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Introduction

iTeach Thr ough -lodg felly subsidised profegstoonar
development programme for KS3 music teachers in London schools (state
and independent), supported by the London Schools Excellence Fund. Led
by Trinity Laban Conservatoire of Music and Dance, with a partnership of
world-class music education organisations, Teach Through Music sets out to
create a Centre of Excellence for KS3 music teaching in London. It draws
upon the expertise of teachers, the Higher Education community and cultural
organisations. Teach Through Music is designed to complement the busy
lives of teachers. It offers choice and flexibility, allowing teachers to select
training which best meets their needs, and
(www.teachthroughmusic.org.uk)

This evaluative report details a variety of perspectives on the Teach Through Music
(TTM) programme. It was undertaken by a research team from Birmingham City
University. TTM represents a significant piece of work, and is one of the only major
occurrences of subject-specific continuing professional development (CPD) in music
for many years. TTM was funded by the Department for Education and the Mayor of
London. It was delivered by Trinity Laban Conservatoire of Music and Dance, in
partnership with Sound Connections, Trinity College London, The Barbican, Guildhall
School of Music and Drama, and the University of Greenwich.

The philosophy underpinning TTM was set out i
statement 0:

fireach Through Music embodies the ethos of music as the dominant

language of the classroom and teachers and pupils behaving as musicians,

being empowered through creative ownership. We want to support teachers

to invest in their leadership skills and subject knowledge. Through networking,

debate, sharing and developing best practice, teachers discover new answers

and approaches that are appropriate to their school. Our aim is to overcome

the isolation of music teachers and invest in a community of practice where

school s, hubs and music education partners
cultural resources.o(ibid)

There were five principal aspects to TTM in terms of delivery components. These
were:

Launch Events
Cultural Offer
Inspire Events
Short Courses
Peer Mentoring
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Launch events

fiLaunch events of f er -nakng expedences idwordalass ¢ musi ¢
London venues, as well as opportunities to network, reflect on their practice and find
out more about the programme. o0 (i bid)


http://www.teachthroughmusic.org.uk/

Four launch events took place. These were

9 At the Barbican Centre, in association with Barbican Creative Learning and

Guildhall School of Music & Drama

9 At Cecil Sharp House, in association with English Folk Dance and Song
Society
At Queen Elizabeth Hall, in association with Southbank Centre
At Trinity Laban, Laban Building, in association with Trinity Laban
Conservatoire of Music & Dance and London Philharmonic Orchestra
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Cultural Offer

AiBehind Teach Through Music is a partnership o
music as a vital cultural entitlement for young people. Over 20 cultural partners have

pledged exclusive offers to those teachers and schools who enrol in Teach Through

Music. Enjoy free tickets and membership, special access to cultural venues,

di scounted workshops and much, much more. o (ib

A range of cultural partner offers were available to TTM teachers throughout the
course of the programme.

Inspire Events

AiTaking the form of seminar s, conferences and
teachers and the wider music education community the chance to come together and
share best practice and research around burningissue s . 6 (i bi d)

Six separate Inspire Events took place (plus one, as that on assessment was
delivered twice). These were:

1 Preparing All Pupils for Key Stage 4, Living Room, City Hall
1 Principles of Musical Assessment (twice)
Paul Hamlyn Foundation
Queen Anne Court, University of Greenwich
Londonos f&y Southbank Centfa
Making the Case for Music in Schools, Barbican Centre
Raising Musical Standards for All at Key Stage 3, Royal Academy of Music
Final Conference, Trinity Laban Conservatoire of Music and Dance
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Short Courses

iOur Short Cour ses pr aepihtaning offeredrovema f or mor e i n
number of sessions across one or two terms. Each course offers up to 12 hours of

training, designed and delivered by leading educationalists in partnership with

teachers and specialist music organisations. They focus on high standards of

practical music-making by pupils, and aim to support teachers to develop their

subject knowledge. o0 (ibid)

Five separate short courses took place:
i Listen, Imagine, Compose
Designed & delivered by Sound & Music, Birmingham City University and
Birmingham Contemporary Music Group (BCMG)

1 Whose Music is it Anyway?



Led by Trinity Laban Conservatoire of Music and Dance in partnership with
Forest Hill Boys School

1 Ensembles Uncovered
Delivered by Barbican Guildhall Creative Learning in partnership with
THAMES and Morpeth School

1 Making Music in the Moment
Delivered by Trinity Laban Conservatoire of Music & Dance

1 Voice Work: Getting Everyone Singing
Delivered by Sound Connections

Peer Mentoring

AfiEach music teacher enrolled on the programme
Through Music Fellow 1 a trained mentor i and receive three hours of personalised

support. Mentoring can be conducted face-to-face, online or via email, and

scheduledacr oss the academic year. o (ibid)

Teach Through Music teachers enrolled onto the programme were allocated a fellow
whose role was to support them in their progression through various aspects of the
programme.

