 1995,

p.11).

Joan Arnold (1995), chair of the Music Advisers' National Association (MANA) wrote

to the Times Educational Supplement to clarify the situation.

With reference to the article on the legality of charging for music tuition (TES, March

17), | should like to clarify the position. The law is quite clearly stated in the School



Governors' Guide to the Law 1994..: "Charges may be made for teaching either an
individual pupil, or pupils in a group of up to four, to play a musical instrument, if the
teaching is not an essential part of either the national curriculum or a public

examination syllabus being followed by the pupil”. (para 1)

Ironically she added: “The essential point is that no pupil may be left out of an
activity because his or her parents cannot or will not make a contribution of any kind."
(Arnold, 1995 para 2). It was not all doom and gloom however, and as the Department for
Education and Skills (DfES) reports demonstrated, there were some positive aspects to
instrumental charging (S. Hallam & Prince, 2000). The 1995 TES survey showed that
Cambridgeshire had increased its staff by a third and had notably improved standards
generally (Spencer, 1995). Suffolk and Sheffield were both expanding, and Birmingham

welcomed the opportunity to make the service more secure.

What remained clear was that unless instrumental teachers gained more confidence
and expanded further into the classroom to provide a broader and more financially
appealing service, the music services were on a continued downward spiral. Without class
music, the importance of music in children’s lives would be lost and consequently the desire
for instrumental musical tuition. Training and a broadening of skills was still needed as more
and more instrumental teachers found themselves in the classroom, teaching whole class
instrumental lessons and sometimes general music classes (Wright, 2013). The hope was
that instrumental and class teachers could work together more effectively. Howard Dove

(1987), then head of a music service, wrote:



There is a clear obligation upon teacher trainers and local authorities to ensure that
instrumental teachers are equipped with sensitivities to enable them to give proper
support to their classroom colleagues, particularly in the primary phase, by helping
to ensure that composing, performing and listening are on offer to all children at
every stage... this will mean instrumental teachers spending more time in the

classroom working alongside class teachers. (p. 46)

By 2000, 66% of music services were offering curriculum support, with 23% of music
teachers being involved in curriculum teaching (S. Hallam & Prince, 2000). This was not yet
backed up with support as training was scarce and widely acknowledged as insufficient (D.
Baker, 2005). In addition, highly skilled musicians and teachers trained in the very specialist
area of their instrument, still felt not only out of their depth but that their skills were being
undervalued (D. Baker, 2005; Wright, 2013). The changes brought into question how
consistent provision was could be, and how the need for a higher degree of instrumental
provision would be met in order to meet the requirements for the GCSE and A level courses,
particularly if there was a lack of consistent or sustained provision prior to this stage in the

younger years.

2.2 New century - new thinking; the Music Manifesto onwards

By 2004, this issue was being addressed as the DfES worked in collaboration with
industry experts including music practitioners, music hubs and organisations such as the
Musicians' Union, the Teacher Training Agency, the Specialist Schools Trust, Arts Council
England, Qualifications and Curriculum Authority, Ofsted and Youth Music. This manifesto

(2004) aimed to increase musical opportunities through the implementation of 5 key areas:



1. to provide every young person with first access to a range of musical experiences.

2. to provide more opportunities for young people to deepen and broaden their

musical interests and skills.

3. to identify and nurture our most talented young musicians.
4, to develop a world class workforce in music education.
5. to improve the support structures for young people in music making. (np)

There was huge enthusiasm for the project, however, even at the time of its
inception, there were concerns over how it was to be funded. Key figures in the industry
such as the 'cellist Julian Lloyd Weber (2004) refused to back the manifesto, claiming in an

interview with The Guardian newspaper:

In the manifesto, there are a lot of statements about what the government will do
and what it wants to do - but the manifesto doesn't say how the government is going
to doit. It seems that there is no statement about funding to pay to increase

provision. (para 5)

There was further criticism, from the Association of Teachers and Lecturers (ATL),
who voiced concern over the way the Arts was being squeezed out of education. In the

same Guardian article Mary Bousted, (2004) the general secretary stated:

This is a small step to redress this problem, but it is not enough. Even Ofsted
acknowledges that primary school teaching is overloaded with literacy and numeracy

which leaves little or no time for a rich and broadly based curriculum. (para 13)



Despite these concerns, the Manifesto led to many successes, notably the national
singing initiative 'Sing Up' and the new ‘Wider Opportunities’ or ‘Play to Learn’ schemes,
involving whole class learning of voice or an instrument (Fautley et al., 2011). It is the Wider

Opportunities scheme, or Whole Class Teaching, (WCT), to which we shall now turn.

2.2.1 Whole class instrumental music teaching

The Wider Opportunities scheme had been piloted several years earlier in 2002,
when six Local Education Authorities (LEA’s) were tasked with looking at how specialist
music provision could be developed to involve all pupils in Key Stage 2 (Bamford &
Glinkowski, 2010). The result was the rolling out of the scheme nationally. The intention
behind the policy was to provide children with what was described as an 'authentic
instrumental experience' (Bamford & Glinkowski, 2010), and to ensure that by 2011, every
child would have access to this opportunity during their time in primary school. The

government directive (2008) stated it would provide:

Free music tuition — by way of whole-class or large-group activity — for every primary
school child for a year in the early years of primary school [with] at least half of

primary school pupils continuing with further tuition. (p.1)

At the outset, this was a brilliantly intentioned scheme, with some teacher
development and training available for Key Stage 2 teaching, provided by Trinity Guildhall
and the Open University, and funded by the government (Fautley et al., 2011). However,
despite this intervention, there were widely reported problems from the outset. The
initiative still lacked enough proper consultation with instrumental teachers more widely in

the field (D. Henley, 2011) and despite the initial promises of £332 million over three years



for musical education (Department for Children, Schools and Families, 2008a) there was
limited funding and availability of training teachers in this new way of working. Initially the
scheme only worked in larger, more successful, and well-resourced music services. Some of
the difficulties had been foreseen; in 1998 Susan Hallam had voiced her concern when she
noted that a teacher “cannot be as responsive to individual needs as when teaching
individually”, adding that there is “little opportunity for differentiation because the group

needs to progress at the same pace” (S. Hallam, 1998, p. 252).

Other problems were recorded in the report '"Wow its Music Next', and included a
lack of support from schools themselves, and a lack of resources available. Timetabling was
difficult, and the rooms available were not always adequate. In some areas the result was a
notable dropping in the standard of young instrumentalists, and, unsurprisingly, in teacher
morale (Bamford & Glinkowski, 2010). Richard Hallam (2008) in his 4-year review of the
Music Manifesto, also noted some of these issues, but remained extremely positive about

the overall possibilities of the scheme.

Some of our Wider Opportunities programmes need to change. They are not all
examples of best practice. Where best practice exists pupils have good technique,
play and sing in tune, make good progress and have a musical experience. Most of
them want to continue to learn after their first free year of tuition. There is no ‘one
size fits all’ but all pupils can and should have a meaningful and worthwhile

experience (np).

This optimism grew when the renamed Department for Education (DfE) published a

press release detailing further projects such as the In Harmony project, and five more major



music partnerships with including Halle Orchestra and London Symphony Orchestra who
would be working with schools. The projects would benefit from £3 million over 3 years as
part of the wider funding plan to ensure that all primary school pupils had access to music
tuition for at least a year (Department for Children, Schools and Families, 2008a). The press
release reported numbers of musical learners doubling in the last years, stating that 22% of
all children learning an instrument in 2005, and adding at aim of 50% of all children would

be learning by 2011.

In 2012 the results of these figures were challenged. Ofsted released a report Music
in Schools: Wider still, and wider (Ofsted, 2012b) where the period 2008 - 2011 was
examined. The findings found that no improvement was made despite all good intentions.
Instead, Ofsted found wide differences in the quality of provision, stating that “far too much
provision was inadequate or barely satisfactory” and added the damning statement “there
was not enough music in music lessons”(Ofsted, 2012b, p. 4). WCT teaching was not being
consistently utilised, and only a third of schools showed good vocal work despite using the
national singing strategy. In fact, the study noted that only just over a third of all schools
were showing the benefits of a good or outstanding music education, even when the

schools were rated as good or outstanding overall (Ofsted, 2012b, p. 5).

