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UNIVERSITY OF WINCHESTER 
 

Abstract  
 

Thesis title: A transformative mixed methods participatory-social justice approach to 
exploring the causal factors of challenges in SEND music education partnerships. 

 
Kelly-Jo Foster-Peters 

ORCID: 0000-0003-0859-1610 
Doctor of Education 

September 2022 
 

This transformative mixed methods thesis explored music education partnerships between SEND 

school settings, Music Education Hubs (MEHs) and arts organisations in England (Mertens, 2009; 

Mertens et al., 2015). This type of partnership involves a diverse, multidisciplinary range of teachers, 

musicians, and teaching artists, who must navigate working relations in collaborative music 

education programmes and projects (Hallam, 2011; Zeserson, 2012). SEND music education 

partnerships vary in quality, with some encountering many challenges (Christophersen and Kenny, 

2018). This thesis delves deeper into challenges explicitly relating to SEND, sharing findings on 

workforce perspectives of social justice related themes, including tokenistic and discriminatory 

practice. Two theorists influenced this thesis. Firstly, Bourdieu’s sociological theories and analytical 

thinking tools were explored concerning reoccurring themes of diversity, hierarchy, and quality. 

Secondly, Engeström’s Cultural-Historical Activity Theory (CHAT) was used as a theoretical 

framework to compare differences between arts organisations, MEHs, and SEND schools to add 

another dimension of contextual understanding (Engeström, 1999; Engeström, 2016). 

 

The mixed methods participatory-social justice research design provided an overarching framework 

and guided methodological decisions over two sequential phases of data collection (Creswell and 

Plano Clark, 2018). The first phase gained an overview of workforce perspectives on experiences of 

working in partnerships. Multiple perspectives were gathered from as many voices as possible using 

three research methods: a self-administered questionnaire, open narrative, and documentary 

analysis (Nind, 2014). Phase two culminated in an online focus group involving music teachers in 

SEND schools to delve deeper into the causes of challenges and possible solutions. Higher quality 

partnership experiences ultimately benefit the involved communities and enhance the music 

education experience for children with Additional Support Needs (ASN).  

 

Keywords: Music education, partnerships, SEND, challenges, transformative, mixed methods, 
inclusion 
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Abbreviations 

 

 

SEND Special Educational Needs and Disabilities is abbreviated to SEND 

throughout this study. SEN is the legal term, but it is referred to as SEND in 

government documents (Hodkinson, 2017). 

 

SEND schools Special schools are referred to as SEND schools throughout this thesis as a 

preference. 

 

ASN/SEND Children are referred to as having Additional Support Needs (ASN), more 

commonly used in Scottish educational policy, in preference to using the 

phrase special educational needs or disabilities (SEND).    

 

SEND education  For the purpose of distinction in this study, I use the term SEND education to 

refer to the education systems, policies and procedures of educational 

learning for children with diagnosed Additional Support Needs (ASN/SEND). 
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Chapter 1 - Introduction 
 

 

This transformative study sought to involve the wider Music Education community in discussions on 

how to improve the quality of future music education partnerships involving SEND schools. This 

thesis is underpinned by a transformative worldview, which respects researcher positionality and 

acknowledges that empirical insights are valuable for enhancing research validity (Mertens, 2009; 

Mertens et al., 2015; Mertens and Farren, 2019). My views on the education system developed over 

twenty years of experience working as a secondary school music teacher in England. This experience 

involved teaching music in a wide range of mainstream, independent, and SEND schools. Between 

2010-2020, I taught music at a large secondary SEND school for children aged 11 to 19 with a range 

of complex Moderate and Severe Learning Differences (MLD/SLD). During this role, I learned first-

hand about the inequalities affecting children who are at risk of being excluded or 'othered' within 

the current education system (Hess, 2021; Thomas and Loxley, 2022). As a music teacher I 

experienced working in many arts partnerships with arts organisations, music services, and over the 

last ten years Music Education Hubs (MEHs). Over time I noticed differences in the quality of 

opportunities offered to SEND schools, in comparison to mainstream schools. I perceive this 

inequality to be an ongoing challenge for SEND Music Education partnerships. My critical lens 

developed between 2014 to 2018 when I advised on the Department for Education's (DfE) Music 

Hubs Advisory Board. Additionally, as a member of the Music Education Council's (MEC) ASN/SEND 

working group, I engaged in further critical discussions with colleagues across the UK. These roles 

enabled me to gain insight into the broader macro-level politics governing Music Education policies 

in England. In 2019 I was invited to be part of a panel discussion at a Westminster Education Forum, 

during which I gave a presentation on 'High-quality music education and the new “model” 

curriculum: Challenges for schools, funding, student engagement.' The combination of my empirical 

knowledge and critical reflections on SEND music education partnerships motivated me towards 

self-funding this thesis study. The study addresses social justice themes relating to partnerships 

involving SEND schools with the aim of uncovering purposeful suggestions for improving future 

practice. This thesis is England-centric due to its focus on Music Education Hubs (MEHs), making its 

findings distinct from studies about music education in other countries. 

 

1.1. Overview of the study topic 

 

A standard view across all voices in music education is that partnerships can ‘help directly to raise 

standards of achievement’ in young people’s educational experiences (Robinson, 1999:138; 
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Christophersen and Kenny, 2018). Arts partnerships historically started to achieve momentum across 

Europe in the late 1990s (Robinson, 1999; Zeserson, 2012). Since the turn of the 21st century they 

have increased both in the UK and internationally with arts partnerships used to foster cultural 

education in schools (Fahy and Kenny, 2021:1). In England, this direction led to the Creative 

Partnerships (CP) programme (Robinson, 1999; Zeserson, 2012:209; Fahy and Kenny, 2021). CP was 

a flagship Arts Council England (ACE) initiative between 1999-2013, which offered schools free 

opportunities to work with artist professionals in cross-disciplinary cultural arts partnerships (Fahy 

and Kenny, 2021:7). CP aimed to reducing inequalities by widening access for children’s participation 

in the arts by applying democratising and inclusive principles to cultural arts projects. CP was 

claimed to have broadened the imaginations of what could be fully achieved by educators and arts 

practitioners in partnership work that bridged schools with cultural organisations (Fahy and Kenny, 

2021). This innovative direction in partnership work coincided with newer creative pedagogies 

emerging in music education. Most notably, the Musical Futures initiative, which derived from 

Professor Green’s research on informal music learning (Green, 2008; Philpott, 2016; Cox, 2017). In 

schools, Musical Futures signified using more informal student-led approaches to learning music and 

represented a move away from the historical dominance of formal Western art music pedagogies 

(Green, 2008; Ofsted, 2012a; Zeserson et al., 2014). In 2005, the Music Manifesto paved the way for 

the Wider Opportunities scheme, a series of piloted music education partnerships aimed at 

increasing instrumental learning opportunities through Whole-Class Ensemble Teaching (WCET) 

(Cox, 2017). Whole-class instrumental lessons were offered free of cost to nearly all primary children 

in England (Zeserson, 2012:209; Zeserson and Welch, 2017:69). In 2008-9, several pilot projects 

based on the El Sistema principles from the Venezuelan music education social enterprise, targeted 

children from lower deprived socio-economic areas to develop musicianship skills through orchestral 

playing (Baker, 2014). The successful legacy of music education partnership initiatives increased the 

demand for a more formalised approach in supporting schools to provide higher-quality music 

education opportunities (DfE and DCMS, 2011; Henley, 2011).  

 

In 2011, the Henley Review of Music Education (Henley, 2011) led to the first National Plan for Music 

Education (NPME) and the emergence of 123 MEHs across England (DfE and DCMS, 2011). The Music 

Education Hub model was established to provide a more sustainable and longer-term solution for 

developing and improving partnerships with a goal of reducing inequalities to enhance music 

education provision for every child (DfE and DCMS, 2011; Savage, 2021; Kinsella, Fautley, and 

Whittaker, 2022). The core roles set out by the NPME, and more recently the NPME2, hold MEHs to 

account for facilitating effective partnerships with arts organisations and schools, and for creating 
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joined up approaches of music education provision (DfE and DCMS, 2011; Zeserson and Welch, 

2017:72; Fautley and Whittaker, 2018; DfE, 2022d). In a similar direction to the Multi-Academy Trust 

(MAT) model, MEHs have formed regional alliances to access more schools across a wider 

geographical location, thus improving the chances of achieving successful funding grants (DfE, 

NPME2, 2022). Partnering appears to have many positive consequences, however, it is suggested 

that partnership projects can sometimes replace creative autonomy and individualisation with more 

universal pedagogical approaches (Savage and Barnard, 2019). One example is the same workshop 

performed to a range of pupil audiences at different types of schools without being adapted to suit 

different ages and abilities. Broader political contexts of music education policies historically 

pressured schools to increasingly rely on external partnerships to provide more funded music 

opportunities for their pupils (Zeserson, 2012; Holdhus, 2018). Arts organisations receive funding 

streams that schools cannot independently access, leaving music teachers entering partnerships to 

benefit from additional funded opportunities to support their pupils’ musical development (Holdhus, 

2018). Shortly after the MEH programme had begun, an Ofsted report recommended increasing the 

quality in building partnership relations between schools and MEHs, after it reported 'too often, 

musical partnerships have had an insufficient impact in securing genuine and lasting improvements 

to schools' music provision’ (Ofsted, 2012:4; Savage and Barnard, 2019:15). Many challenges impact 

on the ability of educators and practitioners working for MEHs, arts organisations and schools, to 

deliver higher-quality partnerships (Zeserson, 2012; Ofsted, 2012; Christopherson and Kenny, 2018; 

Kinsella, Fautley, and Whittaker, 2022).  

 

The refreshed NPME, published in July 2022, guides the agenda for MEHs until the end of ACE’s 

national Let’s Create cultural strategy in 2030 (DfE and DCMS, 2022d). The national vision set out by 

the Department for Education (DfE) in England is that 'all children, regardless of background, should 

have access to a high-quality music education' (DfE and DCMS, 2011; DfE, 2021a:7). As of June 2022, 

this includes 16.6% (n=1,485,409) of all children diagnosed with having a Special Educational Need, 

or Disability (SEN/D) (Hodkinson, 2019; DfEc, 2022). In Scotland, the term Additional Support Need 

(ASN) is used instead of SEN/D, which is also the preferred term used throughout this thesis. 

Children with ASN may require additional support to access the same quality of music education 

provisions as their mainstream peers (Frederickson and Cline, 2015; Darrow, 2017). However, 

accessing a high-quality music education in general has been recognised as a postcode lottery with 

patchy provisions highlighting inequalities across society (Zeserson et al., 2014; Savage and Barnard, 

2019; Savage, 2021:468). Historically, the dominance of Western art music and learning to play a 

traditional musical instrument was linked to class status and affordability (Wright, 2016). Until 
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recent decades, classical orchestras and operatic music conveyed elitist values and promoted formal 

music learning as having higher educational value in comparison to informal routes of music learning 

(Green, 2008; Lamont and Maton; 2016; Hess, 2018; Kertz-Welzel, 2021). Advances in music 

education have removed much of the stigma of elitism associated with more traditional and formal 

routes of learning Western art music (Wright and Finney, 2016:228; Kertz-Welzel, 2021). However, 

socio-economic barriers and unaffordability continue to limit access to instrumental learning 

(Wright, 2016; Bull and Scharff, 2017; Savage, 2021:467). This inaccessibility has led to broader 

concerns about the devaluing of Music as a curriculum subject (Wright and Finney, 2016:228; DfE, 

2021c; Underhill, 2022). Music education statistics reveal declining numbers of children learning 

music in schools, particularly at GCSE and A-Level (Daubney and Mackrill, 2018; Fautley and 

Whittaker, 2021; Ofsted, 2021c:3). Funding in music education is often considered at risk, with many 

music-teaching jobs on insecure and temporary contracts (Bath et al., 2020; Underhill, 2022). This 

situation has led to a reported decline in specialist music teachers and underfunded music 

departments, particularly in primary and SEND schools (Daubney, Spruce and Annetts, 2019). 

Consequently, even more reliance remains on external support in the guise of partnerships for 

opportunities to be bestowed on schools (Niknafs, 2021).  

 

In developing a deeper understanding of the current issues and debates affecting the future of music 

education it is necessary to reflect on the influence of contextual dimensions, whether philosophical, 

political, historical, or cultural. Dichotomous philosophical viewpoints between what are traditional 

and progressive values in education are discussed in contemporary literature on current issues in 

education (see chapter two) (Biesta, 2019; Giroux, 2020; Claxton, 2021). Differences in philosophical 

viewpoints on what constitutes as high-quality and valued learning in music education is a leading 

cause of challenge in music education discourse (Westerlund, 2012; Bowman and Frega, 2014; Kertz-

Welzel, 2021). Philosophical views of artists and educators range from preferring traditional and 

formal routes of learning music, in contrast to more progressive informal pathways of learning music 

(Green, 2008; Evans, 2012; Hess, 2015). Traditionalists appear to be concerned that the dominance 

of the hegemonic status quo, including formal pedagogical routes of learning musical instruments 

aligning to the academic values and standards of Western art music, is under threat (Woodford, 

2012; Wright, 2016; Kertz-Welzel, 2021). In contrast, music educators driven by a social change 

agenda prioritise democratising and inclusive pedagogies to encourage student-led learning and 

youth voice empowerment (Woodford, 2012; Green, 2016; Powell, Smith and D’Amore, 2017; Hess, 

2019; Kertz-Welzel, 2021). The political narratives driving national music education agendas appear 

to promote a more traditional philosophical approach to what is considered higher value in music 
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education. The dichotomy between formal and informal music learning inevitably creates challenges 

for some music teachers in SEND schools who may prefer the inclusivity that informal approaches 

offer (Hammel and Hourigan, 2017). Laes and Churchill claim that by positioning inclusive music-

making as the alternative option or as 'the other,' it can appear as ‘decentring’ to what they consider 

as the ‘normative’ (ableist) viewpoint in society, which is aligned to more traditional ideological 

narratives (Laes, 2016:138; Hodkinson, 2019; Churchill and Laes, 2021:132; Hess, 2021).  

 

The driver of this thesis is to suggest improvements for raising the quality of inclusive practice in 

music education partnerships. The study therefore narrows the topic focus onto partnerships 

specifically involving SEND schools. Navigating the SEND school system generates more significant 

challenges due to its inclusion of a wider range of school types in comparison to mainstream 

education (Frederickson and Cline, 2015; Hodkinson, 2019). The diverse range of SEND school 

settings appears to bring additional complexities in partnership work associated with relational 

differences between educational institutions and arts organisations, for example, different 

ideologies and values (Zeserson, 2012; Froehlich, 2018, Kinsella, Fautley, and Whittaker, 2022). 

Different philosophical views on music education, combined with differences between schools and 

arts organisations, further complicate the task of measuring quality in SEND music education 

partnerships. Kallio claims there is 'a gulf between the "lip service" given to arts education and the 

provisions provided within schools' (Kallio, 2021:6). There appears to be a broad range of views 

shared across the music educator sector of what is valued learning and high-quality inclusive 

practice (Ofsted, 2013; Ofsted, 2021c). Evaluation reports often communicate positive stories of 

successful partnership programmes and projects. However, self-congratulatory narratives, which 

have been referred to as ‘victory narratives’ in some academic literature, highlight problems with 

authorship and inauthentic voices (Spruce, 2017; Christophersen and Kenny, 2018:3; Kinsella, 

Fautley, and Whittaker, 2022:11). To give an example, it is possible for the authors of some 

narratives to avoid criticality by deciding what evidence of quality to make visible to the wider music 

education community and the public (Benedict, 2018; Christophersen and Kenny, 2018; Churchill 

and Laes, 2021). Music education partnerships involving SEND schools can offer attractive financial 

incentives, which may be appealing to some organisations in the music sector who are negatively 

affected by irregular and intermittent sources of funding (Myers, 2017; Churchill and Laes, 2021).  

The rationale underpinning this thesis is that more information ought to be uncovered about the 

specific challenges affecting music education partnerships with SEND school settings. 
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1.2. Research Aims 

 

The overarching goal of this thesis study is to contribute to future policy discourse on quality in SEND 

music education partnerships by suggesting improvements for future practice. It is hoped the 

findings from this study positively impact on transforming practice for the better to benefit the 

experience for staff and pupils involved in this type of partnership (Mertens, 2009). The study’s first 

aim derived from the presumption that there was limited rigorous evidence of people’s opinions on 

their experiences of working in partnerships specifically involving SEND school settings (Zeserson, 

2012; Kinsella, Fautley, and Whittaker, 2022). The diverse and multidisciplinary nature of the 

workforce involved bring a range of different values, ideologies, experiences, skills, and 

qualifications relating to associated fields and disciplines (Zeserson, 2012; Christophersen and 

Kenny, 2018; Sloboda, 2020). SEND music education partnerships are generally facilitated by 

educators and artist practitioners who represent arts organisations and MEHs, while teachers often 

fulfil the role of gatekeeper to accessing schools and pupils. The first aim centred around uncovering 

opinions about this type of partnership work, particularly focussing on the aspect of challenge: 

 
Aim one: Gather perspectives from the involved communities on their experiences of 
challenges in SEND music education partnerships. 

 
Inclusive principles guided this transformative study, therefore the strategy for involving participants 

was crucial to increasing its validity (Nind, 2014; Creswell and Plano Clark, 2018). Actively involving 

communities in the research process can result in conveying deeper levels of insight (Laes and 

Schmidt, 2016; Westerlund, 2021). Applying this participatory research approach offered the 

possibility of eliciting deeper insights on solutions for improving quality and standards across the 

music education sector. Additionally, involving communities in the research process could help them 

to gain more ownership of the research findings empowering them to enact positive 

transformations in future partnerships. This premise underpinned the decision for a second thesis 

aim to involve relevant communities in discussions on generating possible solutions to challenges 

(Mertens, 2009; Stetsenko, 2017): 

 
Aim two: Engage the involved communities in critical discussions on addressing challenges 
and improving quality in future SEND music education partnerships.  

 
Using participant-led discussion as an agentive process to enact change aligns with the 

transformative paradigm (see chapter three) and an activist agenda (Freire, 1970; Lave and Wenger, 

1991; Laes, 2017; Giroux, 2019; Hess, 2019).  
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1.3. Research Objectives 

 

The two research aims led to four study objectives. The first aim filtered out to three objectives, 

each relating to a data collection method selected for a specific research purpose. Objective one 

intended to gather information from multiple perspectives of the diverse workforce involved in 

SEND music education partnerships. Prior to this thesis I conducted a pilot study with the purpose of 

designing and constructing a self-administered questionnaire ready for data collection in this study. 

The questionnaire asks for respondents’ opinions on their experiences of partnerships, as well as 

collects data on aspects of a respondent’s individual identity and qualification. The questionnaire 

was designed to explore an assumption that trends of opinion might be influenced by a respondent’s 

associated field of expertise: 

 
Objective one: To use a predesigned self-administered questionnaire to explore whether 
there are trends in perspectives on SEND music education partnerships depending on fields of 
expertise.   
 

Objective two focussed on collecting information from voices which are not typically heard within 

the music education sector. The assumption, based on my empirical knowledge, was that SEND 

music teacher voices are absent from critical conversations and policymaking decisions on 

partnerships. Inequal voices create a perceived imbalance of power, which increases the challenge 

of finding out authentic information from teachers working in SEND schools. Liberating teacher 

voices is a transformative goal and objective two offered an opportunity for teachers to share critical 

reflections without fear of repercussions (Cohen, et al., 2018). Hess elaborates, ‘musickers who 

provide counter-narratives to dominant discourses create space for different imagineries’ (Hess, 

2019:53). Critical voices of music teachers in SEND schools may offer profound insights into causes 

of challenge in SEND music education partnerships:  

 
Objective two: To offer music teachers employed by SEND schools an opportunity for voicing 
their opinions on challenges in SEND music education partnerships using an open narrative 
method. 
 

Contrastingly, objective three highlighted the need to record the opinions of dominant voices in 

SEND music education partnerships. Dominant narratives are often communicated using documents, 

for example, evaluative reports about partnership programmes and projects written from the 

viewpoint of macro-level and meso-level organisations (Hallam, 2011, Zeserson, 2012; Myers, 2017; 

Christophersen and Kenny, 2018): 
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Objective three: To critically review current evaluation measures of SEND music education 
partnerships, researching the ontological implications for reporting quality and success. 

 
The three objectives listed above were concerned with exploring a balanced range of views from the 

diverse and multidisciplinary communities involved in SEND music education partnerships. Including 

as many voices as possible, and acquiring a balance of views, were key priorities in this study (Nind, 

2014). Combining and integrating data from the three objectives was hoped to generate findings 

summarising a range of views from the targeted workforce population of music teachers, educators, 

and arts practitioners.  

 

The second thesis aim linked to the fourth objective based on socially constructing new knowledge 

to provide solutions for transforming future partnerships (Hess, 2019:64). The World Café method is 

one of the newer research methods which democratically involves the workforce to generate data in 

the form of community conversations (Lave and Wenger, 1991; Brown, Isaacs, et al., 2005). The 

World Café research method offered an approach for reducing power and hierarchy among the 

workforce to enable cross-disciplinary conversations and generate solutions for addressing causes of 

challenge in partnerships (Brown, Isaacs et al., 2005). Objective four recognised the influence of 

hierarchical power imbalances within music education structures causing the plurality of different 

perspectives and multivoicedness in the workforce (Engeström, 2016; 2018): 

 
Objective four: To host a World Café event enabling the involved communities to socially 
discuss and construct new solutions for improving future practice in SEND music education 
partnerships. 
 
 

1.4. Research Questions 

 
Empirical assumptions led to narrowing the research focus specifically on the topic of challenges. 

Aligning with the transformative paradigm, critically examining past and present challenges, ought 

to provide solutions to future challenges, essentially transforming society for the better (Stetsenko, 

2017). Critical reflection on this research topic led to a series of research questions (Bryman, 

2016:82):  

1. What is currently known about SEND music education partnerships?  

a. What are the views among the involved communities? 

b. What research studies and literature currently exists?  

2. Is quality in SEND music education partnerships being accurately measured or truthfully 

reported?  
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a. What contextual factors affect people’s versions of their truths when voicing 

opinions? 

b. To what extent is poorer practice being perceived to be happening?  

c. Are participants encountering tokenistic or discriminatory practice?  

3. What are the causes of challenge in SEND music education partnerships?  

a. What solutions can best address the challenges to improve future practice?  

 

The thesis aims, objectives, and questions are revisited at the end of the thesis in a discussion 

exploring and interweaving several emerging themes from the related literature and the thesis 

results (see chapter seven). The diagram in Figure 1 compiles a summarised overview of the thesis 

structure, illustrating how the thesis aims, objectives, and questions interrelate. It supports the 

reader to gain a better understanding of the overall research design and methodology.  

 

The following chapter (see chapter two) is a literature review exploring the contexts, relevant 

theories, and main themes associated with the thesis topic of challenges in SEND music education 

partnerships.  

 

 

  



 

Figure 1: Diagram showing an overview of the thesis aims, objectives, questions, and methodology.



Chapter 2 - Literature Review 
 

 

The thesis topic is interdisciplinary, involving the fields of music, education and SEND (Repko, 

Szostak and Buchberger, 2020). This literature review is in three sections. The first section begins by 

setting up the contexts of education, music education, SEND education and inclusive music 

education. Discussions on current issues and challenges are framed by philosophical and political 

ideologies associated with each field. However, due to the size limitations of this report the 

contextual information is summarised. The second section introduces the prominent French theorist 

Pierre Bourdieu (1930-2002), whose sociological theories underpin a discussion on the theme of 

challenges in partnerships. Literature in the third section relates more specifically to challenges in 

music education partnerships and delves deeper into the possible causes of ‘problematic 

dimensions’ in partnership working (Christophersen and Kenny, 2018:33). The scope of literature is 

widened to explore challenges in partnerships involving mainstream schools, before narrowing to 

focus on SEND school settings. A summary of the structure of this literature review is shown below:  

 

1. Contextual overviews of education, music education, SEND education and inclusive music 

education.  

2. An introduction to the sociological theories of Pierre Bourdieu. 

3. Challenges in music education partnerships: 

- Identity, diversity, and the subsequent need for distinction.  

- Hierarchy, dominant narratives, power relations.  

- The issue of measuring quality in music education partnerships. 

 

This thesis is England-centric due to its focus on MEHs, making its findings distinct from studies 

about music education in other countries, however global studies were scoped to offer insights from 

different cultural perspectives. Due to the MEH model’s establishment in 2012, most literature 

about this type of partnership was written in the last decade. In general, literature from the field of 

music therapy was excluded, although I recognise the nuanced boundaries it shares with music 

education provision in SEND schools (Darrow, 2013:14; Mawby, 2015; Mitchell and Benedict, 2020). 

Similarly, literature from the field of community music was handled with care, due to the boundary 

which distinguishes it as a separate field from music education (Myers, 2017:192; Sloboda et al., 

2020). Nonetheless, due to the boundary crossings, some literature from these fields is included to 

support overarching themes in this thesis. 
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Internet searches involved scoping for literature on various academic databases, for example, the 

University of Winchester’s Library tool Onesearch and the ERIC (Education Resources Information 

Centre) database. Search terms used included music education partnerships, plus descriptive words 

of inclusive, special, or SEND. Literature entitled inclusive music education partnerships were 

filtered further to ensure it explicitly referred to SEND school settings and pupils with ASN/SEND. 

The decision to refine the literature reflected the understanding that inclusive music projects do not 

necessarily involve children with ASN. For example, some inclusive studies relate to children from 

marginalised groups who face additional intersectional adversities, such as coming from a socio-

economically deprived community.  

 

Alongside peer-reviewed academic literature about music education partnerships, a range of grey 

literature was uncovered (Sloboda et al., 2020). Grey literature typically included evaluative 

documents, many of which were authored by stakeholders and policymakers (Mertens, 2010; 

Jesson, Matheson, and Lacey, 2011; Adams et al., 2016). This type of evaluative document is 

sometimes referred to as a ‘victory narrative’ (Christophersen and Kenny, 2018:3; Kinsella, Fautley, 

and Whittaker, 2022:2). The concept of a victory narrative is that they are authored by arts 

organisations and MEHs with vested self-interest, resulting in complexities around ontological 

perspectives and authorship, for example, biases from dominant ideological narratives and 

stakeholder influences (Ferguson, 2007; Hallam, 2011; Graves, 2018). Furthermore, grey literature 

was not neglected as it was perceived to contain valuable insights and is revisited later in the thesis 

(see chapter four) (Adams et al., 2016).  
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2.1. Contexts 

 

The first section of the literature review begins by exploring different contextual fields of SEND 

music education partnerships. Firstly, the education system in England and the influence of policies 

stemming from neoliberal ideologies. Secondly, the historical, philosophical, cultural, and political 

contexts of music education are discussed. Thirdly, a contextual overview of SEND education 

includes discussion on perceptions of disability and inclusion. Fourthly, an overview of inclusive 

music education is presented, finishing with a fifth section on the challenges of researching music 

education partnerships involving SEND school settings.  

 

2.1.1. The education system in England and the impact of neoliberalist influences 

 

The marketisation of education is driving many reforms nationally and globally (Apple, 2004; Giroux, 

2020; Sturrock, 2021). Between 2010 and 2014, the newly appointed secretary of state for 

education, Michael Gove, instigated the reversal of the previous thirty years’ direction of progressive 

education with radical reforms aligning to the New Right, a political concept which combines 

traditional neo-conservative values and neoliberal theories (Allen, 2015; Wilkins, 2017; Claxton, 

2021). Neo-conservatism emphasises traditional family values, and neoliberalism promotes the free 

market, deregulation, and privatising public institutions (Heywood, 2021). An example of how 

neoliberal policy is affecting the English education system is the academisation programme and 

transition from maintained schools supported by Local Education Authorities (LEAs) to Multi-

Academy Trusts (MATs) (Claxton, 2021; DfE, 2022a). Over the last decade, funding to LEAs was 

increasingly replaced by corporate investment from not-for-profit private trusts seeking to own 

schools through governmental contracts (West and Wolfe, 2018). MATs have increasingly become 

responsible for overseeing and managing communities of schools, introducing new hierarchical 

governance structures, and prioritising a ‘culture of managerialism’ by promoting acts of 

performativity, competitiveness, and accountability (Sturrock, 2021:2). This situation is perceived to 

have contributed to an increasing teaching recruitment and retention crisis (Foster, 2018; Perryman 

and Calvert, 2020).  

 

The current system and future agenda of the English schooling system align with traditional 

conservative political ideologies (Reay, 2017; Biesta, 2019; Claxton, 2021). The government’s new 

flagship Institute of Teaching (IoT) is another example of neoliberal influence, which proposes to 

ambitiously reform Initial Teacher Training/Education (ITT/E). The government plans to achieve this 
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by reducing universities’ involvement in leading teacher training courses and moving to a more 

centralised government-led system (DfE, 2021b). In 2021, the government’s ITT market review used 

Ofsted’s new inspection framework to downgrade 45% of university ITT providers to inadequate, 

despite previously being rated as good or outstanding (DfE, 2021b). The Universities Council for the 

Education of Teachers (UCET, 2021), an established national forum on promoting high standards in 

education, expressed concerns over political influences dominating decisions on what should be 

taught on teaching training courses and in schools. Further reforms to the English school system 

include higher priorities on testing and the promotion of hierarchical views of the values and worth 

of different subjects and qualifications (Allen, 2015). Schools compete in league tables and the 

dominance of the EBacc accreditation drive market forces in their pursuit of ‘excellence,’ serving the 

neoliberal education agenda by being focussed more directly on career pathways with potential 

higher earnings (Hastings, 2019). Conversely, equality is not a priority in the neoliberal agenda 

where ‘private interests trump social needs, and economic growth becomes more important than 

social justice,’ making inequalities in education more inevitable (Giroux, 2020:154). The neoliberal 

ideology seemingly opposes the inclusive agenda as inequalities in educational opportunities 

continue to widen, despite the government pledge of ‘levelling up’ (Reay, 2017).  

 

Inherited capital, in terms of socio-economic status, widen the gap even further with private schools 

continuing to be ‘the tip of the iceberg of educational privilege’ (Bourdieu, 1984; Reay, 2017:46). 

Hierarchical systems, for example the MAT programme, reproduce societal inequalities by exerting 

pedagogic authority and symbolic power over the community to maintain the political status quo 

(Bourdieu, 1984; Bourdieu and Passeron, 1990; Wilkins, 2017). Hierarchies are valued in neoliberal 

ideology as they prioritise the needs of the individual (Heywood, 2021). This view is in direct contrast 

to democratisation which prioritises collective needs (Kanellopoulos and Barahanou, 2021:154). 

Educationalists are claimed to be progressive when preferring processes of democratisation in 

education. Progressive ideals include aiming for citizens to become more critically aware and 

actively rejecting structures aligning to hierarchies and power (Freire, 1970; Woodford, 2012; 

Spruce, 2017; Biesta, 2019; Goble, 2021). Critical pedagogy underpins this activist stance by 

encouraging teachers and students to become agents of social change within the education system 

(Benedict, 2018; Hess, 2019; Giroux, 2020). Giroux describes how the focus of critique needs to be 

‘largely on how domination manifests as both a symbolic and an institutional force and the ways in 

which it impacts on all levels of society’ (Giroux, 2020:3).  
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2.1.1.1. Neoliberalism and the arts 

 

In line with cultural policy in England, funding to non-profit arts organisations comes from diversified 

funding streams, mainly in the form of direct government funding (grants-in-aid) and state-

franchised National Lottery money (Myers, 2017). Arts organisations and MEHs are market-oriented 

businesses, responsible for designing creative and participatory cultural programmes to attract 

consumers (Woodford, 2012; Myers, 2017). The neoliberal agenda has created a situation where 

arts venues and organisations market competitive cultural programmes (Powell, Smith and D’Amore, 

2017). Kanellopoulos and Barahanou claim that organisations capitalise by offering transactional end 

products (see p.39, 2.2.2.) with perceived ‘cultural capital’ or ‘use value’ to competitively attract 

consumers in education, primarily parents and teachers (Bourdieu, 1984; Kanellopoulos and 

Barahanou, 2021:141). They further claim, ‘it is seen as essential for any self-respecting cultural 

institution to join the race in offering ‘cutting edge’, ‘open’, ‘immersive’, ‘participatory’ educational 

opportunities’ (Kanellopoulos and Barahanou, 2021:141). Hallam adds that music organisations 

ought to be viewed ethically as businesses with monitory goals facing economic pressures, ‘music 

organisations have to be financially independent and, therefore, could be in an economically 

precarious situation’ (Hallam, 2011:160).  There is a possibility that marginalised communities could 

be viewed as gatekeepers to funding streams, leading to some cultural programmes promoting 

social justice themes, for example, diversity and inclusion, which can contribute to a culture of tick-

boxing (Woodford, 2012:96; Graves, 2018:430). Woodford emphasises this point, 

 
If terms like multiculturalism, diversity, inclusivity and equality of opportunity in education 
have meaning at all for the neoliberal state it is in terms of facilitating global economic 
competitiveness and not democratic citizenship as a means of creating a more just and 
humane society (Woodford, 2012:96). 
 

Consequently, the spending of public funding on this type of programme leads to debates on the 

validity of methods used for measuring and evidencing social impact (Sloboda et al., 2020). 

Kanellopoulos and Barahanou (2021:145) suggest that even though this type of participatory arts 

programme aims to serve a democratising purpose, it may counter democratic values by servicing a 

neoliberalist agenda (Woodford, 2012). Community music programmes are freer to decide whether 

to conform to political pressure and stipulations (Myers, 2017:191). This perceived freedom 

contrasts with the lack of autonomy in the education system, with school policies linked to 

governmental professional standards and accountability measures (Dylan Smith, 2018:39).  
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2.1.2. Music Education  

 

The Education Reform Act in 1988 saw Music being legally stated as a Foundation Subject and 

therefore becoming a statutory entitlement for all children in England aged 5 to 14 (DfE, 2013). This 

signified the high educational value associated with learning music, developing musicality, and 

progressing in musicianship skills (Hallam, 2015; Cox, 2017). Historically, music education emerged 

from the western art music tradition, initially adopting formal pedagogical approaches to learning 

music theory and classical notation, developing instrumental skills on classical instruments, and 

progressing through graded instrumental exams (Wright, 2012:23; Philpott, 2016:82; Wright and 

Davies, 2016; Cox, 2017). In 1992, the newly formed National Curriculum encouraged a new 

direction in music education, with music pedagogy becoming more participatory, inclusive, and 

collaborative through focussing on the skills of playing, singing, composing, and improvising (Green, 

2008; DfE, 2013; Powell, Smith and D’Amore, 2017; Westerlund, 2019). The decision on what 

proportion of the NC ought to include Western art music, alongside all other global and popular 

music styles, is claimed to have ‘provoked a storm of controversy’ among policymakers (Wright and 

Davies, 2016:39). In 2013, the DfE updated the National Curriculum again (NC) (DfE, 2013). The 

newer NC shifted ideologically towards a more traditional instructional methods of teaching 

conventional music notation and the ‘Great Composers’ (Cox, 2017:18). Alongside the publication of 

the new NC (2013), the Paul Hamlyn Foundation commissioned a review on school-based music 

education (Zeserson et al., 2014). The review highlighted successes from the Musical Futures 

initiative, a progressive music education pedagogy stemming from Green’s (2008) research on 

informal pedagogical approaches to teaching and learning music (Powell, Smith and D’Amore, 2017; 

Hess, 2020). Musical Futures is underpinned by inclusive principles and incorporates popular music 

genres and pedagogies and to encourage student-led learning (Lamont and Maton, 2016:75). 

Philosophical differences remain as a topic for debate among many contemporary music academics 

and educators (Philpott and Spruce, 2012). 

 

The high-art status of Western classical orchestral music conveys hegemonies and values stemming 

from centuries of class hierarchies, exclusivity, and elitism (Green, 2008; Woodford, 2012; Wright, 

2016; Powell, Smith and D’Amore, 2017; Hess, 2019; Crossley, 2020). Learning a musical instrument 

has historically been unaffordable to most and the preserve of the wealthier upper classes, leading 

to a sense of exclusion among the populace (Wright and Davies, 2016:42; Savage and Barnard, 

2019). Many policymakers, musicians, and music educators appear concerned about retaining the 

academic status and ‘high-status knowledge’ associated with Western art music values, which can 
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provide access to an ‘elite world of culture’ (Philpott and Spruce, 2012; Woodford, 2012; Wright and 

Finney, 2016:229; Kertz-Welzel, 2021). A recent example of this debate was illustrated in the 

negative social media response to British opera funding cuts by the ACE, which included the removal 

of the English National Opera from the National Portfolio programme with the stipulation that it 

relocates to the North of England (The Guardian, 2022b). The perception of music as a high-art 

results in some people comparing their own musical ability to ‘classically trained musicians’ and 

labelling themselves unmusical in comparison (Kertz-Welzel, 2021:83). Becker (1963) writes about 

the collective identity of musicians belonging to an exclusive club. Niknafs (2021) claims that the 

exclusivity of the musician world makes other people feel gratitude and a sense of obligation to 

revere or praise the musician. This exclusive attitude can cause tensions for musicians and music 

educators in partnership work who may have differing philosophical perspectives on musical values 

(Lamont and Maton, 2016). In 2021, the DfE commissioned the Associated Board of the Royal 

Schools of Music (ABRSM) to design a Model Music Curriculum (MMC) (DfE, 2021a) for school music 

teachers. The ABRSM is a business that has historically marketed instrumental teaching resources 

and exam accreditation associated with instrumental tuition. ABRSM’s profits are therefore linked to 

formal instrumental approaches to learning music. After its publication, the MMC document ignited 

paradigmatic debates between traditional and progressive views of music education on social media 

platforms, receiving criticism for its bias towards traditional pedagogies, for example its emphasis on 

learning classical notation and theory (ISM, 2021). The non-statutory MMC document appears to 

reproduce the historical dominant narratives of what is considered valued learning in music 

education (DfE, 2021a). Many teachers and arts practitioners have never read the NPME or even 

known of its existence due to its focus on MEHs and extra-curricular, or co-curricular, music-making 

activities (Musicians Union, 2019: 5; Savage and Barnard, 2019:36; Youth Music, 2019; Underhill, 

2022).  

 

Since the latter half of the twentieth century, some music educationalists and practitioners have 

advocated for a modernisation of music education in schools by widening responsibility of 

democratising and equitable goals to challenging inequalities, marginalisation, and decolonisation 

within the curriculum (Wright, 2016; Hess, 2019). Hess writes about an alternative direction for 

music education, 

 
Looking to the perspectives and experiences of activist-musicians provides important 
insights for how music educators can honor the intrinsic integration of activism and music 
education toward a different possible imaginary than those reinforced by the oppressive 
ideologies presently circulating in society (Hess, 2019:6). 
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Music education activists, as described by Hess (2019), offer new possibilities for expanding and re-

establishing the broader values of music education by adopting a critical pedagogical approach (Laes 

and Schmidt, 2016; Hess, 2019; Giroux, 2020; Kallio, 2021; Westerlund et al., 2021). Bridging the gap 

between formal and informal approaches to learning music is a crucial concern for many activist 

educators (Hess, 2020). Classical music’s high-art status, and its associated socio-economic barriers, 

are claimed to cause many children to feel alienated from formal music learning in school, 

competing with increasing technological developments and the modernisation of children’s musical 

tastes who prefer to learn ‘cooler’ music informally (Green, 2016:29; Hess, 2019:85-106; Savage, 

2021). Kertz-Welzel claims ‘students worldwide are reported to be bored by classical music and the 

elitist traditions it stands for’ (Kertz-Welzel, 2021:79). Activist educators refer to the philosophical 

teachings of Paulo Freire when calling for students to be open to ‘naming the world’ through a 

process of ‘conscientisation,’ which involves critically exploring dominant political power structures 

and ideologies (Freire, 1970; Schmidt, 2005:3; Hess, 2019:51). The democratisation of the music 

learning process is therefore considered to be a merit-worthy task aimed at conscientising the youth 

of broader critical matters associated with developing their musical identity (Freire, 1970; 

Woodford, 2012; Kertz-Welzel, 2021:86; Kanellopoulos and Barahanou, 2021). Cultural 

omnivorousness, meaning the popular trend of preferring eclectic tastes in music, has reduced the 

notion of classical music as the elite high culture among the middle-classes (Crossley, 2020; Kertz-

Welzel, 2021:86). This trend has removed some of the pressure on young people to follow 

traditional musical learning pathways. Despite the many positives associated with progressing music 

education, Hess (2019:29) offers an alternative critique by pointing out its reinforcement of 

dominant power ideologies. 