OnlinePortal

A key aspect of the TTM communication and teacher reflection strategy was the use

ofanon-l i ne presenceoninepownabée, ivhech served a nu
functions; it acted as Virtual Learning Environment (VLE), it served as a locus for

teacher blogs and written reflections, it acted as an information dissemination centre,

it was a message board, it allowed for asynchronous chat to occur, it allowed for the

posting and responding to of think-pieces, and it enabled communication between

participants and organisers.

Methodology

In order to investigate the TTM programme, a mixed methods approach was
employed, involving both qualitative and quantitative approaches (Gorard & Taylor,
2004).

Undertaking an evaluation of this nature is a complex matter, involving multiple

approachesand strands. As Creswell observes, At he
complex, and the use of either quantitative or qualitative approaches by themselves

is inadequate to adGeswelf 200apt203% compl exi tyo

In this evaluation quantitative statistics from on-line surveys, are used in combination

with qualitative data gained from interviews and free-text responses. This was done

deliberately and purposefully, following the advice of Johnson & Onwuegbuzie that
féresearch appr oac h evaysshhtofiedthe besteppontuntiesdor i n
answering i mport ant(Johnsos & @nwoehgbuzieuy20®it i ons o

p.16). However , it is also the case that empl oying
than simply collecting and analysing both kinds of data; it also involves the use of

both appr oac he(€reswall, 2008 p.4), and énhis is what is done during

the course of this evaluation.



Methods

In order to undertake this evaluation research, a series of on-line surveys was
employed, investigating both qualitative and quantitative aspects of the programme.
There were visits to schools, interviews with participating teachers, observation of
sessions, telephone and Skype interviews, and monitoring of on-line discussions via
the portal. Whilst much of this was done from an outsider perspective, in the sense
that the research was undertaken by people external to London, nonetheless there
was insider involvement too, in that the lead researcher, Professor Martin Fautley,
was involved with delivering Principles of Musical Assessment Inspire Events, and
had been a significant author of the Listen, Imagine, Compose materials. The notion
of insider/outsider research is now well established in social science research, and in
the case of this research being in a position where both stances were available was
felt to be both useful and important, in that deep knowledge of process was possible.
As Flick observes:

Being an insider and/or an outsider with regard to the field of research may

be analysed in terms of the strangeness and familiarity of the researcher.

Where you as a researcher locate yourself in this area of conflict between

strangeness and familiarity will determine in the continuation of the research

which concrete methods are chosen and also which part of the field under

study wi |l be access(Flibkl1898p.118) i naccessi bl e

Also important in music education research is knowledge of the baggage and
encumbrances that go with the field and the domain. Music education, possibly more
than any other area, has a history of internal struggle, conflicting philosophies.
Indeed, as the Henley review observed,

The Music Education world i sté&sheegmented and

number of representative bodies makes it almost impossible to hold a
meaningful dialogue. While | have no doubt as to the passion for music and
expertise in teaching of the membership of these organisations, when viewed
on a macro level, as | have done during the process of undertaking this
Review, their arguments can sometimes be both poorly made and
contradictory. This is to the detriment of Music Education as a whole and is
an issue which urgently needs to be grasped and rectified from within by
Music Educators themselves (Henley, 2011 p.30-1)

An insider has the advantage of being inside these discussions, a disadvantage
could be that they are part of the competing discourses. It is to be hoped that that is
not the case here, and great care was taken with this aspect of the evaluation
process.

Methodological Limitations of this ewaltion

Having observed that this is a mixed methods piece of evaluative research, it is also

worth considering the potential limitations of this. The principal methodological

limitation is a phenomenographic one. What this means is that in undertaking an

evaluation based on the perceptions of individuals, there can be a danger of

confusing perceptions of reality, with reality. Whilst all evaluations to some extent rely

on a tacit understandi (L781/2007) notlores ofithet er pl ay of
nouminal and the phenomenal worlds, nonetheless in a metric-driven world we need

to find space to delineate the qualities of experiences too. In TTM we have many

compelling accounts of the differences that TTM has made to classroom teaching



and learning. We know that for many teachers the reflective practice that TTM has
engendered has made a significant difference to their work.

Evaluating the impact of TTM upon beneficiaries needs to be considered carefully
from what is meant by the notion of those who benefit. TTM was aimed at addressing
teachers and teaching, with the hopeful effect that this would work through to
improved outcomes for learners. However, by its very nature the learners will not
realize this, as they will not have appreciated the formation of the pre- and post-
nature of the intervention. This means that although pupil voice is taken into account
in this report, the pupils cannot be expected to have a view as to the totality of
changes that have been effected.