With regard to instrumental prowess, it was found that in Key Stage 2, there was
limited evidence of musical performance skill: the example being that even with classroom
percussion instruments pupils were not shown how to use the beaters (Ofsted, 2012b, p.
12). The WCT teaching was found to be lasting a term or less, with teachers often not
experienced enough in controlling a whole class, and it was noted that short term

engagement was of little benefit to the child. Notably, the government ambition of free



music tuition for every primary school child for a year, had not yet been met (Ofsted, 2012b,

p. 13).

2.2.2 A flurry of change

In 2010 the Secretary of State, Ed Fazey, wrote to Darren Henley, the then chair of
the Music Manifesto Partnership and Advocacy Group and Managing Director of Classic FM,
to ask him to conduct a further review. Henley was a prominent advocator of music in
education, making this a prudent move by the government. The review itself was published
in February 2011, with the National Plan for Music Education quickly following in November
of the same year. Henley's aim of the review was to “eradicate patchiness and bring Music
Education everywhere in England up to a universally high standard” (D. Henley, 2011, p. 5).
The plan set out provision for National Curriculum music for children from ages 5 to 14,
including the requirement of WCT classes for a year where possible, but certainly for a
minimum of a term. There were opportunities for performance, wider use of Music
Technology, support for teachers, and an extended age range to 18 years of age
(Department for Education, 2011, pp. 7-9). There was also intent to support the many
primary school class teachers who did not feel qualified to teach music, by receiving
professional development through participation with the instrumental teachers. Henley

(2011) stated:

Primary school teachers report that they often lack the confidence to teach the
practical aspects of music in the classroom. This needs to be tackled at an early stage
in their careers, both in their Initial Teacher Training (ITT) and during their time as a

Newly Qualified Teacher (NQT). The leadership teams of Music Education Hubs



should be mindful of the need to engage with newly qualified primary school

teachers as part of their delivery strategies in their area. (p 25)

In his review, Henley was seeing the whole picture, placing Wider Opportunities teaching at
the base for a route of progression in music education (see Figure 1). He understood that
musical interest had to be gauged in the early years for progression to occur, but also
acknowledged the financial difficulties associated with progression in the later years.
Recommendation 4 stated:
There should be a clear progression route for children after the initial free
opportunity for instrumental tuition is made available. This route would be means
tested, with parents above an agreed income level expected to fund or part fund,

tuition. (p. 11)
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Figure 1: Wider Opportunities progression route
This intention to create equal opportunities for musicians of all backgrounds was
foremost and the report continued in this vein. One of the most relevant recommendations,

that funding should be ring-fenced, was also a warning. He wrote:

Without central government funds being ring-fenced, | have serious concerns about
the future of Music Education. Given the financial pressures on both Local

Authorities and individual schools, it is important that the money intended for Music
Education is actually spent on Music Education. Ring-fencing this funding appears to

me to be the only way to ensure that this happens. (p. 17)

He added his reasons:

There is also historical evidence that without ring-fenced funding for Music, some

schools may themselves reduce their investment in the subject to a level that would



make it hard for children to receive the minimum expectations for Music Education,
as outlined in Recommendations 1 to 8 in this Report. Given the amount of public
money that has been invested in building up the Music Education infrastructure in

recent years, this would be a retrograde step. (p. 17)

This issue of funding was to prove crucial. By November of the same year, the
government had responded to the Henley Review with the National Plan for Music
Education (NPfME), where the funding aims were outlined. The plan addressed the
inequalities of music provision across the UK, by acting on the measures raised in the Henley

review.

However despite the government figures stated in the press release, the new plan
noted that the number of children having instrumental tuition had only grown from 8.4% of
children in 2005, to 17.4% in 2011 (Department for Education, 2011, p. 9). This was

progress, but it was far from the original intention of 22% and 50% by 2011.

2.2.3 The English Baccalaureate

At the same time in Education more widely the English Baccalaureate was being
developed and implemented as a way of ensuring that performance in core subjects was
measured accurately. The suite of subjects proposed included English, maths, science, a

language (ancient or living), and either history or geography. Henley (2011) wrote:

Music is an important academic subject in the secondary school curriculum. When
its constituent parts are next reviewed, | believe that Music should be included as
one of the subjects that go to make up the new English Baccalaureate. Otherwise,

there is a risk that the subject may be devalued. (p 12)



Only a few pages later Henley reinforced the position again advocating for music's
place in the curriculum, and heeding a warning, that would have caused concern to many

music teachers.

There is a strong sense that the statutory requirement of being included in the
National Curriculum provides a basis for all other music provision in and out of
school. Without the obligation for music lessons to be a part of the school
curriculum, there is a very real concern that the subject might well wither away in
many schools — and in the worst-case scenario, could all but disappear in others. (p.

15)

In 2011, there was a further campaign to include a sixth subject for cultural and
reflective subjects, supported by the Musicians Union, Music Teacher Magazine, and the
International Society of Musicians. Despite the best effort of everyone, the government
response was to outline that schools could “draw on music education hubs to fulfil schools'
primary responsibility for delivering the music curriculum” (Department for Education,
2011, p. 6). Schools were subsequently given the decision of how to best implement the
requirements of the National Curriculum in their own schools, but without including it in the
EBacc, music did not have the weight of importance that would have supported deeper and
more meaningful conversations between schools and hubs as to how consistent and
ongoing musical delivery would be planned (Anderson, 2022). Many headteachers were left
believing in what has since been described as a cost hypothesis: that the study of music
would take time away from, and is therefore detrimental to, other core subjects (Guhn et
al., 2020). There were few reassurances to music teachers that their profession would be

secure.



2.2.4 The inception of the music hubs

As part of the NPfME, in September 2012, Music Services were mostly disbanded in
their previous form, and the creation of the new music hubs began. Music education
providers were invited to bid to become the local 'Hub', which would also incorporate other
music agencies in the area. Conditions meant that hubs would be providing a much wider
service addressing both ‘core’ (including music provision in all its required forms) and
‘extension’ (CPD, and instrumental provision) function (Musicians Union, 2014). This market

led approach was intended to raise standards, and to ensure accountability for funding.

The intended role of the hubs was to support a combination of classroom teaching,
instrumental and vocal tuition, opportunities to play in ensembles and the chance to learn
from professional musicians (Department for Education, 2011). Through working in
partnerships with local music organisations, it was hoped that the hubs would be able to
provide sustained provision through pooled resources, which would increase capacity
beyond that which had been the scope of the Music Services (Department for Education,
2011, p. 11). How hubs adhered to the core roles, would be assessed by the Arts Council
England. Funding was going to be available for the first three years from April 2012 of £77m,
/ £65m and £60m, (Department for Education, 2011). However, it was also expected that
hubs should increasingly seek out, and draw on, additional sources of funding streams. For
their part, Ofsted welcomed all the recommendations in the 'Wider Still and Wider report'
and reinforcing both that external partnerships were of “crucial importance” (Ofsted,
2012b, p. 7), and that initiatives such as the WCT was going to be of utmost importance to

addressing the postcode lottery of provision.



2.2.5 The workforce

Much of the wider discussion over this period centred on the effect of the changes
on provision to the children, and there was little focus on the teachers themselves outside
of the industry publications, such as Music Teacher (Rhinegold), The Musician (The
Musicians Union magazine), and Music Journal (published by the International Society of
Musicians). These publications who did show an awareness of the workforce, were
reporting a bleak picture for instrumental music teachers whether working in WCT or in the
more traditional teaching models. In many cases the move from Music Service to Music
Hubs meant that teaching contracts with pay and conditions was being lost, and
consequently teachers were no longer receiving the benefits of their Qualified Teacher
Status. The Federation of Music Services (FMS), were attempting to stem the tide of music
teachers who were being forced to become self-employed. Virginia Haworth-Galt (2011)

who headed up the FMS stated:

Our prime concern is that young musicians have quality music-making opportunities;
this means a profession with pay and working conditions that will continue to attract

and develop quality teachers. (p. 23)

Sadly, her efforts did not result in real term change. In the April 2012 edition of
Music Teacher, a report on job losses at Gloucestershireshire Music Service, mirrored
reports that were being heard from around the country. The County Council were
restructuring staff in preparation for the inception of Music Education hubs in September

2012. Jo Grills, Operations Director for Education, Learning and Libraries in Gloucestershire



had clearly stated that the council would no longer provide tutors for individual and small

group lessons (Morgan, 2012).