 

Over the last decade, neoconservative and neoliberal education policies have negatively impacted 

on Music as a curriculum subject (Daubney and Mackrill, 2018; Savage, 2021; Underhill, 2022:2). The 

situation of Music as a subject is currently perceived by many music teachers and educators to be 

facing a crisis, with some viewing it as being ‘steadily eroded’ from the school curriculum (Daubney, 

Spruce and Annetts, 2019; Bath et al., 2020; Savage, 2021:468). STEM subjects have been prioritised 

in education over arts subjects, as shown by the promotion of the EBacc accreditation and the 

Russell Group university entrance subject list (Savage and Barnard, 2019). The imposed hierarchy of 

subjects in school education has compromised the perception of Music’s value within the school 

curriculum (Wright, 2016). Pupil uptake at key stages 4 and 5 has been declining, and research 

findings warn that A-Level Music may not exist by the year 2032 (Whittaker and Fautley, 2021). 

Music teaching as a career has become de-professionalised, as illustrated by Savage’s (2021:473) 
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research study which evidenced a decline in job security, working conditions and pay contracts. 

Concerningly many instrumental teachers have returned to zero-hours contracts which offer less 

security. Wright and Finney (2016:229) claim this has resulted in high levels of teacher dissatisfaction 

with the career. Up to 70% of music teachers work in single-person departments causing negative 

experiences of isolation (Daubney and Mackrill, 2018; Daubney, Spruce and Annetts, 2019). 

Pressures of performativity and accountability continue to contribute to the detrimental experience 

of music teachers in schools (Daubney, Spruce and Annetts, 2019; Niknafs, 2021). In addition, 

teachers are expected to ‘perform’ to headteachers and parents while being neglected and devalued 

both within the broader political context and micropolitically in schools (Kallio, 2021; Niknafs; 2021). 

Music departments are often underfunded with music teachers in schools generally having poor 

access to financial budgets, ‘When grouped together, 53.4% of teachers must resource music within 

their school for less than £999/year’ (Savage and Barnard, 2019:34; Underhill, 2022). These issues 

have resulted in a retention issue for music specialist teachers, particularly in primary and SEND 

settings (Wright and Finney, 2016:229). In 2019, the Music Education: State of the Nation report 

(2019) highlighted there are 9% fewer music teachers now than in 2010, in contrast to a 7% increase 

in secondary-age students nationally (Daubney, Spruce and Annetts, 2019).  

 

2.1.3. SEND Education  

 

As of June 2022, just under a 1.5million children (n=1,485,409), equating to 16.6% of all children in 

England, were recorded as having an ASN/SEN (DfE, 2022c). Identifying the level of support needs 

falls into two broad categories, with the latter indicating the need for a higher level of support: SEN 

support (previously School Action and School Action Plus) and the Education Health and Care Plan 

(EHCP) (Frederickson and Cline, 2015). Current figures suggest that 12.6% (n=1,129,843) of children 

require SEN support, with an additional 4% (n=355,566) of children who need a greater level of 

support, requiring an EHCP. The EHCP was brought in to replace the original SEN statements and was 

aimed at improving the conditions for multiagency working by fostering more sustainable 

partnerships between educators, medical staff, and care teams (DfE and DHSC, 2015; Hodkinson, 

2019). The EHCP divides categories of needs into four key areas: communication and interaction; 

cognition and learning; social, mental, and emotional health; and sensory and/or physical needs 

(Frederickson and Cline, 2015). The figure below (see Figure 2) shows the range and proportioning of 

different types of Additional Support Needs for pupils in England:  
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Figure 2: DfE SEND Statistics, pupil SEN characteristics as of January 2022.  

 
The complex landscape of SEND education provision across England includes a wide range of 

provision types, including special schools, SEN resources within mainstream schools and Alternative 

Provisions (AP). Approximately 80% of pupils in APs have a diagnosed SEN, most commonly for 

Social, Emotional, and Mental Health needs (SEMH) (DfEc, 2022). As of January 2022, there are 377 

SEN resource units within mainstream schools and 1,163 special schools (DfEc, 2022). According to 

the statistics, approximately 50% of children with an EHCP attend special schools. SEND education 

caters for learners with a vast range of abilities who benefit from inclusive pedagogies and 

individually targeted approaches to learning, rather than a one-size-fits-all approach (Norwich, 

2013). 

 

Since the publication of the Warnock Report (DES, 1978) challenged societal attitudes on disability 

and inclusion in school education, the disability movement has pushed forward the agenda of 
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inclusive education (Hodkinson, 2019). A pivotal moment in the history of SEND education occurred 

in June 1994, when the United Nations held a World Conference on Special Needs Education in 

Salamanca, Spain, hosting representatives from 92 governments to discuss social justice issues such 

as inclusion and equality. The Salamanca Statement significantly called on all countries to adopt an 

inclusive policy in their schools (United Nations, 1994; Jellison, 2018). The original conceptualisation 

of inclusion was directly linked to improving the quality of education experience for children with 

ASN/SEND (United Nations, 1994). Governmental reviews over the last decade revealed that 

children with ASN/SEND generally achieve poorer outcomes when compared to their peers, putting 

them at a societal disadvantage (Ofsted, 2021a; 2021b). The reviews have revealed increasing 

pressures on the capacity of mainstream schools and SEND provisions to effectively cope with the 

higher levels of support needed for increasing numbers of SEN diagnoses. Yearly increases in pupil 

numbers with SEN diagnoses, combined with shortfalls in funding, have contributed to immense 

pressure on a system struggling to cope (The Guardian, 2022a). These pressures have led to a 

perceived crisis among many working in SEND education which is negatively impacting on schools, 

children, and families across the country (BBC report, 20 February 2023). In 2022, SEND Education 

underwent a governmental consultation with a goal of addressing the challenges and issues (DfEb, 

2022). The results of the consultation were released in the SEND and AP improvement plan (DfE, 

2023) published on 2 March 2023 during the final weeks of this thesis study. The plan proposes a 

new national SEND and AP system to monitor the quality of SEND provision. It promises increased 

funding, the building of more SEND schools, and the establishment of a new set of SEND standards. 

 

The development of different models of disability offers further ontological insights into societal 

perceptions of disability and inclusion. The diagram below (see Figure 3) shows Hodkinson’s 

descriptive overview of the models of disability, listed on the left, opposite their descriptions on the 

right. Chronologically it can be viewed from the bottom up, illustrating the journey from exclusion, 

through segregation and integration, towards inclusion in society. 
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Figure 3: ‘From segregation to inclusion: a continuum of models’ (Hodkinson, 2019:24). 

 

The social model of disability was developed throughout the 1980s-90s and rejects the 

medicalisation of disability, instead locating the issue of disability ‘squarely within society’ (Oliver, 

1990:2). The social model united communities of people with disabilities, and associated 

organisations, to advocate for change to increase better accessibility in society (Oliver, 2013). The 

social model agenda achieved success in actively educating society on the issue of reducing societal 

barriers and improving accessibility, for example improved accessibility to public buildings and 

transport services, as well as changing the legal system to prevent acts of discrimination (Oliver, 

2013). However, the social model became a source of debate among disability research scholars 

(Barnes and Mercer, 1997; Swain and French, 2000; Norwich, 2013; Oliver, 2013). Criticisms of the 

social model include a dichotomous view between principles of universalism versus individual 

identity, and the issue of viewing disability from a deficit perspective (Taylor, 1992; Shakespeare and 

Watson, 2001). Oliver argued that this debate negatively impacted the disability movement by 

confusing public awareness of the social model, which many organisations had implemented 

successfully in their ethics and ethos (Oliver, 2013). The debate was accused of emphasising talk 

over action (Thomas and Loxley, 2022). At the turn of the century, Swain and French (2000) 

introduced the affirmative model of disability to offer an alternative ontological view of disability 

(Swain and French, 2000). The affirmative model combines perspectives by extracting positive 
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attributes of pre-existing models of disability (Hodkinson, 2019). Similarly, to the social model, it 

values collective identity by uniting views from disabled communities, while also recognising 

individual diagnoses and situations in a positive and affirmational way. The affirmative model 

promotes a life-affirming view of disability and strongly dismisses the tragic view of disability (Swain 

and French, 2000:569). 

 

Hodkinson accuses ableist views of promoting a conceptualisation of ‘normality,’ which views 

inclusion and disability as ‘subjective and bound within hierarchical societal notions of normality’ 

(Hodkinson, 2019:103; Churchill and Laes, 2021). There is no single definition for the concept of 

inclusion (Norwich, 2013; Thomas and Loxley, 2022:168). Hodkinson describes the semantical issues 

associated with a deficit use of the term inclusion,  

 
By employing a language of deficit, we do not instil pride, respect and value for all pupils, 
but rather refer to individuals who society feels are not able to be included because of 
impairment. Some people would argue that we must move away from this form of language 
and accept that recognition and a celebration of difference are the most important 
keystones of inclusion (Hodkinson, 2019:103). 

 
Hodkinson elaborates further, ‘definitions formulated in these terms do not promote inclusion but, 

conversely, encourage the return to integration and thereby tolerance, not inclusion of children and 

young people with SEND’ (Hodkinson, 2019:103). Tensions can be associated with different 

meanings and usage of the term, for example, the difference between universal and locational 

inclusion (Thomas and Loxley, 2022). This ontological difference contributes to the debate of 

whether children with ASN should be inclusively integrated into mainstream education or 

alternatively at a localised specialist SEND school, which can cater for individual and higher-level 

needs (Hodkinson, 2019). When the concept of inclusive practice is applied in a universal sense, 

meaning to include all, it can sometimes reduce the chance of targeted interventions and 

opportunities for those with ASN/SEND, who ultimately receive less support (Evans and Lunt, 2002; 

Lamont and Maton, 2016:74; Laes, 2017; Hodkinson, 2019). Some researchers strive to support 

underrepresented communities, but debates are considered to exist on who ought to be researching 

issues affecting minority groups, whether people in the community itself or ‘outsiders’ (Norwich, 

2013). Nind points out, ‘The rise of inclusive research is inextricably linked with the rise of concerns 

about people having a voice and making a difference’ (Nind, 2014:23). SEND music teachers in 

schools and their pupils may otherwise remain without a voice, albeit in different ways (Zeserson, 

2012:213).  
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2.1.4. Inclusive music education  

 

Music teachers and educators use a range of inclusive music pedagogies and approaches to meet 

the individual needs of children with ASN (Hammel and Hourigan, 2017). Examples of inclusive music 

activities include using sensory musical equipment or accessible mobile technologies. In SEND school 

settings, music provision can entail either music education, or music therapy, or aspects of both as 

there are many boundary crossovers between the two distinct disciplines (Darrow, 2013:14; Mawby, 

2015; Mitchell and Benedict, 2020). Music therapy tends to play a more significant role in schools for 

children with severe learning differences and profound learning needs (SLD/PMLD), whether 

targeted toward individuals or used in a collective community (McFerran and Elefant, 2018). The 

Sounds of Intent (SOI) music assessment and progression framework is the culmination of over 

twenty years of research studies with children with SLD/PMLD (Ockelford and Welch, 2018). The 

dissemination of SOI through training courses and conferences appears to have resulted in an 

increased use of the framework in many SEND schools. The increased focus on inclusive music 

making particularly over the last decade is illustrated by many examples of high-quality practice 

nationally. One example is the Open Orchestras partnership programme, created specifically for 

SEND school settings, which inspired 52 school orchestral ensembles around the UK 

(https://www.openorchestras.org/). A second example is the establishment of the National Open 

Youth Orchestra (NOYO) in 2018, which offers new career progression routes as professional 

musicians. Similarly, to their mainstream counterparts, some children with ASN/SEN are uniquely 

gifted and become highly accomplished musicians. An interesting insight is shared through Professor 

Ockelford’s work with Derek Paravicini, a blind musical savant with autism and SLD, who is labelled a 

musical prodigy (Ockelford, 2018). With the correct level of support in place some children can excel 

in their musical development and go on to have professional careers in the Music Industry. 

Developments in mobile technologies, including tablets and smartphones, have played an 

increasingly important role in supporting learners who find it difficult to access traditional 

instruments (Randles, 2018; Savage, 2021). However, many SEND music teachers work in isolated 

and underfunded music departments with limited means of networking or accessing partnership 

opportunities (Welch et al., 2001; 2016). A lack of specialist music teachers in SEND schools 

increases the reliance on external partnerships to support schools.  

 

The recently refreshed NPME (DfEd, 2022) informed the music education sector of the future 

establishment of a national MEH specialising in inclusive music education. MEHs are working on 

developing inclusive strategies as part of their commitment on improving social justice principles of 

https://www.openorchestras.org/
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Equality, Diversity, and Inclusion (EDI) (Changing Tracks, 2021). Social justice is a concept based on 

principles of human freedoms and rights (Benedict et al., 2015). Jorgensen’s chapter on social justice 

and music education illustrates the complex relationship between the overt and covert 

understandings of social justice themes within music education, ‘Thinking about social justice 

instrumentally become the “hidden curriculum” of music education, the substrata of all that is done, 

said, and not done or said’ (Jorgensen, 2015:23). Hodkinson points to the problem of the over-

popularisation of the term inclusion, ‘Inclusion is the ‘buzz-word’ (Evans and Lunt, 2002:2) that has 

gained high status and acquired international currency within the United Kingdom’s educational and 

social policy initiatives’ (Hodkinson, 2019:101). This view also aligns with increased use of the term 

inclusion for accessing broader funding streams in arts education (Kanellopoulos and Barahanou, 

2021). Adding the word ‘inclusive’ to music education signals a type of music education practice with 

the act of ‘including’ as its fundamental principle. The popularisation of the term inclusion increased 

in music education policy after the Salamanca statement was published (Jellison, 2018). Around the 

turn of the century, music education adopted a universal meaning of the term inclusion to promote 

a utopian view of social change through improving music education opportunities for all, including 

those who already had access (Lamont and Maton, 2016:74; Kertz-Welzel, 2022). This ontological 

paradigm shift resulted in inclusive music programmes being targeted at wider audiences, inevitably 

reducing the specific focus on ASN/SEND. However, access to learning a traditional musical 

instrument is limited for children with ASN because ‘inequities and segregation continue to exist in 

institutional music education’ (Laes and Schmidt, 2019:19). 

 

Aligning with Hodkinson’s accusation of ableist views constructing a conceptualisation of normality 

(see p.32), Churchill and Laes claim this issue is confounded by the concept of an ableist ‘normative’ 

centre field in music education ‘making room for disability on its own terms without giving up its 

centre’ (Churchill and Laes, 2021:131). They describe the centre field being for people who have ‘no 

need to be included’ but serves to exclude other marginalised groups, whether based on gender, 

ethnicity, class, or disability, or who are ‘different from us’ (Churchill and Laes, 2021:131). Churchill 

and Laes express their desire to trouble, what they describe as, the ‘normative’ centre,  

 
By pushing beyond the hegemonic models of disability, we might become more alert to 
ignorant and divisive ideologies that serve to exclude and silence those labelled as having 
disabilities in music education (Churchill and Laes, 2021:135). 
 

They advocate for equity and access but also recognise that well-intended practices within inclusive 

music education sometimes have the potential to appear exploitative or paternalistic when 

‘showcasing society’s benevolence towards those with disabilities’ (Churchill and Laes, 2021:131).  
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To expand on this criticism, they give examples of where disabilities are portrayed as superpowers in 

popular culture media and where disability is viewed as something to overcome. For instance, 

celebrities with visible physical disabilities, ‘disability is often made visible to showcase 

demonstrations of musical ability that conform with social expectations of overcoming adversity’ 

(Lane, 1992/1999 In: Churchill and Laes, 2021:131). Creating new encounters should produce more 

positive attitudes towards diversity and inclusion among future educators. However, there is still a 

long way to go. In the DfE’s Model Music Curriculum (MMC) published last year (DfE, 2021a:5), only 

two paragraphs specifically mentioned SEND, despite the guidance document lasting 104 pages long. 

The second paragraph was copied verbatim from the SEND Code of practice (DfE and DHSC, 2015:94, 

6.12), demonstrating a lack of consideration or priority for improving high-quality inclusive practice 

in school music education.  

 

2.1.5. Researching music education in SEND school settings  

 

The most significant national survey research undertaken in SEND music education is ‘The Provision 

of Music in Special Education’ (PROMISE) study (Welch et al., PROMISE, 2001; 2016). The PROMISE 

report surveyed SEND schools to gain an overview of their music education provision, for example, 

staffing characteristics, curriculum, and assessment. The online survey was sent to a sample of SEND 

schools in England, catering mainly for children with SLD and PMLD. In 2000, the researchers 

received responses from 53 SEND schools. At the time, the government used an independent 

commercial company to outsource their database of SEND schools (Welch, Ockelford and 

Zimmerman, 2001:16). Accessing SEND schools proved a challenging task, therefore the researchers 

subsequently extended the study for an additional two months. The survey focused mainly on school 

music and curricular issues and included only one paragraph mentioning partnerships. The 

paragraph included one statement regarding a teacher’s experience of working in partnerships. 

While the teacher appreciated the value of the experience, they commented on the challenges of 

costs and transport issues (Welch, Ockelford and Zimmerman, 2001:47). 

 

In 2015, Welch et al. revisited the PROMISE survey, this time within a longitudinal comparative 

methodological framework to review whether the status of music education in SEND schools had 

progressed (Welch et al., 2016). All SEND schools in England at the time (n=1,033) were included in 

the sampling frame. However, only 5.5% (n=57 schools) of schools responded. In similarity with the 

first study findings, ‘around half of the respondents’ did not engage with partnership projects or 

were unaware as to whether they did (Welch et al., 2016:7). Within the cohort who did engage with 
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partnerships, 75% of schools (n=37) reported they had worked with external arts organisations 

mostly on day visits, although with some taking term-long residencies. In addition, this multichoice 

question revealed that fifteen schools had engaged in partnerships with their MEH, fifteen worked 

with other local SEND schools, and eighteen engaged with local mainstream schools. Both PROMISE 

reports highlighted unequal access to music education provision for children with ASN with a 

continued lack of partnership engagement involving SEND schools.  

 

A recent special school consultation in Wales for the arts organisation Live Music Now Wales used a 

survey to collect data on special schools (Welch, 2021). The survey received responses from 18 out 

of 46 special schools in Wales. Sharing a similarity with the PROMISE survey, this research study also 

focused on aspects of school music education and included only one question on music 

collaborations. The results of this question showed that approximately 75% (n=12) of the responding 

SEND schools said they had never participated in music projects with other schools or the local 

music service. The Live Music Now Wales report (2021) and PROMISE reports (2001, 2016) highlight 

the research gap specifically focussing on SEND music education partnerships. 

 
In 2014, the national charity Youth Music initiated the Exchanging Notes programme, delivering 

long-term music education partnership programmes centred around young people in challenging 

circumstances. The programme collaborated with researchers focussing on the topics of partnership 

working between schools, arts organisations, and music education hubs (Kinsella, Fautley, and 

Whittaker, 2018, 2022). Over a period of four years, the programme involved ten schools, ten arts 

organisations, and several MEHs. The researchers found that teachers and music leaders were keen 

to share a commitment to sustainable working over a longer time. This view involved engaging in 

collegial communication, sharing information and curricula, and mutually respecting differing 

ideological perspectives (Savage and Barnard, 2019). Despite the programme focussing on inclusive 

partnerships with disadvantaged youth, it only involved one SEND school for SLD/PMLD pupils. The 

study, therefore, appeared not to have a specific overall SEND focus. Out of the ten partnerships, 

only seven were completed successfully at the end of the four years, with three partnerships 

breaking down. Evaluations of the programme ethically omitted information about why these three 

partnerships failed to complete the programme (Kinsella, Fautley, and Whittaker, 2022). However, 

the findings from these three projects could potentially reveal interesting insights into causes of 

challenge in partnership work.  
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2.2. Bourdieu’s sociological theories and analytical thinking tools  

 

Emerging themes from the contexts section of the literature review led to my interest in the studies 

and writings of the French theorist Pierre Bourdieu (1930-2002). Bourdieu’s sociological theories 

offered an alternative perspective for understanding the causes of inequalities reproduced by 

hierarchical societal structures. Bourdieu’s (1984) theorising on the concepts of distinction, field, and 

habitus, provided deeper insights into researching themes of identity, diversity, and plurality in 

society. Gaining a deeper sociological understanding helped to comprehend different perspectives 

on issues such as neoliberalism, authority, and hierarchy, all of which are considered to impact on 

the widening gap between privileges and inequalities (Giroux, 2020). Becoming more critically aware 

of the socio-political and historical contexts contributed to a deeper understanding of what factors 

may affect a person’s epistemological and ontological perspectives (Giroux, 2020). For example, 

societal conceptualisations of disability, which cause contrasting viewpoints within the ableist 

discourse on inclusion (Hodkinson, 2019). Even though Bourdieu’s writings were mainly situated in 

France in the latter half of the twentieth century, the research methodologies he used to deepen 

relativist understandings of culture and music are still significant today to some modern-day 

sociologists, although some critiques position him as outdated (Wright and Finney, 2016:228; 

Wright, 2016; Crossley, 2020). 

 

Bourdieu’s sociological insights continue to benefit music education research, ‘Bourdieu’s cultural 

sociology may even enrich the music education research field with its useful tools/perspectives for 

understanding music’s role in social life’ (Grenfell, 2014:4; Burnard, Trulsson and Söderman, 2016; 

Wright, 2016; Crossley, 2020). Relevant to this study on music education are Bourdieu’s theories on 

cultural reproduction in the education system and his conceptualisations of capital, field, and 

habitus (Bourdieu, 1984). Bourdieu’s concepts are not easily definable due to their complex, 

multifaceted descriptions; hence this study does not have the scope to cover them in detail but 

merely provides a short summary (Reay, 2004). Of particular interest to this study was Bourdieu’s 

methodological approaches to studying societal distinctions and correlations between different 

cultural tastes and social class (Bourdieu, 1984). The targeted population involved in this study are 

from multi-disciplines relating to SEND music education. Figure four shows the distinct fields 

relevant to this study, Music, Education, and SEND, as well as the interdisciplinary fields of Music 

Education, Music and SEND, and SEND Education, which all combine to form the field of SEND Music 

Education, encompassing knowledge from all combined fields: 
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Figure 4: Diagram showing the disciplinary fields relevant to this study and their interrelations. 

 

2.2.1. Bourdieu’s theories on the institution of education  

 

Bourdieu’s sociological studies offer insights into deeply rooted power structures and hierarchies 

which impact on societal inequalities (Thatcher et al., 2016). He was preoccupied with sociology's 

political and moral dimensions, and his interest lay in studying ‘mechanisms of symbolic domination’ 

(Bourdieu and Wacquant, 1992:49-50). Bourdieu wrote that even though educational institutions 

might be disguised as ‘liberal’ and democratising systems, they are perpetrators of symbolic 

violence, using pedagogic authority to promote dominant political ideologies, uphold power 

structures, and maintain hierarchical stratification of social classes (Bourdieu and Passeron, 

1990:66). Bourdieu (1984:73) viewed the purpose of the education system as serving the dominant 

classes in terms of cultivating cultural capital in the form of academic capital, which is exclusive 

against those who cannot access academia. An example is the examination system in education, 

designed to promote a culture of hierarchy and exclusion, thus limiting access to academic 

pathways, and reproducing class inequalities through a sense of ‘othering’ (Bourdieu and Passeron, 

1990). Bourdieu (1984:263) presented the counter-narrative view from teachers as oppositional, 

rejecting the dominance of high-brow culture and bourgeoisie tastes. He perceived teachers as 

fulfilling a minority role in educating children, with no pedagogical authority on what they teach 

(Bourdieu and Passeron, 1990). In writing about whether minorities should oppose or accept 

assimilation to the school system, Bourdieu claimed ‘the dominated are very often condemned to 

such dilemmas, to choices between two solutions which, each from a certain standpoint, are equally 

bad ones’ (Bourdieu and Wacquant, 1992:82). Although Bourdieu did not appear to focus specifically 
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on the topic of exclusion associated with disability, his insights into dominating sociological 

structures and exclusionary practices increase deeper levels of understanding around issues 

associated with the concept of inclusion in education (Thatcher et al., 2016). Bourdieu (and 

Passeron, 1990) argued that the education system is predominantly aimed at sending children to 

university, perpetuating the values and belief systems of the bourgeoisie, who hold superior cultural 

capital. This view aligns with neoliberalist ideals which value competitiveness, striving for 

‘excellence,’ and an individualist survival of the fittest mentality (Heywood, 2021). Bourdieu 

recognised the dangers of neoliberalist threats and declared himself fighting against ‘the destruction 

of a civilisation’ under threat from neoliberalism, a position he held until his death in 2002 

(Bourdieu, 1998a, In: Grenfell, 2014:19). Bourdieu foretold the consequences of neoliberalism on 

widening inequalities in education.  

 

2.2.2. Bourdieu’s conceptualisations of capital, field, and habitus  
 

One can accrue many types of capital in life, whether economic, social, cultural/educational, 

inherited, linguistic, religious, or symbolic (Bourdieu, 1984; Grenfell, 2014). Bourdieu considered 

capital multifaceted and an advantageous transactional product or human attribute that carries 

value during interactions, whether material or metaphysical. Bourdieu (and Wacquant, 1992:19) 

used the analogy of the game of life, affording those with transactional gaming chips of capital the 

tools for achieving success. Bourdieu related inherited capital to social positioning and status, 

claiming that inequality occurs prior to a baby being born (Grenfell, 2014). For example, people born 

to wealthy parents are more likely to learn an instrument, and people born to parents who attended 

university are more likely to be encouraged to pursue an education in the Western art music 

tradition (Bourdieu and Wacquant, 1992). 

 

Bourdieu’s concept of a field implies a bounded and structured social space where ‘interactions, 

transactions, and events occur’ (Grenfell, 2014:66). He described a field as le champ, meaning 

football field in French, to illustrate how the concept assumes multiple meanings and interrelated 

factors, for example, the position of players, the rules, and the physical condition of the field 

(Grenfell, 2014). As players interact with others in the field, they receive recognition, or symbolic 

capital, and enter transactions of capital to gain the advantage. The concept of field is, therefore, 

inextricably linked to the habitus and capital of other people in the field, as well as one’s own 

(Bourdieu, 1984). This study explores partnerships between organisations and people representing 

different subfields linked to SEND music education. For example, subfields within the field of music 

education include school music departments, community ensembles, instrumental teachers, 
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conservatoires etc. Each subfield, including groups and organisations, has its own unconscious set of 

unwritten rules and values, which Bourdieu coined the term Doxa. For example, musicians are said 

to have their own social codes and rules and must navigate their differences with non-musicians 

(Becker, 1967). Individual subjectivities are interrelated to collective objectivity attached to each 

field (Grenfell, 2014). Bourdieu was particularly interested in researching the interrelation between 

human objectivity and human subjectivity (Bourdieu, 1977).  

 

For Bourdieu, habitus captured the unique individuality of a person ‘as a complex internalised core 

from which everyday experiences emanate’ (Reay, 2004:435). Bourdieu’s concept of habitus helps to 

understand the complexities of an individual’s philosophical viewpoint, ‘the singularity of the 

individual habitus… linked to individual history’ while being ‘embodied, boundaryless, multilayered’ 

(Bourdieu 1990: 86; Reay, 2004:434). Bourdieu describes habitus as a ‘system of lasting and 

transposable dispositions, integrating past experiences, functioning at every moment as a matrix of 

perceptions, appreciations and actions and makes possible the achievement of infinitely diversified 

tasks’ (Bourdieu and Wacquant, 1992:18). The transformative paradigm places importance on the 

concept of time, which is also an essential aspect of understanding another dimension of habitus, 

‘for in habitus the past, the present and the future intersect and interpenetrate one another’ 

(Bourdieu and Wacquant, 1992:22). However, the concept, constructed through its interrelations 

with capital and field, also has a collective definition when considering plurality and diversity of 

perspectives within different contexts and fields (Bourdieu and Wacquant, 1992:19). Crossley writes, 

‘Where habits steer individual behaviours, conventions structure interaction and relations’ (Crossley, 

2020:4). Crossley refers to the systems that may affect relational interactions between the diverse 

workforce in different types of organisations, which is a central theme in this study. 

 
Bourdieu used his conceptualisations of capital, habitus, and field to explore individual and collective 

identities. However, his particular interest lay in the interrelations between these concepts, ‘such 

notions as habitus, field, and capital can be defined, but only within the theoretical system they 

constitute, not in isolation’ (Bourdieu and Wacquant, 1992:96; Reay, 2004:423). Bourdieu used 

these concepts as analytical thinking tools to study interrelations between human objectivities and 

subjectivities, although he opposed dualisms in general (e.g., micro/macro and subjective/objective) 

(Bourdieu, 1977). A recurring theme of interest in Bourdieu’s work is ‘opposition between the 

universal and the unique’ (Bourdieu and Wacquant, 1992:75). This theme aligns with broader 

political, philosophical, and multiculturalist debates on the dichotomous view of universalism versus 

individualism (Taylor, 1992). Although, Stetsenko asserts this view is limited, choosing instead to 
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describe the view as ‘individual and collective dimensions of human practices and across the scales 

of the past, present and the future’ (Stetsenko, 2017:29). 

 

Bourdieu’s conceptualisations of capital, habitus, and field influenced the design and construction of 

the thesis questionnaire, which was tested during a previous pilot study project. The questionnaire 

aimed to distinguish between different identities with the notion that opinions may be similar 

among collective groups and how that relates to individual subjectivities. Bourdieu was against 

theory in academic research for theory’s sake, preferring its application to centre around the activity 

of knowledge production (Bourdieu and Wacquant, 1992:30). In this thesis Bourdieu’s theories 

informed the development of the analytical framework used to analyse data collected in this study 

(see Chapter three).  

 

The literature review has so far discussed specific issues relating to social justice themes within 

contexts of education, music education, SEND education and inclusive music education. Bourdieu’s 

sociological studies and analytical thinking tools provided a gaze through which to explore principles 

of inclusion, equality, and diversity (Bourdieu, 1984; and Passeron, 1990; and Wacquant, 1992). 

The underlying rationale for this research study was that not enough information is known about the 

challenges occurring in music education partnerships involving SEND schools. Bourdieu’s theoretical 

lens offered a deeper understanding of the contextual influences behind dominant structures and 

inequalities in music education and sets the scene for exploring those that impact SEND schools in 

partnerships.  
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2.3. Themes of challenge in music education partnerships  

 
The third section of this literature review explores three themes of challenge in music education 

partnerships. Challenges involving mainstream schools are likely to affect SEND schools too, 

however, SEND schools are affected by additional challenges, therefore discussion on these matters 

is interwoven throughout the section.  

 

2.3.1. Identity, diversity, and the subsequent need for distinction  

 

As previously mentioned, since the turn of the century there has increasingly been more reliance on 

external partnerships to enhance school music education through collaborative projects between 

teachers and artists (Zeserson, 2012). The evolution of the MEH model over the last decade served 

to construct a more joined up national infrastructure of educational support for music in schools. 

Music educationalists actively called for a progressive and multi-professional approach in support of 

this increased reliance on partnership working (Laes and Schmidt, 2016; Hess, 2019). This support is 

needed because multi-professional collaborations in interdisciplinary programmes bring added 

dimensions of complexity and challenge (Christophersen and Kenny, 2018; Froehlich, 2018:17; 

Repko, Szostak, and Buchberger, 2020). SEND music education partnerships employ a multicultural 

and diverse workforce representing ‘a multiplicity of identity constructs and self-perceptions that 

impact significantly on both the conceptualisation and the implementation of partnerships in music 

education’ (Zeserson, 2012:214). In this quote, Zeserson specifies the importance placed on the 

conceptualisation of the individual, aligning with Bourdieu’s theory of habitus (Bourdieu, 1984). 

Furthermore, she alludes to the significance of the interrelation of individual subjectivities with 

collective identities and objectivities of schools, arts organisations and MEHs (Bourdieu, 1977). 

Zeserson elaborates further on the challenge of interdisciplinary collaborations, ‘tensions between 

different and shifting viewpoints (both pedagogical and musical) can be destructive or dynamic’ 

(Zeserson, 2012:218). She argues that there needs to be more straightforward guidance on 

workforce roles to counter this challenge and bring about more mutual collaboration. Differences in 

epistemic and ontological perspectives may also impact on micropolitical issues among staff working 

in partnerships (Benedict, 2018). The term micropolitics refers to theories of conflict and power in 

association with the exploration of identities and their relations to others (Conway, Rawlings and 

Hibbard, 2018). An example of micropolitics in school music education is conflict caused by unequal 

role expectations and issues regarding different perspectives on inclusive, or ideological, values 

associated with learning music. 
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Christophersen and Kenny’s book Musician-Teacher Collaborations: Altering the Chord (2018), 

contains viewpoints from thirty teachers, educators, and artists covering partnerships across eleven 

countries. Each chapter gives a different perspective on tensions and conflicts arising in partnership 

work. For example, Froehlich’s (2018) chapter on stakeholder influences in partnerships, or Rolle et 

al.’s (2018) chapter on role conflicts. The book illustrates the diverse nature of partnership work 

involving plural perspectives reflecting multiple identities. Christophersen and Kenny suggest causes 

of tensions between teacher and artist identities, ‘collaborations could have problematic 

dimensions, such as asymmetrical power relations, opposing ideologies, and competing discourses 

connected to professional expertise, identity, and traditions’ (Christophersen and Kenny, 2018:233). 

They attribute these problems to different competencies every individual brings to the relationship. 

Christophersen and Kenny consider that the forced act of negotiations between professional 

musician and teacher identities can add elements of ‘surprise, tension, and/or interest’ 

(Christophersen and Kenny, 2018:3). Kenny and Morrissey present a critical view of teacher-artist 

identities, referring to positive or negative disruptions, or ‘disturbances,’ when a visiting artist 

practitioner enters and ‘alters’ a classroom space (Kenny and Morrissey, 2020:1). Unbalanced roles, 

therefore, present a challenge in hierarchical partnerships concerning who has the power to decide 

on values and expected outcomes, as well as what assessment, evaluation or accountability measure 

should exist and for what purpose (Benedict, 2018; Christophersen and Kenny, 2018:235).  

 

At a macro-level, institutional differences between organisations create challenges in partnerships 

(Hallam, 2011: 160). Hallam shares his reasoning for why partnerships can be complicated and have 

inequal roles, 

Partnership working is complex and challenging because organisations have distinctive and 
different core purposes. Partners will bring with them the values of their organisations or 
institutions. Schools and arts organisations have different cultures: different priorities, 
needs, values, working patterns and vocabularies (Hallam, 2011:160). 
 

Kinsella, Whittaker, and Fautley believe that ‘school music education in England is highly controlled’ 

in comparison to the ‘largely unregulated world of informal learning and teaching’ in the wider 

music sector (Kinsella, Whittaker, and Fautley, 2022:3). This distinction was highlighted further in 

Saunders and Welch’s (2012) pilot study looking at communities within music education 

partnerships. As well as positive strengths, for example the sharing of resources, they found there to 

be a ‘perceived lack of mutual understanding between partners in formal and non-formal settings in 

terms of their “ways of working” and common understandings of terminology’ (Saunders and Welch, 

2012:9). Kinsella, Whittaker, and Fautley highlight the cause of different expectations of outcomes, 

‘the absence of shared expectations hinders collaborations among participants who are 
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enculturated in communities with different value systems, goals, and identities’ (Kinsella, Whittaker, 

and Fautley, 2022:4). They further point out that teachers in schools are preoccupied with the 

learning outcomes, compared to musicians who may be more activity-driven, 

 
Just as the schools were controlled by performative regimes, the informal music 
organisations were also engrained in specific practices, in their cases, grounded in the 
‘doing’ of music. Doing is important, especially in music education, but activity is not a 
substitute for learning (Kinsella, Whittaker, and Fautley, 2022:7).  

 
Previous global arts partnership programmes have explored the challenge of multidisciplinary 

working in this type of partnership. Westerlund writes about the situation of music education in 

Finland and claims ‘the insufficiency of institutionally structured arts education services’ is a 

contributing factor of challenge in providing effective partnerships (Westerlund, 2021:5). In Norway, 

the Cultural Rucksack was a flagship cultural arts programme intended to widen school participation 

in the arts. In their report, Christophersen et al. (2015) included a whole chapter dedicated to the 

challenges of workforce diversity, bureaucracy, and conceptualisations of inclusion. They observed ‘a 

tense relationship in the programme between the school sector and the cultural sector’ caused 

partly by a lack of ownership by the schools' representatives, as well as different views on how 

children should engage with the arts (Christophersen et al., 2015:53). In Ireland, Kenny and 

Morrissey (2016) reported on the flagship cultural initiative, Exploring Teacher-Artist Partnership as 

a Model of CPD for supporting and enhancing Arts education in Ireland. Their key findings, which 

include the subtitled headings of ‘renegotiating relationships and identities; managing conflict; and 

uncertainty about future partnerships’ (Kenny and Morrissey, 2016:61). These key findings appear to 

be recurring themes mentioned other in literature on partnerships (Christophersen and Kenny, 

2018). In Canada, Andrews (2016:76) shared teacher responses to a national arts education 

partnership, revealing that teachers were concerned with the lack of classroom management skills 

of visiting artists. 

 

The diverse nature of the interdisciplinary workforce is a challenge for researchers who require 

enough contextual knowledge in more than one discipline to enhance their own understanding of 

multiple viewpoints (Repko, Szostak and Buchberger, 2020). In several music education research 

studies, researchers made visible efforts to classify the identity of the respondents before asking 

questions on the survey topic. In Savage and Barnard’s (2019:22) research study, the methodology 

included using four online surveys and distinguishing between instrumental teachers, classroom 

teachers, music managers and headteachers. Out of 1081 respondents, a significant weighting of 

825 instrumental teachers completed the survey, compared to only 179 classroom teachers. 
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Differences between the two populations included those with Qualified Teaching Status (QTS), for 

which 25.1% of instrumental teachers had QTS in comparison to 83.1% of classroom teachers. This 

difference may also highlight the lack of available courses for instrumental teachers to achieve QTS. 

Other differences between instrumental and classroom music teachers included the number of 

children taught, frequency of time spent in one school, and employment status. Savage and 

Barnard’s methodology highlighted the need to put distinction at the forefront of any data collection 

method, including clarifying different types of music teaching. ABRSM’s Making Music Survey 

(ABRSM, 2021:8), the largest music survey in the UK, identified the number of respondents to their 

survey as 2485 teachers. The report showed no obvious attempt at distinguishing between 

instrumental and classroom teachers. The respondent profile showed 24% of teachers had a PGCE 

qualification but offered no further clarification as to how many instrumental teachers have a PGCE 

(ABRSM, 2021:13). Having a PGCE is not necessarily an indication that a teacher is delivering 

curriculum music. Additionally, ABRSM offered limited information on the sampling strategy, and 

appeared to have used other music organisations, not schools, to disseminate the questionnaire. 

The wording of the report could be interpreted to suggest a bias towards instrumental teaching as 

being more dominant over other types of music teaching (ABRSM, 2021:51, figure 48).  The 

economic context of ABRSM as a business dependent on generating funding through instrumental 

teaching and music resources reinforces the potential for encountering bias. Better descriptive 

distinctions between different types of teachers and educators may be effective in reducing bias and 

enhancing validity in a research study. 