Participants

Participants in the evaluation process fall into a number of cohorts. The principal
cohort consists of the participating teachers. Participating teachers, however, are not
a unitary grouping. They can be divided into three sub-cohorts:

9 All music educators engaged with aspects of the TTM programme: There
were 233 such people (n=233)

9 Participating classroom music teachers who took part in some aspects of
TTM: n=120

1 Enrolled TTM teachers who signed up to the full programme: n=71.

The next cohort are the Fellows, who were drawn from the participating teachers. 30
teachers were recruited as Fellows and trained in coaching techniques and 27 went
on to provide coaching to enrolled teachers.

Alongside these principal cohorts there were also the stakeholder organisations,
listed above; arts organisations; short course and inspire event presenters; SLTS;
and finally pupils at schools whose teachers were participating in TTM.

After the initial on-line survey (detailed below) had taken place, a series of interviews
with stakeholders were undertaken. Altogether 19 interviews were conducted:

M 12 Individuals
1 4 Focus Groups of Teachers
9 3 Focus Groups of Pupils

As a normal part of the ethical requirements of educational research, and following

guidelines established by the British Education Research Association (BERA), all

participants in this evaluation were offered anonymity, and the right to withdraw at

any time. This is important as participants were then free to comment on any aspects

of the TTM programme they felt appropriate, without having to worry whether or not

what they said could be directly attributable to them. This helps avoid any negative

consequences that could ensue for such actions. In order to maintain this anonymity,

all interviewees have been anonymised, and names of schools, boroughs, and hubs

replaced with non-specificandgender-neut r al terms. The generic te
been substituted whenever anyone talked about their local area.

Text from these interviews is woven throughout this report. In common with normal
academic transcription of the spoken word, the actual phraseology of the
interviewees is reported here, and although they have occasionally been edited in



order to make sense, every effort has been made to be as faithful as possible to the
original utterances.
Theory of change for TTM

As a part of the funding requirements, TTM produced a theory of change, which was
encapsulated diagrammatically, shown in figure 1. This shows clearly the intentions,
and the ways in which change would be effected, via the various components of TTM.

It is worth revisiting one of what might be regarded as one of the Urtext sources for
theory of change (ToC), that of Connell et al (1995) and considering aspects of ToC
in relation to this. To begin with, let us consider the way the ToC has been designed:

étracing devel-stgpsmromtorse phiase torthie nekt, helps to
ensure that the [focus is] on real effects of the real program and that the
often-unspoken assumptions hidden within the program are surfaced and
tested. (Weiss, 1995 p.73)

There is clear evidence from the TTM ToC that this had been clearly thought out in
advance. The various stages of the planned intervention are both clear and logical,
and show a progressive focus on personal development. The notion of 6 0 f-t e n
unspoken assumptionsd are worth considering he
confidence is notoriously difficult to measure, and is often bound up with matters of
efficacy and self-efficacy (inter alia Gibson & Dembo, 1984; Tschannen-Moran & Hoy,
2001; Tschannen-Moran et al., 1998). In this TTM evaluation, emphasis is placed on
teachers self-reporting details of the impact that TTM had on them. Although this
could be deemed to be potentially problematic, nonetheless the importance placed in
TTM on the development of personal self-reflection means that these are an
important source of information.

Multiple Theories

A program may operate with multiple theories. | do not mean that different
actors each have their own theories, but that the program foresees several
different routes by which the expected benefits of the program can materialize.
(Weiss, 1995 p.83)

Classrooms are characterised by a range of factors, including Immediacy,

multidimensionality, unpredictability, and simultaneity (Doyle, 1986; 1980). This is as

true, if not more so, in music education as in many other school subjects. The TTM

ToC allows for a variety of transit trajectories through the programme, as well as

differentiated engagement with different aspects (short courses, inspire events, etc.),

so Weissds notion of o6different routesd can pl
pursue in this respect is the notion of oO6mul ti
TTM involved making KS3 music classrooms more musical. What it did not do, and

this is definitely to its credit, is to try to dictate exactly what sorts of music it was

seeking to promote during this. We know from the huge range of curricular and extra-

curricular music-making (see below) that take place in London schools, that a wide

range of styles, genres, and types of music are being made and learned about.

A strength of TTM was that is was available to teachers and schools of all sorts,

contexts, and musical predil ecti ordsasthd@ he O6mul t
TTM ToC states, Afépractical music |l essons and
teachi ngo twithootdavihgaisenter inte dotentially problematic

discussions about the sorts of music that should be taught and learned. This has

been a thorny issue in music education, certainly since Shepherd et al (1977) asked

the question fiwhose musi c?0.
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The final extract about theory of change to be considered from Weiss is this:

We do not know when expected results are apt to appear. Little experience has

prepared us to understand how soon change will occur. All we know is that there will
be a time lag of unknown duration before the effects of [initiatives] are manifested.
This lack of knowledge makes interpretation of indicators chancy. (Weiss, 1995 p.86)

This is a singularly apposite quotation for TTM. The programme is being evaluated in the
immediate aftermath of it ending. What would be interesting would be to do some follow-up
work looking at whatlonger-t er m changes to teachersbo

as a result of participation in the TTM programme. This is clearly an area where more

research would be both useful and interesting.