What was disturbing was 10 years earlier in 2002, the Music Services were recorded
as providing 91% of their output in instrumental teaching, with a majority of 79% in
individual teaching (S. Hallam & Rogers, 2003). The new music hubs were in some cases
providing only WCT and no individual or small group tuition at all. Pathways for progression
were not clear, and questions were being asked about the long-term effect of more
ambitious student performance opportunities such as the National Youth Orchestra. The
move also meant that some excellent instrumental teachers who were not qualified to
teach in a classroom (or did not wish to do so), were being lost, either by losing their jobs, or
by the inability or desire to having to change roles. Some pilot schemes such as the CPD
training provided by Trinity Guildhall and the Open University was available (Fautley et al.,
2011), which had some success but only served to highlight that such training and a
broadening of skills was still needed more widely. Permanent posts were being cut in favour
of hourly paid positions. In 2011 Diane Widdison (2011) of the Musicians' Union described

how teachers and music services were feeling:

...many music services are still very uncertain about their future because the criteria
for the proposed Hub structure and funding streams are still unpublished. The
morale of staff working across music services in England is very demoralised and, we
have seen redundancies, changes in terms and conditions, and, in some instances,
closures, all of which have resulted in extremely talented individuals leaving the

workforce. (p. 13)



By 2013, the Ofsted report Music in schools: what hubs must do, showed that the
situation was still very unstable. This report suggested that, although music provision in
schools could be excellent, it was still inconsistent. Music hubs, working at their best, could
challenge and support school leaders to bring numerous benefits of a good music education
to all pupils. However, Ofsted inspectors found few examples of such good practice (Ofsted,
2013). The heart of the fault was seen to lie with schools' lack of understanding of what
students could achieve at primary level. To try and challenge this, Ofsted (2013)

recommended that hubs took more of a leadership role, to become:

...champions, leaders and expert partners, who can arrange systematic, helpful and
challenging conversations with each school about the quality of the music education

and how the school and hub can work together to improve it. (p. 5)

This integrated approach was a significant move away from the way music services
had previously worked, and it relied on schools buying into both the service provided and
the ethos behind it. With the pressures on schools and hubs still settling into redefined
goals, this approach was met with scepticism, not least because the Hubs did not yet appear
to have a settled workforce to deliver the provision that was being sold. There was no move
to standardise any changes to the curriculum (Anderson, 2022), and as some teachers were
still under the impression they were teaching instrumental skills, whereas others were
starting to teach music through the medium of an instrument, the level of learning and type
of skills obtained was patchy, and in many cases, this meant aspects such as composition,
were not taught. This was a situation that did not improve for two years, as outlined by
Deborah Annetts, Chief Executive of the International Society of Musicians (ISM). As music

provision floundered in many schools, she found her members reporting the same



difficulties as they had several years earlier. She voiced her concerns stating “We must not
end up, either through design or omission, with music slipping out of the grasp of the vast

majority of young people as they attend school” (Annetts, 2015, p. 1).

2.3 Teacher qualifications and training

It is helpful at this stage to look at what training and qualifications were required to
be a music teacher; particularly as more and more instrumental music teachers were now
required to teach in the classroom. The training that teachers have undergone reflects their
aspirations to follow their chosen path, however when those paths are not clear it is difficult
to understand the direction for the best training to get there. Historically, what is a
universally accepted qualification to become an instrumental music teacher has been widely
varied. Following the 1944 Butler Act, a national shortage of music teachers led to a
consideration of the problem, and, at the time, head teachers were advised to recruit
among local private teachers, church organists, universities and music colleges (Spruce,
1996). At this early-stage classroom music was primarily taught by musicians, rather than
‘trained’ teachers. This legacy set the backdrop for a bewildering array of teaching
qualifications (Cox, 1993), a situation which presides into the present day, and there is still
no one single teaching qualification that is acknowledged in the same way that for example,
a PGCE (Post Graduate Certificate of Education) is the standard qualification for a classroom
teacher. The PGCE in music is an option for some teachers, but as it addresses teaching
solely curriculum music in a classroom (Secondary Music), or a generic teaching of all
subjects at Primary level (which may include music), it does not address the specifics of
instrumental music teacher training. It is also only relevant after a qualifying period of

teaching to obtain Qualified Teacher Status (QTS), which you can only obtain in a classroom,



as a fully employed teacher, and therefore most instrumental music teachers will not

achieve this, even if they have obtained the PGCE.

Baker agreed that one of the challenges in meeting the directive to increase the
intake of ‘quality teachers’ in the Music Manifesto, was the need for postgraduate teacher
training, which was valued by Music Services, (D. Baker, 2005). Different qualifications were
being accepted in some music services, and rejected in others. Most accepted the PGCE, but
the other qualifications such as teaching and performance diplomas from institutions such
as the Royal College of Music, Trinity College of Music, The Associated Board of the Royal
Schools of Music etc, were in some cases prized, and in others rejected, even though those
gualifications were much more suited to teaching an instrument than a classroom-based

qualification.

Bamford and Glinkowski (2010) concurred:

Concurrently, there is a shortage of WO (wider opportunity) music teachers,
especially in contemporary guitar and percussion and certain areas have more acute
music teacher shortages than other areas. Encouraging greater parity of training and
pay and conditions across music services and continued targeted recruitment and
training of WO music teachers, especially individuals from diverse backgrounds,

would help to alleviate teacher shortages. (p.12)

In 2011, the renamed Department for Education (DfE) stated in the NPfME that
there should be a new qualification for music educators which would do what Henley had

recommended to “professionalise and acknowledge their role in and out of school” (D.



... summer 2012, the Teaching Agency will develop a teacher training module to
boost new teachers’ skills and confidence in teaching music. The Arts Council will
facilitate development of a music educator qualification by 2013, ensuring the wider

music workforce is more professionalised. (p. 4)

The NPfME, described a suite of qualifications, including the new music educator
qualification (Department for Education, 2011, p. 11), and consequently a proposal was
made by the Arts Council of England (ACE) to create a nationally unified qualification. In an
address to the Musicians Union teachers' conference in 2011, Richard Crozier described
how the value of some of the many types of music teaching qualifications would undergo a
translation process, so that all music teachers would have a qualification akin to a PGCE for

music, and which was recognisable nationally (Crozier, 2012).

The response to this was a level 4 QCA qualification entitled, The Certificate of Music
Educators. This is still available to date via the Associated Board of the Royal Schools of
Music, or Trinity College London. However, whilst it is a worthwhile course, a level 4
gualification is roughly equivalent to the first year of a university degree and did not create

the umbrella qualification that was hoped for.

At the time of writing, and despite its clear limitations for instrumental music
teachers, the most consistently accepted qualification remains the PGCE. It was shown that
those music teachers who hold both a PGCE and the required Qualified Teacher Status (QTS)
statistically achieve higher results with their pupils than those who do not (S. Hallam &
Rogers, 2003). However, the problem remains that the criteria required to obtain (QTS) is

largely incompatible with instrumental music teaching due to the different nature of the



job, meaning that even those who have qualified with a PGCE, do not necessarily reach the
security of teachers pay and conditions through the lack of QTS. There are still only a
handful of few institutions that run an Instrumental Teaching PGCE, and these are generally
two-year courses instead of one where the first year is the standard PGCE in Music Teaching
followed by a year of instrumental training. Therefore, a standard post graduate teaching
certificate for instrumental music teaching, with an obvious route to QTS is still largely
unavailable. The latest National Plan for Music, (2022) considers the support that is needed
for school teaching staff, and makes the recommendation that hubs should be encouraging
their staff to take further qualifications and training, but there is no single standard to

follow.