 

2.3.2. Hierarchy, dominant narratives, power relations 

 

The dominance of political narratives in education policy, in contrast to the perceived lack of teacher 

voice, makes it challenging to find authentic voices and accurate truths about the quality of SEND 

music education partnerships. The NPME appears hierarchical in the sense that it provides 

accountability measures for managers of MEHs, however, many teachers and arts practitioners are 

unaware of its existence and have never read it (Savage and Barnard, 2019:3; Musicians Union, 

2019:5; Underhill, 2022). Judgements of what is perceived to be higher, or poorer, quality practice in 

partnerships may be misinterpreted.  Hallam argues that arts organisations need to critically reflect 

on what needs to improve, as well as celebrate successes, when accessing or applying for funding 

grants,  

 
No one sets out to provide a poor-quality experience. However, funding requirements 
almost invariably lead to success factors being celebrated and opportunities for 
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improvement being ignored. At worst, artists and organisations are inward-looking and do 
not invest the time to find out what is being developed elsewhere (Hallam, 2011:160). 

 
It is important for music organisations and MEHs to achieve financial independence in times of 

economic instability (Kinsella, Fautley, and Whittaker, 2022: 11). Consequently, evaluative reports 

can play a vital role in securing funding streams. Savage and Barnard write about the MEH model to 

illustrate their views on this issue,  

 
Whilst the work of some MEHs is truly inspiring, there is a mediocrity in others and the 
consequences of a de-professionalised workforce have quickly become apparent. Certain 
organisations working within music education have been inclined to offer a more positive 
outlook as to what is actually going on in an attempt to protect their own interests. There has 
been little thought given to the wider decline of music education in the country as a whole 
(Savage and Barnard, 2019:7). 
 

Savage and Barnard highlight the possible disjunct between the quality of a project and how it might 

be reported. Market pressures have driven arts organisations to increasingly use victory narratives in 

telling ‘celebratory accounts’ of partnership work (Hallam, 2011). Criticality is not the goal of many 

arts organisations and MEHs in evaluating their work, ‘when something is perceived as valuable and 

“good” by so many, critical voices may be difficult to raise’ (Loga, 2003:75, In: Christophersen and 

Kenny, 2018:233). Westerlund et al. (2021) propose that there is a danger of dominant narratives, 

for example managerial voices, in music education to promote an expert culture in arts education. 

They argue that this will ‘lead to a self-interested, self-sustaining, and self-advocating occupation 

that withdraws from the broader societal responsibilities’ which they suggest is shaping ‘the art 

world’ (Westerlund et al., 2021:6). One example is the high levels of funding awarded to high-arts 

cultural organisations, including the English National Opera and professional classical orchestras, to 

deliver education and inclusive partnership programmes with schools. The lack of counter-narratives 

being heard from minority voices in education means that advocating for the disabled community, 

especially children with ASN/SEN, is hindered by the ‘goodness discourse’ and ‘politics of obligation’ 

(Hess, 2021; Niknafs, 2021:11). 

 

Dominant voices are more likely to have authority, however, hierarchies create challenges when 

dealing with a plurality of multiple perspectives (Bourdieu and Wacquant, 1992; Froehlich, 2018). 

The DfE’s second NPME (DfEd, NPME2, 2022) was published two years later than planned and 

towards the end of this thesis study. The document is non-statutory in schools, lasts 92 pages in 

length, and includes no reference list. The omittance of an author’s name results in uncertainty 

around authorship and therefore who has pedagogic authority (Bourdieu and Passeron, 1990). The 

NPME2 faced criticism over its appointment of an expert panel, apparently limited in teaching 
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qualification and experience, which sent a hierarchical message that teacher perspectives were 

excluded from the conversation (Underhill, 2022). By aligning with the MMC, the refreshed NPME 

openly promotes a more traditional ideological agenda in music education (DfE, 2021a; DfEd, 2022). 

Dominant political narratives in music education, including the MMC and NPME2 documents, may 

be perceived to promote a traditional ideology of how music ought to be taught more formally in 

schools. This situation could possibly contribute to power relations and tensions between teachers 

in schools, and musicians who may capitalise on the competing marketability by offering more 

formal music learning opportunities (Bourdieu, 1984; Bourdieu and Passeron, 1990; Belfiore, 2020). 

 

In a partnership project musicians and teachers are given power by their positioning as an expert, 

leading to ‘competing agendas, paradigms, and measures of success’ (Kinsella, Whittaker, and 

Fautley, 2022:7). Fahy and Kenny (2021) criticise hierarchical, or top-down, approaches where the 

musician is deemed to be ‘the expert’ and therefore given power and authority based on that 

presumption. Their view is that this type of dominant relationship can result in a lack of goodwill 

towards the teachers’ artistic competencies. They also claim that partnerships do not appear to 

maximise or benefit the children’s learning as much as previously thought. Writing about music 

partnerships in the UK, Partington highlighted identity issues as a critical challenge when 

establishing relationships between musicians and teachers, leading to partnerships that ‘are fraught 

with hierarchy’ (Partington, 2018:159). She concludes ‘the musician actively leads and the teacher 

passively participates, observes, or is actually absent cannot constitute an equal of effective 

partnership’ (Partington, 2018:159). Partington claims that hierarchical roles in partnerships can 

result in teachers feeling undermined and reflecting on their own musical efficacy or inadequacies 

(Partington, 2018). Partington (2017) explores these issues further in her PhD thesis field study 

research, during which she looked at the issues specific to partnerships involving primary schools. 

Alienation can occur if a teacher disengages and detaches from a project, which can negatively affect 

the construction of an ideal relationship, for example, creating low-level ‘generalist’ teacher 

confidence (Andrews, 2016:78; Partington, 2018). Niknafs (2021) questions why the artist is 

bestowed with gratitude and artistic recognition, while the music teacher is not. Additionally, 

teachers sometimes feel they must accept the artist's authority to take on the mediator role 

between artist and student. However, this may lead to the teacher giving away their ‘definitional 

power’ (Fahy and Kenny, 2021:5). An effective partnership is thus hard to envisage so long as only 

one is granted power of definition, and hence a more prominent position than the other.  
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2.3.3. The issue of measuring quality in music education partnerships 

 

The concept of quality is multifaceted in terms of describing higher, or poorer quality, which leaves 

the boundaries of the associated differing ideological values undefined and fluid. Measuring quality 

in music education partnership programmes is complicated and contested due to differing 

philosophical perspectives on what is considered valuable learning in music education. The Henley 

Review on Music Education highlighted the issue that in non-formal contexts ‘there has been no 

single definition of what constitutes best practice’ (Henley, 2011:15). Henley suggested that ‘schools 

should be unafraid of being more demanding’ of the organisations that they work alongside to 

ensure that ‘any programmes that they buy in fulfil the criteria of learning outcomes that tie in with 

their overall curriculum objectives’ (Henley, 2011:13). MEHs are accountable to Arts Council 

England, who act as fund holders on behalf of the Department for Culture, Media, and Sport (DCMS). 

ACE uses quantitative data to measure and monitor quality and progression in partnerships between 

schools and hubs across England (Fautley and Whittaker, 2018). One criticism was voiced by a MEH 

board member who said, ‘We can meet all of the Arts Council key performance indicators without 

doing anything about quality’ (Ofsted, 2013:19). The State of Play report (2019) recommended that 

ACE also use qualitative methods to provide more informed pictures of what is happening in schools 

and for MEHs to use kite-marking in early years and SEND provision to identify examples of best 

practices (Ofsted, 2013:19; Savage and Barnard, 2019:5). 

 

Prior to the publication of the first NPME in 2012, Ofsted (2012b) published a commissioned report, 

Music in Schools: Sound Partnerships, which reported evaluative findings on the quality of music 

education partnerships involving 59 schools. Ofsted (2012b:6) observed that only ten schools 

managed to achieve outstanding or good partnerships which proved to be value for money and 

produced musical outcomes for all children. Ofsted reported that partnership work in the form of 

instrumental lessons was ‘not a guarantee of sustained good-quality outcomes’ (Ofsted, 2012b:6). 

Additional issues included the disconnection of partnership work from children’s day-to-day 

curriculum learning and missed CPD opportunities for staff. Weaknesses in evidencing quality was 

attributed to the school leadership’s inability to monitor quality in partnership projects, which 

resulted in them ‘favouring trust in the organisation’ instead of listening to music teachers in schools 

(Ofsted, 2012b: 4). In summary, the report concluded that poor quality outcomes, ‘particularly for 

the most disadvantaged’ children, were linked to ineffective methods of monitoring, evaluating, and 

managing partnerships (Ofsted, 2012b: 6). Despite considerable government investment the report 

revealed that poorer quality music practice was still frequently happening and that partnerships had 
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done little to improve the overall quality of school music education (Ofsted, 2012b:4). In this Ofsted 

report, suggestions for change included strengthening senior leadership’s understanding of music in 

schools, to ensure practitioners and educators work together to develop their knowledge of good 

practice in music education. They concluded that more robustly monitored partnerships inevitably 

raise the chances of receiving good value for money.  

 

A year later, Ofsted (2013) conducted further research on the newly established music education 

hubs. Their report, Music in schools: What hubs must do, is based on visits to 31 schools and 

interviews with their associated hub managers. Inspectors reportedly found few examples of good 

inclusive practice, writing that little had changed regarding improvements in music education, with 

schools providing ‘disjointed and superficial’ musical learning and having low expectations of pupil 

achievement (Ofsted, 2013:4). However, in contrast to schools' performativity procedures, Ofsted 

does not inspect MEHs. Even though the purpose of Ofsted is sometimes a source of contemporary 

debate, the research findings from their reports over the last decade revealed interesting insights on 

the quality of music education partnerships. In a change of direction, the recent Ofsted (2021c) 

review of music education is school-based and curriculum-focused, omitted information on 

partnerships, also highlighting a gap in recent research on the topic.  

 

2.4. Solutions discourse  

 

2.4.1. The need for mutual and dialogical collaborations 

 

Many key authors referenced in this literature review suggested what factors might contribute to a 

successful music education partnership. Partington asserted that developing ‘ideal’ relationships to 

celebrate the creative and musical potential of all children and staff involved helps to remove 

hierarchy and fosters a better collaborative and ‘mutually meaningful’ approach to working in 

partnership (Partington, 2018:164). She also advocated dedicating time to creating dialogical 

relationships between musicians and teachers for honouring expertise, reflecting on observations, 

sharing experiences and vulnerabilities, and building honesty. Saunders and Welch (2012:13) 

indicated that a dialogical approach is needed between formal and non-formal settings to 

understand the potential for a successful programme within a broader educational agenda. They 

concluded that longer-term programmes developed stronger relationships between partners by 

allocating better use of time to build trust for reflective practice and open dialogue. Kinsella, Fautley, 
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and Whittaker (2022) also reported positively on the longevity aspect of successful relationship 

building.  

 

Fahy and Kenny advised that collaborative, equity-based partnerships with mutual respect for each 

other’s competencies lead to higher quality ventures, ‘a working partnership between musician and 

teacher should thus entail equality, mutual respect, trust, dialogue, and room for negotiation as well 

as for constructive criticism’ (Fahy and Kenny, 2021:5). Fahy and Kenny concur that long-sustaining 

partnerships with mutual and equal relations create an ‘ongoing, evolving and dynamic process 

which involves exciting opportunities to challenge, develop and potentially transform their 

pedagogic practices’ (Fahy and Kenny, 2021:11). Their latest research focuses on the potential for 

arts partnerships to support teachers and artist practitioners to progress in their Career Professional 

Development (CPD) and enrich the schools’ arts curriculum. The most appropriate person to deliver 

the arts curriculum in schools is often the class teacher, therefore the leadership team needs to 

support teachers’ capacity to build relationships with visiting arts practitioners by creating a whole 

school ‘community of practice’ (Kenny and Morrissey, 2016: 88; Holdhus, 2018). Westerlund et al. 

(2021) argue for needing a new social epistemology within music education as a crucial tool for 

developing conscious and critical awareness among communities to enact an agenda of change. 

They suggest moving beyond boundaries within arts partnerships and adapting to a changing society 

by the promotion of activism as a ‘necessary condition for social innovations to emerge’ (Westerlund 

et al., 2021: 4). This view, although cultivated from a Finnish educational context, supports the role 

of musician educators following a pathway of activism in promoting higher-quality inclusive agendas 

in future partnerships (Laes and Schmidt, 2016; Hess, 2019). 

 

2.4.2. A summary of the literature review  
 

Philosophical, political, moral, and socio-economic contexts gave insights into past and current 

debates and issues, supported by relevant pre-existing studies on music education partnerships. This 

literature review identified the following gaps in research on SEND music education partnerships in 

England: 

- Literature older than 2012 does not relate to partnerships involving MEHs. 

- International literature adds alternative perspectives about SEND music education 

partnerships, but does not include critique on partnerships in England, which involve the 

English school system and MEH model. This thesis is England-centric. 

- Engaging SEND schools in research continues to be challenging (Welch et al., 2001; 2016)  
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- Most academic music research conducted on SEND schools is within the field of music 

therapy (Jellison, 2007; Randles, 2018:147).  

- Pre-existing research studies on music education in SEND schools previously focused on 

schoolwide and curriculum matters (Welch et al., 2001; 2016; Welch, 2021); musical 

development and assessment (Ockelford, 2018); teacher and student perceptions (Jellison, 

2007; Jones, 2015). They did not focus on partnerships involving SEND schools, MEHs and art 

organisations. 

- Challenges and tensions during partnerships mentioned in many pre-existing studies do not 

explicitly refer to SEND education. 

- Challenges exist at a macro-level, for example, differences between arts organisations and 

school institutions, including accountability, funding opportunities, and ideological values.  

- At the micro-level is the relationship between the teacher and musician, which navigates 

boundaries of multiple identities involving many perspectives (Froehlich, 2018:17; Dylan 

Smith, 2018; Partington, 2018).  

- There is a range of grey literature associated with SEND music education partnerships, which 

can inform the study. Ontological issues of authority and truths required further exploration.  

A gap was identified in academic research focusing on addressing the challenges in SEND music 

education partnerships in England. The next chapter introduces the research paradigm, 

methodology, research design and selected methods used in this thesis study.  
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Chapter 3 - Methodology 
 

 

This chapter introduces the methodology and structure of this thesis study. It opens with a section 

on the transformative paradigm, then discusses the Finnish theorist Yrjö Engeström and his theories 

on Cultural-Historical Activity Theory (CHAT). This follows with an explanation of the two combined 

research designs: participatory-social justice, and sequential. Definitions are given for the targeted 

populations are set. Next, each of the selected research methods are introduced and the relevant 

MM approaches are described, for example how quantitative and qualitative data were mixed and 

integrated. Ethical considerations and online strategies conclude the chapter. 

 

3.1. The transformative paradigm 

 

Despite the transformative worldview evolving over the last century, its origins as a research 

paradigm started at the beginning of the twenty-first century (Mertens, 2009). Historically, more 

traditional ‘scientific’ paradigmatic worldviews such as positivism and constructivism had dominated 

the research landscape (Punch and Oancea, 2014). However, researchers and members of 

marginalised communities felt that traditional research paradigms did not go far enough to support 

their critical viewpoints (Mertens et al., 2015). In response, an emancipatory paradigm emerged in 

the 1990s developed by Oliver (1992), well-known for his work on the social model of disability (see 

p.31). However, marginalised communities felt dissatisfied with the term emancipatory, saying that 

it perpetuated deficit views of ‘them and us’ and of being ‘vulnerable and in need of freeing’ 

(Sullivan, 2009:78; Hess, 2021). At the turn of the twentieth century, the American Professor Donna 

Mertens proposed a solution by defining the transformative paradigm, with its founding principle of 

change and the role of enacting agency to increase social justice for underrepresented communities 

(Mertens, 2009; Cohen et al., 2018:63). Mertens (2009:13) describes transformative research as a 

‘metaphysical umbrella,’ often aligning with other culturally responsive research perspectives, 

including feminist theory, critical race theory, critical theory, inclusive research, human-rights-based, 

and participatory research. Although it is worth noting there is currently no definitive body of 

literature which characterises the transformative worldview (Creswell, 2014). 

 

The transformative paradigm is guided by its own philosophical, epistemological, and ontological 

assumptions (Stetsenko, 2017). The epistemological stance of the transformative paradigm points to 

‘acceptable ways of knowing as defined by communities of practice’ with the view that ‘all 
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knowledge is contextual’ and socially constructed (Mertens, 2009:39). Transformative researchers 

are critically aware that dominant voices may be privileged over under-represented voices (Mertens, 

2017; Cohen et al., 2018:63). Cultural relativism is rejected as lacking recognition of the broader 

political contexts (Mertens, 2009:41). Transformative ontology is pluralist, viewing reality as multiple 

versions of truths, beliefs and values which are shaped by dominant political narratives and self-

interests. The process of ‘coming to know the world’ or ‘conscientisation’ can describe the active 

process of becoming critically aware (Freire, 1970; Schmidt, 2005; Hess, 2015). Ontologically this 

alludes to ‘transformative ways of being, knowing and doing,’ adding the complication of 

understanding and appreciating the role of human subjectivity in the agenda of change (Stetsenko, 

2017:33). 

 

The transformative paradigm is guided by social justice principles and aims to create a fairer, more 

democratic society (Mertens, 2009). Political or activist agendas often drive the transformative 

researcher, who prioritises their inquiries to align with human rights values, actively working 

towards implementing change in society and governmental policy by challenging the status quo 

(Mertens, 2017). This social justice agenda is synonymous with using the paradigm in human rights 

research involving marginalised communities facing societal inequities and injustices (Sullivan, 2013; 

Mertens et al., 2015). The transformative paradigm views contexts as integral to deepening the 

understanding of dominant political and economic influences on societal perspectives (Giroux, 

2020:198). Critical viewpoints on dominant and oppressive structures in society, especially 

concerning oppressed societal groups, have led to calls for a more progressive and humanist 

educational approach in schools (Freire, 1970; Stetsenko, 2017; Biesta, 2019; Giroux, 2020).  

 

The transformative worldview values researcher positionality, empirical knowledge, and biases, 

which may enhance understanding of the communities involved (Stetsenko, 2017). My experience 

working in SEND education developed my inclusive lens. It was important for me to decide on a 

methodological approach which included all voices, which also addressed hierarchy and possible power 

imbalances. My experience as a music teacher benefits my position through mutual understandings 

of the issues music teachers encounter. Nind states that ‘knowledge is more authentic, valid even 

when grounded in the experiences and values of those concerned’ (Nind, 2014:24). Involving 

communities of practice in generating new shared knowledge focuses on strengths within 

communities while avoiding a deficit perspective (Nind, 2014). The development of trust among 

communities involved in the research process can potentially add to a study’s validity (Mertens, 

2009:40). There is an increasing demand for more critical researchers from marginalised and 
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oppressed communities: feminists; racial and ethnic minorities; people with disabilities; lesbian, gay, 

bisexual, transexual and queer communities. Critical researchers ally with oppressed communities 

who bring multiple research perspectives and differing philosophical assumptions (Creswell, 2014). 

Critical ideology is often a useful lens in identifying societal problems relating to social justice 

themes, for example, power, hierarchy, and inclusion (Tashakkori and Teddlie, 2009:197; Giroux, 

2020). Transformative researchers must apply critical reflexivity and have a heightened sense of self-

awareness when considering their positionality within a study, particularly while attempting to 

understand participant perspectives (Mertens, 2009:40; Cohen et al., 2018:63). Researchers should 

seek equal relationships with participants, being aware that matters of power and esteem need 

ethical navigation (Mertens and McLaughlin, 2004; Mertens, 2010). This aim contradicts traditional 

research paradigms, which demand researcher neutrality. Referring to Howard Becker’s article on 

researcher bias, Whose Side Are We On? (1967), Gomm states that Becker’s answer to his own 

question is, ‘sociologists shouldn’t be on anybody’s side, but they will always be accused of siding 

with some and against someone else’ (Gomm, 2008:327). Bourdieu (and Wacquant, 1992:71) 

highlights the debates amongst academics on who ought to be authorised to tell societal truths. 

Ethically, researchers must justify their axiological position and explain their research approaches.  

 

Mertens and McLaughlin highlight an interconnection between the transformative worldview and 

the affirmative (integrative) model of disability, ‘a transformative paradigm for research has 

emerged in parallel with the emergence of the sociocultural view of disability’ (Swain and French, 

2000; Mertens and McLaughlin, 2004:3). Disability research seeks to uncover prejudices, 

disadvantages or discriminatory behaviour and therefore deals with human values and subjectivities 

(Mertens and McLaughlin, 2004). Nind writes about the risky business of inclusive research, ‘the 

evolution of inclusive research practices can be ethical or perilous, or a mixture of the two’ (Nind, 

2014:30). However, researchers can also justify their moral responsibility to research on behalf of 

underrepresented communities, ‘disability research has become a matter of human rights and social 

justice’ (Mertens et al., 2015:7). Sensitive topics for discussion in this thesis include asking 

participants about their views on tokenistic and discriminatory practice. Appropriately employing 

the ethical principles of beneficence, respect, and justice within this study there is increased 

potential to generate positive change amongst the music education communities which facilitate 

partnerships with SEND schools, therefore advancing social justice (Schmidt, 2005; Mertens, 

2009:39).  
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3.2. Yrjö Engeström  

 

Whereas Bourdieu’s sociological theories offer critical and analytical insights on societal issues, they 

do not necessarily provide solutions for future change (Thatcher et al., 2016). In contrast, 

Engeström’s (2016) theory of expansive learning and work on Cultural-Historical Activity Theory 

(CHAT) is future-oriented, with change as a guiding principle. Engeström’s work ‘addresses the 

pressing societal challenges of change and learning in work activities’ (Sannino, Daniels, and 

Gutiérrez, 2009:15). This study looks at the potential for transformation in SEND music education 

partnerships by identifying learning opportunities for the staff and organisations involved to 

implement positive change. This agenda aligned with theories which view the process of learning as 

‘culturally mediated, socially constructed, and materially embodied in designed human activities' 

and not ‘natural properties of humans’ (Cole, Penuel and O'Neill, 2018:6). Critical analysis of the 

nature and quality of participatory involvement in an expansive learning process, led to further and 

deeper exploration into the challenge of how to balance perspectives from different voices. Deciding 

to generate an equally balanced solutions-focussed discussion involving a multidisciplinary 

workforce led me to Engeström’s theories on Cultural-Historical Activity Theory (CHAT) and 

expansive learning. Engeström’s CHAT offered a theoretical lens to gain deeper levels of 

understanding differences between people and organisations. These theoretical insights informed 

decisions on reducing possible power imbalances and fostering a sense of equality among voices in a 

planned community discussion (Engeström and Sannino, 2020; Löhr, Weinhardt and Sieber, 2020). 

Whereas  

 

Learning sciences as a discipline is relatively new, focussing on education in work practices outside 

school (Sannino, Daniels, and Gutiérrez, 2009:xii). Engeström defines one of the essential qualities of 

learning in activity as ‘expansive potential or expansivity’ (Engeström, 2016:9). He distinguishes 

between action and activity, describing the transformative movement from action to activity as 

expansive learning. Expansion is a type of learning that happens to an object in an activity system in 

a third dimension (Sannino, Daniels, and Gutiérrez, 2009). Regarding this study, the action of 

participants meeting for the activity of a discussion, aimed to foster expansive learning for 

generating new knowledge on how to improve and transform SEND music education partnerships. 

Activity Theory (AT) and learning sciences are intertwined, however, Cultural-Historical Activity 

Theory is still relatively unknown within studies of learning (Engeström, 2016:23). Burnard and 

Younker claim that in music education, aside from a few exceptions, ‘AT research remains relatively 

under-represented’ (Burnard and Younker, 2016:170). CHAT offered this study a wider lens for 
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exploring possibilities of constructing new knowledge during participant-led discussions with the 

purpose of generating solutions for change over time and linking back to objective four in this thesis.  

 

3.2.1. Engeström’s views on education  

 

Since its inception, learning sciences have previously focused on learning in the classroom 

environment. Increasingly more interest is directed to the problematic aspects of learning in 

everyday life or work situations. Engeström studies the learning transition and practices from school 

place to workplace learning, looking at the ‘continuum from informal to formal, “expected learning,” 

“guided learning,” and designed learning’ (Engeström, 2016:14). By exploring the links between 

social stratification and the institution of education, Engeström recognises the failures of the 

learning sciences in addressing ‘the rapidly advancing commercialisation, privatisation and 

commoditisation of education’ (Engeström, 2016:14). As previously noted in the literature review 

(see chapter 2), one example in England is the MAT academisation programme. In unison with other 

progressive educationalists, Engeström acknowledges the dangers of neoliberalist ideology on the 

education system,  

 
This powerful tendency treats knowledge as a proprietary commodity that generates private 
profit…bringing corporate actors and practices into schools and involving teachers in 
market-oriented practices beyond the school walls (Engeström, 2016:7). 
 

He argues that neoliberal ideology (see p.22) opposes universally accessible knowledge, which has 

increased due to technological developments. Increased access to innovative and new ways of 

learning sees Engeström denouncing universalism in theories of learning. Alluding to the diverse and 

fluid nature of learning, Engeström writes ‘there is no single biologically determined universal, 

appropriate, or good way to learn among humans’ (Engeström, 2016:14). The learning sciences 

movement sees learning happen increasingly outside of the classroom. This is especially the case in 

music learning which has followed this trend, whether through learning music informally using 

technology at home, private instrumental lessons, or taking part in community partnerships. 

Engeström’s views align with the philosophical differences on the value of learning music formally or 

informally, a topic discussed previously in chapter two.  

 

3.2.2. Cultural-Historical Activity Theory (CHAT) 
 
Aligning with the transformative worldview, Activity Theory (AT) is concerned with systematically 

examining the issue of change and therefore is both historical and future-oriented (Sannino, Daniels, 

and Gutiérrez, 2009). Cultural-Historical Activity Theory (CHAT) is a practice-based theory in which 
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activity is the primary unit of analysis. AT can be reconceptualised to fit into different fields, which 

can be interdisciplinary, generating a dialogue between theory and practice. The theory requires 

active involvement in examining concrete human experience, in which activity is ‘the basic unit of 

concrete human life’ (Sannino, Daniels, and Gutiérrez, 2009:2). Engeström adopts the triangular 

model of activity systems to represent the ‘researcher’s dialogue with practice’ (Sannino, Daniels, 

and Gutiérrez,2009:13).  

 

Figure 5: Diagram of an activity system based on Engeström's model (2016:45). 

 

The diagram above (see Figure 5) shows an activity system and categories for analysis. The subject of 

an activity system can relate to a learning environment, an organisation, or a person. The object 

relates to an activity. In this thesis, the object refers to the activity of a partnership project, 

programme, or event, and the subject refers to the person doing the activity. In this case, a music 

teacher, educator, or teaching artist. Engeström (2016:9) describes three critical dimensions within 

the object of activity:  

- Firstly, the socio-spatial dimension considers where learning is taking place and who is 

learning. This dimension resists the limitations of the classroom space and moves to external 

settings and from an individual to a collective focus.  

- Secondly, the temporal dimension widens the timeframes of learning from current to 

include the past, and future possibilities, as well as extended time periods and ‘rhythms of 

learning.’  

- Thirdly, the political-ethical dimension examines the role of learners from passive to actively 

engaged ‘agents of change’ with agentic responsibilities, able to look critically at societal 

dilemmas and consequences for learning (Engeström, 2016:9). 
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Engeström’s development of CHAT coincides with his interest in teamworking, or ‘knotworking’ 

(Engeström, 2009). Currently, the fourth generation of CHAT is being imagined (Engeström and 

Sannino, 2020; Stetsenko, 2021:32).  

 

Using CHAT can create an agenda of change by comparing different types of organisations and 

explicitly analysing the activity of interaction. This type of analysis can deepen understandings of 

structural issues, gaps, and outcomes which contribute to the partnership. CHAT enables community 

involvement in discussions during which they are encouraged to ask questions about challenges with 

an intention of working towards an agenda of transformation. The theoretical framework can be 

used to help stimulate discussions to help participants gain knowledge by exploring covert and overt 

differences on interrelated themes of the division of labour, community, tools, and rules while 

mediating outcomes as well as looking for contradictions and conflicts (Engeström, 1999). 

Engeström considers this type of expansive learning to be the goal of transforming partnerships 

(Engeström, 2016). When comparing two or more activity systems, contradictions manifest 

themselves as tensions and dilemmas, which proves enlightening in the search for findings, 

 
When an activity system is primarily ridden by persistent dilemmas rather than critical 
conflicts and double-binds, it implies that the developmental cycle of the activity system is 
at the stage of a primary contradiction (Engeström, 2016:5). 
 

Engeström (2018:56) elaborates further by sharing an example of his work on children’s health care 

in Helsinki. This activity system revealed contradictions and tensions between the health centre and 

hospital regarding cost-efficiency and moving patients. The issues were acknowledged and discussed 

by all communities involved, leading to the resolution of contradictions leading to change over time. 

The example illustrates how different communities of people from various institutions can work 

together effectively to discuss problems and bring about change. Engeström (2016:64; 2018:52) 

utilises CHAT when working with organisations to help them improve working relationships, 

ultimately assisting them in expanding their horizons of learning to embrace transformation. 

Engeström (2018:49) reimagines a different future for activity theory in which multivoicedness is 

central. However, he voices methodological concerns regarding the researcher role when interacting 

with human subjects throughout the activities. Another critique of activity theory is that it is very 

broad and perhaps lacks legitimacy as a ‘unified theory’ (Sannino, Daniels, and Gutiérrez, 2009:1). 

However, this view is perceived to misrepresent the theory as fragmented with multiple 

perspectives.  
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3.2.3. CHAT and music education partnerships 
 

An example of CHAT in music education research is Burnard and Younker’s study (2016) which used 

Engeström’s framework to expand learning on the conceptualisation of creativity by exploring 

interactions in group music-making. In this study, CHAT provided an effective tool for comparing 

similarities and differences between the activities and interactions between organisations or people 

in partnership activity. Using CHAT as a theoretical and analytical tool offered more profound 

insights into the similarities and differences between organisations and people during the activity of 

collaboration (Engeström, 2018). This study involved three types of organisations: SEND schools, 

MEHs, and arts organisations. Each type of organisation is comparatively different from one another, 

for example, with differences in rules, workforce division of labour and tools. Furthermore, within 

each organisation is a diverse group of people representing multiple teacher, musician, and 

professional identities (MacDonald, Hargreaves, and Miell, 2017). CHAT presented an opportunity to 

explore the possible power imbalances between these three types of organisations in preparation 

for bringing the groups together in a collective discussion. The aim was to remove hierarchal 

influences from the group conversation.  

 

The CHAT analysis illustrated differences in rules, which include differences between the 

accountability and performativity measures for schools, MEHs, and arts organisations. Teachers 

must adhere to school accountability measures which measure performativity against professional 

standards and accreditation achievements (Dylan Smith, 2018:39). For example, schools are 

measured against Ofsted criteria and DfE regulations. These school quality measures are considered 

possibly more formalised than other performativity measures and accountability frameworks used 

by MEHs and arts organisations (Myers, 2017; Savage and Barnard, 2019). The CHAT analysis (see 

Figure 6) highlighted differences between schools, MEHs and arts organisations in their 

accountability procedures for assessing, measuring, and reporting quality (Engeström, 2016). While 

some macro music organisations have produced some guidance for partnership working in general, 

there appears to be no other mutually common guidelines that successfully measure high or poor 

quality in partnership programmes or projects. A consequence of this is teachers, educators and 

musicians can have different expectations of the outcomes in partnership work. Differences in 

expected outcomes was highlighted as an issue of concern in this thesis topic, due to the CHAT 

analysis.  The following diagram shows the interrelations between three activity systems associated 

with this thesis (see Figure 6). 



 

 

Figure 6: A CHAT analysis comparing differences between SEND schools, MEHs, and arts organisations.



3.3. Mixed Methods (MM) 
 
Mixed Methods (MM) research involves using multiple methods in a single project combined with 

mixing qualitative and quantitative research paradigms and integrating core characteristics of 

research methodology, for example research designs, data collection and analytical strategies 

(Bazeley, 2018; Creswell and Plano Clark, 2018). MM studies often deal with multiple perspectives 

and pluralism; therefore, they are commonly oriented towards pragmatism, or if the research has a 

social justice agenda, towards the transformative paradigm (Mertens, 2003; Punch and Oancea, 

2014). For that reason, MM research approaches can be found in research associated with 

uncovering more in-depth information from subjugated voices (Hesse-Biber, 2010:133). Viewing the 

qualitative and quantitative paradigms as dichotomous previously led to discussions on the 

compatibility or incompatibility of combining qualitative and quantitative methods and approaches 

(Bryman, 2016). Mixed methods research suggests the compatibility theory in which mixed methods 

combine different theoretical perspectives (Bryman, 2016:636). This paradigmatic debate, or 

‘paradigm wars,’ is said to have been settled in the 1990s as researchers moved past philosophical 

debate and got on with doing the job of doing research (Teddlie and Tashakkori, 2009:15). Over the 

last twenty years, MM research increased in its popularity confirmed by the launch of the Journal of 

MM Research in 2005, followed in 2013 by the MM International Research Association (MMIRA) 

(Punch and Oancea, 2014; Mertens et al., 2015). 

 

Denscombe (2017:162-3) uses three characteristics to categorise MM research as being different to 

other types of research studies: 

1. First, MM values seeing a research problem from multiple perspectives (Denscombe, 2017).  

2. Researchers must be able to select methods they consider most suitable for finding 

information to help solve the problem (Denscombe, 2017).  

3. MM requires skill in combining strengths from quantitative and qualitative methods to seek 

deep and meaningful information while compensating for weaknesses in method selection 

(Denscombe, 2017).  

This third characteristic is considered ‘the fundamental principle of MM research’ (Johnson and 

Onwuegbuzie, 2004:18). Punch and Oancea (2014) consider this a significant challenge for MM 

researchers, who need to have a secure knowledge and understanding of the strengths and 

weaknesses of both qualitative and quantitative types of method to select the most suitable tool for 

researching the problem being studied. Strengths of quantitative methods include researching large 

sample numbers, producing representative results, and investigating trends (Cohen et al., 2018). In 

comparison, the strength of qualitative methods is using smaller samples to search for deeper and 
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more meaningful information (Braun and Clarke, 2013). Understanding how the methods 

interconnect throughout a research study is integral to indicating the level of rigour (Creswell and 

Plano Clark, 2018). Newman (2014) explains that the triangulation of mixed methods (quants and 

quals), whether used sequentially or in parallel, draws together each method’s strengths for a more 

comprehensive and richer study. Triangulation techniques to cross-validate data in complementary 

methods can be used to check the accuracy of findings before developing a further method design, 

creating a ‘synergistic effect’ (Hesse-Biber, 2010:5; Denscombe, 2017).  

 

Mertens et al. (2010) claim that a strength of MM research is that it can tackle complex social 

phenomena concerning socio-political contexts. In relation to this thesis, complexities involve 

navigating theories and perspectives on disability and inclusion, the SEND education system, and 

interrelations with music education partnerships (Mertens and McLaughlin, 2004). In line with being 

a mixed methods study, discussing how quantitative and qualitative data were mixed is integral to 

the validity of the findings (Punch and Oancea, 2014:345; Mertens et al., 2015). The benefit of using 

a mixed methods approach is capitalising on the relationship between quantitative and qualitative 

data types, particularly when making analytical decisions aligned with the research purpose (Punch 

and Oancea, 2014:219; Creswell and Plano Clark, 2018). Quantitative analysis offers rigorously 

tested, well-versed methods, compared to the claim that ‘there is no single right way to do 

qualitative data analysis’ (Punch and Oancea, 2014:220). De Vaus asserts that most sociological 

research involves an iterative approach to gathering data, reflecting, and refining before deciding on 

a logical process of data analysis (De Vaus, 2014:7). He argues that distinguishing between 

quantitative and qualitative types of data during the data analysis stage can prove ‘unhelpful’ or 

‘misleading’ (De Vaus, 2014:7).  

 

3.3.1. The participatory-social justice research design  
 

Progress in MM research has identified more than forty types of MM research designs amongst 

different ‘communities of researchers’ (Teddlie and Tashakkori, 2009:4; Punch and Oancea, 2014). 

How transformative frameworks are integrated into a MM study is still evolving due to the variety of 

method combinations and flexibility within the paradigm (Creswell, 2014). Nevertheless, Creswell 

defines three common themes in a transformative MM framework: 

1. Ensuring inclusive principles drive ethical stances when challenging dominant ideological 

narratives. 

2. Being self-critically aware of engaging with the participants' communities and upholding 

researcher values of integrity and trust through transparency. 
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3. Consider how to employ findings within the research study to enhance the impact on social 

rights agendas (Creswell, 2014:71). 

In the introduction to their participatory-social justice design, Creswell, and Plano Clark (2018:245) 

explain that even though participatory research, and social justice research can be viewed 

independently they can also combine into a single design. Both designs often carry an agenda of 

change for underrepresented communities by awarding greater roles to research participants. This 

research design shows how transformative principles can be embedded throughout a MM 

framework by incorporating participatory and social justice perspectives. Researchers benefit from 

having expert knowledge of theoretical perspectives and associated literature which enhances their 

understanding of the relevant disciplines and communities involved (Mertens et al., 2015). This 

immersed approach enables the researcher to effectively communicate details of the framework 

with others, motivating willing participants to help shape the research process (Creswell and Plano 

Clark, 2018). Threats to the validity of this research design include not being clear about 

communicating the role of participants throughout the process, or how the research relates to social 

justice issues, while failing to use the results to suggest action for social change (Creswell and Plano 

Clark, 2018). Creswell (2014:123) points out that it is questionable whether this design is a 

theoretical framework, procedure, or a perspective due to its nuanced boundaries and complex 

nature. He also points out the additional ethical and methodological challenges of involving 

participants in culturally sensitive research (Creswell, 2014:128).  

 

Participatory research, which can be defined as research where participants are included as 

decision-makers in research methodology, reflects ‘a particular turn towards the democratisation of 

the research process’ (Nind, 2014:1). Participatory research is situated within the umbrella of 

inclusive research, a research field which has increased over the last couple of decades (Nind, 2014). 

Two branches of participatory research are: Participatory action research (PAR), and community-

based participatory research (CBPR). One definition of this type of research is that it, ‘involves 

participants actively in the research process, often with an overall intent to solve a practical problem 

in one’s own situation or community’ (Creswell and Plano Clark, 2018:123). Mertens (2009:61) 

highlights Gaventa and Cornwall’s (2006) argument for evolving ‘new concepts of validity in 

participatory research, ones that measure the quality of participation as well as the quality of 

knowledge.’ The study’s second aim acknowledges the central importance of involving participants 

in the ownership of generating new knowledge which would benefit the communities involved. 

Researchers must decide how to interact with participants and attempt to see things from their 

perspectives, ‘authenticity arguments can focus on who does the analysis and who authors the 
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knowledge’ (Nind, 2014:25). Stakeholders and participants favour PAR or CBPR research approaches 

due to more direct involvement with the study and benefit from findings which they view as having 

more credibility (Creswell, 2014). Nind (2014:27) claims that through building new alliances and 

maximising potentials for positive impacts, participants are encouraged to be more invested in the 

research findings and therefore motivated to contribute towards methodological decisions and 

research aims. Greater use of participants in research increases the chance of generating more 

investment towards achieving research outcomes aimed at benefitting communities, stakeholders, 

and policymakers. This focus raises the ethical and moral responsibilities of the researcher in 

knowing and understanding the involved communities, especially concerning axiological 

assumptions of beneficence, respect, and justice (Nind, 2014; Mertens et al., 2015). 

 

3.3.2. Combining the sequential design  
 

The MM participatory-social justice design affords the researcher flexibility in adapting procedures 

from other core MM designs to benefit the research (Creswell and Plano Clark, 2018:128). For this 

thesis, I chose to combine the sequential design. This design entailed collecting data in two phases, 

each one aligning with a school term. The sequential element of the design was added to cater for 

the chronological time element in the thesis, with phase one collecting data on historical 

experiences of partnerships and phase two being future oriented. The transformative epistemic 

considerations meant directing the thesis towards solutions and transformations (Stetsenko, 2017). 

Collecting data sequentially added more opportunities for mixing and integrating data (Bazeley, 

2018). 