Programme Aims

professio

To begin considering the efficacy and effectiveness of the Teach Through Music programme,

it is useful to start by discussing its aims. Figure 2 maps the aims, as expressed in the

brochure available to prospective participants, onto the outcome statements as delineated in

the theory of change document.

Figure 2: Aims Mapping

What can | expect to gain from Teach Through
Music?

We aim that, as a result of Teach Through Music, you will:

. Feel empowered to further develop your teaching and use music
as the ‘dominant language’ of lessons

. Have deepened your subject knowledge in music, and feel more
confident or creative in using your own musicianship in the
classroom

. Be better connected within a community of expertise and able to
draw on peer support, especially when making the case for music
in school

o Be inspired and supported to devise and implement new
curricula, and assess pupil progress musically

. Regularly draw on London’s rich resources in your teaeting

o Feel more able to develop in your careerand refresh your teadq-

sic will be enhanced, and specifically:

ing and musical practice /

As a result, we anticipate that pupil attainmerntsagd progre! ,’/
. Your pupils, not only those receiving instru’ €ssons, withag /'/

'i\

A \

better equipped to progress beyond KS3
. Pupils’ enjoyment of music in school will increase arrd~agre youhg
people will participate in active music making, in and out of

. More young people will realise their creative potentia

Finally, we believe that supporting Key Stage 3 music teag
have beneficial outcomes for your school. These include:

s will

. Improved Attainment 8 and Progress 8 outcomes.

. Senior leaders increasingly recognising and supporting excellen
teaching in music

. School partnerships with music organisations that support the
music curriculum

B Increased sense of school pride and positive contribution to the
community

f scifo :1f-
. Feedback on pupils’ progress in music will be relevant and it
meaningful
. Pupils will more confidently engage with London'’s rich culgdral
offer

What is immediately apparent from this mapping exercise is that there is an overlapping

P>

complexity of multiple simultaneous aims which the project was endeavouring to achieve.
However, what is also clear is that all of the aims in the theory of change map onto a number

of aims as expressed to teachers. This can be viewed as an entirely normal process in



education, as it is helpful for all concerned if aims are unpacked into smaller, more discrete
subsections. Indeed, this would be the normal modus operandi for writing lesson plans with
which the teachers will be very familiar! It also means that for evaluation purposes
concentrating attention on the theory of change aspects, the green boxes to the right of
figure 2, will be the most straightforward way of proceeding.

What this means for the purposes of this evaluation is that it can be definitely stated that the
aims of the TTM programme were embedded into the fabric of delivery, with activity fully
supporting the rationale

Terminological note

The word éprogressived has multiple meanings, ar
dictionary definitions, with the consequent danger of committing the argument from authority,

the ad verecundiam, fallacy, nonetheless in this instance it is actually helpful to consider

some of these meanings. The Oxford English Dictionary lists multiple definitions for the term
6progressived, from which the most apposite have

Progressive:

2. Characterized by continuous progress or advancement.

2a. Of persons, communities, etc.: developing, changing, progressing; esp.
advancing in or gaining some desirable attribute or quality; improving, or able to
improve.

2b. Of circumstances, attributes, ideas, conditions, etc.: characterized by, relating to,
or involving gradual change or advancement, esp. for the better; growing, increasing,
developing; marked by continuous improvement

3. Proceeding by steps or stages.

4. Favouring or characterized by innovation or reform.

4a. Characterized by change, innovation, or experiment, or by enthusiasm for or
advocacy of this; advanced, innovative, avant-garde.

4c Educ. Of a school, teaching method, educational system, etc.: relating to or
advocating educational reform; (in later use) spec. rejecting the formalism of
traditional methods of education and aiming to develop the individual, rather than to
achieve standardized results;

4d Music. Of music: experimental, innovative; avant-garde, modern.

5b An advocate or practitionerof6 pr ogr essi vedé educational met h
(Oxford English Dictionary, 2007)

The reason for this lexicographical pedantry is that there is potentially a danger in education

for some to assume that Oprogressihe@ED,of akes on
0trendyd6, and therefore bad. I n TTM the notion
multiple meanings, and, in addition, one which is used less frequently in educational

discussion, progressional:

Progressional:
Of, relating to, or involving progression (in various senses); progressing, progressive.
(Oxford English Dictionary)

These distinctions are important, as they link to the TTM aims of making music lessons more
musical, and of increasing focus on teaching and learning in the target language of music.