2.4 Recent years — the changing position of Music Teaching

In recent years many of the same battles are still being fought. The total funding
amount for 2018-19 to the existing 120 Hubs from the Arts Council was reduced to £75
million, although this has been static for the following years with 2021-2022 increasing to
£76. The roles as defined by the Arts council of the hubs to deliver the curriculum continue
to cause tension and conflict (Savage, 2020) . Savage notes that what is missing from the
research is often a comprehensive examination of the organisations that are delivering the
music, and notes that “it is... teachers themselves are at the heart of the curriculum and its
delivery and... their identity and role have already been fundamentally changed” (Savage,
2020, p. 2). Without this knowledge and specifically without knowing what teachers need to
be successful in their roles, high quality teaching and learning will always be patchy and lack

consistency.



Since music was omitted from the English Baccalaureate in 2010, several factors
have weakened the value of music in schools. The academisation of many schools has led to
much deeper freedoms within curriculum design and delivery. The statutory requirement to
meet the principles and content of the National Curriculum remains, but how they achieve
this is the decision of each individual school. The 2014 report of the Paul Hamlyn
Foundation found that the gap between the best and worst examples of music provision
was getting wider, noting that a number of classroom teachers were still not confident to
teach music, suggesting that the aims of the NPfME (later the NPME) for school staff to
work with class teachers to improve skills were not being fulfilled (Zeserson et al., 2014).
School staff were generally not engaging with the visiting music staff, instead leaving the
hub teachers to provide the musical element of the curriculum alone, and consequently

class teacher skills in music were lagging behind their ability to deliver other subjects.

It was also found that there were serious weaknesses in both the curriculum and its
delivery, with poor retention rates in student numbers, insufficient support from senior
leadership teams, and importantly insufficient local and national support structures. There
was no clear agreement as to who was covering which element of the curriculum, between
performance, theory, historical knowledge and composition, and therefore no guarantee
that all elements were being taught. Finally, educational policy changes were attributed to
the continuing inconsistencies in music provision by lowering the status of the arts in

schools (Anderson, 2022; Zeserson et al., 2014).

The Musicians Union also issued a report in 2014, where they found examples of
teaching staff moving to zero-hours contracts, no holiday pay, sick pay, maternity pay, no

CPD, but an increasing level of restrictive control, for example on the hours available to



teach in schools (Musicians Union, 2014). This sustained undervaluing of the workforce
showed a clear disconnect between the aims of the Department for Education’s ‘next level
of musical excellence’ (Department for Education, 2013) and who would be supported to

deliver this teaching.

In 2017, the International Society for Musicians launched a longitudinal study in 700
state schools to assess how the situation was progressing. At the outset, 80% of the schools
who took part were considered 'good' or 'outstanding' by Ofsted. However, the pattern of
music education taking place in schools was still patchy and was found to be even more
reduced than in previous years. This was largely due to a carousel style approach, where
children would take music for a term in rotation with other subjects. This number dropped
most substantially between 2015/16 to 2016/17 where for year 8 students the average
number of hours available for music teaching dropped from 20.8 to 17.5. In the same year
for year 9 pupils only 62% were still taking music in any form (International Society of

Musicians, 2018).

The situation was bleak in all areas of the United Kingdom. A report in a Scottish

newspaper (2018) reported similar problems:

It emerged in November 2018 that 1,200 fewer children were learning an instrument
in Scotland than a year earlier. According to figures from the Improvement Service,
the national organisation tasked with driving up standards in local authorities, there
were 60,326 pupils learning an instrument in Scotland in 2017/18, down from 61,615

the previous year.



By the 2019 ISM report it was found that less than 50% of primary schools were
fulfilling the requirement for music in year 6, citing the accountability measures and the
pressure of “statutory tests” in maths and English as the reason (APPG for Music Education,
2019, p. 10; Bath, et al., 2020; “‘Young Musician Flashmob Protests against Instrumental
Tuition Fees.’, 2018). A lack of funds was also cited as a reason, with schools no longer
employing visiting teachers. By now funding for Sing UP had also ceased (About Sing Up |
Sing Up, 2021), and schools had to buy into its programme from their own budgets making
it an additional cost that many schools argued they could no longer afford. In Key Stage 3,
some schools were not providing any music education at all, or in some cases staging one
day events (APPG for Music Education, 2019). Where music was still being provided it was
on the carousel basis, and the percentage of curriculum time allocated to music was only
3.1%, which is a drop of 11% since 2010 (Bath, et al., 2020; Savage, 2020). The result was
that with the focus on Ebacc subjects, and the consequent reduction of the importance of
music in secondary school, the possibility of studying music at GCSE had, in many schools,
been removed, or outsourced to the music hub (Bath, et al., 2020), with figures falling by
almost a fifth in four years, and A level being the fastest disappearing A level subject (APPG

for Music Education, 2019).

The 2019 report also found a significant drop in the number of students taking
instrumental music exams, suggesting that engagement in musical activities was falling
outside as well as inside the classroom (APPG for Music Education, 2019). This clearly not
found to be the fault of the music teachers themselves, as the report stated “there is

absolutely no question that music teachers in and out of schools are going above and



beyond the call of duty to deliver music education in spite of the significant challenges they

currently face” (APPG for Music Education, 2019, p. 20).

The report also noted that the way that data was being reported by the Hubs was
not effective, there was limited student progression which needed to be addressed, there
were continuing problems with equality, access, and inclusion. These findings were
overwhelmingly backed up by several studies at the time: teachers were not being properly
valued, did not always have access to professional development, were poorly paid, and as a
result the music hubs were fragmenting (APPG for Music Education, 2019; Bath, et al., 2020;
International Society of Musicians, 2018; Musicians Union, 2014; Savage, 2020; Savage &
Barnard, 2019). Hubs were perceived to be underfunded without enough resources or
pedagogical expertise (J. Henley & Barton, 2022). It was also found that the insecurity in this
situation in the employment of teachers, was impacting teacher's mental health (APPG for
Music Education, 2019), something which the ISM and MU had been warning against since
the inception of the Hub system. As a result of this survey, the ISM reported that “music
education in England is in crisis” (APPG for Music Education, 2019, p. 2), whilst Savage and
Bernard described a “perilous state” (Savage & Barnard, 2019, p. 3), with evidence of
“dramatic decline” (B. Cooper, 2018, p. 4). The lack consideration of teacher needs noted in
several of the reports but had not been addressed at governmental level. The irony of the
situation was compounded when the Education Secretary issued a statement that “There

are no great schools without great teachers” (Hinds, 2018, n.p).



2.4.1 Music in a Pandemic

It must be acknowledged that since this research took place, the impact of Covid 19
on music learning has been significant. In December 2020, by the end of the first two
lockdowns in the UK, the ISM reported a 39% reduction in music provision with 66% of
secondary schools stopping musical activities (ISM, 2020). For some students learning
moved online and continued, with teachers seeing and hearing them on platforms such as
Zoom or Teams . With live music was halted and instead recorded accompaniments, and
orchestral and band projects took their place with parts recorded in living rooms and
teachers learning to edit music and video software to attempt to continue their students
engagement such as Harry Gleason’s ‘Cornwall My Home’ (Daubney & Fautley, 2020) This
new level of skills acquired by some will stand them in good stead for years to come, but for
others was too much. Add to this the financial difficulties of furlough, and falling numbers,
even for those who maintained their teaching online, had a significant financial impact on

music teachers, both of which will have had an impact on the workforce.

Currently there are still difficulties in delivery of the NPME (J. Henley & Barton, 2022)
with reports of limited musical instruments available despite a pledge for £25k to purchase
new instruments (Anderson, 2022), and the impact of the pandemic has widened an already
elitist system (Bath, et al., 2020; Daubney & Fautley, 2020). The Arts council has maintained
investment over the past few years, and is currently maintaining commitment to a pledge to
build back the importance of music in schools including other initiatives such as new digital
resources to support Hub development and communication (Arts Council England, 2023).
The aim for all children to sing, play or make music together remains, and time will tell if the

NPME is successful in redressing the difficulties caused by the Pandemic.