 

The first phase took place between September 2021 and January 2022. It explored perspectives 

from the involved communities on their experiences of SEND music education partnerships. During 

this phase data was collected from a wide range of perspectives. The large, targeted population 

aimed to include as many voices as possible, for which the questionnaire was the most suitable 

method (Nind, 2014; Cohen et al., 2018). To address the issue of hierarchical voices additional data 

was collected from dominant narratives representing the views of policymakers, stakeholders and 

managerial perspectives. Dominant narratives across the music education sector, including those 

from larger arts organisations and MEHs, were conveyed through collected and analysed 

documents. A documentary analysis method addressed the issue of grey literature which offered 

alternative perspectives on SEND/inclusive music education partnerships (Mertens, 2010). An open 

narrative method aimed to collect narratives from music teachers in SEND schools, who collectively 

represent a minority voice within this thesis, giving teachers an opportunity to communicate more 



 65 

sensitive information at a deeper level (Squire et al., 2015). The second phase overlapped the first 

phase in terms of event planning, but officially began in January 2022 and was completed in June 

2022. Phase two was future-oriented and solutions-focused. The World Café presented itself as the 

most suitable method for enacting a successful participatory focus in this study, however, data 

ended up being collected in an online focus group (Brown, Isaacs et al., 2005). The two phases can 

be seen in Figure 7, which shows a diagram illustrating the thesis methodology, the selected 

methods, and an insight into how the data was integrated: 

 

 

Figure 7: Diagram illustrating the methodology, research methods and the mixing of data. 

 

This section on methodology has given background information on the methodological decisions 

made in this research study and has explained how two distinct research designs were combined. 

 

3.3.3. Targeted Samples - Participants  
 

The target population in this thesis shared the commonality of having had experience working in a 

SEND music education partnership either on permanent or temporary contracts. The targeted 

population is multidisciplinary, involving people from seven disciplinary fields: music, SEND, 

education, music education, SEND education, music and SEND, and SEND music education. Two 

boundaries define the sample: Involvement in this type of partnership; and employment in one of 

the associated fields. The sample encompassed a diverse range of teacher, educator and music 

practitioner identities and roles when working in SEND schools, MEHs and arts organisations, of 
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different sizes and geographical locations (MacDonald, Hargreaves, and Miell, 2017). The targeted 

population, therefore, can be categorised by employer type: 

- Teachers employed by SEND school settings: music specialists and non-music 

specialists. 

- Music Education Hub staff who have worked in partnership with SEND school 

settings, including hub managers, inclusive leads, music educators and instrumental 

teachers. Staffing structures will be organised differently from hub to hub due to 

size differences and geographical location. 

- Arts organisation employees and freelancers who have facilitated or participated in 

partnership projects with SEND schools. 

In respect of managing multiple identities and ontological perspectives, a pluralist stance is relevant 

in this study. Purposively selecting a sample with relevant knowledge, experience, and expertise, 

ensures a more guided level of insight into the thesis questions (Denscombe, 2017). There are 

commonalities and differences between these three types of organisations. The CHAT analysis 

associated with this study (see Figure 6) provided an analytical tool for comparatively exploring 

similarities and differences between these types of organisations, thus giving deeper insight into the 

causes of challenge for some of the involved communities (Engeström, 2016). Different planning 

strategies for accessing the three communities of workers were essential. The following section of 

this chapter explains how the targeted population was accessed and approached with regards to 

each of the selected research methods. 
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3.4. Research Methods 

 

This section introduces the selected research methods in phase one: Questionnaire, open narrative, 

and documentary analysis. As previously mentioned, the actualities that occurred in phase two 

resulted in a focus group happening instead of the World Café. Both methods were integral to the 

methodological planning and are therefore included in this next section. 

 

3.4.1. Questionnaire Method 

 

The questionnaire design aimed to measure and compare pluralist perspectives from a diverse and 

multidisciplinary workforce to gather views and opinions on SEND music education partnerships. 

There are several reasons why the self-administered questionnaire is a suitable method for this 

research study. Firstly, access to an online questionnaire increases accessibility, potentially reaching 

a larger sample of respondents and contributing to a higher response rate (Savin-Baden and Tombs, 

2017). The central theme of inclusivity promoted the involvement of as many voices as possible 

while capturing individual perspectives (Nind, 2014). Social and education research often uses 

surveys to reach large sample populations (Oppenheim, 1992). Secondly, well-designed online 

surveys are convenient and less burdensome for respondents (White, 2017; Cohen et al., 2018:362). 

Thirdly, emailing questionnaire weblinks uses researcher time efficiently, reducing the workload 

during the data collection process. Furthermore, questionnaires benefit from being able to offer 

respondents anonymity (Blair et al., 2014). Survey methods reduce interviewer bias, making it a 

nonpersonal approach to collecting data and reducing probing error. This factor improves the 

chances of honest and accurate reporting, especially regarding sensitive questions, thereby 

increasing data validity and credibility (Thomas, 2017; Cohen et al., 2018). However, since the turn 

of the century, declining response rates to surveys have increasingly concerned researchers, 

although debates continue regarding the actual causation (Joye et al., 2016). In addition, low 

motivation and workload burden can contribute to inadequate responses (Bryman, 2016). Finally, 

sharing the questionnaire with many people results in a less personal contact approach. 

Consequently, people may not feel the need or desire to share their personal stories with a 

researcher they do not know or trust (Punch and Oancea, 2014). Despite anonymity being a positive 

feature for the respondent, it creates difficulties for the researcher when monitoring the identity of 

response feedback and becomes problematic when sending out reminder emails.  
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Originally described as an ‘art,’ modern-day survey design has progressed in its quest for scientific 

rigour (Joye et al., 2016). Survey methodology was critical to the reliability and validity of the 

findings in this study. Survey methods increasingly benefit from mixed methods approaches. For 

example, even in a quantitative closed question, the researcher has subjectively chosen the wording 

and meaning (Oppenheim, 1992; Joye et al., 2016). Sullivan describes the process of writing 

questions as the ‘hermeneutics of trust versus the hermeneutics of suspicion’ (Sullivan, 2009:9). 

Respondent knowledge relating to the comprehension of the questions is a factor in determining the 

validity and reliability of a response (Kent, 2001; White, 2017). The targeted sample population in 

this thesis includes a diverse workforce representing multiple disciplines, which meant dealing with 

the complexities of navigating both universal objectivities and individual subjectivities (Bourdieu, 

1977; Taylor, 1992). The ontological benefit of approaching data collection in this way recognises 

that ‘multiple observers reduce limitations by bringing alternate perspectives, therefore, reducing 

the researcher’s own bias’ (Newman, 2014:167). Given the interdisciplinary nature of this research 

study and the complexities of collecting data from plural ontologies and subjectivities, justifying a 

particular survey model was unnecessary (De Vaus, 2017:7).  

 

Researcher subjectivity is a type of bias that feeds into decisions on the questionnaire’s design and 

line of questioning (Oppenheim, 1992). The questionnaire was authored by myself in the role of 

researcher, influenced by subjectivities linked to my identity and habitus (Bourdieu, 1984). 

Questions added to the questionnaire were based on my empirical knowledge and experience 

(White, 2017). Bourdieu’s concept of habitus is integral to the questionnaire in this study, which 

aimed to measure objective information about a respondent to situate them in a field before 

observing patterns in trends. Using a cross-sectional method sees each respondent providing 

information which contributes to an individual profile, albeit given from a person’s viewpoint at a 

given moment, or snapshot, in time (Blair et al., 2014). Blair, Czaja and Blair mention two types of 

control for error when collecting data, ‘those related to design (data collection method) and those 

relating to procedures for implementing that design (data collection plan)’ (Blair, Czaja and Blair, 

2013:300). The online function of ticking boxes online results in high levels of accuracy of filled in 

questionnaires, leaving little room for error apart from in the respondent’s selection process. 

Misinterpreting questions may result in questions being incorrectly answered or even unanswered. 

Pilot tests are a resourceful method of checking questions and preventing these issues from 

occurring during data collection. 
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3.4.1.2. Progressing from the pilot study to the completion of a final questionnaire 

 

The focus of my previous pilot study was to design an online self-administered questionnaire to use 

in this thesis. Originally, the questionnaire was conceptualised, designed, and constructed between 

September 2020 and March 2021. Primarily the intention behind the purpose of the questionnaire 

was to explore trends in opinions on different aspects of SEND music education partnerships. It was 

not possible to use a hypothesis as it required a more rigorous form of statistical testing (De Vaus, 

2014:12). The questionnaire adopted a mixed method approach consisting of closed questions to 

collect quantitative data and included several open questions to gather qualitative data intended for 

more exploratory purposes (Oppenheim, 1992; Cohen et al., 2018:475). The piloting process focused 

on the design and construction of the questionnaire. Nine participants representing a cross-section 

of the associated disciplines reviewed the questionnaire. They looked at the design, proportioning 

and pace of the questionnaire structure, and checked the wording of the questions for clarity of 

meaning, comprehension, and bias. By piloting the questionnaire and considering the risk-to-benefit 

ratio, the benefits of receiving feedback outweighed any risk taken (Clark-Carter, 2010:12).  

 

In the pilot study literature review I explored Bourdieu’s sociological methods of researching groups 

in society (Bourdieu, 1984). I applied Bourdieu’s analytical thinking tools to the conceptual design of 

the questionnaire which aimed to capture the full range of collective perspectives from respondents 

according to their field of expertise at the same time distinguish between different individual 

identities (Nind, 2014). Based on empirical assumptions, I was interested in determining whether 

people working in education had a different perspective from those not working in education, or 

whether people working in SEND had a different perception than people not working in SEND. As 

this is a sociological study, I perceived there to be value in applying some form of measurement to 

see whether there were correlations of trends between different groups according to their field of 

experience. Although measuring a person’s identity, skills, and experience, to confirm their field of 

expertise is phenomenological as these are ambiguous, fluid, and multifaceted concepts 

(MacDonald, Hargreaves, and Miell, 2017).  

 

In the months following the pilot study, critical reflections brought new insights and fresh 

perspectives to the questionnaire. A reflexive approach was required to carefully consider the 

analytical consequences of the questionnaire responses in more depth and to enhance the construct 

validity (Alvesson and Sköldberg, 2009). Time was spent developing an analytical framework in 

preparation for data analysis. Revising the order of the questions and editing the wording of some 
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questions required additional time (White, 2017). Every attempt was made to delete excess 

questions to shorten the time burden for respondents (Denscombe, 2017). In October 2021, after a 

period of upgrades, the revised questionnaire was piloted for a second time. This process involved 

five new participants who fed back orally. Constructive dialogue with participants proved helpful in 

sharing more in-depth explanations about what could be improved. Suggestions for improvements 

included reducing any negative bias by adding more positive questions, therefore improving the 

balance of the content. Another suggestion was to avoid acquiescence in the Likert scale. The final 

version (Appendix 1) was launched online on Friday 22 October 2021, using Jisc Online Surveys. The 

weblinks to the final questionnaire and open narrative are included below:  

 

Weblink to the final questionnaire:  

https://win-its-stu.onlinesurveys.ac.uk/music-education-partnerships-with-special-schools 

Weblink to the final open narrative, entitled ‘Your Voice’:  

https://win-its-stu.onlinesurveys.ac.uk/your-voice-for-music-teachers-working-in-special-school-2 

 

 

3.4.1.3. Questionnaire structure 
 

The primary goal of the questionnaire was to uncover differences and similarities between 

respondents to explore whether people from similar fields of work shared similar perspectives. In 

my opinion, the questionnaire is innovative in that it attempts to set boundaries for measuring 

interdisciplinary diversity (Repko, Szostak and Buchberger, 2020). After the pages on consent and 

demographics the questionnaire is separated into three sections. Each section had a different 

purpose for the variables being measured, as shown in the table below: 

 

Section Section title Online 
questionnaire 

page 

Question 
numbers 

Main purpose 
of variables 

1 Questions on opinions of partnership 
working 

 

3 2 - 19 Independent 
and dependent 

variables 

2 Questions about identity, qualification, 
and experience: Education, Music and 

SEND 
 

4, 5, 6 20 - 40 Independent 
variables 

3 Likert style question with statements to 
show ideological leanings  
(progressive v traditional) 

 

7 41 - 42 Independent or 
co-variables 

Figure 8: Table showing the questionnaire structure. 

https://win-its-stu.onlinesurveys.ac.uk/music-education-partnerships-with-special-schools
https://win-its-stu.onlinesurveys.ac.uk/your-voice-for-music-teachers-working-in-special-school-2
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The questions in section one of the questionnaire were organised into descriptive and explorative 

variables. The descriptive variables in questions 2 – 8 centred around the respondent’s identity and 

employment experience. The explorative variables in questions 9-19 centred around social justice 

themes and experiences of SEND music education partnerships. Descriptive variables are associated 

with more objective truths than those used for more explorative purposes, revealing more 

subjective hermeneutical truths when interpreted (Bryman, 2016; Denscombe, 2017; White, 2017). 

The main themes of the questions are classified in the table below (see Figure 9):  

 

Overall themes in 
section one 

Question 
(Q) 

Subtheme 

Identity 2 - 8 Employment experience 

Authority, hierarchy, 
and power 

 

9 Authority 

10 Participation 

11 Power 

Equity of practice 12 Equal opportunities 

13 - 14 Perception of high-quality 

Challenges 
 

15 Issues between schools and organisations 

16 Tensions between workers 

17 Tokenism 

18 Discrimination 

Open question 19 Personal views 

Figure 9: Table showing question themes in the questionnaire. 

 

Section two of the questionnaire (Q20-40) contained twenty questions on different aspects of 

identity, qualification, and experience, for example teaching status and musical skill level. These 

questions are associated with the seven fields associated with this study. The seventh field is simply 

a combination of all six fields in the diagram (see Figure 10): 
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Figure 10: Six fields associated with this research topic. 

 

The final two questions in the questionnaire (Q41 and Q42) are Likert questions asking respondents 

to give their level of agreement on twelve statements. Six statements refer to traditional music 

ideological views and six statement refer to more progressive and inclusive ideological views. Early 

intentions were to use these questions to measure a respondent’s ideological leaning and use it as a 

co-variable. However, due to the size limits of this thesis, the purpose of the variables was adapted 

to be descriptive. Demographical questions complete the questionnaire. 

 

3.4.1.4. Developing classification criteria tables for the six fields 
 

The analytical process of measuring people’s associated fields of expertise is a subjective process 

and therefore at risk from researcher bias. However, using a framework with measurable indicators 

offered a more robust approach to quantifying, measuring, and analysing the data. The risk of 

relying solely on the respondents’ self-conceptualisation is that they may lack knowledge and 

understanding of the field criteria. For example, a person self-identifying as a music therapist 

without any qualification or an instrumental teacher self-identifying as a classroom teacher. 

Constructing the analytical framework (see Appendix 2) provided an opportunity to decide 

measurable concept indicators with the purpose of coding and categorising respondents into 

bounded fields (Punch and Oancea, 2014:232-233). The questions in the questionnaire had to 

generate codable data in preparation for descriptive analysis (Saldaña, 2013). This stage required a 

reductionist approach to interpreting the respondents’ answers. The six fields were each split into 

three sub-headings of measurable concept indicators which I chose based on empirical knowledge 

from my experience as a musician and music teacher. Byrne (2013:101) writes about deciding 

categories of taxonomies based on empirical interpretations. He described this quantitative 
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approach as valid for cluster construction, with cases being the focus and variance being the 

interesting point of the study, ‘clustering techniques are case centred and case driven.’ Byrne (2013) 

makes a case for robustness in parametric clustering techniques, which can be replicated to include 

further cases. Byrne’s description is relevant to the decisions around what categories to include 

within each field. The framework below illustrates all eighteen categories of distinction criteria: 

 

This framework aimed to measure the level of experience, qualification, and expertise in each of the 

six fields shown in figure 10. The eighteen sub-sections in the analytical framework were further 

divided to link to related questions in the questionnaire. This coding framework is included in the 

appendix (Appendix 2). The analytical framework consists of the following information: 

- the distinction criteria relevant to each field,  

- related questions from the questionnaire as measurable concept indicators,  

- and the scoring system for each field.  

I devised the analytical framework from the questions in the questionnaire. After deciding the final 

categories, an iterative process of checking through the questions ensured relevancy and accuracy. 

Answers to questions included nominal, ordinal, and categorical data. Respondent answers that 

were qualitative and subjective needed quantifying and to be coded using the scoring system linked 

to the framework. A scoring system marked each question response from 0 – 4. Respondents’ 

answers to the questionnaire were entered into an Excel spreadsheet in numerical form before 

scores were added up and totalled to reveal the final figures and determination of the field of 

expertise was made. I used this scoring system to measure respondent’s level of knowledge and 

expertise in each of the six fields. Respondents were only awarded a high level of expertise in the 

seventh field of SEND music education if they scored highly, 9 out of 12 (or 6 out of 8 for the SEND 

and Music field), in at least five of the other six fields. Once all the data was collated, I used a 

descriptive analysis to answer the thesis’s first objective of exploring trends in opinions. These 

results are shared later in the thesis (see chapter four).   



 

Figure 11: Eighteen sub-headings used in the analytical framework for the questionnaire.
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The analytical framework was not included in the pilot testing process as it was finalised in 

conjunction during the questionnaire’s final revisions. My criticism of this analytical framework is 

that due to time constraints and limitations of the size of this study, it has not been peer-reviewed 

or critiqued by experts in the field. The analytical framework is subjective due to the hermeneutical 

decisions I have made during its construction. This limitation possibly affects the validity of the 

coding and analysis. Further research and piloting would be needed to increase scientific rigour and 

enhance the construct validity. However, this thesis gave an opportunity to explore whether this 

type of survey methodology has merit when applied to interdisciplinary research.  

 

3.4.2. Open Narrative method 

 

The decision to use an open narrative method derived from the thesis's aim of collecting data from a 

diverse workforce, especially minority voices who may offer a different perspective to the dominant 

narratives. This links with the second thesis objective of empowering SEND music teachers and 

enabling them to tell stories of their experiences freely, without restrictions, and without burden or 

pressure (Hatch and Wisniewski, 1995). Using open narratives as a research method is still relatively 

new. It typically deals with qualitative data in the form of everyday stories, oral accounts, and 

written texts (Seale, 2016). Squire et al. claim that widening definitions and extensive uses of 

narrative inquiry methods have increased its popularity as a research tool. Narratives can be 

produced through different types of mediums, for example, photos, music, or social media. Punch 

and Oancea (2014) claim that there is no single attempt to handle narratives in research and that 

each narrative method defines its own course of action. Writing about the ‘psychology of genre,’ 

Bruner claims there are multiple ways of ‘telling back’ a story. For example, a story is interpreted as 

a genre of drama, a moral tale, a case study, or a tale of adventure (Bruner, 1986:6). Respondents 

can tell their own version of their current truth with ownership and authority of voice. However, 

using narratives in research can also result in various challenges, for example, poor memory recall, 

temporality, and inarticulateness (Barnes and Mercer, 1997:136). Recalling one’s memories from the 

past is multifaceted and complex (Bluck, 2003).  

 

Studies researching social justice issues such as inequalities and oppression use an open narrative to 

elicit deep and meaningful information. Linked to advancing social justice studies, open narrative 

method is often concerned with empowering oppressed groups in society (Punch and Oancea, 

2014:248). A sense of justice may propel a participant’s desire for truth-telling and reveal more 
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profound and meaningful information. Collecting data using a narrative method removes the 

interviewer and reduces the possibility of a ‘fake and exploitative’ rapport, which is sometimes 

associated with research involving minority groups (Cohen et al., 2018:61). The prevalent use of 

narrative methods in social justice research studies illustrates its suitability for researching sensitive 

topics (Cohen et al., 2018:61). The questionnaire used in this thesis included questions on sensitive 

issues, for example, tokenistic and discriminative practice. Giving a voice to societal groups hidden 

from public view should produce meaningful and valid findings (Seale, 2018:568). Qualitative 

methods, including narrative inquiry methods, are vital in disability research as this is a minority 

group whose voices are relatively unheard (Beresford, 1997:16). In asking people to tell their stories, 

researchers ought to be aware of how a person manages their self-concept of preservation and 

enhancement and how this affects their authoring language when constructing their narrative 

(Bluck, 2003:114; Gibson and Brown, 2009:18). Educators may feel incentivised to participate in the 

study if it is a subject they care about (Oppenheim, 1992; Cohen et al., 2018). However, 

schoolteachers are bound by rules of professionalism and must remain impartial when voicing their 

opinions on educational issues in the public sphere (Giroux, 2019). One must also consider the 

capacity of teachers to regulate their emotions when telling stories of tokenistic or discriminatory 

behaviour (Beresford, 1997). When authoring their own truths in narrative form, respondents need 

to feel trust and respect in the researcher before committing themselves to report their stories 

(Beresford, 1997). The activity of telling a story might make participants encounter feelings of 

vulnerability and a sense of exposing themselves, which may affect their telling of the event (Squire 

et al., 2015).  

 

Narratives share similarities with stories in that they allude to the spoken word in a way that a 

document does not (Denscombe, 2017). Hatch and Wisniewski describe the narrative process as 

‘sense-making systems of individuals’ and report findings from a study in which academics 

collectively describe narrative epistemology as ‘stories as ways of knowing’ (Hatch and Wisniewski, 

1995:116). Collecting transcripts using this method should contain a level of detail in a person’s 

construction of their memory of an event (Gibson and Brown, 2009). Booth and Booth (1997:136), 

reflecting on Bruner’s philosophical views, write that ‘people organise their experience and their 

memory mainly in the form of narrative.’ Nelson extends this concept of narrative by claiming that 

‘narratives situate action in time and place, introduce agents, connect events through mental and 

physical, causal and temporal sequences moving towards a goal or outcome’ (Nelson, 2003:126). 

Alvesson and Sköldberg state the important relevance of time in narratives, but also that time can 

be reduced to a ‘non-entity’ or ‘devoid of meaning’ (Alvesson and Sköldberg, 2009:128). From a 
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hermeneutical lens, Alvesson and Sköldberg point out that dealing with time in narratives can 

produce inauthentic knowledge. The dimension of time in narratives can be chronological or non-

chronological (meaningful time), with respondents choosing to write about experiences covering 

longer or shorter periods (Alvesson and Sköldberg, 2009:128; Bryman, 2016). In this study, 

narratives can tell the story of one or multiple events, all of which will be situated in historical time. 

A hermeneutical lens is needed to appreciate the view that socio-historical experiences shape views 

of experience. 

 

The original intention of including the open narrative was to give music teachers working in SEND 

schools, which are a minority group within education, an opportunity to voice their opinions. The 

intention was that the method would elicit data representing personal stories of challenges in 

partnership working. When a person narrates several experiences, it is recognised that each 

experience has its own phenomenological contextual situatedness (Hatch and Wisniewski, 

1995:116). This view creates a tension between the subjectivities of an individual’s perception of 

their experience and the objectivities of their contextual situatedness (Bourdieu, 1977). The 

narrative method considers hermeneutical implications of historical, cultural, ideological, and social 

contexts, as well as socio-political influences (Braun and Clarke, 2013; De Vaus, 2014; Squire et al., 

2016:12). Hatch and Wisniewski (1995:116) claim there is a tension between the wider contextual 

situatedness of an individual and the narrower focus on the individual. It is necessary to refer again 

to Bourdieu’s (1984) concept of habitus, which encapsulates the view of a person’s disposition being 

affected by multiple sociological contexts. Appreciating these complexities has repercussions for 

analytical considerations and research validity.  

 

Analysing narrative data is challenging due to various approaches stemming from different 

interpretative stances (Seale, 2016; Flick, 2018). The qualitative analysis aimed to gain clarity on the 

respondents’ interpretations of their memories of their perceived experiences of challenges in 

partnerships. Each respondent wrote a narrative from their relative perspective. However, I 

recognise contextual influences play a role in shaping a person’s worldview and therefore the 

sematic style of the narrative. This view explains why understanding institutional influences and 

situatedness within a particular field is considered necessary from a transformative lens.  

Squire et al. (2015) advises revisiting a strategy for narrative analysis once the narrative data is 

collected, as it may change depending on the type of narrative data collected. One must be aware of 

the limitations in narrative research as it can affect decisions on analysis (Barnes and Mercer, 

1997:136). Viewing the narrative as a whole account avoids the problems of breaking down 
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narratives through segmentation, coding, fragmentation and decontextualisation, which can do an 

injustice to the narrative (Punch and Oancea, 2014). However, the final decision of analysis was 

unable to be made until the quantity and quality of the last data were collected. In preparation for 

more fragmented episodic data, a thematic framework, or data matrix, was devised (Bryman, 

2016:585). Even though the open narrative was open to collecting positive findings, uncovering 

themes associated with challenges was the focus of study. Four core themes pertinent to the first 

thesis aim were decided to frame the data matrix: Challenge, tension, tokenism, and discrimination. 

Two levels of coding were applied to the narrative data: 

1/ Identify the categorisation of one of the four general predetermined themes.  

2/ Use the written narratives to identify and derive subcategories within the four themes. 

Coding was used to infer themes from the respondents’ comments to explore the causation of 

challenges from different perspectives (Saldana, 2016). The coding enabled the exploration of 

patterns and connections. Factors associated with different types of challenges were modified into 

smaller, more identifiable codable units. These are coded in the data matrix to show the breakdown 

categories within each theme as I interpret and code the qualitative data. The results of the open 

narrative method are included in chapter five. 

 

3.4.2.1. Online strategy for disseminating the questionnaire and open narrative 

 
Digital methods of data collection in academic research have increased over recent years (Savin-

Baden and Tombs, 2017). To assist with the dissemination of both the questionnaire and open 

narrative, a personal project website was designed using the online website design programme 

WordPress, containing links to both the questionnaire and open narrative. Personal websites are less 

formal than institutionally hosted websites, which suits the intention of engaging non-academic 

communities (Savin-Baden and Tombs, 2017:233). Judgements are made by the researcher on how 

to present research information on a personal website (Savin-Baden and Tombs, 2017: 144). 

Weblink to the WordPress site: https://sendmusiceducationpartnerships.wordpress.com/ 

 

The website made for this study contains additional information on myself as the researcher and the 

project information. The benefit of using a website is that it reduces researcher workload by freeing 

up valuable research time by time-efficiently disseminating the data collection methods to large 

numbers (Cohen et al., 2018:362). It remains the respondent’s choice to decide whether to read the 

information or not and whether to respond (Savin-Baden and Tombs, 2017). Jisc online surveys pre-

coded all the questions numerically (Saldana, 2016). All questions were optional, apart from the final 

question marked as required. This action was intended to avoid respondents’ survey fatigue, which 

https://sendmusiceducationpartnerships.wordpress.com/
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might have negatively influenced the response. Two online features assisted respondents with the 

process of filling in the questionnaire. Firstly, a progress bar enabled respondents to monitor their 

time effectively, and secondly, a saving feature enabled the questionnaire to be saved and returned 

later. In addition, the Jisc website updated metrical data on feedback responses every thirty 

minutes, making it easier to monitor the progress of site traffic and enabling the anticipation of 

responses. This process continued to inform the sampling strategy throughout the data collection 

period. Empirical knowledge of the targeted population helped prepare for challenges, especially in 

anticipating a low response rate. 

 

3.4.3. Documentary Analysis  

 

The literature review in chapter two highlighted the frequent existence of grey literature in the 

searches. A documentary analysis method was selected as the most appropriate method for 

including this type of source in this thesis. This section defines grey literature and the application of 

documentary analysis as a method in this study. Documents are considered a ‘rich source of data’ in 

education and social research studies (Punch and Oancea, 2014:201). Despite the gap in academic 

peer-reviewed literature on SEND music education partnerships, there is a wealth of other sources 

of information across the wider music education sector (Sloboda et al., 2020). Most of these 

information sources are referred to as grey literature, in contrast to academic peer-reviewed 

materials (Jesson, Matheson, and Lacey, 2011). Grey literature is defined as information ‘not 

controlled by commercial publishing organisations,’ encompassing information sources but not 

including academic journals (Adams et al., 2016:2). Bryman (2016:545) defines documents as read 

materials preserved in historical time but which have not been written strictly for research. The 

documentary analysis shares some of the strengths and weaknesses with the narrative inquiry 

method because all documents are types of narratives.  

 

Interpreting data using documentary research is challenging as ‘the question of credibility raises the 

issue of whether the documentary source is biased’ (Bryman, 2016:553). Although Bryman suggests 

that biases are what can make a document interesting. Arts education partnership programmes and 

projects are often evaluated with a bias toward the audience who are often stakeholders, or 

policymakers (Hallam, 2011; Myers, 2017). Researchers ought to be concerned with reporting 

documentary evidence as factual or not, ‘documents need to be recognised for what they are – 

namely, texts written with distinctive purposes in mind, and not as simply reflecting reality’ (Bryman, 

2016:560). Bryman highlights the positionality and philosophical assumptions each author brings 
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and how they guide the writing towards an intended audience. Equally, this point suggests that 

caution is necessary for attempting to treat them as ‘depictions of reality’ (Bryman, 2016:553). 

Critically, researchers are concerned with how a document has ‘come into existence’ and issues of 

who has authored the report and for what purpose (Punch and Oancea, 2014:203). Bryman writes,  

 
Documents have a distinctive ontological status, in that they form a separate reality, which 
they [Atkinson and Coffey, 2011:79] refer to as a “document reality” and should not be 
taken to be ‘transparent representations’ of an underlying organisational or social reality 
(Bryman, 2016:561).  
 

Bryman’s observations bring forth the issue of dominant narratives enacting symbolic violence 

through bias report writing. Seale (2016) asserts a similar claim about dominant narratives using 

persuasive power. Mertens (2007) observed that international communities solve this issue by 

separating the act of monitoring from evaluation.  

 

A common type of document encountered in music education is the project evaluation report. 

Evaluation reports review events ranging from one-off experiences to shorter-term projects and 

longer-term cultural programmes. Mertens writes extensively on the definition of evaluation and 

defines it as ’a systematic method of determining the merit, worth, or value of a program, policy, 

activity, technology or similar entity to inform decision-making about such entities’ (Mertens, 

2009:1). She describes evaluation as a form of social enquiry written in the public domain which is 

inherently political (Mertens, 2009). Evaluation reports are often written to gain publicity and 

funding, aimed at vested interests, policymakers, and stakeholders (Myers, 2017). However, 

Mertens raises an issue of authorship by highlighting the involvement of the evaluator in writing 

their value judgements on the ‘worth and merit’ of their programme based on their knowledge and 

expertise, for example, in art criticism. Guiding principles for conducting a high-quality evaluation 

are crucial for validity (Mertens, 2009:83-85).  

 
It is not uncommon for websites hosted by arts organisations to share celebratory evaluation reports 

on music education partnership work (Sloboda et al., 2020). In Sloboda et al.’s international research 

study on the Social Impact of Music Making (SIMM), their documentary analysis defined boundaries 

for documents by categorising them as macro, meso or micro. This study used the same grouping 

system, establishing three categories of data sets. Boundary definitions of documents included 

macro-level, meso-level, and micro-level of organisation: 

1. Macro-level – this category includes government documents, typically written by the DfE or 

DCMS, and documents from Arts Council England.  
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2. Meso-level – this second category includes documents scoped from larger arts organisations 

that umbrella lots of smaller organisations. This includes documents from the 120 MEHs and 

larger music organisations, for example, Youth Music.  

3. Micro-level – this category scopes for evaluation reports on partnership projects written by 

smaller arts organisations.  

The types of documents reviewed in this thesis were privately sourced, as opposed to personal, and 

defined as either official documents from the state (Westminster, government), or a private source 

such as an organisation or company, for example, a music education hub (Denscombe, 2017). The 

set criteria for selecting documents were as follows: 

- Published report  

- Evaluative in nature 

- Involves a SEND school setting, or pupils with ASN/SEND 

- Relates to music education partnerships in England 

Final decisions on analytical strategies happened after scoping the documents to see which 

analytical approach would elicit the most relevant results. Original intentions included inputting the 

evaluation documents into NVivo to analyse the proportion of teacher voice in this type of 

document. However, this form of narrative analysis was not possible, the limited size of this thesis, 

combined with limited and restricted access to many of the organisational documents, resulted in a 

more surface-level analysis. An early observation was of the wide range of document types used in 

evaluating inclusive music projects. The analytical strategy reflected this discovery and resulted in 

collating a sample of available documents and exploring the theme of authorship. The documents 

were collated into a table and analysed using thematic analysis. 
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3.4.4. World Café method 

 
Objective four in this thesis involved planning a World Café event as it was the most suitable 

research method for collecting data in the form of transformative group conversations. Regarding 

this thesis, the World Café planned to involve teachers, educators, and musicians, from a range of 

hierarchical job positions within schools, MEHs and arts organisations to come together for an equal 

conversation. 

 
World Café conversations take us into a new realm that has been forgotten in modern, 

individualistic cultures. It is the realm of collective intelligence, of the wisdom we possess as 

a group that is unavailable to us as individuals (Margaret Wheatley, foreword, In: Brown and 

Isaacs, 2005:xii). 

 
The World Café (WC) research method was founded in 1995 in California by Juanita Brown and 

David Isaacs (2005). The WC method is a qualitative data collection tool widely used in participatory 

action research focusing on ‘community development and organisational change processes’ (Löhr, 

Weinhardt and Sieber, 2020:1). Participants are collaboratively involved in group discussions, which 

are organised and structured using conversational tools. The WC method emerged from an event 

hosted by Brown and Isaacs, which was rained off and forced to move inside their property. Brown 

and Isaacs (2005) mocked up a café scenario in their house, which led to the symbolic title of a 

World Café. During this mock café event, Brown, and Isaacs (2005:17) observed the ‘evolving web of 

conversations’ and experienced the active change process. They consider conversation one of the 

most valuable assets in delivering organisational change, warning against its role as a peripheral 

activity. WC adds a semblance of structure, but not too much that it overpowers or inhibits the 

fluidity of free-flowing conversation (Steier, Brown and da Silva, 2020).  

 

The WC method is guided by seven core design principles (Brown and Isaacs et al., 2005:40), 

covering three aspects of the event: the aesthetic features; roles of people attending; and 

consideration for the selection of stimulus used for data generation and collection (Coghlan and 

Brydon-Miller, 2014). 
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Figure 12: The seven core design principles of the World Café method (Brown and Isaacs, 2005:40). 

 
WC has roots in social activism, hinting at the 1960s social movements (Brown and Isaacs et al., 

2005). Löhr, Weinhardt and Sieber (2020:10) highlight the capacity for WC to reduce inequalities 

amongst different people and groups, minimising power imbalance and hierarchies by facilitating 

interactions between different types of people and moderating group dynamics. This democratic 

and natural process of collaborative working brings together collective intelligence in a socialised 

setting (Brown and Isaacs et al., 2005). Brown and Isaacs explain the importance of conversations in 

society, 

 
We embody and share our knowledge through conversation. From this perspective, 
conversations are action – the very lifeblood and heartbeat of social systems like 
organisations, communities, and societies. As new meanings and the coordinated actions 
based on them begin to spread through wider networks, the future comes into being (Brown 
and Isaacs et al., 2005:18). 
 

Epistemologically, the event involves socially constructed knowledge between the participants 

during the group discussion (Löhr, Weinhardt and Sieber, 2020:3). Steier, Brown and da Silva 

describe the epistemology of WC as a type of action research encompassing ‘a way of knowing 

rooted in engagement’ (Steier, Brown and da Silva, 2020:211). They explain that simultaneous 

‘networks of conversation’ across different groups share the purpose of constructing new dialogical 

forms of knowledge (Steier, Brown and da Silva, 2020:211). 

 

Set the context
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space

Explore questions 
that matter

Encourage 
everyone’s 

contribution

Cross-polinate and 
connect diverse 

perspectives

Listen together for 
patterns, insights and 
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Geographical and physical settings are important in a World Café event (Brown and Isaacs, 2005). 

Steier, Brown and da Silva (2020) describe the situation for hosting a WC. The room needs to 

comfortably fit enough tables for small groups of people to sit around yet still be able to move 

around the room. Evoking a convivial café atmosphere, tables with checkered tablecloths and 

refreshments add to the experience, creating a relaxed atmosphere and promoting a sense of 

intimacy. Brown and Isaacs (2005:15) believed that people are more amicable to disclosing 

information in a comfortable environment, for example, in an elaborate café setting. The event host 

delivers a welcoming introduction, communicating the purpose and task of the event. One person at 

each table is nominated to be the table host, whose observatory role gives them the responsibility of 

writing down a summary of the group conversation at the table. The groups move from table to 

table, each time visiting a new table host and adding to the previous discussion. Each round begins 

with a ‘deepening question’ which evokes a ‘whole-group harvest,’ stimulating a ‘cross-pollination’ 

of ideas, bringing new themes and concepts through participating in the authentic conversation in a 

‘designed conversational process’ (Steier, Brown and da Silva, 2020:5). The event culminates in 

presentations from each of the table hosts who feedback the new ideas and thoughts captured in 

the process. Organising a WC requires consideration of ethical principles associated with PAR. Brown 

and Isaacs (2005:167) suggest that the host discusses café etiquette in their event introduction, 

clarifying appropriate behaviours that convene towards mutual respect.  

 

Strengths of the WC method include its simplicity and versatility when collecting data representing 

multiple perspectives (Brown and Isaacs et al., 2005). The method offers researchers flexibility and 

freedom, with improvisatory dialogues as a core principle. Brown and Isaacs (2005) state that these 

strengths contribute to an endless array of café approaches. Practical challenges include scouting 

localities and checking for venue appropriateness. In addition, responses and attendance can be a 

problem, resulting in in the need for carefully considered sampling strategies. Data is captured as 

group conversations, whether audio recorded, written down, or in an oral presentation. The group 

conversation is viewed as the unit of analysis. A graphic recorder can be used to collate and present 

key findings from the sessions (Coghlan and Brydon-Miller, 2014). Conversations matter in a WC, 

‘Conversation is the core process by which we humans think and coordinate our actions together’ 

(Brown and Isaacs et al., 2005:19). However, the interrelation between talk and action is of 

particular interest. The World Café community website (www.theworldcafe.com) shares WC 

publications with the wider international community. After scoping the literature listed on the WC 

website, there appeared to be no research studies using the WC method in the arts, especially about 

music, music education and SEND music education. Instead, published journal articles come from 

http://theworldcafe.com/
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other disciplines, including medicine, psychology, social sciences, nursing, law, RE, and business. Of 

particular interest are WC studies researching disability and learning needs matters.  

 

In this thesis, phase two benefitted from the inclusion of the WC method. Plans included involving 

participants representing a large arts organisation as co-hosts. I intended to present findings from 

phase one as the stimulus topic for conversation, using the final presentations to collect data to 

analyse. Due to the intended numbers, conversational analyses would have proven too in-depth, 

therefore, this approach was avoided. Instead, a thematic matrix was developed in preparation for 

topics on challenges to be discussed. Sensitive topics were anticipated on tokenism, inclusion, and 

organisational differences. As detailed in chapter six, the journey of hosting a WC event did not run 

smoothly. Therefore, a fifth research method was used, an online focus group. 

 

3.4.5. Focus Group  

 

Phase two in this thesis culminated in a small focus group. A focus group can be described as a group 

discussion hosted by a moderator or facilitator, which explores participant opinions, ideas, and 

perspectives on a particular topic of focus (Denscombe, 2017:205). Abrams and Gaiser (2016:435) 

assert that its effectiveness as a research method for ‘exploring social phenomenon’ can lead to 

eliciting deep and meaningful data. Braun and Clarke (2013) describe it as an unstructured group 

conversation where data collected represents constructed conversational dialogue generated in 

social interactions between multiple participants. They claim that ‘focus groups can be used to gain 

in-depth and unanticipated accounts in a way that quantitative methods cannot’ (Braun and Clarke, 

2013:110). Löhr, Weinhardt, and Sieber (2020:4) agree that ‘through the interaction between group 

members, the understanding of a research topic may be greater using focus group discussions.’ 