Moving from this brief consideration of the aims, we now turn to unpicking aspects of the
TTM programme itself.



On line surveys

A total of seven on-line surveys were employed. There were five for participants in the TTM
programme, and a further two for the stakeholder groups affected by TTM, pupils and Senior
Leadership Teams (SLT). The breakdown of respondents to these surveys is as follows:

Participant surveys:

Initial Surveys

Teach Through Music GLA Teacher Efficacy Survey 1 82 Respondents
Teach Through Music Baseline Survey 84 Respondents

Endpoint Surveys:

Teach Through Music GLA Teacher Efficacy Survey 2 8 Respondents
Teach Through Music Final Participant Survey 15 Respondents
Non-participant surveys:

TTM Pupil Survey Summer 2015 FINAL 21 Respondents
TTM SLT FINAL 1 Respondent

What this means is that only 9.76% of teachers who took the initial GLA teacher efficiency
survey completed the final one, and that 17.86% of teachers who took the TTM baseline
survey completed the final survey. There are many reasons for this. Enrollment in the full
range of TTM opportunities, including mentoring and offers from cultural partners, was
conditional upon taking the earlier surveys and clearly no such conditionality can be placed
on final surveys. For many classroom music teachers in secondary schools the reality of
day-to-day classroom life means that however high-quality an intervention project may be,
there will still be many other calls and demands on the teacher's time, with the urgent often
overtaking the important in terms of prioritisation. In addition, the surveys were conducted at
the end of a school year, and we now know that this was particularly difficult year for
teachers, with one recent poll showing that over 50% of teachers wish to leave the
profession (http://www.teachers.org.uk/node/24849). Even though many of the teachers
interviewed on TTM were keen, enthusiastic, and optimistic about the future, their workloads,
and their colleagues, may have contributed to them feeling too overburdened to be able to
complete another survey at the end of what had been a very busy year for them.

Although this means that statistically there are caveats to be placed on completion date
comparisons, there is still a significant amount of qualitative evidence that has been
collected from participants that shows the impact of TTM on their professional practice, and
it is to that that we now turn.

10



Baseline Data

Participants

There are 180 state-funded secondary schools in Inner London, and a further 299 in Outer

London, making a total of 479 altogether (Gov.uk website). As can be seen in the theory of

change diagram above, the original intention of TTM was to recruit 150 teachers to enrol to

the full programme. While 152 teachers registered to start enrolment, only 71 completed the

process, which required completion of two baseline surveys and submission of a Schools

Letter of Agreement signed by a senior |l eader . T
recruited to 47% of capacity. However, it was always the intention that others would be able

to partake of activities on a more O0ad hocd basi
enrolment. As was stated above, 233 music educators were involved with aspects of the

TTM programme, in total, against an initial target of 230, meaning that involvement on this

level ran at 101%. Of those who patrticipants who did complete full enrolment, 49 were

school employed teachers. This means that in terms of school employed teachers taking

part in any aspect of the programme, TTM ran at 80% of capacity. These differentiated

engagement statistics need to be borne in mind when considering the relative efficacy of the

TTM programme.

Other programmes running under the same funding stream in London at the same time
encountered not dissimilar problems of teacher recruitment. Reasons for non-access are
difficult to establish, as it is hard to interview people who have not registered for a
programme. Despite endeavouring to find such teachers, the only evidence base that could
be found was anecdotal. The anecdotal reasons given for non-take up included:

Being new in-post

Being a Newly qualified teacher (NQT)
Worries about workload

Concerns for release from school
Lack of willingness to engage

= =4 =8 -8 =9

However, as none of these can be substantiated with hard data, they will have to remain
with the health-warning that they are anecdotal only, albeit often supplied by participating
teachers. What we can say with certainty is that there is still a large number of classroom
music teachers who have been untouched by either TTM, or its stable-mate, Peer-to-peer,
which was running concurrently under the same funding stream. However, what we are able
to say with some certainty is that the respondents to the first survey offer us a good picture
of the range of musical teaching and learning which is taking place in London schools, and
that respondents to other surveys, limited in number though they may be, also allow us
significant insights into what takes place on a daily basis in music lessons in the capital.

Amongst school employed teachers, the programme engaged a broad spectrum at differing
stages in their professional development, and this has been a strength of the programme.
Teach Through Music Fellows (mentors) varied from 3 to over 30 years in teaching, and this
diversity is reflected in the overall profile of participating teachers, of whom 24% have been
teaching for 8+ years. Participation by NQTs appears to be relatively high at 23% and a total
of 40% of the TTM cohort have been teaching for 3 years or less.