At the time of writing the status of music in schools in still in recovery from the
impact of the pandemic. The National Plan for Music Education 2 (NPME2) was published in
June 2022 and will remain in place until 2030, to address many of the problems and
challenges being faced by music teachers. A commitment of £25 million for instruments has
been maintained meaning more students will have access to working instruments, and a
Progression Fund is offered to create Hub Centres of Excellence (Department for Education,
2022). The importance of music in schools has gained some traction and emphasis has been
placed on the requirement that music should happen for at least one hour per week,
supported by Hubs in their area, and crucially highlights the importance of musical
progression for all (Music Mark, 2022). There is a recognition within the plan that although
music learning dropped during the pandemic, that music was for many a ‘source of great
comfort’, (Department for Education, 2022, p. 12). This may be a positive update to the

previous NPME, however the positive outcome of this update is yet to be seen.

This chapter has presented a picture of music education in the UK, in order to
understand the working conditions and consequently the problems faced by music teachers
working in WCT, and an irregularity and lack of support and training for instrumental music
teachers has been found in the literature, along with clear concerns that were being faced in
regard to job security. Whilst there is much demanded of music teachers in the latest NPME,
and many prescriptive measures, there is still very little specific knowledge of how to best

support music teachers in their roles with whole class music tuition. In the following chapter



we will look at models of motivation, to attempt to understand the motivational needs of

teachers by looking at successful models of work-based motivation, in a bid to understand
how these teachers still working in the professional maintained their motivation, how they
have coped with changing structures and teaching systems in instrumental music teaching

in the UK and how they may be supported in the future.
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Chapter Three: Work Motivation and the Instrumental Music Classroom

“True motivation comes from achievement, personal development. job satisfaction,

and recognition”. (Herzberg, 2004, p. 229).

3.1 Motivation: An overview.

Chapter two gave us an history of music teaching and considered the current
position of music teachers. This chapter will explore the motivation to teach music,
particularly that of the whole class teaching model (WCT) looking at historical and current
models of motivation, models of motivation that focus on the workplace, models of musical
motivation, and how these models can be used to understand instrumental music teachers
work motivations. It will discuss what motivation is, where it comes from, and consider the
main theories of behaviour. There are two considerations which are relevant to this
chapter: What motivates us as humans to participate in music, and what motivates us to do
well in work-based situations. It is recognised that the motivation to engage in musical
activity, has a particularly complex set of interactions, (S. Hallam, 2015). Finding a model in
which we can explore this complexity, alongside work-based motivations, is the aim of the
chapter. We will consider the relevance of using a work-based model of motivation, such as
Herzberg's two factor theory, or Parker and Ohlys Job Characteristics model, against using a
model of motivation centred on musical learning, such as that by Hallam, which can be used

as a lens for work based motivational theories.



3.2 Motivation - theories and models

Motivation is the driving force behind human behaviours, and it has long been a
subject of theoretical discourse. It is a process which sustains or instigates any goal-directed
activity (Evans, 2015; Schunk, 2013), and within a wide range of theories, there can be
identified three main groupings: i. those who believe motivation comes from the individual,
ii. those who believe that motivation comes from the environment, and iii. those who see

motivation as an interaction between the two (S. Hallam, 2015; Weiner, 1992).

In the early 17th century, Descartes believed that we were made in the image of
God, and therefore were governed by God like characteristics. Our behavioural drives were
governed by intellectual decisions, and not physical needs (Descartes, 1637). However, by
the 19th century Darwin had moved in a different direction, leading early theorists towards
a mechanistic approach based on a belief that human motivation was driven purely by
instinct and the basic need for survival (Darwin, 1872; S. Hallam, 2015; Hull, 1943). Darwin
applied animal instincts to human behaviour, acknowledging the differences in terms of
drive reduction (Weiner, 1992). For example, we eat because our body needs fuel, when we

eat, the drive is reduced, we are no longer hungry, and the action is stopped.

This belief in basic needs traits led behaviourists to acknowledge that emotion plays
a part in human behaviour, which is influenced by external forces such as reward or
punishment, and which overrides natural instinct (Bandura, 1963; Skinner, 1974; Watson,

1924).

Freud believed that the unconscious mind or the Id, to be the main drive for all

human behaviour. It was believed that the unconscious mind was made up of repressed



needs including trauma, sexual drives, socially unacceptable behaviour, and bad memories.
By contrast, the conscious mind, or the Ego, tempered behaviour by satisfying needs in a
morally acceptable way, suppressing the base drives of the Id. An additional element - the
superego was responsible for ensuring morality (Freud, 2001). Freud was one of the first
psychoanalysts to acknowledge that negative emotion and poor mental health was
debilitating, and to try to treat it, using psychoanalytical theory. Due to his limited methods
and subjects, his theory could not be used as a predictor of future behaviours. However,
what he had achieved was to provide an important starting point for a theoretical basis,
which later psychoanalysts, could build on, showing development of understanding of the
role that the environment played in understanding motives, growth, and self-development

(Erikson, 1950; S. Hallam, 2015; Horney, 1950).

By the mid 20th century, the need to understand human drives was more widely
accepted and humanistic theories were prevalent, which centred around the need to
understand our self-esteem and fulfil certain needs. The most well-known of these is
Maslow's hierarchy of needs, which is based on a pattern of self-actualization where the
base needs such as food and shelter are at the bottom, and fulfilling potential is at the top.
Each level must be fulfilled before the next can be achieved (Maslow, 1954). The
progression of needs based drives, explains human creativity and our constant attempts to

maintain and enhance our self-esteem.

Maslow's hierarchy of needs is limited in scope however, and there is little evidence
that the needs are activated in that order (S. Hallam, 2002). It also does not account for

human variance, for example, individual differences are more noticeable in the higher-level



needs; neurotics have difficulty fulfilling self-esteem needs; and definitions of self-

actualization are a function of personality itself (Furnham, 1992).

3.2.1 Modern theories: personality and cognition

More recent theories account for cognition and perception in a more individualistic
way and acknowledge our changing perceptions of the world and ourselves throughout our
lives (S. Hallam, 2002). There is now a richer understanding of how motivation acts at
different levels and over time, dependant on changing goals. Kelly's Personal Construct
Theory describes the way that we behave according to the way we perceive the world to be,
and our ability to function within it (G. Kelly, 1963). Kelly saw man as a scientist, developing
theories, testing them, and reshaping them. These personal theories would be amended
and developed according to their effectiveness, which in turn shaped future behaviour.
Studying descriptions of individuals experience of events in their lives, DeCharms found that
those who took ownership over their lives and had a strong internal locus of control were
more likely to have good physical and mental health, whilst those who attributed their
failures, or difficulties to others were more likely to suffer depression, anxiety, and illness
(DeCharms, 1968). In a meta-analysis of a wide range of studies, Seligman and Nolen-
Keoksema concluded that negative self-perception, and a lack of acceptance of any control
over events in their lives, was a major predictor of mental illness (Seligman & Nolen-

Hoeksema, 1987).

Some theorists saw personality as following a set of traits, which may be embedded
in our genetic makeup. For example, Eysenck found correlations between blood type

samples, and personality traits if neuroticism and extraversion (Eynsenck, 1982), and



McCrae and Costa developed a five-factor model of motivation based on 5 main traits
including neuroticism, extraversion, openness, agreeableness, and conscientiousness each

being related to a motivational characteristic (McCrae & Costa, 1987).

3.2.2 Goal theories

Goal theory centres on personal performance goals and has been used as an
important consideration within education (Elliot & Church, 1997). Some research has
investigated how achievement goals affect achievement behaviour, considering specific
goals promoting self-efficacy and performance (Bandura, 1977), or goal orientations such as
ego-involved or task- involved goals (Ames, 1992; C. Dweck, 1999; Nicholls et al., 1990). One
area of interest is that of performance avoidance goals, where it is believed that it is more
favourable to not do a task than risk trying it and failing (Wigfield & Eccles, 2002), which is
often associated with perfectionism. Learning goals are associated with improved ability and
reflect the desire to progress. Some studies have found that when the perception of success
is low, the likelihood of helplessness was greater, and once students had perceived
themselves to have failed, they believed nothing could be done (Elliot & Church, 1997;
Elliott & Dweck, 1988). Perception of intelligence is also central to the goals that are chosen,
and it has been shown that students who have a fixed view of intelligence will adopt a
performance goal, however those with an incremental view of intelligence will adopt a
learning goal (C. S. Dweck & Leggett, 1988). Goal theory is helpful in discerning aspects of

motivation but must be understood in terms of a greater picture (Wigfield & Eccles, 2002).