Mertens (2010:240) considers that focus groups are more aligned to elicit the participants’ points of 

view than in an interview scenario that is typically more researcher led. Therefore, ‘focus groups 

have the potential to access forms of knowledge other methods cannot’ (Wellings et al. In: Braun 

and Clarke, 2013:110). Focus groups are a suitable method for eliciting a wide range of views, 

perspectives, or understandings on an issue. This study values the involvement of participants being 

empowered through conversations about SEND music education partnerships. Social interaction 

among group members is central to the focus group and the World Café method (Brown and Isaacs, 

2005; Braun and Clarke, 2013). Both methods collect qualitative data as dialogue for analysis and 

share similar strengths and weaknesses. A similarity the methods share is the reduced role of the 

researcher, resulting in less power imbalance, which contrasts with the interview method (Löhr, 

Weinhardt, and Sieber, 2020:4). Due to the importance placed on collecting natural conversational 
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data, focus groups are considered less artificial and more authentic than other methods that may 

use more probing lines of questioning (Braun and Clarke, 2013:110).  

 

The participatory research framework in this study supports the use of the focus group method in 

fostering an agenda for social transformation and change in SEND music education partnerships 

(Kamberelis and Dimitriadis, 2005; Tonkiss, 2018). Strengths of the method include fostering social 

change by having a 'consciousness-raising effect’ on individual participants and the whole 

community (Braun and Clarke, 2013:111). Social interactions between participants lead to ‘collective 

sense-making’ as 'the meaning of a topic is negotiated among people' (Tonkiss, 2018). Focus groups 

can be empowering to individuals who may realise they are not alone in their opinions or 

perspectives (Braun and Clarke, 2013:111). They provide an opportunity to discuss sensitive issues in 

a safe and open environment, thereby increasing the potential for disclosure (Cohen et al., 2018). 

However, Löhr, Weinhardt, and Sieber (2020:5) argue that focus groups can also hinder people's 

freedom to speak their minds, especially if they are dealing with more dominant voices in the group.   

 

Focus groups are valuable in triangulation with other methods, for example, a questionnaire (Cohen 

et al., 2018:533). Tonkiss (2018:240) writes about the positive use of the survey method combined 

with focus groups and advocates for its use in mixed methods research. However, the unknowns of 

group dynamics and complex social situations can prove challenging. Focus groups can be difficult to 

arrange as venues must be booked and paid for (Cohen et al., 2018). Organising participants who 

will attend is risky and sometimes expensive, for example, participant travel costs (Denscombe, 

2017:206). Cohen et al. (2018:532) describe focus groups as having a ‘contrived nature’ in that there 

are artificially set up in unnatural surroundings. Tonkiss (2018:245) agrees that the method is less 

naturalistic than other ethnographic methods because of the researcher's relation to the group. 

However, focus groups provide access to 'natural' language (Braun and Clarke, 2013:110).  

 

Online focus groups differ from in-person events because they occur in a ‘networked computer 

environment’ (Abrams and Gaiser, 2016:435). The online method has increased in line with 

improved accessibility due to technological advancements (Savin-Baden and Tombs, 2017). 

Globalisation has increased the ability of researchers to hold focus groups with an international 

reach. The covid pandemic forced businesses, organisations, and educational institutions to move 

online, resulting in an increased acceptance and reliance on online platforms, for example Zoom and 

WhatsApp (Daubney and Fautley, 2021). In contrast to in-person focus groups, online events can be 

inexpensive and more time efficient (Abrams and Gaiser, 2016). 
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When making decisions on analysing interactive data, Tonkiss suggests researchers need to 

approach focus group data as a collective conversation, ‘there is no special technique for analysing 

focus group material’ (Tonkiss, 2018:253). Data collected in focus groups is unique in that the unit of 

analysis is the group discussion and not individual comments taken at face value, therefore, 

generalisation is not feasible (Tonkiss, 2018:254). Tonkiss suggests ‘the group context makes visible 

how people articulate and justify their ideas in relation to others’ (Tonkiss, 2018:238). The 

'interactive, contextual nature of the data' is therefore relevant, and the dialogue is analysed as a 

group conversation as opposed to individual statements taken out of context (Braun and Clarke, 

2013:109). Denscombe (2017:206) claims that a focus group gives the researcher insight into what 

people think about a certain topic and why they may have particular views. He further points out 

that participants share and compare their thoughts during the group discussion, revealing points of 

consensus or disagreement. Conversation analysis unpicks how a group dialogue interactively builds 

from one point to another between different people, ‘the discussion comes much closer to 

generating socially constructed collective meaning as individuals’ contributions merge through the 

shared conversations’ (Löhr, Weinhardt, and Sieber, 2020:4).  

 

In this thesis, the data was analysed using thematic analysis. Themes were deduced from the group 

conversation. Once the original audio data transcript was cleaned, I read and re-read the transcript 

to highlight themes using colour-coding and to annotate it with informal interpretative comments 

(Denscombe, 2017:307). Participants were colour-coded to give a visual overview of interactions. 

Blue was used to highlight conversational interactions between participants. Other colours 

highlighted emerging themes. Challenges were highlighted in yellow and positive experiences in 

green. I generated a data matrix using selected themes as headings. Denscombe (2017) describes an 

8-step process of analysing data using a grounded theory approach. This approach influenced the 

data transcription and analysis used in this thesis. 
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3.5. Ethics 
 

This thesis received ethical approval from the ethics committee at the University of Winchester. The 

ethical approval form is included in the appendix (see Appendix 18). The thesis followed ethical 

principles aligning with guidelines from the British Educational Research Association (BERA) and 

adhered to ethical research recommendations from the Economic and Social Research Council 

(ESRC). Data handling conformed with strict confidentiality guidelines (GDPR 2018; Data Protection 

Act, 2018). The questionnaire and open narrative were constructed using the web-design 

programme Jisc Online Surveys (formally known as BOS), the preferred survey design software for 

university research programmes demonstrated by high rates of performativity and used in 88% of 

universities across England (www.onlinesurveys.ac.uk/about/). Jisc Online Surveys guarantees data 

storage according to GDPR regulatory compliance and is compatible with BERA’s ethical guidelines. 

All data collected for the questionnaire and open narrative was submitted and held on this software 

platform in preparation for the data analysis stage. Video evidence was unnecessary in this thesis. 

Instead, audio recordings of the group discussions were taken for transcription, stored on the 

password-protected university server, and deleted once the process had occurred. All data, including 

transcriptions, were anonymised, ensuring there were no identifiable features to protect the identity 

of participants.  

 

Access to all teachers and teaching artists required permission from gatekeepers. Schools, MEHs and 

arts organisations were contacted by email or phone, and the project information and intentions 

were made clear and transparent. Details of how to participate were straightforward, providing a 

website address for easy access to the questionnaire and open narrative. Involvement from 

participants was free, non-pressured and self-determined on how much information to disclose, 

therefore, respondents retained authority and autonomy (Seale, 2018). Clarity on the withdrawal 

process, accompanied by relevant deadlines, was included on the consent form (Hammersley, 2018). 

Participants could not access the questionnaire or open narrative without signing the consent form. 

The consent form had to be filled in to enable access (Cohen et al., 2018). The consent form included 

the procedures for handling data, including audio data, and can be viewed in the ethics approval 

form in the appendix. 

 

For transparency, I made my contact details available, making it clear I was contactable for further 

questioning or queries of interest. The consent form also included details of relevant staff and the 

complaints procedure at the University of Winchester. Punch and Oancea (2014:69) express the 

complications in honouring confidentiality, privacy, and anonymity in research. They claim 

https://www.onlinesurveys.ac.uk/about/


 89 

contextual information in the thesis report could disclose a respondent’s identity. To avoid this, they 

suggest aiming for ‘non-traceability’ as a more realistic goal. The risk of harm to participants, 

particularly in the form of reputational damage, led to the decision to make both the questionnaire 

and open narrative anonymous. Anonymity, therefore, offered both an incentive as well as 

protection.  

 

Respect for privacy was expected even though confidentiality could not be given in a group situation 

(Punch and Oancea, 2014). Denscombe (2017:206) views confidentiality as essential for people 

considering expressing personal views, who may appreciate being able to speak with a sense of 

privacy among the group. Principles of trust, respect, and professionalism guard against disclosing 

people’s opinions outside the event, especially on social media platforms. This action ensured that 

identities and viewpoints remained anonymous outside the group event (Braun and Clarke, 2013). 

Ethical protocols were employed to protect participants from the harm of encountering 

uncomfortable situations or awkward conversations (Bryman, 2016). While anonymity was not 

possible at the face-to-face event, it was guaranteed in the written report by the removal of 

identifying features (Cohen et al., 2018). Conveying the benefits of involving participants in the 

research can support credibility, transferability, dependability and confirmability (Conway, 2020). 

Success depended on a ‘climate of trust’ created by myself as the researcher (Punch and Oancea, 

2014:67). Subsequent chapters readdress specific ethical considerations relevant to each research 

phase. 

 

Chapter three discussed how the transformative research paradigm, mixed methods approach, and 

the research design related to the thesis topic and aims. It described the methodology, the targeted 

sample population and the five selected methods. Insights into the analytical strategies led to 

discussions on mixing and integrating quantitative and qualitative data, and to the online strategy of 

hosting a researcher website. Finally, ethical considerations were discussed. The following two 

chapters detail the data collection, and results, for both phase one (chapter four) and phase two 

(chapter five).  
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Chapter 4 - Phase One: Data Collection and Results 
 

 
The previous chapter introduced the methodology, research design and methods used in this thesis. 

Chapter four narrates the data collection journey through phase one of the study, which happened 

between October 2021 and January 2022. Three selected methods triangulated qualitative and 

quantitative research approaches to accomplish the thesis’s first aim of gaining an overview of 

perspectives on SEND music education partnerships (Creswell, 2014). Phase one worked towards 

achieving three thesis objectives set out in the introduction chapter. Objective one refers to the use 

of a predesigned online self-administered questionnaire to explore whether there are trends in 

perspectives on SEND music education partnerships depending on fields of expertise. This objective 

assumed that people’s fields of expertise influence their perspectives. Exploring opinion trends 

required a larger population sample, which suited the questionnaire method (Oppenheim, 1992). 

Objective two aimed to offer music teachers employed by SEND schools an opportunity for voicing 

their opinions on challenges in SEND music education partnerships using an open narrative method. 

Given the small number of SEND schools in England, there are presumably fewer specialist music 

teachers working in SEND schools, than in mainstream secondary schools. They represent a minority 

voice in education that can potentially offer an alternative viewpoint to the dominant narratives 

promoted by larger arts organisations and MEHs (Kallio, 2021). Objective three involved critically 

reviewing current evaluation measures of SEND music education partnerships and researching the 

ontological implications for reporting quality and success. Themes about authorship were explored 

in documents evaluating inclusive or SEND music education partnership programmes or projects. 
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4.1. Planning  

 

The targeted population for this study was introduced in chapter three. Data collected in phase one 

needed to provide an overview of SEND music education partnerships by gathering perspectives 

from the involved communities within SEND schools, MEHs and arts organisations. In the next 

section, I discuss the strategies employed for accessing staff working for SEND schools, MEHs and 

arts organisations.  

 

4.1.1. Accessing targeted populations - gatekeepers 

 
The DfE published a spreadsheet of high-need schools in England, enabling access to key data about 

special schools. As of January 2022, there were 1163 SEND schools listed in England. This included: 

676 maintained SEND schools; 347 academies SEND schools; 82 Post-16 SEND colleges; and 58 Free 

SEND schools. My presumption based on empirical knowledge was that larger schools increased the 

chance of accessing a specialist music teacher. In addition, I presumed that smaller schools are less 

likely to employ a music teacher due to staffing size or type of support needs. For example, schools 

for pupils with more Severe Learning Differences (SLD) or Profound and Multiple Learning 

Disabilities (PMLD), in my experience are more likely to employ a music therapist. My final list did 

not include Alternative Provision (AP) schools as there is no guarantee that all pupils would have a 

diagnosed SEND. These schools were excluded from this study for this reason. The changing 

landscape of the education system, due to the increasing rise of Multi-Academy Trusts (MAT), made 

accessing individual schools and their music staff difficult. Accessing lists of schools was trickier as 

schools registered with MATs no longer appear to exist as separate entities. West and Wolfe 

(2018:4) claim this supports a theory that schools have lost more autonomy since academisation. 

School websites included school contact information, email, and phone number, which ensured 

easier accessibility (DfE, 2014). However, no national list of SEND music teacher contact details 

currently exists in England, and the number of music teachers employed by SEND schools in England 

appears to be unknown. This experience of accessing schools though was not unique to this research 

project, as documented by the research team in the PROMISE report (2001) during which difficulties 

in accessing teachers in special schools was mentioned in the report. This study produced an 

opportunity to create a database of SEND schools across England, including details of their music 

staff and type of provision, for example, whether the school employed a music teacher or had a 

visiting teacher. Additional information included geographical location and pupil numbers on roll. 

This database is a valuable resource for future research on music education and SEND schools. It is 

not included in the appendix.  
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4.1.2. Gatekeepers 

 

Researchers rely on gatekeepers' goodwill to share their project information and to increase access 

to participants (Mertens, 2010). Innovative, although often time-consuming, processes of 

approaching gatekeepers are needed to contact more ‘hard to reach’ populations (Denscombe, 

2017). The school gatekeepers in this study were typically members of the office team who decide 

whether to pass the email to the music lead or forward it to the senior leadership team. 

Headteachers are in a position of authority with a duty of care to their staff, especially regarding 

teacher workload, therefore, they have legal jurisdiction over whether researchers can access 

teachers (Mertens and McLaughlin, 2004). I am aware that some headteachers may have decided 

not to forward on my questionnaire. Access to special schools is challenging for researchers due to 

the added ethical dimensions of accessing children who may have vulnerabilities (Punch and 

Oancea, 2014:65). Extra ethical considerations must be in place for researchers to ethically involve 

children with ASN in their research studies (Mertens and McLaughlin, 2004). For example, if a 

researcher wants to interview children with learning differences, it is likely to be more appropriate 

for the researcher to have prior experience of how to communicate effectively to avoid 

insensitivities or awkwardness. Without due ethical care, the involvement of special schools and 

their pupils might be inappropriate (Cohen et al., 2018:124). During the phoning stage, I observed 

gatekeepers appeared to feel more at ease having a conversation with someone who had 

knowledge of SEND and particularly of their type of school and pupils (Mertens and McLaughlin, 

2004).  

 

I also encountered the issue of gatekeepers when accessing MEHs and arts organisations. Often the 

gatekeeper was the person designated to answer emails or phone calls and could be anyone 

involved with the organisation, depending on the size. They decided whether to pass on this 

research opportunity to managers, who vetoed it before deciding whether to send it on to the most 

appropriate staff member. This may have affected the response bias (Denscombe, 2017). Blair, Czaja 

and Blair (2013:320) advise generally bypassing gatekeepers. However, that decision was ethically 

unavoidable for the targeted population in this study. Once a gatekeeper successfully passed on the 

questionnaire, respondents weighed up the burden of participation, before self-selecting whether 

they consented to participation (Cohen et al., 2018).  
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4.1.3. Anticipating nonresponses  

 

Response rates to questionnaires have been decreasing over the last several years, making it 

challenging to engage more significant numbers of respondents (Bryman, 2016). Given the 

lengthiness of this questionnaire, coupled with the awareness of current workload pressures on 

teachers, I anticipated a lower response rate. This presumption is supported by the findings from the 

literature review, which revealed low-response numbers in previous music research studies 

involving SEND schools (Welch et al., 2001; 2016). However, nonresponses also provided interesting 

insights, particularly showing which groups of people responded and those that did not. A non-

probability sampling strategy was ideal for selecting a wide cross-section of respondents 

representing each of the associated fields. The weblink to accessing the questionnaire and open 

narrative was sent to many SEND schools before the Autumn half-term break to capitalise on 

teachers’ free time to respond. Unfortunately, the JISC website posted a warning notice of 

maintenance over the second weekend of the half-term at midnight. This may or may not have 

impacted the level of responses. Minimal responses came in over the half-term break requiring 

reflexivity on the sampling strategy approach (Alvesson and Sköldberg, 2009). 

 

4.1.4. Responses 

 

The total number of schools emailed was 626 special schools. This included 380 maintained SEND 

schools (pupils on roll n=377>85.2) and 256 academy SEND schools (pupils on roll n=430>90). Every 

school was emailed a weblink to the website, enabling access to the questionnaire and open 

narrative. I acknowledged a margin of error for up to thirty email addresses, making the total 

number of special schools 596. Although, calculating the probability of nonresponse using this total 

would be incorrect due to the complexities of email invitations bypassing gatekeepers and the low 

numbers of music teachers working in the schools. The table below (see Figure 13) shows the results 

of making phone calls to 414 special schools and the information reception/office staff gave about 

their knowledge of music teachers working in their school: 
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Type of special/SEND school Maintained Academy Post-16 Free 

school 

Non-

maintained 

 

Pupils on roll (Out of date, 

numbers will have 

increased) 

n=377>120 n=430>120 n=224>102 n=170>110 n=240>103 n=Total 

Total number of schools 

(n.414 in total) 

n.204 n.183 n.10 n.10 n.7 414 

Code Code description (receptionist knowledge/response)  

5 Yes (implied school 

employee) 

n.130 n.94 n.6 n.3 n.7 n=240 

4 Visiting teacher 

(implied hub/music 

services) 

n.25 n.18 - n.4 - n=47 

3 ‘We have no lead, but 

we do it in classes’ 

n.13 n.25 - - - n=38 

2 Receptionist unsure 

who to send email to 

n.23 n.25 n.1 - - n=49 

1 ‘We don’t do music’ n.12 n.12 - n.1 -  

0 No information (imply 

contact head/SLT, or 

music teacher post 

vacancy 

n.1 n.9 n.3 n.1 -  

Figure 13: Table showing the roles and total numbers of music teachers in SEND schools after 
phoning 414 schools. 

 

The phone calls to special schools resulted in the confirmation of approximately 240 music teachers 

working in special schools.  

 

Alongside contacting the SEND schools, I attempted to contact 120 MEHs. Contact details for the 

MEHs were accessed on the Arts Council England website. The first attempt at contacting MEHs 

involved sending a blanket email invitation, marked for the attention of the MEH inclusion lead, to 

all 120 email addresses accessed from the database. After the first month, it became evident from 

the response tracker on the Jisc website, that only three questionnaire respondents had reportedly 

worked for MEHs. This led to uncertainty as to whether the initial email had ended up in the junk 

folder. After this realisation I changed approach and phoned every hub personally to check whether 

they had received my email. Many challenges arose during the second attempt at contacting MEHs 
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by phone. Over one month it was only possible to contact 92 out of the 120 MEHs. Eight MEH 

websites appeared to be missing phone contact numbers. Reasons for being unable to contact the 

further twenty MEHs included: no answer, straight to voicemails, working from home message, not 

possible to connect call message. Navigating MEH websites was complicated further due to different 

descriptions on their websites: Music education hubs (n=50); Name of lead arts organisation or 

rebranded with new name (n=30); Music services (n=20); Music partnerships (n=9); LEA run (n=4); 

Music trusts (n=2); Websites under development (n=5). Measuring an accurate response rate of this 

sampling strategy was complicated due to differences in size, staffing numbers and gatekeepers. 

MEHs and arts organisations have the potential to reach more staff over a wider geographical 

location, in comparison to schools who typically have one music teacher if any. 

 

Number Contact details acquired after phoning MEHs 

29 Email addresses for managers/leads of MEHs or music services 

22 Email addresses for staff of unknown roles 

18 Requests to resend the website link to the generic MEH website 

17 Email addresses for MEH inclusion leads 

Figure 14: Results of accessing MEHs. 

  

Arts organisations by their very nature differ from one to the next. Organisation sizes ranged from 

larger national organisations to smaller local organisations. One ACE bridge organisation provided an 

online list of cultural organisations in their region, but it contained no information specifically 

relating to SEND schools. Wider internet searches revealed suggestions of arts organisations working 

specifically with SEND schools. Although, there are fewer arts organisations specialising in music 

projects with SEND schools. Inclusive projects appear to be side projects for many organisations. 

Social media, which is increasingly used in research, played a role in communicating and sourcing 

arts organisations (Savin-Baden and Tombs, 2017). Approximately thirty suggestions were received 

from the wider music community on Twitter. Because of the variation in size of the arts 

organisations, it was difficult to ascertain the estimated reach of the targeted sample population to 

generate an accurate sampling response rate. A blanket email invitation was sent initially to ten arts 

organisations, although traffic monitoring on the WordPress and Jisc websites, showed it appeared 

to receive little response. A more personal approach of phoning every arts organisation was 

adopted. Phone contact was established with staff in 23 arts organisations who proclaimed they 

would share the questionnaire. Representatives from eleven organisational admitted already 

completing the questionnaire. Disappointingly, I was unable to contact 20 arts organisations who are 
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known for working in SEND/inclusive projects. I was unable to access these organisations by phone 

and received no response by email. This experience enlightened me to the challenges of navigating 

arts organisations. 

 

4.2. Data Collection 

 

A useful analytical feature of the website programme WordPress is that it keeps track of regularly 

updated (every half hour) statistics on visits and views to the website. The WordPress analytics 

showed that most visitors accessed the website on Monday mornings at approximately 11am and 

the website received no visitors on the weekends. Sending reminders can increase feedback by up to 

30%, therefore two reminders were sent out during the data collection phase (Cohen et al., 

2018:503). The week before the end of term recorded the highest number of visitors, and 

consequently, questionnaire responses. Over a two-month period, the website received 369 visitors 

and 500 views (see Appendix 4).  

 

4.2.1. Responses – questionnaire and open narrative 

 

In January 2022, at the end of phase one, the questionnaire had received a total of 56 responses. 

The sample response was calculated out of a possible 240 music teachers in SEND schools, 92 MEHs 

and 23 arts organisations. The sample total therefore calculated 355 music educators altogether. 

This makes the response rate 15.7% if measuring by traditional standards. However, nearly all 

contacts were gatekeepers, therefore calculating the response rate provides an inaccurate figure. 

The response rate reduced the possibility of using the data as a representative sample, instead it 

suited a more exploratory purpose (Denscombe, 2017). Despite my estimation of a completion time 

of 15-20 minutes, respondents completed the questionnaire in the average time of 27 minutes. The 

underestimation of completion time could be perceived as less transparent (Oppenheim, 1992). 

Although ten respondents did complete it within the estimated time proving it was possible. 

Additionally, participants fed back from the pilot study that they viewed the length and timeframe of 

the questionnaire as not burdensome. They also commented on the questionnaire’s uniqueness of 

design and relevancy of topic area, with some reporting that it was enjoyable to fill in. 

 

Nine respondents submitted their views using the open narrative method, which adhered to the 

ethical principle of anonymity (Squire et al., 2015). While the methodological decision to share the 

open narrative using the WordPress website was optimal for reaching larger population samples, it 
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depersonalised the transaction and acted as a barrier to the open narrative (Squire et al., 2015). 

Ethical issues associated with ownership, authority, voice, trust, truth telling, and vulnerability may 

have prevented respondents’ motivation for disclosure (Hatch and Wisniewski, 1995). In my opinion, 

this undoubtedly affected the number and nature of responses. Developing a better-connected 

relationship between the researcher and the researched would yield more meaningful data in future 

research (Mertens, 2010). 

 

4.3. Results 

 

4.3.1. Questionnaire: Quantitative data 

 

The questionnaire was structured in three sections (see Figure 8). Question 1 related to the consent 

form. Questions in the first section of the questionnaire (Q2-19) mainly focussed on respondent 

opinions about matters relating to SEND/inclusive music education partnerships. Questions 2 – 8 

were descriptive questions relating to identity and employment experience. Questions 9 – 18 were 

mainly closed questions relating to independent variables with exploratory purposes (Denscombe, 

2017). These questions covered different social justice themes relating to SEND music education 

partnerships (see Figure 9). Quantitative results are presented graphically in the same number order 

as in the questionnaire. Some qualitative data has been embedded to communicate deeper 

meanings to some of the questions (Creswell and Plano Clark, 2018).  

 

4.3.1.1. Questions 2-4: Employment experience 

 

Question 2 asked respondents to self-identify the field they felt best suited their level of experience, 

qualification, and expertise. The results are shown in Figure 15: 
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Figure 15: Pie chart showing results of Q2. 

 
The pie chart shows most respondents self-identified as having more experience working in SEND 

music education, and music education. No respondents self-identified with the field of SEND. This 

population includes therapists, outreach workers, and care staff, many of whom may have 

participated in music partnerships, but might not have received the questionnaire. The aim of 

section two in the questionnaire was to corroborate the respondents’ self-identified fields by 

collecting more detailed information on their levels and types of qualification, experience, and skills. 

The results of this corroboratory data are included later (see Figure 37).Figure 37 

 

Given the multidisciplinary work experiences of the respondents, the questionnaire explored the 

range of employment roles in more depth. Question three asked respondents for their current job 

title. After noticing a pattern in the responses, I categorised the types of job description, dividing the 

job titles into the most likely place of employment, whether a school, or MEH/arts organisation. 

Some job titles overlap. The results are shown in Figure 16: 
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Education
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Q2 Select which field of work you feel best suits your level of experience, 
qualification, and expertise
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Figure 16: Results of Q3. 

 

Out of 56 respondents, 52 different job titles were given. One deduction to be made is that the 

population working in SEND music education partnerships is indeed diverse in their job roles, 

responsibilities, and status. This is shown by their self-identified fields and information supplied on 

respondents’ job roles.  

 

Question 4 was a multichoice question asking respondents about their employment experience, 

more specifically what types of organisations they had worked for. Figure 17 gives an overview of 

the responses: 
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Figure 17: Bar graph showing the result of Q4.  

 
This highest number of respondents (n=33) reported they had mostly been employed by a SEND 

school setting with the second highest number (n=30) being employed by a Music Education Hub. 

The fewest number of respondents (n=19) had experience working for an arts organisation. This was 

a multiple-choice question, therefore percentages do not give an accurate picture and are not 

included in the graph.  

 

4.3.1.2. Questions 9-11: Authority, participation, and power 

 

Question 9 was multichoice, asking respondents who they perceived to be mostly responsible for 

different roles within partnerships, for example, applying for funding and writing evaluation reports. 

The decision to offer a multichoice option produced unclear results, not worth presenting in detail. 

Ideally, for analytical purposes, the question would not have been multichoice. However, the data 

did reveal a noticeable difference regarding the percentage of people selecting ‘joint responsibility’ 

for different statements. For example, 68% of respondents (n=38) ticked joint responsibility for 

‘managing and making key decisions about a project.’ However, in comparison 38% of respondents 

(n=19) ticked joint responsibility for ‘writing the evaluation report.’ One other noticeable 

observation from the results was that only 4% (n=2) of respondents thought selected teachers had 

the responsibility of ‘writing the funding bid’ compared to 46% of respondents (n=25) who selected 

MEH/arts organisation managers. However, 62% of respondents (n=35) also selected joint 
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responsibility, which illustrates the problem of determining accurate findings from this multichoice 

question. 

 
Sub-questions delved deeper into the issue of authority. Question 9a asked whether respondents 

would make any changes to who has authority in this type of partnership work. Nearly two thirds of 

respondents selected no, showing they were happy with who was currently awarded authority in 

partnerships (see Figure 18): 

 

Figure 18: Pie chart showing results of Q9a. 

 
However, over a third of the respondents said they would change who has authority. Sub-question 

9ai aimed to probe even further by offering respondents a chance to freely voice their opinions on 

the matter of who should have authority. Of the 21 qualitative responses provided, 15 people wrote 

that they thought schools or teachers ought to have more authority in SEND music education 

partnerships. A selection of supporting comments is included below: 

- ‘Less money to be given to music hubs and more funding given directly to schools. SEN 

schools could facilitate outreach to mainstream schools to support inclusion and therefore 

have more impact for this vulnerable group.’ (A19) 

- ‘I would like schools to take more responsibility for applying for funding as opposed to 

waiting to be approached to be part of a project.’ (A7) 

- ‘Teachers/support staff as they work with the students every day.’ (A11) 

- ‘More time for school staff to have more input into planning, debrief and evaluating.’ (A16) 

- ‘It would be beneficial if the schoolteachers and leadership were able to free up more time.’ 

(A20) 

The qualitative data shows a consensus that schools and teachers are perceived to not have enough 

authority and that they should have more. This result suggests an ongoing power imbalance. Further 

Yes
37% (n=21)

No
63% (n=35)

Q9a Would you make any changes to who has authority?
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investigation would reveal whether there are any common denominators in this group, for example 

do they already work in schools, or not. Another sub-question (Q9b) asked whether respondents 

would like to have more authority. Over two thirds of respondents said no, in contrast to under one 

third who said yes (see Figure 19): 

 

Figure 19: Pie chart showing results of Q9b. 

This result is difficult to interpret as it needs to consider whether respondents are already in 

positions of authority. For a deeper level of meaning to this question, respondents’ current work-

level status would provide more information. Respondents were next asked (Q9c) their opinion on 

whether they considered the roles between teachers and arts educators/practitioners in 

partnerships to be more equal or hierarchical (see Figure 20): 

 

Figure 20: Pie chart showing results of Q9c. 

This response showed a positive result in that up to 75% of respondents did not see themselves in a 

hierarchical situation in a partnership. Further analysis could investigate common denominators in 

these trends.

Yes
29% (n=16)

No
71% (n=40)

Q9b Would you like to have more authority? 

Hierarchical

25% (n=14)

Equal
64% (n=36)

No opinion
11% (n=6)

Q9c Do you consider the roles between teachers and arts 
educators/practitioners in partnerships to be more equal or 

hierarchical?
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4.3.1.3. Questions 10-12: Equal opportunities and perceptions of high-quality 
 

Question 10 asked respondents to select from a range of statements describing five different levels 

of participation. The levels were adapted from Arnstein’s (1969) ‘Ladder of participation’ model. 

Respondents selected which level of participation they felt best represented their experiences of 

participating in SEND music education partnerships. The question was not multichoice and every 

respondent gave an answer. The results are shown in the bar graph below (see Figure 21): 

 

 

Figure 21: Bar graph showing the results of Q10. 

 
Overall, this finding was positive as 73% of respondents (n=41) felt they had participated in positions 

of either authority or as partners in a position to negotiate with policyholders/managers to create 

change. This result corroborates the positive finding from Q9c that there the approximately three-

quarters of people consider themselves to be in non-hierarchical partnerships. No-one selected the 

lowest level of non-participation.  

 

Question 11 asked whether respondents had ever worked in a managerial role in relation to an arts 

education partnership project. Results showed a high proportion 59% (n=33) of respondents had 

worked in management roles compared to 41% who had not. Sub-question 11a probed further by 

0%

5% (n=3)

21% (n=12)

50% (n=28)

23% (n=13)

0% 10% 20% 30% 40% 50% 60%

 1 Non-participation: There is a pretence of genuine
participation.

2 Present: Give an appearance of presence, be seen and
heard, but with no guarantees of being listened to.

3 Advisory: In a position to advise but not have any
decision-making powers.

4 Partnership: In a position to negotiate with
policyholders/managers to create change.

5 Authority: A key decision-maker with full authority
who can influence and change the status quo.

Percentage of respondents 

Q10 Written below are descriptions of 5 different levels of participation, 
ranging from non-participation to authority. From your own perspective, 

select which statement best describes your highest level of personal 
involvement in SEND music education par
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asking whether respondents would prefer to have more responsibilities or not. 57% (n=32) of 

respondents selected no, 30.4% selected sometimes, and 13% selected yes. Both the variables in 

questions 10 and 11 were descriptive, rather than exploratory, and played dependent roles as they 

provided more information in conjunction with other variables (White, 2017). Further exploration 

would reveal how many teachers want more authority. In question 12 respondents were presented 

with three statements and asked to rate their opinion, in terms of agreement level. The first two 

statements related to social justice themes of equality and inclusive access in SEND music education 

partnerships. The third statement asked whether respondents felt respected during partnership 

work. The results to all three statements are shown in the bar graph below (see Figure 22):  

 
Figure 22: Bar graph showing results of Q12. 

 
The first statement reveals a consensus that out of 56 respondents in total, nearly two thirds of 

respondents agreed overall that children who learn instruments formally do receive more project 

opportunities. In contrast, one third disagreed with this statement. Results of the second statement 

show that one third of respondents disagreed overall that local MEHs offer inclusive opportunities 

for all children with ASN, in contrast to two thirds who do think the MEH offer inclusive 

opportunities. In response to the third statement nearly everybody felt respected while working in 

partnerships. 
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Q12 Would you please give your opinions on the following matters relating to 
working with others in SEND music education partnerships?

Q12.1 I think that children who learn instruments through formal lessons receive more project opportunities
than those who learn informally.

Q12.2 In my view, the local Music Education Hub offers inclusive opportunities for all children with
SEND/ASN in the area.

Q12.3 My knowledge and expertise are valued and respected when working with others.
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4.3.1.4. Questions 13-14: High-quality partnership experiences 
 

The next two questions (Q13 and Q14) asked respondents about their views on high-quality 

partnership experiences. Question 13 asked respondents to report how frequently they had 

experienced high-quality SEND music education partnerships. No more information was given as to 

what was meant by ‘high-quality’ and the concept was therefore left open to the respondent’s own 

interpretation. The terms ‘often’ and ‘sometimes’ used in this question are subjective and open to 

interpretation.  

 

 

Figure 23: Bar graph showing Q13 results. 

Nearly all respondents (n=51) had often or sometimes experienced high-quality SEND music 

education projects. Only 4% (n=2) of respondents replied that they rarely did, and no-one selected 

never. This result suggests that, despite the positive result that nearly everyone had experienced a 

high-quality partnership, more could be done to raise the quality in even more SEND music 

education projects. Question 14 asked how many respondents could recall a positive experience and 

a high proportion of 95% selected yes, compared to 5% who said no, confirming a positive response 

(see Figure 24): 
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Figure 24: Pie chart showing Q14 results. 

Sub-question 14a asked respondents on their perspectives of what factors they thought contributed 

to the quality of the partnerships. Respondents were offered a multiple choice of suggested factors 

(see Figure 25):  

 

 

Figure 25: Bar graph showing results of Q14a. 
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Q14 From your experience, can you recall a positive example 
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The two highest rated contributing factors of high-quality projects were perceived to be ‘supportive 

working relationships’ and ‘positive communication.’ Although there was generally a high level of 

consensus for nearly all options, therefore suggesting all factors are perceived to contribute to a 

high-quality experience.  

 

4.3.1.5. Question 15 - 18: Challenges, tokenism, and discrimination 
 
Question 15 asked whether respondents had encountered challenges in SEND music education 

partnerships. Three quarters of respondents (76%, n=41) had encountered challenges during their 

partnership experiences (see Figure 26): 

 

 

Figure 26: Pie chart showing results of Q15. 

 

Two sub-questions (Q15a and Q15b) probed deeper into opinions on causal factors of the 

challenges. Question 15a asked respondents how frequently they had experienced issues between 

SEND school settings, arts organisations and MEHs. Only 42 respondents replied to this question out 

of the total number of 56. The fact that 14 respondents did not choose to voice their opinion is an 

interesting finding. Percentages are not given as they do not reflect an accurate proportion of 

response. From the 42 respondents who did reply, 28 said they ‘often’ or ‘sometimes’ encountered 

issues between organisations, in contrast to 14 who said they ‘never’ or ‘rarely’ encountered 

challenges (see Figure 27): 

Yes
76% (n=42)

No
24% (n=13)

Q15 Have you ever encountered any challenges during your 
experiences of SEND music education partnership projects?
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Figure 27: Bar graph showing results of Q15a. 

 

An additional filter question explored opinions on a suggested list of causal factors. The suggested 

causes were selected from empirical knowledge and tested in the pilot study. Respondents scored 

‘Inexperience’ as the highest, with ‘different expectations’ coming second (see Figure 28): 

 

 

Figure 28: Bar graph showing results of Q15ai. 
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Question 15b asked respondents how frequently they had encountered tensions with other workers 

(see Figure 29). The concept of ‘tension’ was not explained further, but instead left to the 

respondents’ own interpretations: 

 

Figure 29: Bar graph showing results of Q15b. 

 
The bar graph shows an even split between respondents who ‘sometimes’ or ‘often’ encountered 

tensions, and respondents who ‘rarely, or ‘never’ encountered tensions. 

Comparing questions 15a and 15b shows that people tend to experience slightly more challenges at 

a meso-level with organisations, than at a microlevel between people. A further sub-question asked 

respondents about causal factors of tensions between workers (see Figure 30). Results are shown in 

the number of respondents, and not in percentages, because it was a multichoice question and the 

percentage figures are misleading: 
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Figure 30: Bar graph showing results of Q15bi. 

 

The top three perceived causes of challenge as shown by the data were: ‘different expectations of 

outcomes,’ ‘communication issues,’ and ‘limited experience.’ A thematic analysis of the qualitative 

data from the open narrative and open questions from the questionnaire revealed corroborating 

comments made by several respondents. Respondents mainly commented on two of the themes. 

The following comments are examples of some of the shared opinions: 
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Theme: Different expectations of outcomes 

- ‘However, the process of this particular collaboration wasn't always so successful. I had two 

musicians coming in on a Friday (one morning and one afternoon) and I often felt that the 

musicians were tired, not fully engaged or giving it 'their best.' I did sometimes think that 

maybe, as our pupils are SEND, they were possibly not getting a fair deal, being challenged 

or stretched as other mainstream pupils would be. I knew that same of the pupils that they 

were working with could do more than was being asked of them. And I feel that that was 

also clear to the musicians.’ 

- ‘Sometimes if talking to someone with more mainstream experience they might just think 

that a SEND project would be similar to a mainstream but with slightly less content/easier 

content but as we all know this isn't true and projects need to be specifically tailored for 

SEND and then tailored once more for the particularly people involved.’ 

- ‘Outside organisations sometimes expect too little of SEN students and facilitate a simple 

experience in musical teaching.’  

Theme: Limited experience 

- ‘The only time I felt the project was not successful was due to the youth and inexperience of 

the workshop facilitator. The person was successful in her funding bid but did not have the 

musical knowledge or teaching experience to lead as effectively as more experienced 

facilitators. The project was still a success but not as successful as other projects with more 

experienced leaders.’  

- ‘Lack of understanding and confidence amongst practitioners.  Reluctance to get involved for 

fear of the unknown.  Thinking you have to know everything about SEND, when what you 

really need to do is have an ongoing dialogue with the schools and to ensure the planning is 

worked on together. Hesitancy from special schools because they want to know that the 

experience on offer is appropriate for their young people.’   

 

In question 16, respondents were asked to rate their agreement with four statements on issues 

relating to SEND music education partnerships. Statements 16.1 and 16.2 relate to written 

evaluation reports and funding bids. Statement 16.3 and 16.4 relate to the theme of inclusion. The 

data results are shared in the table in Figure 31 and the bar graph in Figure 32: 
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Question number and 

Statement 

Strongly 

agree 

Agree Disagree Strongly 

disagree 

N/A 

% n= % n= % n= % n= % n= 

16.1 Reports which evaluate SEND music projects 

always communicate a balanced viewpoint. 

1.8 1 42.9 24 26.8 15 3.6 2 25 14 

16.2 The words inclusion/inclusive written in a 

funding bid increase its chance of success. 

16.1 9 48.2 27 8.9 5 1.8 1 25 14 

16.3 Funding is used appropriately on SEND music 

education projects. 

9.1 5 50.9 28 29.1 16 1.8 1 9.1 5 

16.4 The inclusion of SEND school settings in 

projects can sometimes feel tokenistic. 

16.7 9 44.4 24 29.6 16 0 0 9.3 5 

Figure 31: Table showing the data results of Q16. 

 

 

Figure 32: Bar graph showing the results of Q16. 

 
Although a quarter of respondents (n=14) out of the total of 56, had refrained from giving an opinion 

on statements 16.1 and 16.2. Additional observations are that there is far less disagreement about 

the words ‘inclusion/inclusive’ being used to increase the chance of success in funding bids. This 
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Q16 Tick which box reflects your opinion on the following statements 
relating to SEND music education projects.