Key Stage 3 Music in participating schools
84 respondents completed this baseline survey, although some did not go on to complete

enrolment, and so statistical data in this section is derived using this figure. From this survey
we can gather a great deal of useful information about the state of music education at KS3 in

11



London schools. The initial survey respondents represent the TTM cohort and the schools in
which they teach vary considerably, from inner London to outer London, with the whole
gamut of socio-economic and ethnicity variances that we can expect from schools in the
capital.

Respondents were asked what the nature of their roles was in schools. 83.3% of
respondents were either heads of music, or classroom music teachers:

Headteacher | 0

Headofmusic [ 016229
Musceecher [ .19
TA |0
Governor | 0

other | 1576.7%9

Of the 15 6otherd6 respondents 14 were also music
one:

Music service employee

Director of Performing Arts and Lead Practitioner
Senior Music Specialist

Teacher of Music, leading the Music department
Assistant Head of Music

Peripatetic music (peri) teacher (X 3)

Also teaching philosophy, G and T coordinator and UCAS coordinator
Head of Expressive Arts

Director of Community Music

Music Teacher and KS5 Co-ordinator for Music
Teacher in charge of performance

Previously a music teacher

School Direct Student!

=4 =4 =888 -8 8888891

Adding these to the previous figures, we can say that 95.2% of participants were classroom
based music teachers, and 3.57% were peripatetic visiting instrumental/vocal music
teachers.

The next set of questions appertained to the schools in which the TTM teachers were
working. Teachers were asked how many full-time equivalent (FTE) classroom teachers
were teaching music in their schools. Schools obviously differ in size, so we would expect a
degree of variability here.

Number of music teachers in department:

Average 2.5
Mode 2
Range 0.5105.05

'6School Di r e ct 6based scloal loeatedptraiming metenléading to Qualified Teacher Status (QTS)

12



We find that the mean average number of teachers in London schools is 2.5 music teachers
per school. The modal answer was 2, and the number of FTE staff ranges between 0.5 of a
teacher as the smallest, to the largest at 5.05, these two figures being significant outliers in
the range of responses. Knowing that the average number of classroom teachers in London
schools is 2.5 is actually quite significant for TTM, and any subsequent CPD programmes.
What this means is that for most music teachers, they have only 1.5 significant others with
whom they can discuss matters of classroom teaching and learning, pedagogy, syllabus
content, and so on. This means that any offers which widen the numbers of professional
acquaintances for these teachers are likely to have major ramifications in terms of
broadening the professional circles of these teachers.

The teachers were asked next about the length of music lessons:

Length of lesson in minutes
lessThanld0iminutes | 0

socominutes I ("%
eo=rzsminutes [ s
7seominutes [ 4m@.8%

oorosminutes [ G 113100

105-120inutes | 0

other [ 4@ 8%

This, however, is not the whole story. Teachers were asked next whether their KS3 music
was on a O0carousel 6 type arrangement, or
pupils rotate through a range of subjects, often the other arts, but other subjects too at
times.Clearly this means that under such arrangements pupils are doing music for much less
time than they would be if through timeta
receiving regular music lessons throughout the academic year.

i Carousel
& Through TT'd

What was interesting here was that 23% of respondents, nearly a quarter of participating
music teachers, said that in their schools some sort of timetabling carousel was in operation.
Some teachers took the opportunity of a free text response box in the on-line survey to
explain how the carousel operated in their school. The results show a wide range of
variability even within this system, which already has some variability built in:

1 Two lessons per week for one term per year. i.e. Year 7 and 8 pupils have two
lessons of music per week from Sept- Dec OR Jan-Apr OR Apr-July.

1 Onlyin Yr9. 7 Yr9 classes are split into 8 groups that rotate between Art, Dance,
Drama and Music. Lessons three times a week for approx. two rotations of 5 weeks.
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9 Year 7 - Full classes rotate 1 lesson of Performing Arts a week, Music or Drama, and
swap every half term. Year 8 - (As Drama was not offered on our curriculum at all),
Head of Faculty decided to split classes into 15. Each half will then either have Music
or Drama for half a term, then swap. Year 9 - This year Y8 also took semi-options
and so there is only one music class in the whole year 9 group now. They will have a
double lesson of music per week

1 On a carousel with drama, students at KS3 have 1 lesson of music or drama per
week which swaps each half term

9 foryear 7 and 8, they are on a carousel. For half the year they do music, for the other
half they do drama. Year 9 is timetabled for music all year as they chose it at the end
of year 8.

1 Year 9 spend Term 1 doing music / drama, then swap for the next term, then swap
again for a final half term in each subject.

1 Carousel within the Expressive Arts faculty on a half-termly basis.

Added to this already complicated situation is one which is becoming increasingly common,
that of telescoping KS3 into two years instead of the more usual three. The responses to this
guestion show that 25% of schools in London have shortened their KS3 time into two years,
years 7 and 8, rather than the more usual three.