3.2.3 Expectancy theories

Atkinson's 1957 expectancy theory linked achievement performance, persistence,
and choice to expectancy and task value belief. Atkinson defined motivation as driven by the
expectancy of success or failure, with value placed on the attractiveness of the outcomes.
More recent versions of this theory expand on the expectancy and value components
allowing for a wider understanding of intrinsic and extrinsic factors, and how these factors
can relate positively to each other (Wigfield & Eccles, 2002). In the Eccles et al. model (1983,
1984), task specific beliefs are the focus, including perception of own competence,
perception of task difficulty and personal goals, which affect other people’s attitudes and
beliefs, and memory, and previous achievement outcomes which effect young adolescents'
values and experiences (Wigfield & Eccles, 1992, 2002). Four components of task value are
identified including 1. Interest or intrinsic value 2., attainment, according to how important
it is to the individual to do well on the task, 3. utility value, which identifies how important
the task is in terms of future achievements or goals, and 4. cost, in terms of the negative

aspects such as performance anxiety (Wigfield & Eccles, 1992).

3.24 Attribution theory

Attribution theory is a framework that was devised by Weiner in 1985, and it
includes an understanding and expectation of success and achievement value (Eccles &
Wigfield, 2002). Essentially the belief in one’s own ability and success is the main driver for
future success, and not actual outcomes. Weiner used ability, effort, task difficulty and luck,
with locus of control, stability, and controllability as classifications (Weiner, 1992; Wigfield &

Eccles, 2002). If failure can be attributed to an unstable factor such as bad luck, then future



expectations would not be affected. If a stable factor such as lack of ability is the cause of

failure, then future expectations of success would be negativity affected (Weiner, 1986).

Attribution theory, along with goal theory and self-efficacy theory have been central
to much research into motivation, and notably in music motivation (Chandler et al., 1987; S.

Hallam, 2006), which we shall return to in later in this chapter.

3.2.5 Control theories

Control theories are a version of expectancy theories that set out the premise that
success is born of the result of the extent that a person feels in control of their success and
failure. Connell (1985) added unknown control and demonstrated that not understanding
the cause of success or failure will undermine future control over success. An interesting
development to this theory was the identification of three basic psychological needs:
competence, relatedness, and autonomy (Connell & Wellborn, 1991). These are the same
needs which are central to Self Determination Theory, which we shall explore in more detail

later.

3.2.6 Self-efficacy theory

Bandura’s research into types of self-efficacy (Bandura, 1977) proposed that self-
efficacy was a complex construct, defined by an individual's belief in their own ability to
perform a task based on strength, generality and level. There were two perceived types of
expectancy belief; outcome - where it is expected that behaviours will lead to certain
outcomes (e.g., practice will lead to better performance), and efficacy - where the outcome

is limited or extended by the belief in personal ability. In this theory the high self-efficacy



belief combines with moderate challenge in the task would provide peak motivation

(Bandura, 1989).

This construct has had success in several studies including sports, schooling, and
health, one example being that of high academic expectations being accurate predictors of

performance, course enrolment and career choice (Bandura, 1977; Bandura et al., 2001).

Self-efficacy plays an important part in an individual's belief in their own ability. This
is distinct from expectation of success, which may not account in factors such as the amount
of time applied to a task (S. Hallam, 2002). It has been found that perception of control in
success generally has positive outcomes, however this can be problematic should a high

level of internal control be attributed to failure (S. Hallam, 2002; Pintrich, 1989).

3.2.7 Purpose

Several theories have focused on purpose as the driver of motivation, stressing
personal intention is more important than the action (Erikson, 1950). Within this context,
the need for achievement has had the most attention in an educational context, and this
can be split into two elements; the need to succeed, thus enhancing the ego, and the need
to avoid failure (J. W. Atkinson, 1964; S. Hallam, 2002; McClelland, 2015). High achievers
need to achieve success, which is more important to them than avoiding failure. Meanwhile
low achievers need to avoid failure and are happiest where success is likely. However, using
the need for achievement as a predictor of academic success was found to be flawed, due
to the difficulty of allowing for confounding variables such as I1Q. Therefore, studies in this
genre can be deemed to be unreliable, even though a need for success was a clear driver for

some students (Entwisle, 1972).



One body of research which was related to this was to view motivation as a need for
competence (Koestner & McClelland, 1990). This group of theories is based on an
awareness of the need for humans to be able to interact with their environment effectively,
with intrinsic motivation stemming from needs for self-determination and competence
(Deci, 1985). Extrinsic motivation comes from external reward, but the optimum challenge
would create intrinsic reward from requiring the individual to maximise their own ability to
perform a task. When the task is within the individual's level of ability then a state of flow is
reached (Csikszentmihalyi, 1990). If the task is too easy, then boredom will prevent any
intrinsic reward from occurring, and if the task is too challenging, then anxiety may be

present.

3.2.8 Self Determination theory

Self-determination Theory (SDT), as defined by Ryan and Deci, uses an integration of
two perspectives; that humans are driven to maintain a level of stimulation and success,
and that humans have a need for competence which must be fulfilled for success and
motivation (Deci, 1985; Ryan & Deci, 2017). It is believed in this model that humans can only
maintain intrinsic motivation when they feel competence and self-determined. Intrinsic
motivation can be diluted by extrinsic control and negative feedback (Deci, 1985; Deci et al.,
1999). However, they have also argued that the basic needs for competence and self-
determination play a role in extrinsically motivated behaviour (Wigfield & Eccles, 2002), for
example when the behaviour is based on an intrinsic drive to do well, but the final outcome

may offer an extrinsic reward — for example working for professional qualifications.



Dweck highlighted some problems with this theory in that confidence in ability did
not always translate into motivation, and that in some instances individuals with lower
confidence did better than their more confident peers, possibly because they were more
able to cope with the possibility of failure (C. Dweck, 1999). However, there is a simplicity
within this theory which allows for adaptation into many areas of motivation consideration,

including music teaching, where the relationship with flow theory is also relevant.

3.2.9 SDT and flow theory

Flow theory was expounded by Csikszentmihalyi (1988) and defines intrinsically
motivated behaviour as most effective and apparent when fully engaged in an activity and
in an emotional state called ‘flow’. The flow state was developed as a result of the
description by participants who described work as being effortless and flowing out of them.
This has been found to be a key component to the success of musicians, where it is aligned
with not only the musicians performance but their mental well-being (Philippe et al., 2022).

The state can be characterised by five descriptions:

a holistic feeling of being immersed in an activity.

merging of action and awareness.

focus of attention on a limited field of engagement.

lack of self-consciousness.

feeling of being securely in control. (Csikszentmihalyi, 1990)



Flow is the result of a series of other motivators, such as those identified by Philipe
et.al (2022), which included social standing, performance preparation, physical connection,
self-efficacy, intrinsic motivation, attentional focus and transcendence. The coming
together of these factors can be best understood as part of a wider model, such as the SDT
model proposed by Deci and Ryan (Deci, 1985; Ryan & Deci, 2017). Eccles and Wigfield
suggest that although there is a difference between the concept of flow and SDT, that they
may be ‘two sides of same coin’ (Wigfield & Eccles, 2002). A drive may exist to engage in an
activity for its own sake, thus creating a state of flow, or it may exist in the achievement that
the development resulting from partaking in an activity brings. Both results form part of the
same ultimate motivation. This is supported by Csikszentmihalyi's view, that the experience
of flow happens when individuals partake in increasingly challenging tasks successfully,
thereby implying the immediate behaviour is also driven by ultimate behaviour
(Csikszentmihalyi, 1988). This sits well in engagement with music, where the application of
practice, focus and communication both serve to create motivation to engage in music both

for its own sake in the moment, and as the later result of improvement through practice.