Q16.1 Reports which evaluate SEND music projects always communicate a balanced viewpoint.

Q16.2 The words inclusion/inclusive written in a funding bid increase its chance of success.

Q16.3 Funding is used appropriately on SEND music education projects.

Q16.4 The inclusion of SEND school settings in projects can sometimes feel tokenistic.
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result raises an important concern of how the theme of inclusion is incorporated into funding 

applications. In response to statement 16.3, one respondent wrote extra comments regarding 

financial issues: 

- ‘Often funding is given to 'BIG' organisations, who do not necessarily have the expertise, 

staff, skills or knowledge to collaborate in SEND settings but their name e.g. **** makes the 

project look good, when maybe there are smaller organisations, individuals with higher 

expertise who could deliver the project in a more effective, meaningful and knowledgeable 

way.’  

Another respondent commented on the lack of funding. 

- ‘The only tension we have is funding - we would do more - the settings would like more - but 

we just don't have the money so planning and spending wisely is very important’.  

 

A total of 33 out of 56 respondents agreed that the inclusion of SEND school settings in projects can 

sometimes feel tokenistic. Question 17 probed further by asking more directly of who had 

encountered tokenistic practice. The results show 43% of respondents (n=24) had encountered 

tokenism (see Figure 33): 

 
Figure 33: Pie chart showing results of Q17. 

 
An open question accompanied this question and 11 respondents added further comments giving 

more descriptions and sharing opinions of their experiences of tokenism. I have included a selection 

of the comments to add insights into different perspectives: 

- ‘Students sat with a tambourine on their knees while staff played as a full band.’  

- ‘Projects that we have had sometimes appeared to be ticking a box for the MEH staff rather 

than being focussed on our students.’  

Yes
43% (n=24)

No
57% (n=32)

Q17 In your personal experience of working in either mainstream or 
SEND music education projects have you encountered any tokenism 

involving SEND school settings or pupils?
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- ‘Special schools being invited as audience members for end of year concerts rather than 

active participants in the music making process.’  

- [Involving SEND] Looks impressive!  

- ‘Sometimes we feel like an add-on.’  

- ‘I have seen the one student that has visible SEND requirements being picked out for 

photographs and promotional material to promote the service or project as the 'poster child' 

to seem more inclusive at a glance when the majority of the students had significant SEND 

requirements that weren't immediately visible.’  

- ‘Those poor little disabled children... great for funding bids :-(‘  

 
 
In question 18, over three quarters of respondents stated that they had not encountered 

discriminatory practice involving SEND school settings or pupils. Contrastingly under one quarter 

reported they had encountered experiences of discrimination (see Figure 34): 

 

 
Figure 34: Pie chart showing results to Q18. 

Below is a selection of feedback comments which offer pertinent views on ableist issues and 

discrimination, and how they cause challenges in SEND music education partnerships:  

 

ON5 ‘When organising large scale events (pre-pandemic) we have struggled to find venues that 

could accommodate us - even relatively new buildings often have entirely inadequate toilet 

facilities for folks with additional needs. We have been refused building hire on grounds of 

health and safety due to us having a number of wheelchair users. One theatre (council 

owned) - in order to make the adjustments we needed for accessibility charged us an 

additional £1500 on top of the original booking quote. Often the schools themselves are 

Yes
23% (n=13)

No
77%

(n=43)

Q18 In your personal experience of working in either mainstream 
or SEND music education projects have you encountered any 

discriminatory practice involving SEND school settings or pupils?
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unable to transport their most severely disabled children (only one at a time, not a whole 

class) so these groups miss out on events due to a number of factors.’  

D5 ‘Access to the stage was a huge challenge in one project because they wanted the children to 

walk up the aisles and up the steps to enter. The student that relied on walking aids couldn't 

do that so they told him he would have to just 'sneak in at the back.'  

D1 ‘There is little thought given to practicalities of projects such as how we get there and then 

return to school in time for transport etc. Also lack of disabled changing facilities.’ (D1) 

D2 ‘MEH staff often don't know how to work with students with needs therefore SEN students 

become excluded from music lessons, provided with no support so the challenge is too great, 

or their behaviour admonished when they are in fact communicating that their needs aren't 

being met. Also at management level, some managers have had very low expectations and 

been derogatory in their comments regarding SEN students without actually knowing them.’  

D9 ‘When I suggested to a primary school teacher that I would like to teach woodwind 

instruments to more SEND pupils, I was told they might break the instruments and it was not 

a good idea.’ 

D3 ‘Mainstream schools asking for SEND students to be taught outside their normal music 

lesson.’  

D7 ‘They are sometimes forgotten about - or an assumption is made that they can't take part....’  

D6 "Child A will sit out this session because they cannot join in."  

D8 ‘Children who find it easier to build relationships or engage in social activities were given 

more opportunities to participate [than children with SEN].’  

T15 ‘Sometimes I have been asked to just do slightly less of the mainstream lesson plans that are 

already written rather than be given the freedom to tailor my delivery to SEND schools.’  

 
The qualitative data above was integrated with other qualitative data for a thematic analysis. This 

data included question 19 in the questionnaire, which collected 23 responses from respondents on 

their opinions and views on SEND music education partnerships. The thematic analysis results can be 

seen in Figure 36. 

 

4.3.1.6. Questions 41-42: Opinions on traditional and progressive aspects of music education 
 
As previously mentioned, the statements in questions 41 and 42 were written to indicate a person’s 

ideological leaning, towards either traditional music views, or more progressive views. Used in this 

way the results were intended to be used as a covariable in this study in correlation with other 

variables. However, many challenges arose which were outside the scope of this study. Instead, the 
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statements reveal interesting findings when treated as independent variables. The results showed 

most respondents leaning towards progressive statements and viewpoints. This is unsurprising due 

to the commonality that all respondents had experience working in inclusive/SEND music education 

partnerships. After reviewing the results, seven statements revealed particularly high levels of 

popular consensus of agreement or disagreement (highlighted in green, see Figure 35): 



Question 
number 

Question statements: 
Tick which box reflects your opinion on the following 
statements. 

Strongly 
disagree 

Disagree Total 
disagree 

Total 
agree 

Agree Strongly 
agree 

N/A 

  n= % n= % n= % n= % n= % n= % 

41.1 I think that the music curriculum should include as much 
classical music as possible 

7 12.5% 31 55.4% 68% 30.4% 16 28.6% 1 1.8% 1 1.8% 

41.2 In my opinion, the music curriculum should help children 
learn about the ‘popular’ music they engage with outside 
of school 

1 1.8% 5 8.9% 10.7% 87.5% 36 64.3% 13 23.2% 1 1.8% 

41.3 I perceive classical music to have a higher educational 
value than most other music styles 

27 48.2% 23 41.1% 89.3% 10.7% 5 8.9% 1 1.8% 0 0 

41.4 I think that inclusive music ensembles should have an 
equal value to traditional music ensembles in music 
education 

1 1.8% 3 5.4% 7.2% 91.1% 22 39.3% 29 51.8% 1 1.8% 

41.5 In my opinion, the majority of children should learn to 
read and write traditional Western classical notation in 
school 

11 19.6% 30 53.6% 73.2% 25% 13 23.2% 1 1.8% 1 1.8% 

41.6 I think that developing improvisation skills during whole 
class playing is just as important as playing individually 
from notation 

1 1.8% 1 1.8% 3.6% 96.4% 20 35.7% 34 60.7% 0 0 

42.1 I consider playing an instrument to be the most highly 
valued musical skill achievable in music education 

12 21.4% 28 50% 71.4% 23.1% 9 16% 4 7.1% 3 5.4% 

42.2 In my opinion mobile and assistive technologies, when 
used as musical instruments, can have an equal value to 
traditional instruments 

0 0 3 5.4% 5.4% 94.6% 26 46.4% 27 48.2% 0 0 

42.3 It is my view that music theory should be taught during 
music curriculum lessons at school 

1 1.8% 7 12.5% 14.3% 78.6% 42 75% 2 3.6% 4 7.1% 

42.4 I think that progression routes for learning musical 
instruments are linked to affordability 

0 0 11 19.6% 20.8% 75.5% 26 46.4% 17 30.4% 2 3.6% 

42.5 In my opinion, traditionally graded music exams ought to 
be the highest quality measure of a person's musicality 

28 50% 23 41.1% 91.1% 7.2% 3 5.4% 1 1.8% 1 1.8% 

42.6 I believe that more funding should be spent on music 
opportunities for young people with ASN/SEND 

1 1.8% 2 1.8% 5.4% 91% 14 25% 37 66% 2 3.6% 

Figure 35: Table showing the results of Q41 and Q42.   
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4.3.2. Mixing qualitative data results: Open narratives and open questions  
 

The overall style and substance of the narratives appeared to be authored in a more professional 

voice, than personal and anecdotal (Mertens, 2009). The data also revealed differences between 

linguistic and semantic styles in how respondents wrote about SEND. For example, some 

respondents wrote about disability more from the perspective of societal barriers, while some 

narrated more from the perspective medical barriers. This detail, along with other telling factors put 

the question of authorship into doubt. I questioned whether the narratives were all written by music 

teachers working in SEND schools, and instead sensed some respondents were writing from an art’s 

organisational perspective due to the way schools and teachers were talked about as ‘others.’ Re-

readings showed a crossover of content substance and style between the open narrative and the 

questionnaire’s open question (Q19). Both sets of data complemented each other in terms of 

content and style, sharing more similarities, than differences. An early observation from the data 

collected in the questionnaire was that more respondents (n=23) preferred to voice their opinions in 

the questionnaire’s open question (Q19), than in the open narrative. The longest open narrative 

contribution lasts 462 words and the shortest lasts 128 words. Whereas in Q19, the highest word 

count lasts 281 words. Originally the narratives were intended to undergo a separate analysis from 

the qualitative data in the questionnaire. Some closed questions in the questionnaire warranted the 

addition of an accompanying open question, marked as ‘other,’ to give respondents the option of 

writing further opinions. However, given the shared similarities, the data was integrated. The 

qualitative data included the open narratives and the relevant open questions from the 

questionnaire (Q17, Q18, and Q19). This type of qualitative data added deeper meaning to the 

quantitative data.  

 

4.3.2.1. Thematic analysis results 

 

The integrated qualitative data was analysed using a thematic analysis (Braun and Clarke, 2013; 

Bazeley, 2018). Four themes from the questionnaire were used to create a data matrix to organise 

the emerging themes from the collation of the qualitative data: challenges, tensions, tokenism, and 

discrimination. This resulted in the qualitative data being mixed within quantitative data and themes 

in the questionnaire (Creswell and Plano Clark, 2018). The results of the thematic analysis are 

displayed in the data matrix shown in Figure 36. The original transcripts are included in the appendix 

(see Appendix 5). The transcripts show which themes link to the respondents’ statements.  
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Themes analysis from the qualitative data – open narrative, Q17, Q18 and Q19 

Challenges: Tensions: 
Practical challenges: 
- SEND staff changes 
- School pressure – time – communication, lack of 

experienced staff 
- Training 
- Sharing 
- CPD 
- Observation of music staff 
- Time 
- Finance - Lack of funding 
- Lack of communication. 
- Lack of joint collaboration and communication. 
- Only one opportunity to partner in the last 4 

years, but would love to do it more. 
Lack of understanding: 
- Pressures of music as a subject 
- Differentiation 
- Inflexibility- lack of differentiation 
- More focus on other groups in EDI 
- Challenges of SEN school staff expertise 
- Understanding needs 
- Inexperience 
- Different values 
- Differences in quality by postcode 
- Differences in values 
- Differences in outcomes 
- Communication, building relationships 

- Stereotyping – all SEN is physical 
- Example of a challenge in a partnership: visiting 

staff tired and not fully engaged, or giving it ‘their 
best.’ 

- Inequality. 
- Low expectations 
- Different expectations, venue, lack of 

understanding of SEND 
- Differentiation- difficulties of dealing with SEND 
- Misuse of staff time 
- Low experience - Lack of understanding and 

confidence amongst practitioners.  Reluctance to 
get involved for fear of the unknown. 

- Lack of understanding 
- Low expectations 
- Lack of training, knowledge. Big orgs getting 

money. 
- Hierarchy 
- Letting students down 
- Lack of recognition of staff skill 
- Disinterested staff 
- Lack of understanding 
- Inexperience 
- Communication 
- ‘Staff not be on board or actively joining in. being 

negative and disinterested in the music sessions. 
Staff being unaware of the aims and benefits of 
music.’ 

Tokenism Discrimination: 
- Inequality, inequity 
- Inaccessible venues and events 
- Inaccessible projects from professional orchestras 

– therefore why do them? 
- Hierarchy 
- Inequal expectations within types of SEND 
- Exclusionary attitudes 
- Lack of knowledge of SEND students and staff 
- Lack of understanding 
- Token 
- ‘Ticking box for MEH staff’ and not student driven 
- Token audience, not included equally as 

participants 
- Token appearance 
- Token participation ‘We feel like an add-on’ 
- Token visibility – photos used for promotion for 

the service or project 
- Patronising. 
- Patronising – lack of age appropriateness 
- Tokenism – tickboxing – and a consequence of 

being disconnected and gaining nothing. 
- Used for funding bids 
- Token ‘add-on’  
- Treating SEND schools differently 

- Inaccessibility -discrimination 
- Inaccessible venues 
- Lack of accessible facilities. 
- Lack of consideration for SEND practicalities. 
- Exclusion. 
- Low expectations. 
- Derogatory comments. 
- Being treated differently in a negative manner. 
- Inexperience and prejudgements. 
- Less opportunities for some with ASN. 
- MEH Lack of experience working with SEN results 

and SEN kids being excluded. 
- Exclusion of MLD from music accreditation. 
- Acceptance of needs and behaviours - adaptability 

Figure 36: Thematic analysis of integrated qualitative data. 
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4.3.3. Exploring group trends - Questionnaire section two  
 

Section two of the questionnaire includes questions 20-40 (see Figure 8). These questions aimed to 

measure respondents’ levels of qualification, skills, and experience in the relevant fields. The data 

corroborated whether the respondents had correctly self-identified their field of expertise in 

question 2 in the questionnaire (see Figure 15). This analytical strategy was discussed in chapter four 

in the section on the questionnaire method. The coding framework is included in the appendix (see 

Appendix 2). During the first stage of analysis using the framework, some results did not appear to 

tally up. I noticed discrepancies in how some respondents had answered certain questions. For 

example, self-identification as a classroom teacher appeared to present as a problem. Two 

respondents self-identified as classroom music teachers, despite presenting as instrumental 

teachers, with no QTS, and with little evidence of experience working as a classroom music teacher 

in a school. One respondent, who self-identified with none of the fields and instead selected the 

‘other’ category, had no QTS, and had no experience teaching, or being employed in schools, as well 

as ticking ‘n/a’ for Q21. However, they ticked ‘very’ or ‘mostly’ for the four statements linked to 

their confidence level for teacher knowledge (Q25). In another example, respondent 38 came out 

with a high score in the field of education, without any experience teaching in schools. How was it 

possible that someone who had never taught in schools came out with a high score in the field of 

education? A further example showed one respondent had no experience in any of the fields, and 

therefore selected the ‘other’ category, but was a MEH representative for up to 15 years. They used 

the job title ‘education consultant,’ while admitting to having no qualification or experience working 

in schools at all. Sometimes a respondent ticked a statement that contradicted another 

corroboratory statement. For example, respondent 36 replied to the following questions,  

 

‘What is your experience working in SEND schools?’   

‘Classroom teacher’ 

What type of employment have you had in SEND schools?’  

‘Never visited a SEND school.’ 

 

Answers such as these required a reasoned judgement by interpreting other available information to 

decide what score to award.  

 

Self-concept and self-efficacy appeared to hinder the validity of truth-telling in the survey. A general 

observation was that teachers in SEND schools appeared to be more honest when stating how 
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confident they feel regarding teaching children with additional support needs, while some people 

with limited SEN experience regularly selected ‘very confident.’ A reason for this could be a lack of 

knowledge within the field of SEND to understand the complexities and challenges involved. There 

was a problem with tallying up marks for the field of SEND Education. The weighting of the marks 

awarded on people’s own self-efficacy and interpretation of their confidence in knowledge became 

an obvious issue. Respondents with less experience achieved similar marks to those with lots of 

experience. Two respondents had much higher scores for SEND education, but when it came to 

corroborating this against the field of SEND, they achieved a much lower score. Music therapy, 

which is classed a separate and unique discipline was included in the field of music and SEND. Not 

many respondents represented the field of music therapy, therefore the weighting of value was 

different for the Music and SEND category. For example, one respondent said they had no music 

therapy qualifications, but admitted to running music therapy sessions for years. Music therapy is a 

marketable product for some music organisations. Due to a lack of understanding about music 

therapy, school staff may assume they are receiving a qualified music therapist.  

 

These observations were made during the process of coding data. A reflexive approach resulted in a 

few alterations to the final framework (Alvesson and Sköldberg, 2016). The final coded set of data 

from section two of the questionnaire can be seen in the appendix (see Appendix 6). An additional 

set of coded data reveals the result of coding the questions in section one of the questionnaire in 

preparation for a descriptive analysis (see Appendices 7 and 8). The table below (see Figure 37) 

shows the comparative results between the respondents’ self-identified fields, and the results using 

the corroboratory analytical framework. The final fields scores are shared in the appendix (see 

Appendices 9 and 10). 

 

Fields Self-identified by 
respondent 

Classified by my analytical 
framework 

Music 9 5 

SEND 0 0 

Education 3 1 

Music & SEND 4 16 

SEND Education 6 6 

Music Education  13 13 

SEND Music Education 13 15 

Other 8 0 

Figure 37: Table showing the results of the field analysis. 

 
The corroborative results showed that the identified fields were similar. However, the main field 

causing confusion appeared to be music and SEND. More people had SEND experience than first 
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admitted and more people chose to identify with the field of music, rather than the field of SEND. I 

believe that measuring the fields was necessary in adding rigour to exploring opinion trends. Due to 

the samples representing each field being small, I decided to combine some fields to form larger 

interdisciplinary fields. The first group (MEDS) had high levels of education knowledge, and 

additional music, or SEND, knowledge. The second group (MSE) did not have high levels of education 

knowledge. The third group (SME) had high levels of knowledge across the disciplines of education, 

SEND, and music (see Figure 38): 

 

Fields Self-identified 
by respondent 

Classified by my 
analytical framework 

 

Education + Music or SEND  
 

20 MEDS 

Music + SEND  
 

21 MSE 

SEND Music Education 
 

15 SME 

Figure 38: Final interdisciplinary field groupings. 
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4.3.3.1. Exploring trends - results 
 

The following graphs relate to a descriptive analysis, which is included in the appendix (see Appendix 

11). The descriptive analysis includes each of the statements in questions 12 and 16, plus questions 

15, 17, and 18 from the questionnaire. All 56 respondents are represented by their interdisciplinary 

fields and grouped as to whether they agree or disagree with the statement. The descriptive analysis 

uses colour-coding to illustrate the number of responses in different field groupings. This section of 

chapter 5 presents the results of the descriptive analysis for Q12 and Q16. Results are presented in 

graphs, illustrating the number of respondents who agree (A) or disagree (D) with a series of 

statements. A summary of key observations is shown alongside the graphs. Respondents were asked 

to rate their agreement levels on seven statements (Q12 and Q16) relating to matters of equality, 

equity and inclusive practice when working in SEND music education partnerships. Questions 12.1 

and 12.2 are about equity of opportunities depending on a child’s socio-economic capital, and 

location. The graphs show the agreement levels according to the three interdisciplinary fields: 

 

  
Figure 39: Question 12.1 Bar chart showing respondent answers grouped by field. 

The result of the descriptive analysis exploring trends in the answers of statement 12.1 shows the 

SME field are more likely to disagree than MEDS and MSE on whether they think children who learn 

instruments find formal lessons have more opportunities than mainstream counterparts. It also 

revealed more tendency for MEDS and MSE to agree, with the SME field being split in half and 

showing no trend. 
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12.1 I think that children who learn instruments 
through formal lessons receive more project 

opportunities than those who learn informally 

MEDS MSE SME

12.1 – Overview of results 

• MEDS 14 people agreed and 
4 people disagreed, 
showing more than 2/3 
agreed. 

• MSE 14 people agreed and 
6 disagreed. 

• SME 7 people agreed and 6 
people disagreed, showing 
an equal split in opinion.  

• Only 5/56) ticked n/a. 

• 1-2 people ticked N/A from 
all 3 fields. 
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Figure 40: Question 12.2 Bar chart showing respondents’ answers. 

 
The data for Q12.2 revealed that while more people in MEDS and MSE were more likely to agree 

that the MEH offers inclusive opportunities to SEND, more respondents in the SME field tended to 

disagree.  

 
 

 
Figure 41: Question 12.3 Bar chart showing respondents’ answers. 

 
A third of respondents in the SME field disagreed, showing more tendency not to feel respected and 

valued when working with other in comparison to the other groupings. Especially in comparison to 

MSE who always feel valued and respected. As Music and SEND is the field disassociated with 

education, it is interesting that all 6 disagrees plus one N/A come from education.  

 

0

2

4

6

8

10

12

14

16

A D N/A

n
=r

es
p

o
n

d
en

ts
12.2 In my view, the local Music Education Hub 

offers inclusive opportunities for all children 
with SEND/ASN in the area 

MEDS MSE SME

0

5

10

15

20

25

A D N/A

n
=r

es
p

o
n

d
en

ts

12.3 My knowledge and expertise are valued and 
respected when working with others 

MEDS MSE SME

12.2 Overview of results 

• MEDS 12 people agreed and 
8 people disagreed. 

• MSE 14 people agreed and 6 
people disagreed. 

• SME 8 people disagreed and 
7 people agreed.  

• Only one person ticked N/A 
 

 

12.3 Overview of results 

• MEDS 17 people agreed and 2 
disagreed. 

• MSE All 21 people agreed. 

• SME 11 people agreed and 4 
people disagreed. 

• Only one person ticked N/A 
 



 125 

 
Figure 42: Question 16.1 Bar chart showing respondents’ answers. 

 
Compared to other statements, a higher proportion of respondents ticked N/A. This could reflect 

either people not being involved in the process, and therefore not having an opinion, or a sensitive 

issue which they prefer not to comment on. Interestingly only one quarter of the MEDS field agreed, 

with a higher proportion either disagreeing or ticking N/A. This suggests that people from an 

education perspective are less likely to agree that reports evaluating SEND always communicate a 

balanced viewpoint. 

 
 

  
Figure 43: Question 16.2 Bar chart showing respondents’ answers. 
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16.2 The words inclusion/inclusive written in a 
funding bid increase its chance of success 

MEDS MSE SME

16.1 Overview of results 

• MEDS 5 people agree, but 6 
people disagreed, and 9 
people ticked N/A.  

• MSE 12 people agreed and 6 
disagreed. 

• SME 8 people agreed and 5 
disagreed. 

• 14 people ticked N/A 
altogether. 
 

16.2 Overview of results 

• MEDS 11 people agree and 2 
people disagree, and 7 ticked 
N/A.  

• MSE 14 people agree, 2 
disagree, 5 ticked N/A. 

• SME 11 people agree and 2 
disagree. 

• 14 people ticked N/A in total. 
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Figure 44: Question 16.3 Bar chart showing respondents’ answers. 

 

  
Figure 45: Question 16.4 Bar chart showing respondents’ answers. 

 
The results revealed some interesting differences between the opinions of people in the 

interdisciplinary fields relevant to this thesis. Music and SEND (MSE), the field grouping without 

education, showed more group thinking and more consensus than the other field groupings. 

Especially in comparison to the field of SEND music education (SME) where on three statements 

there was a nearly equal split of opinion.  

 

Questions 15, 17 and 18 asked about experiences of challenge, tokenism, and discrimination. 

Question 15 showed evenly splits of opinion, revealed no apparent trends. Question 17 asked 

respondents whether they had encountered tokenistic practice. While responses of Yes and No were 

evenly split in both groups with SEND experience (MSE and SME), a higher proportion from the MED 

field, who lack SEND experience, ticked No (n=14) compared to a smaller number ticking Yes (n=6). 
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16.4 The inclusion of SEND school settings in 
projects can sometimes feel tokenistic 

MEDS MSE SME

16.3 Overview of results 
 

• MEDS 11 people agreed, 2 
people disagreed, and 7 ticked 
N/A.  

• MSE 14 people agreed, 2 
disagree, 5 ticked N/A. 
 

• SME 10 people agreed and 4 
people disagreed. 
 

• 6 people ticked N/A in total. 
 

16.4 Overview of results 
 

• 5 people ticked N/A in total. 

• SME 8 people agree and 7 
disagree. 

• MSE 14 people agree, 6 
disagree, 1 ticked N/A 

• MEDS 13 people agree and 3 
people disagree, and 4 ticked 
N/A.  
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This trend suggests that people with limited SEND experience may be less able to recognise 

instances of tokenism. Question 18 asked respondents on their experiences of discrimination in 

partnerships. In general, a higher percentage of respondents with SEND experience selected No. In 

looking for suggested trends I noticed two thirds of people from the MSE field ticked No (n=13), 

compared to one third who ticked Yes (n=8). Both the SME and MED fields had a higher proportion 

of people who ticked No and only a few who ticked yes. In the SME field this equated to twelve who 

ticked No (n=12) and only three who ticked Yes (n=3). In the MED field a higher proportion ticked No 

(n=18) and only two (n=2) ticked Yes. This result suggested a trend that people with a higher level of 

qualification in Education experienced less discriminatory practice, while the group of people with 

less qualification in Education experienced more discriminatory practice.  

 
Accessing higher-quality opportunities depends on the locality and size of the MEHs, resulting in a 

wide range of different quality experiences (Savage and Barnard, 2019). MEHs have autonomy over 

how they manage and run their partnerships and music provision. Differences range from MEHs led 

by traditional music services with their focus on instrumental lessons or led by independent arts 

organisations who may place more importance on creative and innovative projects. Respondents 

were asked whether they thought their local MEH offered inclusive opportunities for all children 

with SEND/ASN in their area (Q12.2). Despite a positive consensus of 58% (n=33) supporting this 

inclusive viewpoint of their hub, 40% (n=22) of respondents disagreed, supporting a contrasting view 

that many MEHs do not offer inclusive opportunities to children with ASN. Using a covariable (Q4), I 

ascertained how many had had experience working for a MEH. A deeper analysis of this data (see 

Appendix 11) revealed that of most respondents who had agreed, nearly all (n=31) had experience 

working for a MEH, therefore perhaps showing bias. Only 2 respondents had no experience working 

for a MEH. N. 29 reported working for a MEH. Of these, 20 agreed with the statement, compared to 

9 who disagreed. This result showed a higher proportion of people with experience working for a 

MEH agreed with this statement compared to an equal split (n. 10 agree versus n. 11 disagree) of 

those with no experience working for a MEH. This result suggests a finding that people who work for 

different types of organisations may share a different perspective from those working in another 

kind of organisation (Rolle et al., 2018). Despite being unable to explore trends more rigorously due 

to the small sample size, I was still able to notice emerging trends between workers from different 

field groupings (Zeserson, 2012:211; Christophersen and Kenny, 2018). Regarding the amount of 

data collected during this study, I consider this exploration to still be in its infancy, with many more 

analytical possibilities reserved for future research. The limitation of this mixed methods study 

meant that further statistical analysis was unnecessary. Due to the low numbers in this sample, the 

analysis is descriptive resulting in exploratory observations (Denscombe, 2017).  
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4.3.4. Documentary Analysis 

 

Originally, triangulation was explored to see how to combine and relate the data collected from the 

three research methods in phase one. This naturally occurred when combining the qualitative data 

from the questionnaire and the open narrative. However, it became evident as the study 

progressed, that the documentary analysis provided a different type of data that would not benefit 

from being embedded with the questionnaire and open narrative data. Instead, data collected in the 

documentary analysis occurred concurrently (Creswell and Plano Clark, 2018). The documentary 

analysis proved far more complicated than originally expected due to the inaccessibility of accessing 

documents involving SEND schools. This type of document referred to is typically evaluation reports 

on cultural arts programme or project, written by arts organisations (Christophersen and Kenny, 

2018). Due to the lack of a single source of collated documents, finding documents for this analysis 

involved scoping individual websites. Within the limitations of this research study, finding enough 

evaluations became a challenge. I was unable to access documents from targeted larger arts 

organisations. Limited access resulted in a much smaller scale analysis than hoped. The original 

intention for analysis was to measure teacher voice. However, it became apparent that teacher 

voice would be unlikely to be mentioned in this type of report as they are not the intended 

audience. On reflection, the analysis of teacher voice would have only proven what was already 

known. Consequently, due to the limitations of this thesis study, the original plan for analysing 

documents had to be adapted, only allowing scope for a surface-level analysis. A new focus for 

analysis was required. What had become apparent was the wide range of documents written about 

inclusive/SEND music education partnerships. Therefore, the analytical strategy derived from the 

problem of accessing and interpreting the authorship and intended audience of a document. 

Documents were categorised into macro, meso, and micro level reports as previously described in 

chapter four. The documentary analysis results show the different types of evaluative reports and 

information on authorship. Authorship has become a central feature of interest regarding 

programme evaluations of SEND music education partnerships. The results of the documentary 

analysis are included in tablature format in the appendix (see Appendix 12). 

 

4.3.5. Sequential design - Mixing and integrating the data 

 

Chapter five narrates the data collection journey of phase two, which focussed on addressing the 

second thesis aim and fourth objective. Phase two aimed to build onto the data collected during 

phase one, thereby increasing the validity of the deduced findings. Qualitative data collected using 
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the open narrative method shared similarities with the qualitative data collected in the 

questionnaire, therefore both sets of data were integrated and analysed thematically (Bazeley, 

2018). The quantitative data collected in the questionnaire, which was coded using the analytical 

framework, was subsequently used to explore whether there were trends of opinion depending on 

experience of different fields in the workforce. This quantitative data was kept separated and not 

mixed. Similarly, the documentary analysis data did not lend well to being integrated, therefore it 

remained separated.  

 

A sequential element in this study was the reusing of the database of teacher and artist contacts 

compiled in phase one to inform the sampling strategy in phase two. This contact information 

contributed to the accessibility of participants in phase two. A summary of the primary findings from 

phase one informed phase two when presented as a stimulus for discussion in the focus group. At 

the end of the chapter data from phase one and two is integrated for the purposes of another 

thematic analysis, this time revealing findings across both sequential phases.  
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Chapter 5 - Phase Two: Data Collection and Results 
 

This chapter details the journey and progression through the second phase of this research study.  

The narrative in this chapter runs chronologically, telling the story of the research journey, with all 

its twists, turns and unexpected barriers (Alvesson and Sköldberg, 2009). A timeline summary of 

phase two events is included later in the chapter (see Figure 47). Principles from the transformative 

research paradigm underpin phase two of this sequential study, placing the engagement of 

participants as a central focus (Mertens, 2009; Creswell and Plano Clark, 2018). The aim of the 

second phase involved engaging the involved communities in critical discussions on addressing 

challenges and improving quality in future SEND music education partnerships. This aim funnelled 

down to the fourth thesis objective, which involved a plan to host a World Café event enabling the 

involved communities to socially discuss and construct new solutions for improving future practice in 

SEND music education partnerships. Phase two contrasted with phase one in that it was future 

oriented. This aligned with the view that historical, current, and future time is relevant in the 

transformative paradigm (Stetsenko, 2017). Phase two focused on collecting qualitative data. 

Sequentially, the qualitative focus in this phase demonstrated the need to go deeper into some of 

the issues raised in phase one (Creswell and Plano Clark, 2017). Even though the intention in phase 

two was to host a World Café, the journey was unexpected and resulted in reflexive methodological 

changes (Alvesson and Sköldberg, 2009). The data collection session consequently became an online 

focus group. 

 

5.1. Planning  
 
In line with the research design selected for this thesis, a participatory action research (PAR) 

approach guided the decision to co-host a World Café (WC) event in collaboration with a larger arts 

organisation (Creswell and Plano Clark, 2018). The number of participants invited to the event was 

planned for 15-30 people with experience working in, or facilitating, a SEND music education 

partnership. As previously mentioned, a strength of the WC is that it can be used as a tool to reduce 

power imbalances and hierarchies in group conversations (Brown and Isaacs et al., 2005). Mertens 

warned ‘hostility can result from bringing together two groups whose lifestyles do not normally lead 

them to discuss a topic together’ (Mertens, 2010:240). Mertens alludes to the point that people may 

feel safer engaging in a deeper level of conversation when their situational commonalities evoke a 

sense of trust, especially when discussing sensitive issues. For example, empirical knowledge 

suggests that SEND teachers may feel more comfortable discussing sensitive issues on ableism, 

disability, and tokenism, while others may feel awkward discussing sensitive issues in a group 
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situation (Mertens, 2004). Separating groups caters for this eventuality enabling everyone to feel 

free while having the same sensitive conversations in the room across groups (Brown and Isaacs et 

al., 2005). Based on experiential knowledge, I proposed to group tables by different organisation 

types, thereby eradicating hierarchies on each table. I envisioned the café venue would be set up 

with six tables seating up to five people on each table: SEND music teachers together on one table, 

MEH staff together on one table, and arts organisation staff grouped together on another table. The 

table layout was based on grouping people together in a way that can elicit the most profound and 

meaningful conversations (Brown and Isaacs et al., 2005). The planned layout of this event was 

underpinned by cultural-historical activity theory (CHAT) (Engeström, 2018). Epistemologically, this 

comes under social constructivism however is guided by principles of transformation and change 

(Alvesson and Sköldberg, 2009; Löhr, Weinhardt and Sieber, 2020).  

 
Selecting a location had significant consequences for the data collection (Brown and Isaacs, 2005). At 

first glance, London was the obvious choice for the location of the WC event due to the higher 

numbers of SEND schools and MEHS. In addition, due to the higher frequency of arts organisations, 

performance venues, and MEHs, I presumed that SEND schools in London might have better access 

to arts partnerships. Therefore, the experiences of music teachers working in London schools was 

presumed to be different from more rural schools, who cannot benefit from access to local cultural 

organisations and opportunities (Daubney and Mackrill, 2018; Savage, 2019; Underhill, 2022). 

Consequently, the uniqueness of London meant the findings would not produce representative 

findings of other partnership situations around England. The selected location needed to strike a 

balance between being a larger city with a more dispersed geographical reach, representing a more 

average partnership experience across England.  

 

5.1.1. Bristol World Café Event - November 2021 to March 2022 
 

Bristol was selected as the first location to host the WC event as the city hosts several arts 

organisations devoted to inclusive music making, for example, the Paraorchestra, the National Open 

Youth Orchestra (NOYO), Drake Music, Open Orchestras, and the Alliance for a Music Inclusive 

England. Bristol Beacon (formerly Colston Hall), newly renovated at approximately £106million, is 

one of the most inclusively accessible concert venues in England. A handful of organisations, 

including the hub, continue to lead the way in championing music and disability. The MEH has 

hosted several conferences dedicated to music and disability, for example, Breaking the Glass Ceiling 

in 2019, establishing its reputation for work on inclusion. Involving authentic voices from the 

associated communities aligned with the participatory design framing of this study (Creswell and 
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Plano Clark, 2017:129). Participatory action research promotes the involvement of members of the 

community, especially stakeholders, to be involved in the data collection process, therefore 

contributing to enacting change (Nind, 2014). Furthermore, communities who empower themselves 

by participating in the research process ‘may gain credibility and recognition for their contribution 

and build important new alliances’ (Nind, 2014:27). In preparation for phase two and planning the 

WC event, I contacted a manager of an arts organisation in Bristol. As a result, I arranged an online 

meeting during November 2021. My thesis aims and the practicalities of hosting the WC were 

discussed during this meeting. Positive outcomes from this meeting included obtaining a contract for 

hiring a venue at the Bristol Beacon and the loan of a staff member from the arts organisation to 

support the event in person. The Bristol World Café was advertised for Friday, 6 May, 1-3 pm.  

 

Creswell and Plano Clark (2017:128) include ‘communicating the framework with others’ as one of 

the challenges of using this participatory-focused research design. I lacked clarity in conveying my 

research intentions and the hope of a more collaborative research approach failed to evolve. The 

mutual benefit of knowledge exchange may have been misinterpreted as a one-way knowledge 

process, not a two-way mutually beneficial learning process (Punch and Oancea, 2014:73; Creswell 

and Plano Clark, 2017). Inevitably, not having the backing of a larger organisation added to the 

challenge of contacting the associated targeted population in the area who may not have had trust 

in me as a researcher or in my study topic (Punch and Oancea, 2014). The purposive sampling 

strategy for the Bristol event involved contacting the same target population from phase one: music 

teachers in SEND schools, teaching artists from arts organisations, and inclusion leads from MEHs. 

Using the database of SEND schools generated in phase one of this study, a narrowed-down list 

included contacts from Bristol and the surrounding areas. From the outset, a low response was 

predicted, especially concerning the gatekeeping problems experienced in phase one. With an aim 

of increasing participation, I decided to widen the geographical spread to cover the South-West and 

Midlands regions to be more inclusive by giving more people the chance to attend. An invitation 

email was sent in the week beginning Monday 21 March 2022 to: 

- 90 SEND schools - teacher direct email addresses 

o 49 - teacher direct email addresses 

o 41 – reception/office email addresses 

- 24 MEHs - general email addresses 

- 7 arts organisations 
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Phone calls to four local hubs were received positively, with staff showing interest in inclusive music 

making and in attending the event. The deadline for response was set four weeks after the calls, for 

Monday, 4 April 2022, to allow for planning during the school Easter break. 

 

Disappointingly, after four weeks of waiting, I received no responses from a MEH or an arts 

organisation. Only one schoolteacher from Birmingham confirmed their acceptance of the invitation. 

A reflexive approach was needed to re-evaluate this lack of interest (Alvesson and Sköldberg, 2009). 

Empirical knowledge of school education enabled me to consider possible reasons for the failure. 

Firstly, the timing of the WC was during the school day carrying implications of higher staff cover 

costs. Secondly, the geographical spread was too wide reaching for staff to be able to attend in a 

time-efficient manner. On further investigation, I learnt that Bristol has very few large SEND schools. 

On considering the ethical principle of beneficence, a possible reason for a low response from MEHs 

and arts organisations could be that they might be wary of reputational damage and perceive the 

research topic as one that could present pose an economic threat (Bryman, 2016). The event was 

cancelled, and apologies were sent to the relevant parties involved. Moving forward with the 

research, I decided to relocate the event. 

 

5.1.2. London World Café Event – April 2022 to May 2022  
 

London has a greater number of SEND schools than anywhere else in the country and, therefore, a 

higher probability of more music teachers working in SEND schools. It hosts thirty MEHs which is a 

quarter of all MEHs across England. London is well-known internationally for centrally hosting more 

arts organisations and venues than elsewhere in England. Relocating the WC event added a sense of 

time pressure within the limits of this thesis study. This meant reorganising the event at shorter 

notice than planned. Instead of hiring an arts venue, I contacted a SEND teaching school alliance to 

co-host and support the event. The Bridge Trust (www.thebridgelondon.co.uk) is a SEND school in 

London and a teaching school alliance, meaning it offers teacher training and CPD for teachers in 

London. Being situated in London, the Bridge Trust benefits from an accessible, wider-reaching, and 

more efficient public transport network. The Bridge Trust has access to a vast network of SEND 

schools and teachers across London and has well-established links to SEND schools in London and 

across the country. Their reputation was presumed to be better known among SEN teachers, and 

the event benefitted from this association. A community hall attached to the trust, used for adult 

teacher training events, was hired for the WC event. The rearranged date was Wednesday 18 May, 

the week before the half-term school holiday. The timings of the event were set at 3.30 pm – 5.30 

https://www.thebridgelondon.co.uk/
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pm, later than the earlier timings planned for in Bristol, to reduce the implications of supply cover 

costs and teachers’ time burden.  

 

 

Figure 46: Flyer for the World Café event in London. 

 

Purposive sampling for the London event involved creating a list of SEND schools, MEHs and arts 

organisations in London and the wider geographical area (Denscombe, 2017). In preparation for 

sending the WC event invitation, the contacts database created in phase one was used to 

geographically sort SEND schools, MEHs and arts organisations in London and its surrounding areas. 