7.1%

uY7,8,9
EY7,8 only
Other

The 6otherd6 responses here refer to newly
complement of students, or variations on the telescoped KS3.

For many schools the telescoping of KS3 in this way is likely to have the effect of reducing
the curriculum time available to music at this stage, especially in those schools where option
choice of subjects to study to examination level is made at the end of year 8.

Some of the effects of this can be seen in answers to the next question. Teachers were

asked fAhow many classroom music | essons a
years of KS3 (if on fortnightly timetable please average per week, so 1 lesson a fortnight =
0.5 a week, 2 lessons a fortnight = 1 a week, etc . ) 0 . Here are their
group:
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Year 7

o1 I 5 :5%)
2 I -5
23 [ 4.7

3orimore ] 1mw.299

Year 8

o1 I 577150
2 I > 2%
2-3 [} 3@5%

3larimore I 1I{L.2%9

Year 9
o1 I 2 %)
1-2 [, >6 7067
23 [ 10mis%
3orihore [ 470

The increased number of lessons in some school in Y9 can be taken here to represent the
effects of option grouping at this stage. What is also interesting here is the variation between
year groups, with a slight increase in music lessons in year 8. Once again the opportunity for
free text responses produced a wide range of responses to this question, many of which are
both interesting and revealing:

1 Yr7and8=1100minute lesson per fortnight Yr 9 (KS4) - 3 100minute lessons per
week

1 Yr 7 also have a singing lesson as a whole year group.

1 Yes - in addition to one classroom music lesson per week, students in year 7 can opt
into an additional 4 lessons of specialist music school (during the school day) and
year 8 can opt into an additional 2 lessons of specialist school provision.

1 years 7,8 and 9 get 2 lessons a week.

1 Year 9 music is GCSE music so students choose their options at the end of year 8

1 Year 9is KS4 at our Academy - these pupils have opted for Music.

1 Year9doan Early GCSE. Year 7s and Year 8s have the option to do 'Music
Specialist School' in addition to their curriculum lessons. For Year 7s this means an
additional 4 lessons per week, and for Year 8s an additional 2 lessons.

1 Year 8 and 9 - 80 mins per fortnight.

1 Year 7 get 1 classroom music lesson a week, and two additional lessons: 1 lesson

on instrumental tuition (in groups) and 1 lesson as a whole school orchestra. Year 9
get 1 classroom music lesson a week, plus one on whole class instrumental tuition.

1 Year 7 can choose to have an additional 4 50 minute sessions a week through
Specialist Curriculum; Year 8s get an additional two 50 minutes session through
Specialist Curriculum

1 year7 & 8 get one 50 min lesson a week year 9 have three 50 min lessons a week
(GCSE option)

1 y7 - 3lessons a fortnight y8+9 - 2 lessons a fortnight
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1 We have started KS4 in Year 9 which is why they have more lessons than the other
year groups.

1 One lesson per week - double period (1hr40)

1 No KS3in Year 9- this becomes KS4 with an optional non examined course, which is
one day a week

9 Music becomes an option from year 9, student who opt to take music have 4 74 min
lessons per fortnight

1 Lessons are 50 minutes long and each KS3 class has one per week.

1 KS3 lesson are timetable one hour per week.

1 KS3 get a double lesson (100 mins) for a half-term, before they then have half-term's
lessons in another Expressive Arts subject.

1 Inyear 7 students have one curriculum music lesson per week, plus a Performing
Arts lesson every week. Performing Arts lessons are run by the music department
and consist of singing and whole class performing. They are also used as a vehicle
through which to teach the PLTS/learning characteristics to students in year 7.

1 GCSE provision starts at Year 9. Students can choose 2 non exam music courses as
options in year 9.

1 GCSE in year 9 which gives them 2 lessons per week

1 7 Year7,6 Year 8 and 4 year 9 classes.

1 45 minutes per week at KS3

1 350 minute lessons over a period of 2 weeks for year 7&8 and 1 lesson a week at
year 9.

1 2 hours per week

1 1 session of 100 minutes every other week

1 1 lesson per week but sometimes they have 2 in a week and 0 the following due to

new 2 week timetable.

The variability here is of concern. What emerges in a number of cases are worries about
consistency of provision of music education. The fact that some pupils can go considerable
periods of time without having a music lesson means that progression and development of
musical knowledge, skills, and understanding are bound to be affected.

Also in this free text section, one teacher also added a cri de coeur concerning the way
curriculum changes were being implemented in their school:

f This may not be relevant, b u ton theéel changesu s t

although we have tried to defend the performing arts and its allocated time at KS3.