In this context, needs satisfaction is seen as a multidimensional construct, where
needs are separate and independently functioning, but they serve to provide one single
outcome (Ryan & Deci, 2000; K. M. Sheldon & Hilpert, 2012). Sheldon & Hilpert (2012) use
the analogy of vitamins — all are needed to create a picture of overall health, and the
absence of any single vitamin could produce problems in the same way that an absence of
Vitamin C may cause scurvy. Similarly, all levels of engagement in an activity are needed to
drive towards the goal of achieving the ‘flow state’, but with each level offering its own

needs satisfaction. For example, the need for contact with others is satisfied by the



communication that musical engagement offers, which then adds to a sense of social
standing obtained from the mutual respect of fellow musicians. This element of social well-
being contributes to a sense of self-efficacy which drives the motivation to continue to

practice and improve (Philippe et al., 2022)

In a similar vein, Baumeister and Leary (1995) explored the effects of the absence of
a sense of belonging, and Sheldon and Gunz (2009) alongside the other three factors of SDT,
examined the effects of unmet needs. They propose that when met, needs have an effect
not just on “goal-directed preferences, but also on well-being and thriving” (K. Sheldon &
Gunz, 2009, p. 1467). Their study showed that those who had marked ‘I feel incompetent’,
had marked that they wanted more competence in their lives, and therefore drove them
towards that end, however conversely those who stated that they already had competence,
did not necessarily show the need to gain more of the same, and hence were not as
motivated (K. Sheldon & Gunz, 2009). This form of motivational research works on the
premise that when the answer to the question ‘Can | do this task?’ is positive, the outcomes
are likely to be more effective, and more challenging tasks are likely to be selected in the

future.

3.2.10 Gender differences

This raises an interesting question of gender expectation. It is known that males and
females have different attributional perceptions to success and failure. For example,
differences were also found where competent females were averse to challenge and ready
to blame failure to a lack of ability (Licht, 1984). Both Self-efficacy and SDT state the

importance of competence feedback but note that this appears to be different in males and



females. Males view praise as positive which enhances intrinsic motivation, but females can
see praise as control, depending on how it is delivered (Deci, 1985; S. Hallam, 2002; Ryan,
n.d.). Bar-Tal, and Hallam also found some common features with gender in attribution
theory, such as females attributing success to luck, and low achievers attributing success to
luck or ease of the task, and failure to a lack of personal ability (Bar-Tal, 1978; S. Hallam,

2015).

So far, this chapter has explored several broad theories of motivation, competence,
and self-belief which go some way to explain music motivation. We have seen that it is the
more modern theories that account for cognition and personal constructs of our constantly
evolving lived experiences and altering perception of personal reality. The role of the
environment is key, but there is a recognition that the individual has the ability to change
their own thinking and therefore alter behaviours. Motivation operates at different levels
over the lifespan, influenced by changing experiences and perceptions associated with
experience, changing goals and age. Self-esteem needs to be maintained for optimum
motivational behaviours which needs to be balanced with competing motivational factors
and the demands of the environment. Now we must explore how these constructs may help
us to understand the needs of the instrumental music teacher, and more specifically how

motivation in music teaching is created and maintained.

3.3 Motivation in music

We can see from the literature that any understanding of motivation is highly
complex, and involves many interrelated factors, including personality, self-efficacy, self-

esteem, and perception of our own abilities, and others perception of us, gained through



feedback and observation of others. We crave approval, and when praise is given, it is
internalised and enhances confidence, and the reverse leads to disengagement and a lack of

self-esteem. Goals are set to determine and guide behaviour.

Music itself is a complex activity, requiring complex brain competencies and
executive function which contributes to the individuals social, emotional, academic,
physical, and cognitive experiences (Guhn et al., 2020). Being engaged in music involves
anticipation, memory, planning, synchronisation, physical dexterity in gross and fine motor
functions, as well as emotional input. Much of the research into music and motivation has
been centred around the motivation to play a musical instrument. The interest in the
development of expertise led to studies into the factors connected to the development of
musical expertise, which centred around the motivation to practice (Bloom, 1985), and the
enjoyment of playing (S. Hallam & Creech, 2016), however there is little research based

around the motivation to teach music.

There are many different theoretical perspectives surrounding motivation in music,
including some of the those explored already, such as expectancy-value theories, (Dotterer
& Lowe, 2011; G. McPherson & McCormick, 1999; Wigfield et al., 1997), self-efficacy
(Hendricks, 2013; G. E. McPherson & McCormick, 2006), identity (Davidson & Burland, 2006;
Evans & McPherson, 2014, 2015; S. Hallam & Himonides, 2022b), and Self Determination
Theory (Evans, 2015; Maclintyre et al., 2018). Some reviews have synthesised the research,
and proposed a model based around various perspectives. Hallam, (2006), recognises that
for motivation to occur within music, cognition and self-determination must work together.

The consequences of actions are considered before needs and desires are fulfilled.



Cognition processes success or failure to maintain a steady view of ourselves and our

capabilities.

In order to make a judgement as to the best theoretical perspective for this study,
we will next look at the evidence surrounding motivation for musical engagement in the

context of theories of work based motivation.

3.3.1 The role of the environment

The environment is important to the development of certain types of music, for
example New Orleans in the time of Louis Armstrong was a perfect nursery for the
development of jazz (S. Hallam, 2002). The value of music is not equal in all environments,
and different cultures place different values on musical engagement, from seeing it as a vital
component of society (for example in religious cultures), to viewing it as potentially
dangerous and inciteful (communist cultures)(S. Hallam & Himonides, 2022b). Differing
genres of music are viewed in different ways and have different meaning to different social
groups within the same culture, for example in the UK, the modern genre of Grime music

may have a very different audience to that of Opera or mediational music.

There has also been scarce research into understanding why students choose to play
a particular instrument. Parental factors may play a part, as well as peer influences, and the
availability of instruments and teachers. Hallam found that girls were motivated by teachers
and parents, but for boys it was the influence of their peers that motivated learning and
good practice (S. Hallam et al., 2008). Enthusiastic and sympathetic teachers have been
found to be particularly important (Sloboda & Howe, 1992; Sosniak, 1985) as well as high

status role models (S. Hallam, 2002; Manturzewska, 1990).



Further evidence suggests that for many musicians, a strong drive to play a musical
instrument was present from childhood, where it has been found that children who were
bullied for playing an instrument continued to play regardless (Sloboda & Howe, 1992). This
commitment may be due to the experience of strong emotions to music in childhood (Howe
& Sloboda, 1991), and these childhood experiences have also been shown to be a factor in
lifelong commitment to music (Manturzewska, 1990; Sloboda, 2004). It was also found that
the most positive experiences happened where there were no performance expectations,
but playing music was enjoyed for its own sake. Conversely, for those who gave up playing
at a young age, reasons for not continuing were largely due to the memory of criticism from

teachers, which led to anxiety (S. Hallam, 2002).

The mechanism of learning to play an instrument has more research attached to it,
and the creation of practice habits and the development of expertise has been widely
researched. For example, whilst some extrinsic reward systems can be helpful (sticker
charts, stars, verbal praise, practice diaries etc), this was not always enough to produce
good practice habits (Rubin-Rabson, 1941; Mishra, 2008). However most important of all
was the student's own self-determination (Biasutti, 2010; S. Hallam, 2002), which reinforce

the importance of developing intrinsic motivation in inspiring young musicians.

3.3.2 Effects of leadership and working conditions

The positive effects of good leadership have been well documented and supportive
working conditions have a powerful effect in creating and maintaining motivation (Chiong et
al., 2017; Day et al., 2011; Day & Gu, 2007; Ross & Hutchings, 2003). It is this that can aid

feelings of community and togetherness (Deci, 1985). Chiong, Menzies & Meenakshi, 2017,



found that leadership and management was more important to those teachers who had
been in the profession for under 10 years, which is supported by Johnson and Birkeland
(2003), who suggested that strong management was crucial for maintaining new teachers.
However, it was the overall school culture which was more important for more long serving

teachers (D. Baker, 2000).