The same process was followed for the MEH spreadsheet, and arts organisations based in those 

areas were filtered out too. Email invitations were sent to all SEND schools in London, plus larger 

SEND schools in surrounding counties, MEHs based in London and a handful of arts organisations 

specialising in inclusive music making. In the week beginning Monday, 25 April, a total of 169 email 

invitations were sent to 51 Academy schools, 61 maintained schools, 42 MEHs, and 15 arts 

organisations. 

 

After the first two weeks revealed an inadequate response, a deeper investigation was needed to 

find the cause of low response numbers. The database compiled in phase one of the study included 

which schools in England confirmed employing a music teacher. Using this information, I was able to 

deduce which schools in London employed music teachers, contracted visiting teachers, or had no 

music teachers. Data were cleaned firstly to provide two complete lists of music teachers confirmed 

Join t he conversat ion

RSVP: kellyjo.fost erpet ers@gmail.com  

You are invit ed t o a World Café
A participatory discussion addressing the 
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SEND schools and arts organisations
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to work at a SEND school in the greater London and South-east regions, followed by a postcode 

search for SEND music teachers working in schools in London. This search revealed only 12 

confirmed music teachers employed by larger SEND schools (n.=<120) for the whole of London. 

There are possibly more music teachers in the smaller SEND schools, but it was not possible to 

phone these schools due to the time scale of this thesis. After calling each of the thirteen schools, 

conversations with four music teachers revealed reasons for being unable to attend, including issues 

of childcare and travel. The discussions were positive, with teachers feeding back on how important 

they felt the topic was and expressing interest in participating online. After contacting twelve school 

music teachers by phone, none confirmed their attendance, two MEH leads said yes, and two arts 

organisations agreed to participate. Five days before the event, I had four confirmed attendees but 

no SEND school music teachers. Without music teachers from SEND schools, the WC method loses 

its purpose, which values the inclusion of all voices in a collective group conversation (Lave and 

Wenger, 1991). I made the decision to cancel the event and cut losses to retain the venue costs 

(£250) and reflect further. Two SEND music teachers did confirm a couple of days before the event, 

but it was too late. 

 

Social research does not always follow a smooth path, and this study was no exception (Bryman, 

2016:13). Getting a balance of individuals from SEND schools, MEHs and arts organisations together 

for the world café proved too challenging in both Bristol and London. Self-reflective questions 

included: why was it challenging to get the relevant people in the room for a discussion? Was the 

methodology flawed? What were the unforeseen practical and logistical problems? Were there 

issues with the sampling strategy and access to participants? The realisation was clear that with only 

twelve confirmed music teachers working in SEND schools in London, the only way to get everyone 

together is with more comprehensive support from headteachers and managers. For example, 

paying supply costs so teachers can attend. After the two failed attempts at hosting an in-person 

event, I resorted to moving it online. Several music teachers I talked to had expressed a preference 

for the event to be online. How would the method transfer effectively online? However, the benefits 

of increasing accessibility to include more SEND school music teachers outweighed any challenges 

(Seale, 2018).  

 

5.1.3. Online World Café Event – May 2022 to June 2022  
 
 
This rethink delayed the initially planned event from May to June, adding time pressures to the data 

analysis stage. By rescheduling the World Café to be online, it offered an opportunity to see whether 

the number of participants increased. Moving online changed and limited the data collection 
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strategy compared to hosting the World Café in person (Löhr, Weinhardt and Sieber, 2020). For 

example, visual data was not necessary for the online session, with audio recording providing 

enough information. A benefit of online accessibility meant removing geographical restrictions and 

including as many SEND music teachers as possible (Savin-Baden and Tombs, 2017; Nind, 2014). A 

list of email contacts for SEND music teachers was compiled from the phase one SEND school 

database. Reflexivity was used to reconsider how to collect and handle data. Empirical knowledge 

from working as a schoolteacher suggests that some teachers would prefer to access the session 

from school before going home. In contrast, other teachers must be available for childcare straight 

after school, preferring to access it from home. Advertising two online sessions allowed more people 

to access the event times best suited for them: 3.30 pm to 5.00 pm; and 6.00 pm to 7.30 pm. A one-

hour break was used between the two sessions to review findings from the first session to inform 

the second session. Updated consent forms were sent out on receipt of an invitation acceptance 

(see Appendix 18). 

 

The online World Café needed a different sampling strategy to ensure the teacher voice was heard, 

therefore staff from MEHs and arts organisations were excluded to prioritise the schoolteacher 

voice. Narrowing the sample removed organisational hierarchies, making CHAT no longer relevant to 

this stage.  I decided on a purposive sample with the control category resulting in sending invitations 

to SEND music teachers employed by schools to the online event (Tonkiss, 2018:249). In the week 

beginning Monday, 16 May, I sent the online WC event invitation email to 662 SEND schools across 

England. This included 221 Academy SEND schools and 441 Maintained SEND schools. By Monday, 6 

June 2022, 12 teachers replied to confirm their plans for attending: 5 teachers in the first session, 1 

in the second session, and six teachers unconfirmed as to which session they would attend. 

However, only four teachers replied with a completed consent form, leading to considerations of a 

possible low turnout. The inadequate response consequently had the effect of a rethink as to which 

data collection approach would be more suitable for the event and whether to use a WC method or 

a focus group. The plan was to still run the two sessions as World Cafés, using online break-out 

rooms for group discussions. However, an opportunity to trial the online world café presented itself 

on Tuesday, 7 June, the day before the WC. While hosting an online Teach-Meet for a large music 

hub organisation, it appeared that the ten teachers attending (out of a possible 25) preferred 

informal and social discussion and were less inclined to write formal notes or give a presentation in a 

session straight after school.  The World Café did not work well in the scenario of online space as the 

teachers appeared to prefer having a less prescribed format for the session. The insight from this 

session helped contribute to the final decision to use a focus group method to collect data for the 
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thesis instead of the WC method. However, the difficulties and challenges presented relate to the 

thesis study question and provide insights into broader systemic challenges in the music education 

sector. These findings are discussed further in chapter six. The process of collecting data is illustrated 

in the following timeline (see Figure 47), which gives an overview of the phase two journey: 

 

 

Figure 47: Timeline showing the data collection journey and progression in phase two. 

 

 

5.2. Data Collection – Online focus group 
 
Focus group discussions can be highly moderated to lowly moderated depending on the nature and 

frequency of the researcher’s involvement (Löhr, Weinhardt and Sieber, 2020:4). In my role as a 

moderator, it was essential to create a balanced sense of trust and rapport among the group, 

ensuring the topic, direction and flow of the discussion naturally emerged during collective 

interactions between the participants (Abrams and Gaiser, 2016; Denscombe, 2017). Gaiser explains, 

‘Online group moderating therefore needs a delicate balance between influence that could increase 

moderator bias and sustaining the work of the group by providing adequate leadership’ (1997, cited 

In: Abrams and Gaiser, 2016:438). To support this session, a colleague from a previous school I had 

worked at accepted an invitation to the meeting with the role of notetaking, freeing me up to fully 

engage in the facilitation process (Seale, 2018:252). Denscombe (2017:212-13) describes good 

practice as including an awareness of contributing to the discussion using prompts, probes, or 

checks. He suggests that attendee roles are made clear during the introductory formalities of the 

session.  
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Phase two culminated in two focus group sessions, which took place on Wednesday, 8 June 2022: 

session one from 3.30 pm to 5.00 pm; and session two from 6.00 pm to 7.30 pm. In addition to 

myself, and my notetaking colleague, four teachers attended the first online session. However, one 

teacher left early on, due to technical issues with their microphone. The three remaining teachers 

discussed their individual experiences working in SEND schools and constructed a three-way 

dialogical conversation. This group was homogenous in that everyone attending shared the 

experience of working in a SEND school (Abrams and Gaiser, 2016; Löhr, Weinhardt and Sieber, 

2020). This unity added to people’s comfort in discussing sensitive issues associated with SEND 

education, as shown in one conversation about tokenistic practice. In such a small focus group, two 

people remaining silent would have caused a sense of awkwardness. The note-taker added to the 

session using probes and prompts to help further clarification of comments and viewpoints 

(Denscombe, 2017). The first session ran over time due to the ongoing flow of the conversation. The 

conversation was audio-recorded to transcribe the group discussion in preparation for thematic 

analysis. The first session ran smoothly, producing an engaging and insightful conversation with all 

participant roles being adhered to.  

 

Only one new teacher attended the second session. This was in addition to a returning participant, 

and the note-taker from the first session. A total of four people started the session, therefore I 

shortened the session and finished early. After sharing the phase one findings, a productive 

conversation ensued. However, another participant turned up with apologies for being half an hour 

late, just before I was about to close the session. Unfortunately, this part of the session did not go as 

planned. Cohen et al. (2018:533) describe unexpected problems in focus groups, such as group 

dynamics and dominant voices. Reflecting on the differences between the sessions in how one 

session felt very successful, and one felt comparatively weaker. Another difference noted in this less 

successful session was that the different work settings of the individual who arrived late made the 

group heterogenous, which caused less incentive to discuss sensitive matters concerning SEND 

(Abrams and Gaiser, 2016; Löhr, Weinhardt and Sieber, 2020). 

 

The first focus group produced high-quality data suitable for analysis. However, the conversation 

data generated in the second focus group was affected by ‘problems of group effects,’ flowing 

differently from the first session. Due to the unsuitability of the data from the second session, I 

omitted this data and refocused on the first session data (Bryman, 2016:522; Cohen et al., 2018). 

The successful focus group lasted 1 hour and 35 minutes and provided an audio recording, which 

was securely stored using password protected location on the University of Winchester’s secure 



 139 

server (Savin-Baden and Tombs, 2017). This complied with ethical principles of data handling (BERA 

guidelines).  

 

Transcribing the focus group conversation 
 
 
I immersed myself in the data transcription process. A voice recognition tool in Microsoft Word 

eased the transcribing process by making efficient use of time. The transcript showed long spoken 

sentences, as spoken conversation differs from written dialogue in that it avoids punctuation. While 

listening carefully to the transcript, I added punctuation to aid readability. Changes included 

commas for slight pauses, restrained use of full stops, and speech marks to indicate reported 

speech. Repeated words, stutters and hesitations were removed. For example, each respondent 

repeatedly said common terms, including, ‘you know, kind of, sort of’ and ‘it’s like’ which were 

removed. Pseudonyms replaced participant names, and asterisks replaced identifiable details to 

maintain anonymity (Cohen et al., 2018:646). Repeated listening enabled me to clean and improve 

the accuracy of the data.  The time constraints of this thesis study resulted in a more straightforward 

use of transcribing conventions (Cohen et al., 2018). For example, Jeffersonian transcription 

techniques, which focus on the tone of how something is said, were not employed (Braun and 

Clarke, 2013:162). Braun and Clarke (2013) advise beginning researchers to attain a ‘good enough’ 

representation of the dialogical process.  

 

Data analysis process 

 

The data was analysed using a thematic analysis. This is shown in the coded transcript (See Appendix 

14). Descriptive codes were initially used, followed by a deeper level of pattern coding before 

abstracting and conceptualising the data within socio-political and educational contexts (Punch and 

Oancea, 2014:228). The teachers' experiences attending the session were vastly different, therefore, 

another purpose of the analysis was to discover similarities and differences. The hermeneutical 

nature of the qualitative data meant an interpretative approach was necessary to extract themes 

(Braun and Clarke, 2013). This approach relied on my empirical knowledge and understanding of the 

work contexts of SEND schools.  
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5.3. Results  

 

5.3.1. Results of the focus group 
 

The objective of collecting data in the focus group was to address the thesis’s second aim by 

generating solutions for improving partnerships in the future. A process of ‘unitising’ helped to 

amalgamate the data before conducting a thematic analysis (Braun and Clarke, 2013). I put the 

themes deduced from the comments in the transcript into the following categories to get a clearer 

overview of emerging themes from the dataset: challenges in SEN schools, challenges in partnership 

working, and positive experiences and solutions (Denscombe, 2017:315) (see Appendix 15). After 

this data had been cleaned and categorised, I focussed more specifically on the themes of challenges 

(highlighted in the red boxes). The main overarching themes of challenges in SEND music education 

partnerships were deduced from an iterative process of revisiting themes deduced from the 

transcript. Overarching thematic categories presented themselves as the following:  

- Devaluing music: music competing against other subjects, poor access to music learning. 

- Lack of understanding: inexperienced workers, lack of knowledge on diversity of needs and 

of SEND schools, lack of understanding about music education.  

- Lack of opportunities: no relationship with MEHs, lack of arts progression pathways and 

employment opportunities. 

- Practical issues: timetabling, accessibility, growing pupil numbers, constraints of school 

system. 

- School micropolitics: staff are busy, overworked, mismanaged, lack time, and feel they need 

to fight for their subject. 

- Tokenism: being treated differently to mainstream, ‘box-ticking,’ negative feelings, 

discrimination. 

The above list is a summary of themes from the focus group. The full list of deduced subthemes 

taken from the focus group data are included in the appendix (see Appendix 15Appendix 16: 

Thematic findings from the focus group data). However, this dataset was later mixed with other 

qualitative data from the questionnaire and the open narrative in the following section of this thesis.  
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5.3.2. Integrating qualitative data from phase one and phase two 
 

The focus group successfully resulted in suggesting lots of themes around causes of challenges in 

SEND music education partnerships. However, this is a mixed methods study, therefore, integrating 

the focus group data with the qualitative data from phase two produced a longer and more robust 

list of causes and challenges. The mixing of the phase one and phase two qualitative data is included 

in its entirety in the appendix (see Appendix 17). The table below (see Figure 48) shows the results 

of the thematic analysis of the integrated qualitative data from phases one and two. It lists the 

themes deduced from the mixed dataset, under headings from the data matrix. The themes are 

discussed in more detail in chapter six. 

 

Themes and subthemes 
 

Challenges:  
- Timetabling issues,  
- time for staff,  
- lack of CPD,  
- school pressures,  
- staff changes,  
- lack of MEH relationship,  
- communication,  
- funding,  
- catering for diverse needs,  
- differentiation,  
- inflexibility,  
- lack of understanding about music,  
- lack of understanding about education 

and  
- lack of understanding about SEND. 

 

Tensions: 

- Negative relationships between 
workers,  

- disinterested staff,  
- working with inexperienced staff,  
- different expectations,  
- stereotyping,  
- lack of understanding SEN support 

needs and abilities,  
- low expectations,  
- micropolitical issues,  
- poor communication,  
- lack of support,  
- overworked. 

 

Tokenistic practice: 
- Inequality,  
- inaccessibility (venues and events),  
- hierarchy,  
- low expectations,  
- ‘Ticking a box,’  
- token appearance as an audience,  
- token participation,  
- token visibility,  
- treating SEND schools differently,  
- patronising,  
- age inappropriateness,  
- using SEN schools to get funding. 

 

Discriminative practice: 
- Inaccessibility,  
- lack of support to include SEND 

(adapting resources, accessible 
facilities, venue),  

- exclusionary attitudes,  
- low expectations,  
- derogatory comments,  
- lack of opportunities compared to 

mainstream peers,  
- treated differently to mainstream 

peers. 
 

Figure 48: Thematic analysis results of mixed QUAL data from phases one and two.Error! Reference 

source not found. 
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5.3.3. Summary of phase two 

 

The data collection process in phase two proved complicated, highlighting both expected and 

unexpected issues along the journey, and requiring a reflexive approach (Alvesson and Sköldberg, 

2009). Three unsuccessful attempts at hosting a World Café served to highlight critical problems in 

this research topic. Attempts at hosting World Café events in Bristol and then in London failed due 

to a combination of reasons, including a lack of interested responses. The third attempt at hosting a 

World Café, albeit online, initially gained enough interest from MEHs and arts organisations. 

However, due to inadequate responses from school music teachers and not having enough 

participants to host a WC, the data collection method turned into a focus group. These failures 

highlight critical problems and corroborates the need for the thesis’s second objective to be further 

researched. This objective derived from the assumption that the teacher voice is missing from the 

conversation, leading to an inaccessibility for researchers to gather critical teacher perspectives 

(Holdhus, 2018). The final attempt at hosting a group conversation culminated in an online focus 

group with a small number of SEND music/arts teachers. The focus group provided a suitable 

method for generating a collective dialogue about teachers’ experiences participating in SEND music 

education partnerships. The focus group provided a healthy amount of qualitative data for analysing 

using thematic coding, which was integrated with other qualitative data collected in the study. 

 

5.3.4. Final reflections on the research methodology 
 

In reflecting on the low response rate, one must self-reflect on one’s position and skillset as a 

beginner researcher (Alvesson and Sköldberg, 2009). Primarily, in the role of a beginner researcher 

and unbacked by a known institution, the lack of a reputation possibly caused a barrier to 

participation (Cohen et al., 2018). Trust is integral to participants signing up for research studies, and 

perhaps I did not manage to convey the project goal as effectively as hoped. Nevertheless, I believe 

the methodological decision to use the World Café method is still the most suitable method for 

constructing new dialogues between different collective groups representing diverse voices. 

Accessing the targeted population and incentivising them to participate is a challenge in this area of 

research. For all three types of organisations – SEND schools, MEHs, and arts organisations – 

different methods of approaching gatekeepers to access the relevant people require researchers to 

have secure knowledge and understanding of all three types of institutions. Learning from the 

limitations of this research experience, I deduce that a more extensive research team and resources 

may increase the chances of success in effectively involving more SEND music teachers in future 

research.  
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Chapter 6 - Findings and Discussion 
 

 
Chapter six presents the relevant thesis findings on possible causes of challenge in SEND music 

education partnerships. The discussion themes are listed below:  

- Organisational differences in SEND music education partnerships.  

- Philosophical differences in music education. 

- Inequalities and intersectionality. 

- Different perceptions on disability and inclusion. 

- Tokenism – inclusionary practice. 

- Discrimination – exclusionary practice. 

 

6.1. Organisational differences in SEND music education partnerships  

 

Interdisciplinary partnerships between SEND schools, MEHs, and arts organisations involve a diverse 

workforce with a range of identities who must navigate working relations (Hallam, 2011; Zeserson, 

2012; MacDonald, Hargreaves, and Miell, 2017; Kenny and Morrissey, 2020; Kinsella, Fautley, and 

Whittaker, 2022). The literature review (see chapter two) highlighted institutional differences 

between organisations and tensions between the workforce as possible factors in causing challenges 

in partnerships (Zeserson, 2012; Christophersen and Kenny, 2018). At a macro-level there are some 

notable differences between educational institutions and cultural arts institutions (Dylan Smith, 

2018). Rolle et al. paraphrase Niklas Luhman’s terms, ‘the educational system does not harmonize 

with the art system’ (Rolle et al., 2018:52). Engeström’s CHAT provided a useful tool for comparing 

similarities and differences between SEND schools, MEHs, and arts organisations, for finding and 

analysing sites of potential conflict and contradictions (Engeström, 2016; 2018). Notable differences 

between the three types of organisations included differing levels of autonomy, restrictive rules, 

bureaucracy, accountability, and performativity measures. Reflecting on personal experience, 

bringing a school and an arts organisation together in partnership sometimes requires meeting prior 

to the project. Meetings can involve partners mutually navigating different expectations to agree 

common goals, otherwise decisions are more likely to be made by the organisation financing the 

project. Due to added complexities in SEND school partnerships (see chapter two), it is even more 

essential to ensure that decisionmakers understand how best to serve the needs of the children 

while also maintaining high expectations.  

 

The thesis findings support the view that partnership experiences involving SEND schools are 

presumably wide-ranging in quality (Hallam, 2011). Results from this study revealed that nearly all 
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questionnaire respondents (95%, n=53) could recall a positive experience of a high-quality SEND 

music education partnership (Q14). A favourable deduction is that nearly everyone who has 

participated in, or facilitated, a SEND music education partnership has had a high-quality experience. 

This finding supports a view that positive progress has been made in inclusive music education and is 

a cause for celebration. Respondents selected ‘positive working relationships’ and ‘positive 

communication’ as the most contributing factors towards achieving high-quality projects (Q14). 

These factors indicate goals to work towards for increasing the quality in future programmes and 

projects. Another positive finding revealed by the questionnaire data was the consensus that 88% 

(n=49) of respondents agreed that they felt their knowledge and expertise was respected while 

working in partnerships (Q12.3). While respondents reported many positive experiences, 76% of 

respondents (n=42) reported experiencing challenges during SEND music education partnerships 

(Q15). 

 

Delving deeper into the relational aspect of partnership working, I asked respondents how they 

generally viewed their work roles in partnerships. Nearly two thirds of respondents considered the 

nature of partnership roles equal (64%, n=36), compared to 25% (n=14) who thought roles were 

more hierarchical. Six (11%) respondents shared no opinion on this question. Respondents were 

asked whether they would like to change who has authority in partnership work (Q9). Most 

respondents, 71.4% (n=40), did not want more authority, in contrast to 28.6% (n=16) saying they 

would. An additional optional question was attached for further commenting on whether they 

thought teachers should have more authority in partnership programmes. Of the 21 voluntarily 

shared comments, 15 respondents voiced an opinion that schools and teachers should have more 

authority in partnership work. Different individuals may or may not prefer more authority in a 

project, probably depending on their level of expertise and skillset. An implication for future practice 

is to cultivate an ethos among the workforce of collaborative working principles for the nature of 

roles to be discussed prior to the partnership. An increased sense of equality may reduce tensions 

between employed music teachers in SEND schools and visiting artist practitioners. Areas for 

improvements could include more involvement of teachers at the planning, decision-making and 

evaluation processes of programmes and projects (Rolle et al., 2018:58). 

 

Since their establishment a decade ago, MEHs have experienced differing levels of engagement with 

schools (DfE, 2021c; Underhill, 2022). Some MEHs have proven unsuccessful at achieving their aim of 

partnering with all local schools and community arts organisations. These gaps in local partnering 

and relationship building can cause inequalities in the dissemination of partnership opportunities, 
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therefore reducing equality of access (Daubney, Spruce, and Annetts, 2019; Savage, 2021). The 

following studies probed deeper into the situation of partnerships formed between schools and 

MEHs. The DfE (DfE, 2021c) carried out a sector-wide survey to evaluate the success of the first 

NPME. The survey received 5191 responses from music educators. Approximately one third the 

survey respondents claimed not to have a relationship with their local MEH (DfE, 2021c:6). Similarly, 

the results of the Youth Music (2019) annual stakeholder survey revealed that out of 116 

respondents, 38% (n=37) did not have relationships with their local MEH. This survey further 

revealed that out of a total of 82 responses, 21% rated their local MEH as below average in catering 

for the needs of children in challenging circumstances, including SEND. In this thesis study, engaging 

all MEHs to participate in the research also proved challenging, with only 90 out of 120 MEHs being 

contactable by phone. The questionnaire respondents in this study were asked their opinions on 

whether they perceived there to be challenges at an organisational level (Q15a, see Figure 27), as 

well as another question on whether they had experienced tensions between workers (Q15b, see 

Figure 29). The results revealed that respondents said they experienced slightly more challenges at a 

meso-level between organisations, than at a micropolitical level between people. One deduction 

from this finding is that more work needs to be done to support partnerships at an organisational 

level.  

 

Partnerships bring together a diverse workforce with a wide range of skill sets, differing values, 

ideologies, and expectations of different outcomes (Christophersen and Kenny, 2018:238). Working 

relations are formed in partnerships, but as already mentioned, tensions can arise between different 

types of identities (Hallam, 2011; Zeserson, 2012; MacDonald, Hargreaves, and Miell, 2017; Kenny 

and Morrissey, 2020; Kinsella, Fautley, and Whittaker, 2022). The results of the questionnaire 

showed that 56 respondents’ views were equally split in half, between those who ‘sometimes/often’ 

encountered tensions between other workers, in comparison to those who ‘never/rarely’ did (Q15b, 

see Figure 29). Respondents reported the most challenging causes of tensions to be ‘different 

expectations of outcomes,’ ‘communication issues between workers’ and ‘inexperienced staff’ 

(Q15). Some respondents voiced an opinion that poor communication and inflexible working 

arrangements led to staff not having appropriate time to develop relationships with other workers in 

the partnership. SEND music education partnerships can benefit from arts practitioners and music 

teachers who are experienced at working with a wide range of pupil abilities and support needs to 

achieve high quality and valued engagement. SEND teachers in the focus group provided a deeper 

level of insight when discussing the issue of staff qualification in mutually collaborative work. They 

voiced the opinion that experienced and qualified SEND music teachers were sometimes 
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‘mismanaged’ and ‘inefficiently deployed’ within SEND schools. In addition, they discussed the 

difficulties of working with unreliable and inexperienced staff, who may lack understanding of how 

best to support children with ASN. Examples given of negative interactions were described as staff 

being ‘disinterested’ or of ‘stereotyping children with ASN.’ These findings allude to negative 

perceptions of ASN and micropolitical issues, for example, restrictive timetabling, the lack of staff 

training, increasing school pressures, and limited funding. Much of the teaching workforce appears 

unable to freely voice their concerns on issues during partnership work, causing frustrations and a 

challenging situation for those navigating working relations (Holdhus, 2018). One implication for 

practice emerging from this research is how to meaningfully raise the profile of the SEND music 

teacher's voice, without it feeling like a tokenistic gesture, to communicate and role-model higher-

quality inclusive practice among the involved communities. 

 

6.2. Philosophical differences in music education 

 

The diverse workforce brings a range of philosophical perspectives on what is valued learning in 

music education. For example, what balance of traditional and progressive music pedagogies 

benefits schools the most. The career pathway to becoming a professional musician has been 

traditionally linked to a privileged music education and lifestyle (Bull and Scharff, 2017). For 

example, many professional classical musicians attend music conservatoires, afford expensive tutors 

and own valuable instruments (Scharff, 2015; Bull and Scharff, 2017). The instrumental grade system 

and the conservatoires’ auditioning process are two examples of music traditions which use 

exclusionary measures in the pursuit of excellence in music education (Bull and Scharff, 2017:286). It 

is my view that the traditional values associated with instrumental learning and accreditation is 

perceived by some to have the highest value in terms of cultural and academic capital in music 

education. When viewed through a critical lens, this viewpoint can exclude others from claiming the 

identity of being labelled a musician in some societal perceptions (Bourdieu and Passeron, 1990; 

Hess, 2019). It is my opinion, that the newly published NPME2 (DfEd, 2022) promotes traditional 

formal routes of learning music, as demonstrated by its allegiance to the MMC (DfE, 2021a). 

Bourdieu’s theory of dominant cultural reproduction is relevant here as dominant voices in music 

education may contribute to reproducing inequalities in music education without even necessarily 

realising it (Bourdieu and Passeron, 1990). One chapter in the NPME2 entitled ‘supporting 

progression and furthering musical development’ states, ‘we should be proud of our elite musicians’ 

(DfEd, 2022:61). The following section on ‘building talent pathways’ draws attention to talented 

children who can progress to conservatoires (DfEd, 2022:62). The NPME2 does not mention specific 
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progression routes for children with ASN. While different skill levels in music are acceptable, this 

difference alludes to different values, inevitably leading to children’s lack of self-efficacy as 

musicians as a result of sensing exclusionary practices (Churchill and Laes, 2021). Churchill and Laes 

(2021:132) suggest ‘neo-liberal education-as-competition discourses and education-as-performance 

discourses’ operate within the field of SEND music education. This viewpoint supports the claim of 

dominant voices asserting pedagogic authority to reproduce inequalities in music education 

partnerships (Bourdieu and Passeron, 1990; Wright, 2016).   

 

Questions 41 and 42 in the questionnaire asked respondents for their views on ideological 

statements about different aspects of music education. An overall deduction from the results (see 

Figure 35) shows a positive lean towards using more inclusive approaches in music education among 

the questionnaire respondents. I interpreted the results from the 56 respondents to show a 

direction of moving away from traditional values of music education and towards preferring and 

valuing a more inclusive music education ideology. Approximately 90% of respondents disagreed 

that traditionally graded music exams are the highest quality measure of a person’s musicality, and 

that classical music has a higher value than other styles (Q41.3, Q42.5). Nearly every respondent 

(96.4%, n=54) agreed that developing improvisation skills during whole class playing is just as 

important as playing individually from notation (Q41.6). In my opinion, this shows a reassuring 

consensus and, therefore, rejection of the dominant narratives promoting the ideological view that 

achieving excellence in learning traditional instruments is the primary goal of music learning (Green, 

2008; Westerlund, 2019). However, it is important to note the contradiction that one third (30.4%, 

n=17) felt that the music curriculum ought to contain as much classical music as possible (Q41.1). It 

is unknown to what extent respondents were motivated to do this questionnaire on SEND music 

education partnerships and whether their decision derived from their experience of working in the 

field of inclusive music education. People leaning towards an inclusive ideological view of music 

education, especially those working in the field of SEND, may oppose the NPME2 and MMC if they 

perceive it to have a prescriptive dominant traditional narrative. For example, it is my personal view 

that the MMC (DfE, 2021a) proportionally places stronger emphasis on formal instrumental learning, 

theory, and notation, and appears to relegate the skill of improvisation to have a lower value in 

curriculum music thereby promoting a more traditional ideology (Zeserson, 2012:213). This 

conflicting view may cause tensions in partnerships between musicians and teachers. 
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6.3. Inequalities and intersectionality  
 

Music education outwardly values the inclusion of all children (Zeserson et al., 2014). Inequality is 

identified as a significant issue, complicated even further by intersectionality, which adds a greater 

dimension of challenge, particularly when involving SEND schools and children with ASN. As 

previously mentioned, inequalities continue to increase as more children are excluded by 

unaffordability and a post-code lottery of opportunities (Daubney, Spruce and Annetts, 2019; Bath 

et al., 2020; Savage, 2021:468). The thesis questionnaire revealed approximately three quarters 

(75.5%, n=43) of respondents agreed that progression routes for learning musical instruments are 

linked to affordability (Q42.4). This research delved deeper into whether children with ASN/SEND 

are perceived to be more adversely affected from inequalities than their mainstream peers in 

relation to partnership projects. The questionnaire revealed that nearly two-thirds (63%, n=35) of 

respondents thought that children who learnt music formally, most of which require private funding, 

received more project opportunities than those who learnt informally (Q12.1). This finding supports 

the claim that there continues to be reduced opportunities for children who cannot afford to learn 

music formally, whether through costs to access instrumental lessons or extra-curricular 

opportunities (Hess, 2019). I consider it relevant to note that nearly a third (28%, n=16) of the 

respondents in this study disagreed that children who learn formally receive more opportunities. 

Deducing a possible reason for this view I suggest it might be influenced by their own privileged 

background as a musician and may lack empirical knowledge of the inequalities and poorer 

socioeconomic status disadvantaging some children (Bull and Scharff, 2017). Partnerships offer a 

solution to reducing inequalities by providing children who cannot access formal instrumental 

lessons, whether through finance or ability, with more informal learning opportunities (Savage, 

2021).  

 

Inequalities in music education can negatively impact on the accessibility and quality of experience, 

particularly affecting many children from disadvantaged minority groups across society (Benedict et 

al., 2015). Giddens and Sutton describe intersectionality as ‘the interweaving of social inequalities, 

including class, ‘race’/ethnicity, gender, disability, and sexuality, which produces more complex 

patterns of discrimination than allowed for by single-dimensional conceptualisations’ (Giddens and 

Sutton, 2017:97). Accessing high-quality music opportunities is more difficult for children with 

ASN/SEND, who have a higher probability of coming from a poorer household (DfE, 2022d). The data 

on eligibility for Free School Meals (FSM) is used as an indicator of a child's socioeconomic status 

(DfE, 2022c). Government statistics show the national average for accessing FSM, as of January 

2022, is 22.5% of all children across England. However, children with ASN score higher, with 39.7% of 
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children with an EHC plan and 36.4% with SEN support. This evidences the intersectional 

disadvantage many children with ASN have in affording music education opportunities (Bull and 

Scharff, 2017; Churchill and Laes, 2021).  

 

6.4. Different perceptions of inclusion and disability  
 

Different societal perceptions of disability and inclusion are explored with the purpose of 

understanding people’s frame of reference when viewing quality in SEND music education 

partnerships. Publicly, there appears to be more comprehension of visible disabilities and less of 

invisible disabilities (Laes, 2017; Churchill and Laes, 2021). Different perceptions of disability, or 

inclusion, may create tensions and challenges among diverse workforces. Musicians with disabilities 

authored the Youth Music Reshape report (2020:45). They queried the choice of categories used in 

inclusive research when researchers ask about barriers to participation, sharing the revelation that 

different groups have differing collective perceptions of barriers (Youth Music, 2020:45). Music 

educators and teachers appeared to share a similar perspective on barriers using semantics 

associated with the social model of disability (Oliver, 1990). This view slightly contrasted with music 

makers, who tended to share a perspective of barriers from a medical standpoint. This finding in the 

Reshape report matched an observation I made when reading the qualitative statements written for 

the open narrative and questionnaire. Some comments were directed at the medical needs of the 

pupils, perpetuating the view that the disability is the barrier to participation and not the 

pedagogical responsibility of the teacher.  

 
Respondent 1: ‘There are other challenges such as mobility preventing the actual playing of 
music or vulnerability and care-needs preventing active participation.’ 

 
The first respondent from my survey blames mobility for preventing the ability to play the selected 

music. In a second example, the respondent generalises that many children with ASN find 

performing difficult, which in my opinion, is untrue and an unfair statement. 

 
Respondent 2: Many SEND pupils find 'performing' a huge challenge. A challenge that does 
not show the positive learning the pupil can do. 

 
During phase one, I spoke with many school receptionists and noticed an interesting pattern 

emerging of a stereotype. After asking, ‘do you have a lead teacher for music in your school?’ 

numerous receptionists replied, ‘don’t you know we’re a special school,’ implying that I was 

incorrect in thinking that there would be a music teacher in a SEND school. Rickson (2014) 

highlighted the stereotypical opinions of musicians in a large professional orchestral inclusive 



 151 

project, who perceived children with intellectual disabilities as ‘vulnerable’ and ‘in need of 

protection’ from unsympathetic audiences. One of the artists at the Breaking the Glass Ceiling 

conference on music and disability in 2017 highlighted the critical matter of understanding and 

recognising perceptions by asserting that ‘attitudes among the more traditional institutions are 

preventing disabled people from becoming great musicians’ (Patchitt, 2017).  

The perceptions of disability among many music educators appear to be outdated,  

 
Much of the special educational professionalism in music education is based on the 
student’s limitations, needs, and medical conditions over her personal interests, musical 
ambitions, and aspirations. Despite the benevolent intentions, this view situates disabled 
people under the clinical gaze (Foucault, 1973 In: Churchill and Laes, 2021:134). 
 

Different perceptions of disability can lead to lower expectations and may result in poorer inclusive 

practice. Churchill and Laes share their view on the negative consequence for students, when 

different outcomes are applied to a project, ‘unfortunately, these students become further 

decentred when justifications for music education emphasise therapeutic outcomes rather than 

artistic outcomes’ (Churchill and Laes, 2021:134). Differences in attitudes and perceptions of 

inclusion and disability during partnership work need exploring further in critical conversations. The 

consequence of not understanding the distinctions between viewpoints may result in mixed 

messages and tensions, resulting in poorer quality practice.  

 

In the literature review I referenced the popularisation of the term inclusion as a ‘buzz-word’ (Evans 

and Lunt, 2005:41 In: Hodkinson, 2019:101). Two-thirds (64%, n=36) of respondents agreed that 

when the word inclusion, or inclusive, is written in a funding bid it increases its chance of success 

(Q16.2). Only 11% (n=6) disagreed. A quarter of respondents (25%, n=14) did not respond. This 

consensus supports the view that people writing bids or needing funding might be more inclined to 

use inclusive language to enhance their chances of acquiring funding. This can lead to tokenistic 

practice, especially if the financing is awarded on incorrect intentions. A total of 60% (n=33) of 

respondents agreed that funding is used appropriately on SEND music education projects compared 

to 31% (n=17) who disagreed. I argue that the consequence is that funding grants are being 

inaccurately awarded due to the misleading use of the term inclusion/inclusive on the written 

report. This is also a negative consequence of the lack of involvement of school music teachers who 

should have more authority in how best to spend the money on their pupils.  

 

In my opinion, self-congratulatory practices, for example ‘victory narratives,’ may risk being 

perceived as tokenistic, especially if reports are written by inexperienced practitioners working to a 



 152 

different set of expectations. An ethical cause for concern is the application of terms associated with 

inclusion and disability to be included on funding bids to raise the chance of success. More 

consciousness of philosophical and political dimensions among dominant voices in music education 

may help educate and inform on the contradiction of outwardly promoting inclusion, while inwardly 

opposing change to maintain the status quo (Woodward, 2018; Hess, 2019:53). This thesis revealed 

consensus that the term inclusion is misused, especially when applying for funding bids. The field of 

SEND music education continues to be stigmatised by the concepts of ‘othering’ against the 

perceived normative practice espoused by hegemonic music ideologies and mainstream education 

performativity standards (Hess, 2019:142; Churchill and Laes, 2021).  

 

6.5. Tokenism - inclusionary practice 
 

Two significant findings from this study specifically relating to partnerships involving SEND schools is 

the occurrence of tokenistic and discriminatory practices, which can lead to tensions between 

teachers and artist practitioners. While discrimination relates to exclusion, tokenism relates to a 

form of inclusive participation (Arnstein, 1969). The Cambridge Dictionary definition of tokenism is, 

 
Something that a person or organisation does that seems to support or help a group of 
people who are treated unfairly in society, such as giving a member of that group an 
important or public position, but which is not meant to make changes that would help that 
group of people in a lasting way (Cambridge Online Dictionary). 
 

The organisation, or person, enacting the tokenistic behaviour has the power to oppress the person 

or group by limiting the extent of their participation (Hess, 2019). Arnstein (1969:217) illustrates a 

hierarchical interpretation in her ladder of participation. Her ladder positions tokenism nearer the 

lower rungs, representing a lack of associated power in a participatory role. Tokenistic inclusion is 

considered poorer quality practice as it conveys a sense of forced participation, often targeting 

underrepresented and marginalised communities with no voice (Bolger, McFerran and Stige, 

2018:256). Tokenistic practice shows a lack of understanding or appreciation for bettering the 

situation for children with ASN/SEND (Churchill and Laes, 2021). For example, people with 

disabilities are included in a partnership project, but in a way that intentionally has no sustainable, 

lasting impact nor generates positive change. Results from the thesis showed how people describe 

the tokenistic practice they encounter, including ‘ticking a box’ and feeling like ‘a token,’ whether as 

an audience member, by participation, or as a visible symbol of disability. The word patronising was 

used by some teachers, particularly when linked to age inappropriateness. A few respondents made 

accusations that SEND schools are sometimes included in a grant bid to increase the chances of 

acquiring funding.  
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The questionnaire in this thesis included two questions about tokenism. The first question asked 

respondents their opinion on whether they felt that tokenistic practice had taken place. The results 

revealed that 61% of respondents (n=33) agreed that including SEND school settings in projects can 

sometimes feel tokenistic (Q16.4). This means that nearly two-thirds of people had perceived or 

sensed tokenistic practice happening in partnership projects. The issue of tokenism was probed 

further by asking respondents whether they had encountered tokenistic practice during partnership 

projects, to which 42.9% of respondents (n=24) said yes (Q17). In my opinion, this is a high number 

of people experiencing tokenistic practice in music education partnerships involving SEND schools. 

Several respondents left additional comments describing the tokenistic approach they experienced. 

In my opinion, the words people used to describe tokenistic practice appeared semantically more 

emotive. Presumably this is because they are alluding to a sense or feeling. For example,  

 

Respondent 1:  Sometimes we feel like an add-on. 

Respondent 2:  Those poor little disabled children….great for funding bids .  

Respondent 3:  It looks impressive. 