This is also of some concern. Curriculum changes that adversely affect music do need to be
explained and understood by the whole staff. Doubtless SLTs have good reasons for the
curriculum and implementation decisions they have to make, but if staff do not appreciate
these, and, worse, if the net effect is that music and the arts suffer, then the hoped-for
developments in provision that Teach Through Music and other programmes are seeking to
effect just will not happen.

Taken together what we can take from these statistics and responses about school
timetabling provision for music, carousel arrangements, and the telescoping of KS3 from
three into two years, is that there is a highly variable provision for music in London schools.
It is also the case that these changes are likely to continue for some time. The reasons for
telescoping KS3, for example, were not pursued during the course of TTM. However, we
know from other research that there can be issues for music in following this plan:

€44 per cent of pupils who foll owed an
Years 7 and 8 no longer studied the subject in Year 9 (Noden et al., 2007 p.27)
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What this means is that for nearly half of the pupils concerned, their last contact with formal
music lessons in school would occur at the end of year 8, when they were approximately 13
years of age. This seems a shame.

Examination Entry

Although focussing primarily on KS3, in order to try and gain a more rounded picture of
school music, the next question asked about examination entry:

GCSE

Btec

AS level

NCFE
Rockschool

Arts award
Cambridge Pre-U

Edexcel

0 20 40 60 80 100

Possibly unsurprisingly, what this shows is that the largest single examination entry is for
GCSE, with BTec following a way behind this. However, there were a significant few who
added other examinations, notable the NCFE (formerly the National Council for Further
Education) qualifications.

The teachers were asked next about the numbers of pupils studying for examinations in
years 10 and 11. Here there are some schools with very respectable group sizes:

Year 10
o I 3 37%)

1-5 I 1 (1.2%)

69 N 2 5%
1014 I 16 (19.5%)
1519 N :: (16
202 | 1 (21%
2529 |, 5 (::.1%
so-34 |GGG s 4%
ss-40 |GGG s 4%

More than 40 [ N NN s 5-5%)
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Year 11
O 2 EGt
15 [ 1 (14%)
& I : (1%
1o-14 | 14 (19.2%)
1519 [ : (17 5%
2021 | 5 (205
2529 | i)
30-34 |GGG 4 5.5%)
35-40 |GG 4 5.5%)
More than 40 _ 3 (4.1%)

However, at the other end of the spectrum we have 17.5% of respondent schools where
there are option groups in year 11 containing at the most 9 pupils, with a worrying 4.1% of
schools where there is no year 11 group, and 3.7% where there is no year 10 group.
Nationally we know that there is a take up rate of about 7% for GCSE music in year 10.
These statistics will need to be monitored in the coming years in the light of the EBacc and
other curricular amendments.

When it comes to years 12 and 13 the national figure for A level take is about 1% of entries.

However, a number of TTM respondents have sixth form groups well into double figures:

Year 12 (Lower 6%)
o I 13123.6%)
15 [ 312367
o NG 11 0%
101+ I 5 5%
15-19 [} 1.8%
20-24 [ 2®s%
2529 [} 18%
30-34 | 0
3540 | 0
Morelthani40 | 0
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Year 13 (Upper 6™
o I 5 > %)
- I - 5299
g
1014 | o5 %
15-19 | 0
20-24 | 0
2529 | 0
3034 |0
3540 | 0

Morelthani40 | 0

Turning away from examination groups, the next questions were concerned with extra-
curricular music provision. Teachers were asked about the extra-curricular music on offer in
their schools, and how it was organized:

No | 0
veserwithintheschool [ G 1e5.4%

providedih-houseldr fhrought]
otherproviders

Yeszwith@groupfischools [l 1ommo4%9
other [ 4®2%9

It is heartening to find that there are no schools which do not offer some form of extra-
curricular music provision. The O6o0otherd category
and others who described particular local variations on this topic.

The teachers were asked next about the range of extra-curricular music activities on offer in
their schools. The results show the wealth of musical activities taking place on a regular
basis in London schools.

Interestingly, despite constant concerns about the state of singing in secondary schools,
choirs are the most popular musical activity, followed closely by shows and musicals, then
wind bands. Rock and pop bands are popular too, as are orchestras. The range of big
number items are encouraging, but there is marked tail-off towards the activities only
undertaken by a few schools. There are a large number of such extra-curricular musical
activities which are only undertaken by a handful of schools, in some cases one. This is a
cause for concern. We already know that performativity measures are causing some
teachers to have difficulties with finding time to undertake out-of-lesson musical activities:

In England orchestras, bands, and choirs are run voluntarily by teachers outside of
core work hours. Many teachers report they no longer have time to do this due to the
pressure of performativity and supplying assessment data. (Fautley, 2012 p.162)

This is another area that will need to be watched carefully to ensure time is available for
musical activity outside of the classroom, as well as during timetabled lessons.
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