3.3.3 Music teaching

We have briefly explored the complexity of musical engagement. Music is one of
several unique careers, which see skills and motivations gained in childhood carried through
to our working lives (S. Hallam & Himonides, 2022b). We can presume therefore that all the
drivers and motivations that we see in the study of children and learning music, will be
retained in those same individuals who progress to teaching music. A teacher is likely to
possess feelings of success in technical mastery of their instrument which is a solid starting
point for pedagogy. However, passing on those skills is an intensely complex task and
requires motivation not only to communicate the love of the instrument, but also of music
itself, and the desire to communicate with the learner on a deep and more complex level
than most work-based models of motivation would explain. This suggests more complexity

that most work-based models of motivation may capture.

3.4. Work motivation and music teaching

Most instrumental teachers have been trained to be professional musicians. In her
review of the literature Hallam found that the main driver of playing an instrument was the
importance of being successful (S. Hallam, 2010). However, in a recent study of

conservatoire student pedagogical development Shaw (2023b), found that the message



given by Higher Educational Music Institutions was that teaching was still something that
you did if you could not be successful in a performance career. Music students have been
often documented as holding the perception that developing an identity as a teacher held
lesser value to them than developing an identity as a performance musician (Latukefu &
Ginsborg, 2019; Shaw, 2023a). Consequently music students may be reluctant to engage in
teaching as a career and developing an identity as a music teacher (D. Baker, 2005; Biasutti,
2010; Mills, 2005; Mishra, 2008; Rubin-Rabson, 1941). How then does this effect those
individuals when they find themselves entering a portfolio career where teaching usually

forms a substantial part of their income.

The current literature on teacher motivation has identified different factors that
teachers have stated as their reason for entering and remaining in the teaching profession
(Menzies et al., 2015). Two main factors are identified: personal, and professional mastery,
and altruistic reasons (Chiong et al., 2017). Chiong, Menzies & Meenakshi (2017), found that
more experienced teachers were more likely to show deeper altruistic roots in their
motivation, seeing their teaching as benefitting the wider society (Chiong et al., 2017; Day &
Gu, 2009). Understanding these factors can provide a greater understanding of how to
ensure motivation is retained and may be able to provide strategies for ensuring staff

retention (Chiong et al., 2017; Stanford, 2001).

3.4.1 Herzberg's two factor theory in music teaching

Frederick Herzberg has been a major influential figure in the transformation of

workplace motivation in the 21st century. As a psychologist and self-determined researcher



motivation, where he acknowledged that there were two types of factors which can
promote motivation. Hygiene factors (salary, good working conditions etc.), and motivation
factors (recognition, praise, etc.). Poor hygiene factors will lead to job dissatisfaction, whilst
positive motivation factors lead to high motivation. Importantly these factors can work

independently of one another.

However, although the openness and focus on individual needs in a work-based
environment is attractive as a model, in practice this has limitations for understanding
current music teaching practice. As we saw in the previous chapter, the factors which may
act as a demotivating factor are many, and may include, job insecurity, changing job
function (in terms of moving from individual teacher to classroom teacher), use of
substandard instruments, use of inappropriate places in which to teach, lack of contact with
other professionals, lack of career progression opportunities, lack of priority over
timetabling (for example with sport), and more. Therefore, if we take Herzberg's model as a
basis for understanding work-based motivation in music teachings in the past and present,
all we would see is the creation of an environment where de-motivation will almost
certainly occur. Where Herzberg's model has value for this study, is in the predictor and

discussion of creating future work-based models.

3.4.2 Job characteristic models

There are several models of work motivation which have developed since Herzberg's
theory, which look at the characteristics of the workplace to understand motivation to

work, and which hold relevance in the music classroom. In the Hackman and Oldham model



(1975), needs must be fulfilled which are related to five core work characteristics (skill
variety, task identity, task significance, autonomy, and feedback), which in turn produce
critical psychological states such as responsibility and meaningfulness (Hackman & Oldham,
1975; Parker & Ohly, 2008), all of which could be found in a music classroom. However the
positive effects are greater when there is a drive for personal accomplishment, therefore
this may be more relevant for performing musicians or those involved in the traditional
student-master model of teaching, where the teachers own performance forms a more

integral part of student accomplishment.

Another theory investigated was the importance of what Zapf termed 'emotion
work’ (Zapf et al., 2001). An example is in service contexts, where as a flight attendant has
to smile even when people are complaining (Parker & Ohly, 2008). This emotional work has
been shown to be a drain on energy and therefore motivation, has a negative impact on
well-being and can contribute to burn out (Zapf et al., 2001). Teachers fall under this
consideration, not only for their work in the classroom, but for the extra energy required to
deal with difficult pupils, parents, timetabling, and other subject teachers (who in the UK
system often must agree for the pupil to be absent from another lesson to attend their
music lesson and may not want the pupil out of their maths lesson or sports club). Teacher
enthusiasm for the subject is something we have already seen holds importance for
motivating new students (S. Hallam et al., 2008; Shaw, 2023a), and therefore to

maintain student motivation, the teacher must also maintain the appearance of

motivation and enjoyment, even when they may not feel these emotions.



3.4.3 Equity Theories

There are several theories that propose that motivational drives occur as people
make social comparisons among themselves (Furnham, 1992). The focus is about a desire to
escape being treated unfairly. In this theory two factors are viewed as relevant: the
perception of outcomes (benefits, rewards), and the perception of inputs (effort, ability). A
study of office workers working part-time over a two-week period found that actual
outcome or input is less relevant as it is the perception that is the driver. Furthermore,
people are seen to compare their outcomes / inputs in a ratio of three states: overpayment,
underpayment, or equitable payment. Interestingly, whilst the most satisfied group was
found to be those who received equitable payment, the biggest dissatisfaction was with
those who are under or over paid (Furnham, 1992; Jorgenson & Dunnette, 1973). These
theories have relevance in an office-based situation, but in the context of music teaching do
not account for important factors such as altruism, or the intrinsic factors associated with

working with music.

3.4.4 Valance instrumentality expectancy theory.

One work-based theory which has some relevance here is Vroom's Valance
Expectancy Theory (VET). This theory propounds that people are motivated when they
expect they will be able to achieve what they want from their job. This stems from three

core beliefs:

Expectancy- that one's effort will result in performance.

Instrumentality- that one's performance will be rewarded.



Valence - the perceived value of the rewards.

This theory only works if the employee values the reward and it also assumes that
motivation is only one factor in job performance, with personality, skills, and ability all also
playing an important role. It also recognises role perceptions, such as an employee
understanding what is expected of them, and of the opportunities for success being realistic
within the role; for example, a sales role may be difficult in an area of mass unemployment,

where people have little disposable income.

Like Herzberg, Vroom's theory has been mostly applied in business contexts,
(Chopra, 2019; Tan, 2003; Vecchio, 2007), however there have been some studies showing
the value of this theory in social and caring professions, including one interesting study into
nursing education. Here Gyurko (2011) synthesised VET with Bandura's Social Cognitive
Theory to assess goal objectives and probability of success, based on lifelong learning
(Gyurko, 2011). This has relevance here as it is possible that for some individuals, it is the
togetherness of music which is actually the driving factor in music based self-esteem and

not the actual musical engagement (Norton, 2021; Pearce et al., 2016).

3.4.5 Social Cognitive Theory and Self Efficacy Theory

There are clear socio emotional factors associated with musical engagement which
act as motivators in other subjects (Creech et al., 2013; Guhn et al., 2020; G. E. McPherson
& O’Neill, 2010). In music there is often a shared common aim, shared anticipation, shared
co-ordination, and shared learning experience. It is that sense of camaraderie which would
suggest that learning an instrument in a class setting would prove a positive experience,

allowing children to learn and make mistakes together united in a common goal. The



teacher becomes part of that shared goal, and there is what one of the respondents in this

study names as a lovely sense of ‘togetherness’.

The shared progress that musicians of all levels experience, is driven and also drives,
a sense of self-belief and confidence in one’s ability to partake and successfully contribute a
relevant part in musical performance, whether in the classroom or in the concert hall. Self -
efficacy theory (Bandura, 1977) can therefore be a good predictor of student performance
as it is the belief in one’s own ability to participate that is the main driver and influence of
outcomes. However, taken alone, this theory does not allow for confounding factors in
instrumental teacher motivation. For example, it would not consider the ability of a class, or
the level of support in a school, which may strengthen or dilute the ability of the teacher to
perform their duties, no matter how strong their personal sense of sel