 

Respondents reported experiences of tokenistic practice where SEND schools were treated 

differently from mainstream schools. One example shared was from a teacher in a SEND school 

whose pupils were invited as audience members but not in the role of performers like their 

mainstream peers. Another example shared by a respondent was of pupils with visible disabilities 

being used for advertising inclusive projects on a poster. One teacher in the focus group described 

her experience of tokenism in detail, describing the discriminatory way an administrator talked 

about their SEND school. This teacher felt unable to voice their opinion at the time due to the 

possibility that their students would lose out on future opportunities. It occurs to me that tokenistic 

practice is a topic people are often reluctant to engage in, sometimes for fear of saying the wrong 

thing or causing offence. Ultimately tokenistic practice is problematic because it is still a form of 

participation, which is an improved situation after historic years of discrimination. Unfortunately, 

even with the best efforts at avoiding poorer practice, it can sometimes lead to discriminatory 

practice, which is a more serious challenge to address, mainly due to its exclusionary attitude and 

associated legalities. 
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6.6. Discrimination - exclusionary practice 
 
In my view, one of the most critical findings from this thesis is that discriminatory practice is still 

reported to be happening in SEND music education partnerships. Discrimination can be defined 

as ‘the practice of treating one person or group of people less fairly or less well than other people or 

groups’ (Collins Online Dictionary). This potentially affects up to 16% of children diagnosed with an 

Additional Support Need, who are at greater risk of discriminatory practice and exclusionary 

attitudes (Norwich, 2013; Hodkinson, 2019). Based on empirical experience, I was interested in 

finding out whether other teachers and educators had experienced discriminatory practice during 

partnerships, in terms of whether the school or pupils were treated differently to their mainstream 

peers. This assumption led to the inclusion of a question in the questionnaire on encountering 

discrimination (Q18). The results showed that 77% (n=43) of respondents reassuringly stated that 

they had not experienced discriminatory practices. However, the results also showed that 23% of 

respondents (n=13) had encountered discrimination in SEND music education partnerships. An open 

question offered an opportunity for further clarification from respondents. Ten respondents replied 

by describing their encounters of discriminatory practice. The responses included reports of 

discriminatory behaviour towards excluding SEND schools. For example, arts organisations providing 

inaccessible or unsuitable venues, and schools lacking support for transport issues affecting 

accessibility to events for some pupils with ASN. Respondents also described the exclusion of pupils 

from lessons or opportunities because of their support needs. Teachers in the focus group 

collectively shared examples of typical acts of discrimination, which led to a collective agreement 

that exclusionary behaviour can be commonly experienced within the field of SEND music education. 

The thesis results showed opinions on discriminatory practice, which included the lack of support 

when including SEN or in external organisations needing to be flexible. This was discussed with 

reference to adapting resources, accessible venues, facilities, and support to access transport. 

Exclusionary attitudes were described with claims of people making derogatory comments about 

SEN and of children with ASN being treated differently to their mainstream counterparts. This leads 

to low expectations of what children with ASN have the potential to achieve.  

 

People with disabilities are in a minority group who face discrimination and unfair treatment and 

therefore have recognised characteristics protected by the Equality Act (2010). The Equality and 

Human Rights Commission (www.equalityhumanrights.com) define disability discrimination as 

‘when you are treated less well or put at a disadvantage for the reason that relates to your disability 

in one of the situations covered by the Equality Act.’ The Equality Act (2010) protects people from 

http://www.equalityhumanrights.com/
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discriminatory practices, including in the workplace, using transport, when joining a club or 

association, using public services, and interacting with businesses and organisations. Discrimination 

can be direct or indirect, leading to harassment and victimisation (Hodkinson, 2019). The Public 

Sector Equality Duty (PSED) came into force in 2014. It stated that ‘educational providers functions 

need to be interrogated to ensure they are carrying out their equality duty seriously and rigorously’ 

(DfE, 2014: 29-30 In: Hodkinson, 2019:136). Discrimination is illegal in England. I argue that critical 

measures ought to be put in place to address the issue in relation to music education partnerships 

so it can be avoided at all costs. This thesis has revealed that tokenistic and discriminatory practice is 

happening. I question whether how many people within the music education community are aware 

or conscious of what this type of practice looks like. In my opinion, the music education community 

would benefit from critical conversations as to the causes of challenges for SEND schools, including 

discussions on tokenistic and discriminatory practice (Hess, 2019). Criticality should be applied when 

considering who should be decisionmakers and have authority when deciding on different roles and 

responsibilities in partnership programmes, particularly if tokenistic and discriminatory practice is to 

be avoided, and thus raising the quality of partnerships (Benedict, 2018; Rolle et al., 2018:58).  

 

Finding solutions to challenges demands social awareness, or conscientisation, among the wider 

sector (Freire, 1970; Schmidt and Laes, 2016; Benedict, 2018:68). Westerlund uses the term social 

epistemology to describe socially constructed knowledge that arises from a social and collective 

conscious awakening (Westerlund, 2021). Critical discussion on what poorer quality practice looks 

like in SEND music education partnerships, is crucial if tokenistic and discriminatory practice is to be 

eradicated in the future. For transformation to begin, music teachers in SEND schools need to be 

equally and meaningfully engaged in critical conversations to illuminate evidence-based tokenistic 

and discriminatory practice. There is a temptation for macro-level organisations to avoid criticality 

and repeat the cyclic challenges that cause poor exclusionary practice (Bourdieu and Passeron, 1990; 

Woodford, 2012:97; Benedict, 2018). More involvement of qualified school music teachers in the 

governance and leadership teams within music education ought to increase mutual understanding 

of SEND school institutions and their micropolitical challenges (Holdhus, 2018). Teachers from SEND 

schools can contribute to educating the workforce on sensitive matters associated with the field of 

SEND, which is integral to the validity and value of future work.  
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Chapter 7 - Summary and Conclusions 
 
Chapter seven revisits the thesis aims, objectives, and questions while also drawing conclusions from 

the research findings. The chapter concludes this thesis study with suggested implications for policy 

and practice, including positive solutions for this type of partnership work in the future. 

 

7.1. Revisiting the thesis aims 
 

Aim 1 Aim 2 

Gather perspectives from the involved 
communities on their experiences of 
challenges in SEND music education 

partnerships. 
 

 

Engage the involved communities in 
critical discussions on addressing 

challenges and improving quality in 
future SEND music education 

partnerships. 

 
 
The two thesis aims aligned with the transformative paradigm in that they sequentially aimed to 

address the theme of challenge before resolving issues through transformations for the better. The 

first thesis aim required gaining an overview of perspectives from the involved communities on their 

experiences of working in past and current SEND music education partnerships. Data was collected 

using multiple methods and mixed methods approaches over two sequential phases, each aligning 

with a school term. In phase one 414 SEND schools were phoned and approximately 240 music 

teachers were identified with the purpose of disseminating links to a questionnaire and open 

narrative via the thesis project website. A range of valuable insights were collected using the self-

administered questionnaire in which 56 respondents shared their views. An additional 9 

respondents contributed their views using the open narrative method. Additionally, a documentary 

analysis explored different types of evaluation reports providing insight into issues of authorship and 

authenticity. The second aim of this thesis aimed to support participants from the involved 

communities in coming together for critically constructive conversations (Mertens, 2009). The 

intention was to elicit positive solutions to improve partnership working, generated from discussions 

between the involved communities (Stetsenko, 2017:23). The original plan of holding a World Café 

event was changed due to low response numbers. Consequentially, the sampling strategy was 

adapted from including a range of voices to only inviting music teachers working in SEND schools. 

Qualitative data was instead collected during a small online focus group of 4 teachers, who offered 

deeper insights into the positive aspects and challenges of this type of partnership work (Tonkiss, 

2018).  The positive benefit of this conversation was that the homogenous group of teachers 

appeared to feel able to speak more freely about challenges and sensitive issues, sharing examples 

of tokenistic and discriminatory practice (Abrams and Gaiser, 2016). In attempting to achieve the 
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second thesis aim I recognised a significant challenge in that it is difficult to address challenges if 

they have not yet been overtly identified among the music education sector. I suggest that more 

work needs to be done to achieve this aim in a way that benefits all communities involved. It is 

necessary to find, connect and equally gather voices from across the sector, with the purpose of 

constructing new dialogues on addressing challenges and transforming future ways of partnership 

working (Westerlund, 2019). 

 

7.2. Revisiting the thesis objectives 

 

7.2.1. Objective one discussion 

 
Objective one: To use a predesigned self-administered questionnaire to explore whether 
there are trends in perspectives on SEND music education partnerships depending on fields of 
expertise.   

 

In the pursuit of a deeper exploration into the possible causes of challenge, I narrowed the line of 

inquiry to explore whether a field of expertise influences a person’s opinions. The questionnaire 

collected data from a multidisciplinary workforce, gathering opinions from teachers, educators, and 

artist practitioners working for a range of SEND schools, arts organisations, and MEHs. Researching 

an interdisciplinary and diverse workforce was challenging due to the plurality of epistemic and 

ontological views (Mertens, 2009:41; Benedict, 2018). The results revealed that out of a total of 56 

respondents, 52 different job titles were provided. This finding indicated a broad level of diversity 

regarding experience, skillsets, and qualifications among the involved communities (Sloboda et al., 

2020). This finding supports previous claims from relevant literature that the workforce involved in 

SEND music education partnerships brings different identities and skillsets to the partnerships, 

‘some may have additional qualifications, in social work, music therapy, or education, but many do 

not’ (Hallam, 2011; Zeserson, 2012; Christophersen and Kenny, 2018; Sloboda et al., 2020:3). 

Inexperience has already been mentioned in this thesis (see chapter 6) as a primary cause of 

challenge, 

 
Many musicians pursuing social impact have thus received little or no targeted, formal 
training for the social elements of their work, and this is one of the aspects that makes this 
area of work distinctive and - to some – problematic (Elliott, 2012. In: Sloboda et al., 2020). 
  

Sloboda et al. (2020) point out that some people may view qualification as irrelevant in partnership 

work, while others may view it as essential.  
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Inspired by Bourdieu’s (1984) sociological studies on his concept of distinction, I devised an 

analytical framework (see Appendix 2) to quantify and measure a respondents' individual 

experience, qualifications, and skills, with the purpose of clarifying distinctions between collective 

groups who work in SEND music education partnerships. The framework addressed the complex 

issue of quantifying subjectivities to more measurable and objective numerical data ready for 

statistical analysis (Oppenheim, 1992; White, 2017). The process of coding respondents’ answers to 

the questions on aspects of identity revealed some fascinating insights into over-confident levels of 

self-efficacy relating to some musician and teacher identities (MacDonald, Hargreaves, and Miell, 

2017). I noticed a lack of consensus among respondents in how they self-identify as teachers, and in 

their self-conceptualisation of their experience and knowledge in SEND education. Firstly, some 

respondents claimed to be classroom teachers yet had no QTS, or experience of being employed by 

a school. Secondly, some respondents marked themselves highly in their confidence levels on 

matters regarding SEND schools and policies but admitted to never having worked in a SEND school. 

To explain this issue further I use an analogy of an instrumental teacher; just because you teach the 

oboe, does not mean you are necessarily an expert piano teacher. It is alright to be proficient in one 

area of education and admit to lacking skills in another area. However, regarding inclusive music 

projects and working with children who have ASN, I argue that many musicians and teaching artists 

working for MEHs, and arts organisations appear to be labelling themselves as having expert 

knowledge of SEND, without the proper experience to back up their claims.  

 

The lack of knowledge, expertise and training in some areas of education, especially on matters 

relating to SEND, can present extra challenges. The awarding of Qualified Teaching Status (QTS) 

signifies a quality measure for a nationally recognised teaching qualification (Foster, 2018). 

Qualification in education can enhance a person’s skillset in understanding the abilities, levels and 

needs of children, thereby raising the quality of educational standards. From an educational lens, 

someone responsible for educating children ought to be qualified with QTS to ensure a better 

understanding of learning sciences and teaching pedagogies. The term education is used here in its 

broader conceptualisation and not only in its relation to schools (Ball, 2013, Elliot, 2018; Biesta, 

2019). This matter relates to perceived differences in viewing different outcomes, subsequently 

affecting decisions on how to measure the quality and successes. The thesis results showed 

‘different expectations’ is a cause of challenge. I argue this is affected by inexperienced and 

unqualified workers. Other research studies recognised the issue of differences in levels of music 

knowledge and pedagogical knowledge for staffing in partnership projects (Rolle et al., 2018; 



 159 

Bautista, 2022). I claim that the pedagogical knowledge from SEND music teachers’ voices may be 

missing from this complex area of SEND music education. 

 

The 56 responses to the questionnaire were coded before each respondent was assigned their 

relevant field of expertise according to the framework. This result was corroborated with the fields 

each respondent had self-identified in question two (Figure 15). This action resulted in respondents 

being situated in one of the final three field groupings: MEDS (Music Education and SEND), MSE 

(Music and SEND) and SME (SEND Music Education) (see Figure 38). The ensuing exploration of 

trends revealed some differences between collective viewpoints. In line with the transformative 

paradigm, I recognised that respondents possibly presented their views based on contextual 

influences and perspectives from their associated organisations and employers (Hallam, 2011; 

Froehlich, 2016). Statistical analysis of the respondents’ answers classified 15 respondents as being 

highly experienced, qualified, and skilled across five out of the six fields, confirming their overall field 

of expertise as SEND music education. I argue that people with perceived expertise in SEND music 

education are typically employed by SEND schools and are, therefore, more experienced, qualified, 

and skilled across all associated disciplines relating to SEND, Music, and Education. Combined with 

the finding that schools and teachers should have more authority, I claim that my findings support 

the need for people with a higher level of expertise in SEND music education to be offered more 

authority and equal roles when working in partnership programmes and projects. This would 

counteract the level of inexperienced practitioners who may be unaware of setting lower 

expectations.  

 

7.2.2. Objective two discussion 

 
Objective two: To offer music teachers employed by SEND schools an opportunity for voicing 
their opinions on challenges in SEND music education partnerships using an open narrative 
method. 

 
Educational hierarchies and traditional music hegemonies continue to affect the reduced role of 

schoolteachers as decision-makers in cultural arts partnerships (Bourdieu and Passeron, 1990; 

Kinsella, Fautley and Whittaker, 2022). It is not uncommon for teacher educators talking about social 

inequalities to be subsumed at conferences or in literature (Woodford, 2012:85). Churchill and Laes 

argue that SEND is positioned as a lesser important topic within music education, ‘disability is made 

invisible by those in the centre: it is put aside in the “special” section of the curriculum and 

pedagogical practices, in the last chapter of handbooks, and in the final sessions of conferences’ 

(Churchill and Laes, 2021:140). The political narrative promoted by the NPME and the refreshed 

NPME2 appears to award more authority to MEH staff, thereby further relegating the authority of 
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schoolteachers (Powell, Smith and D’Amore, 2017; Belfiore, 2020). In SEND music education 

partnerships, teachers appear to be excluded from most stages of the partnership, including 

financial decisions, delivery strategies, project outcomes, and writing evaluation reports. Without 

this critical teacher voice, poorer inclusive practice may go unrecognised in partnership work. The 

implication of the SEND music teacher voice missing is that unqualified and inexperienced 

practitioners may be leading the dialogue, which may create a space for tokenistic or discriminatory 

practice to covertly emerge. 

 

This thesis presented an opportunity to research how difficult it would be to find SEND music 

teachers across England. To access the targeted population in phase one, I phoned 414 of the largest 

SEND schools and learned how many employed a music teacher on their staff roll. As of December 

2021, I estimated that approximately 240 music teachers were employed by SEND schools in 

England. This finding highlights the small proportion of music teachers employed in SEND schools 

across England in comparison to mainstream schools, illustrating just how much of a minority voice 

it is within education. I claim that the SEND music teacher voice appears to remain unheard at the 

bottom of the hierarchy in music education. SEND music teachers are often highly trained and well-

qualified across multi-disciplines, especially in understanding their pupils support needs across a 

range of abilities. Their knowledge and expertise on SEND education could prove invaluable to the 

sector for informing strategies on improving quality in inclusive practice through demonstrating 

higher expectations and achievable outcomes. SEND teachers ought to be encouraged to voice their 

opinions on sensitive matters relating to SEND music education partnerships (Holdhus, 2018; Giroux, 

2020). There is no current national infrastructure to network and support SEND music teachers, with 

high staff turnover also contributing to the ever-changing landscape. This uncertainty makes it a 

challenge for researchers, managers and leads from MEHs and arts organisations to sustain 

meaningful contact with many SEND schools and are therefore unable to benefit from the wealth of 

experience.  

 

The second objective planned for teachers to voice their opinions using an open narrative method 

(Squire et al., 2015). While this thesis successfully empowered the voices of music teachers from 

SEND schools, the open narrative as a research method received a mixed response. 

Methodologically, the decision to share the open narrative alongside the questionnaire on the 

research project website did not yield the expected frequency or type of narrative data. However, 

the findings from this study revealed that teachers were open to sharing their thoughts using other 

available methods, for instance, the questionnaire and focus group. This change resulted in the open 
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narrative data being mixed with the qualitative data from the questionnaire, which was then further 

integrated with the focus group data (Bazeley, 2018; Creswell and Plano Clark, 2018). Open narrative 

as a research method relies on a personal connection of storytelling, requiring a more personal 

approach from the researcher to develop trust (Westerlund, 2020). On reflection, the chosen 

methodology used for disseminating the open narrative did not elicit trust as it was delivered in a 

less personal manner via a website. The open narrative is a powerful, freeing method and research 

tool for giving minority voices the chance to express their opinions and perspectives (Squire et al., 

2015). It is my view, that the open narrative method remains the most suitable method of eliciting 

the personal stories of teacher experiences. I recommend its use in future research on this topic 

within more appropriate settings to cultivate and foster a sense of trust between the researcher and 

participants and to elicit deeper findings, particularly on any sensitive matters. 

 

7.2.3. Objective three discussion 
 

Objective three: To critically review current evaluation measures of SEND music education 
partnerships, researching the ontological implications for reporting quality and success. 

 
Objective three entailed searching grey literature for the purposes of a documentary analysis. The 

grey literature included publicly accessible documents relating to inclusive music education 

partnership programmes or projects involving SEND schools. The commonality among this type of 

document is that they are evaluative in nature. However, some reports had differing aims and 

purposes including additional agenda, research goals, or measured impacts. This point is illustrated 

by the wide range of descriptive titles on the selected documents, for example: Report, project 

evaluation report, project impact report, research and project report, evaluation research, arts 

organisation programmes evaluation, arts organisation impact report, case study report, summit 

report. Fergusson (2007:5) claims it is usual to find many different types of programme evaluations 

linking with many evaluation models in music education.  A surface-level analysis of 21 documents 

categorised 10 as micro-level, 9 as meso-level, and only 2 as macro-level. Problematic from the 

outset was the issue of authorship, which led to the following questions: Who were the stakeholders 

or beneficiaries of the report? Who wrote the report? Why was the report written? What was the 

intended purpose or aim of the report? The selected documents showed little evidence of teachers 

being involved in the authoring process, raising questions on intended audiences and whether the 

documents actually benefit school music education. The issue of authorship can affect bias and 

compromise the credibility of the feedback given in this type of report, with the narratives written or 

controlled by those who stand to gain or lose, whether financially or reputationally (Savage and 

Barnard, 2019). Belfiore and Bennett criticise the toolkit approach to arts impact assessment for 
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being oversimplified, writing that ‘its popularity is linked to its perceived advocacy potential rather 

than to any demonstrable contribution it may make to a genuine understanding of the nature and 

potential effects of artistic engagement’ (Belfiore and Bennett, 2010:121). Arts organisations are 

accountable to their funding providers, hence their reliance on the written evaluation report.  

 

The questionnaire in this thesis asked respondents for their opinion on whether they thought 

evaluation reports contained a balanced viewpoint of partnership work. The results showed that 

45% (n=25) of respondents agreed that SEND music education partnerships evaluation reports 

always communicate a balanced view, in contrast to 30% (n=17) who disagreed. Interestingly, 25% 

(n=14) of respondents abstained from giving their opinion on this matter, leading to an assumption 

that they were either not involved with evaluation reports or perhaps found the question 

controversial. Bourdieu’s theories on cultural reproduction in education underpin the presumption 

that the hierarchy of voices in education ensures the status quo of authority is maintained by the 

dominant voices exerting symbolic power (Bourdieu and Passeron, 1990; Belfiore, 2020). If teachers 

are not included in writing evaluative documents, or encouraged to engage critically with the arts 

sector, I argue that there will be more disjunct between project outcomes set by schools and arts 

organisations. One solution would be to involve more teachers in the evaluation stage to increase 

validity and credibility to the evaluative reports and findings. A possible ontological issue with who is 

authoring an evaluation report is the influence of contexts on depictions of reality (Bryman, 

2016:561). This thesis highlighted literature supporting the view that victory narratives of 

perpetuating dominant narratives further reduce the impact of teacher voices (Hallam, 2011; 

Westerlund, 2012; Christophersen and Kenny, 2018). I suggest that organisations responsible for 

demanding that victory narratives offer accurate measures of partnerships ought to re-evaluate 

their procedures for measuring quality, and I urge them to take time to seek out more truths from all 

voices equally, not just those with authority. One of the key recommendations in Savage and 

Barnard’s report for the Musician’s Union is that ‘Music Education Hubs need to be held (to) account 

for their decisions and should be challenged if seen to be underperforming’ (Savage and Barnard, 

2019:5). This thesis presents the argument for why criticality is a powerful tool when the intention of 

transforming partnership work is a positive ambition.  

 

7.2.4. Objective four discussion 
 

Objective four: To host a World Café event enabling the involved communities to socially 
discuss and construct new solutions for improving future practice in SEND music education 
partnerships. 
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To achieve objective four I planned to collect qualitative data in a World Café (WC) event in the form 

of participant presentations summarising group discussions. The original plan of applying 

Engeström’s CHAT to address the issue of hierarchy in the groupings of conversations was aimed at 

reducing power imbalances between participants representing different types of organisations 

(Engeström, 2016; 2018). The intention was to give teachers an equal voice alongside managerial 

voices who are typically perceived to have more authority during critical discussions. The 

unexpected journey of research resulted in a change of research method (Bryman, 2016:13). Data 

was instead collected using an online focus group. This change in direction meant it was not possible 

to fully achieve objective four, however, the focus group of SEND music teachers was successful in 

providing deeper insights into challenges and solutions. This qualitative data was later integrated 

with the qualitative thematic analysis from phase one. Consequently, the focus group contributed 

towards achieving the thesis's second objective by enabling SEND music teachers the opportunity to 

voice their opinions on more sensitive issues. Recognising my limitation as an independent doctoral 

student I suggest that policymakers would benefit from utilising the WC method to uncover unheard 

voices (Brown and Isaacs, 2005). Issues include tokenistic and discriminatory practice occurring in 

SEND music education partnerships, which this thesis has shown needs further interrogating for 

poorer quality practice to be transformed (Mertens and McLaughlin, 2004; Churchill and Laes, 2021). 

I suggest that an activist approach may benefit the relevant communities and bring more awareness 

of the challenges through critical discussions (Laes and Schmidt, 2016; Woodford, 2018; Hess, 2019).   

 

7.3. Revisiting the research questions 

 
1. What is currently known about SEND music education partnerships?  

a. What are the views among the involved communities? 

b. What research studies and literature currently exists?  

2. Is quality in SEND music education partnerships being accurately measured or truthfully 

reported?  

a. What contextual factors affect people’s versions of their truths when voicing 

opinions? 

b. To what extent is poorer practice being perceived to be happening?  

c. Are participants encountering tokenistic or discriminatory practice?  

3. What are the causes of challenge in SEND music education partnerships?  

a. What solutions can best address the challenges to improve future practice?  
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The literature review highlighted a gap on the topic of SEND music education partnerships. I 

explored literature associated with mainstream partnerships and gathered information from the 

involved communities. Positive findings in this study illustrate that there has been progress in 

inclusive music education opportunities for children with ASN over the last decade. A particular 

result worth celebrating is the high percentage (95%, n=53) of questionnaire respondents who 

reported experiencing high-quality partnerships. Despite a clear picture of high-quality practice 

happening and much to celebrate, there continues to be a cause for concern that poorer-quality 

practice may still be happening. This view was illustrated by the high percentage of respondents 

(76%, n=42) who reported experiencing challenges. A deduction from the views shared is that SEND 

music education partnership programmes and projects are wide-ranging in quality (Savage and 

Barnard, 2019). 

 

Significant findings brought attention to challenges of tokenistic and discriminatory practices still 

being reported in partnerships involving SEND school settings. To recap, 61% of respondents (n=33) 

agreed that including SEND school settings in projects can sometimes feel tokenistic and 42.9% 

(n=24) of respondents said they had encountered tokenistic practice during partnership projects. 

Even within the limits of this small-scale study, music teachers chose to share their experiences of 

sensitive issues relating to tokenistic and discriminatory practices which left them feeling frustrated 

on behalf of the children they teach. One teacher in the focus group described tensions arising from 

tokenistic practice in partnership work, which generated feelings of negativity and exclusion. I argue 

that teachers’ opinions on sensitive issues associated with tokenistic or discriminatory practice do 

not currently have a platform to be shared or heard. I also query whether some organisations would 

be motivated to hear truths on how their organisational behaviour has been perceived as negative if 

it risks reputational damage or threatens future investment (Fergusson, 2007; Myers, 2017; Graves, 

2018). This problem highlights the issue of evaluative reports reporting biased truths aimed at 

appeasing stakeholders and policymakers. As Ferguson writes, ‘many evaluators are uncomfortable 

with reporting negative findings (Fergusson, 2007:12). However, more voices continue to be silenced 

and subjugated in this process.  

 
My own perception of evaluative reports written about SEND music education partnership 

programmes and projects, whether from attending conferences or reading documents, is that there 

is generally a positive bias and less criticality when discussing music education partnerships involving 

SEND schools. This can possibly be traced back to emerging problems associated with so-called 

‘victory narratives’ and the lack of secure funding for arts programmes which rely on this type of 

report to access funding streams. Even though this thesis did not have the capacity to fully explore 
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the concept of a ‘victory narrative,’ I query whether self-congratulatory accounts complicate issues 

of authorship and truth-telling. Niknafs (2021) argues that the ‘goodness discourse’ extolled by 

macro-organisations prevents critical voices from expressing any oppositional views (Christophersen 

and Kenny, 2018; Niknafs, 2021; Kinsella, Fautley, and Whittaker, 2022). This is especially relevant in 

the marketisation of the arts and music learning in partnership projects when viewed as a 

transactional product between arts organisations and schools (Bourdieu and Wacquant, 1992:19). 

 

Due to the small numbers of SEND schools which are widely spread geographically across England, 

music teachers often work in isolation from other music teachers in SEND schools (Daubney, Spruce 

and Annetts, 2019). Teachers working in SEND schools appear to be limited from voicing opinions on 

the quality of the partnerships they experience as they appear to lack authority within the wider 

music education community. Without these critical voices, partnerships can appear hierarchical in 

their governance, perpetuating the view that partnership projects are something to be done to 

schools, not with schools (Holdhus, 2018). Giving teachers more authority may generate 

opportunities for more critical discussions between the workforce. Involving SEND music teachers at 

an early stage in the process can crucially address any tokenistic or discriminatory issues and could 

eliminate problems at an earlier stage in the planning of a project. Additionally, teachers should also 

have more authority during the evaluation stage of a partnership and be encouraged to apply a 

critical lens when feeding back on quality, for example, on matters relating to SEND and whether the 

expected outcomes have been met (Mertens, 2010; Christophersen and Kenny, 2018:241). Future 

research should give more SEND music teachers the opportunity to share their views freely with a 

goal of transforming practice and informing policy. Critical discussions and debates on matters 

relating to social justice issues, for example, inclusion, tokenism, and discriminatory practices, are 

also necessary. The consequence of avoiding critical discussions is that poorer quality practice may 

continue to impact negatively on the educational experiences of children. This quest is a humane 

one, striving for a fairer society by insisting on zero-tolerance discriminatory practices (Equality Act, 

2010).  

 

7.4. Limitations of this thesis study 

 

There were several limitations in conducting this small-scale research study which were raised 

throughout this thesis report. Interdisciplinary research adds extra contextual layers for the 

researcher to communicate contextual knowledge and build trust in the reader (Repko, Szostak, and 

Buchberger, 2020). This thesis focused on SEND school settings, however, did not have the scope or 
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capacity to look at SEND within mainstream schools. Researching challenges in partnerships 

involving mainstream schools would require a different methodological approach due to 

complications in accessing information on pupils with ASN in mainstream schools and the individual 

nature of each school’s inclusion policy. Accessing the targeted populations was complicated due to 

the necessity of contacting gatekeepers, which possibly contributed to lower response numbers 

(Seale, 2018). Lower response numbers to the questionnaire meant achieving objective one was less 

likely. The limited timescale resulted in the analytical framework not being constructed with others, 

or piloted, which I feel would have achieved better construct validity (Denscombe, 2017). The 

methodology used to disseminate the open narrative method did not create a sense of trust among 

the targeted population warrant collecting the intended type of sensitive data. Limited access to 

evaluation reports on SEND music education partnership programmes and projects narrowed the 

scope for the documentary analysis, meaning only a surface-level analysis was feasible. 

Inaccessibility issues prevented motivation to voluntarily attend the planned WC events. Also, low 

numbers attending the focus group added a greater risk of bias to the data collected. Limitations of 

the thesis timescale meant not all data could be included and a deeper level of statistical analysis 

was not feasible (Braun and Clarke, 2013). This decision resulted in an omittance of qualitative data, 

however, it enables opportunities for future analysis.  
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7.5. Conclusions 
 

7.5.1. Implications for practice 
 

Three key recommendations for practice were deduced from the findings of this research study: 

- For some organisations and MEHs to gain a deeper level of knowledge and understanding on 

different perceptions of inclusion and disability with the goal of avoiding tokenistic or 

discriminatory practice, thereby improving the quality of inclusive practice. 

- For some organisations to achieve a greater awareness of the value that schools and 

teachers offer when awarded more authority as decisionmakers in partnership projects and 

programmes. 

- For partnerships to generate more equal and equitable working relations between musicians 

and teachers in partnerships which will improve communications between organisations and 

schools and enhance the quality of provision. 

 

This thesis illustrated some of the additional complexities SEND education adds to a music education 

partnership, for example, avoiding tokenistic, or discriminatory, practice. I suggest the music 

education workforce would benefit by participating in critical conscious-raising discussions with SEN 

schoolteachers to learn more about social justice issues in music education, for example, the 

consequence of unaffordability on the reproduction of inequalities, and the repercussions of 

prejudice beliefs on limiting children’s opportunities in education (Bourdieu, 1984; Benedict et al., 

2015; Wright, 2016). It is my view that different ideological beliefs of what is high value learning in 

music education can impact decisions on the nature of partnership programmes and projects and on 

opinions of what children with ASN/SEN can achieve. Gaining a deeper level of knowledge on 

navigating the SEND school system and understanding the wide range of SEND school settings may 

help to address more SEND specific challenges and support higher quality targeted provision 

(Frederickson and Cline 2015; Hodkinson, 2019). The literature review highlighted issues attached to 

different perceptions of inclusion and SEND. In this thesis I described some of the complications 

associated with plural views on the concept of inclusion and also the issue of narrow philosophical 

perspectives on models of disability. I suggest some macro-level organisations would benefit from 

gaining a more in-depth knowledge and understanding of high-quality inclusive practice before 

labelling any MEH, arts organisation, or educator as having ‘expert’ knowledge on the topic. 

Expanding knowledge on perceptions of inclusion and disability ought to assist with setting higher 

expectations and better targeted outcomes for children with a wide range of ability levels and 

support needs. Higher-quality inclusive practice will inevitably benefit most children with ASN, 
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including those in mainstream education. Increased understanding among the community of what 

higher-quality inclusive practice looks like in different SEND school settings may remove pressures 

from practitioners who might otherwise be concerned with achieving unnecessary or lower quality 

objectives. In some partnerships, visiting practitioners ought to liaise with teachers in SEND schools 

to gain better understanding of the schools with which they are partnering with and if possible, visit 

the children they propose to work with prior to the planned experience.  

 

Working towards social justice entails ‘a recognition and respect for difference and plurality and an 

acknowledgement of systemic inequalities, power differentials, and persistent discrimination in 

society’ (Stetsenko, 2017:26). Consequentially, increasing equitability in roles between 

schoolteachers and visiting artists/educators may positively impact on staff relations and thereby 

generate newer dimensional spaces for more meaningful conversations on quality in inclusive 

practice. This deeper level of conversation can potentially foster a new social epistemology among 

the community leading to a transformed way of working to benefit all those involved (Westerlund, 

2021). Kinsella, Fautley, and Whittaker (2022) claim that the first NPME’s (2012) aspirations of 

improving partnership working across the country may have been short-sighted, particularly in its 

top-down approach,  

 
The very notion of joining up practice outlined in the NPME was ethically flawed. Before 
entering a partnership and joining up practices, in-depth understanding of each other’s 
ontological and epistemological positions are needed. It is only from that point onwards that 
relational ontologies can be co-developed (Kinsella, Fautley, and Whittaker, 2022: 11). 

 

In this statement they discuss the importance of developing a new ontological perspective through 

interactions between staff. This view aligns with Westerlund’s view (2021), who also recognises the 

need for a new social epistemology. 

 
The findings from this thesis illustrate the need for further investigation on the roles which SEND 

music teachers are given when working in partnership with MEHs and arts organisations. Every MEH 

is tasked with employing an Inclusion Lead. The role appears to attract people with varying ranges of 

expertise, as was suggested by the results of the thesis questionnaire. My research highlights the 

diverse nature of the workforce employed to work in SEND music education partnerships and states 

the importance of recognising different skillsets, qualification, and experience, especially when 

appointing someone to a role responsible for improving the quality of inclusive practice in 

partnership programmes with SEND schools. The findings revealed a common perception amongst 

the workforce that future partnerships would benefit from awarding more authority to music 
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teachers in SEND schools, by way of more equitable roles. The results revealed that while some 

teachers are satisfied with their current role in partnerships, others would prefer more authority. 

Every partnership ought to at least offer an opportunity for teachers and artist practitioners to meet 

and discuss the roles and level of involvement they would prefer. This respectful gesture may 

strengthen relations so that challenges, including any inclusive interventions on tokenistic practice 

or discriminatory practice which could be addressed at earlier stages in projects. Reducing top-down 

approaches and removing hierarchical barriers ought to improve the sense of equality and equity in 

roles among SEND music teachers and staff working for MEHs and arts organisations. Consequently, 

better ways of working may positively impact on developing staff relations to enable a deeper level 

of conversation for discussing sensitive matters and how to improve quality in educational provision 

through partnership work. Meaningfully raising the profile of the SEND music teacher's voice, 

without it feeling like a tokenistic gesture could increase the potential of sharing higher-quality 

inclusive practice among the wider music education sector.  

 

7.5.2. Implications for policy 
   

Five implications for policy are summarised below: 

1. The need for improved survey methodology in interdisciplinary research, which recognises 

individual and collective identities within diverse workforces. 

2. Reducing tokenistic and discriminatory practice in SEND music education partnerships. 

3.    Establish a national network and award schools more authority.  

4.    The role of qualified and experienced music teachers working in SEND schools to deliver 

higher-quality training on SEND and inclusion.  

5.    For schools to have more authority in the decisions on how funding grants are best spent.  

 

This research thesis on SEND music education partnerships was interdisciplinary, therefore, it 

involved a diverse workforce with multiple identities and perspectives. The interdisciplinary nature 

of the study suited a pluralist lens and mixed methods methodology (Zeserson, 2012; Sloboda, 

2020). This thesis demonstrated contextual understanding of the targeted population from the 

associated fields, which increases the validity of its findings. Enhancing the rigour of these research 

findings meant that contextual influences of hierarchies and power imbalances were explored to 

illustrate which voices are heard and which are missing. The literature review highlighted issues in 

applied survey methodologies for some research studies in music education which impacted 

negatively on the validity of findings. The lack of clarity and transparency on the identity and 

qualification of survey respondents results in the validity of the findings being more questionable 
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(ABRSM, 2021). It is my view that the concept of identity is particularly essential for research on 

inclusion and SEND in music education partnerships when collecting information from diverse 

communities. The two theorists Bourdieu and Engeström, whose work underpinned the theoretical 

lens of this study, support this finding through their writings on research methodologies about issues 

associated with multivoicedness, distinction, and contradictions (Bourdieu, 1984; Engeström, 2016). 

Future research in this interdisciplinary topic would benefit from considering how to apply 

appropriate survey methodologies which develop further understanding of individual identity, 

experience, and qualification of the respondents as well as appreciate collective identities. In 

summary, I conclude that there is a need for better understanding of how survey methodology can 

influence bias in research informing music education policy. I also raise the importance of 

recognising and acknowledging the diversity of the targeted population in future SEND music 

education research on partnerships. 

 

My research findings indicated that tokenistic and discriminatory practice continues to exist in SEND 

music education partnerships. The implication for future policy is that this type of poorer practice 

needs to be acknowledged in preparation for informing future critical conversations on how to 

transform and improve the quality of inclusive practice. One policy recommendation is to establish a 

national network of SEND music teachers to share expertise and develop training for the relevant 

communities involved in SEND music education partnerships. During the data collection process in 

this thesis study, 414 SEND schools were phoned nationally with the result being a compiled 

database of music teacher contacts. The data evidenced that there is approximately 240 music 

teachers employed by SEND schools across the country. This data includes the location of SEND 

music teachers across the country, which could be utilised to assist and inform future policy on 

network building. This information is currently relevant as the number of MEHs are expected to be 

reduced to make way for newer hub networks to be formed across England, each covering a larger 

geographical region (Musicians Union, 14 March 2023). Networked support from a national team of 

SEND music teachers could possibly deepen the music sector’s understanding of the specific issues 

relating to SEND school settings. The network of qualified SEND music teachers can provide 

governance and guidance to policymakers, stakeholders, and staff on inclusive education. This 

process could inform staff training programmes and would be especially relevant when delivering 

training on addressing challenges, for example perceptions of disability, tokenistic and 

discriminatory practice. Interconnected relations developed between SEND schools, arts 

organisations and MEHs, could be strengthened through teachers sharing and disseminating SEND 

knowledge and experiences. Cultivating awareness of how to improve quality in SEND music 
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education partnerships would be beneficial to all staff involved, including those in mainstream 

schools. A policy recommendation, therefore, is to gather a new select group of SEND music teacher 

representatives to lead meetings with staff from MEHs and arts organisations to generate 

constructive conversations which are equally balanced. The proposal is that the involved 

communities would benefit from engaging in critical conversations to suggest transformative 

solutions. Although this small-scale thesis study proved unsuccessful at gathering the relevant 

communities together in a World Café, I remain convinced this method would generate a new level 

of discourse in this field. Holding this type of meeting ought to be achievable with governmental 

support. 

 

A new direction for MEHs has been ignited by the refreshed NPME (DfE, 2022d) conveying the 

intention for schools to play a more authoritative role in directing future partnership work. How this 

challenge will be enacted remains to be evidenced, especially as it is driven by dominant voices and 

policymakers. The future plan is for schools to work more equitably in relationships with MEHs and I 

support the NPME2 in its efforts to promote this positive message (DfE, NPME2, 2022). However, 

without utilising the expertise within the field of SEND music education, I argue there is little 

reassurance that the necessary transformations will improve the quality of inclusive practice in 

future partnerships. MEHs are facing a troubling time with the new NPME2 instigating the reduction 

of the number of MEHs and the nomination of four ‘super’ hubs, including one specialising as a 

centre on inclusion (DfE, NPME2, 2022; Musician’s Union, 14 March 2023). This neoliberal agenda of 

competition among MEHs and ‘survival of the fittest’ rhetoric may distract from the deeper issues 

and challenges facing MEHs, particularly regarding the provision of high-quality inclusive practice 

and partnerships with SEND school settings. Better collaborative working in partnerships should 

improve communication so that future instances of poorer practice, whether through tokenistic or 

discriminatory practices, can be avoided. 

 

One issue raised in the findings from this study was that funding in SEND music education 

partnerships could be spent more productively. I suggest the expertise of experienced SEND music 

teachers can inform macro-organisations on how they distribute funding grants for inclusive projects 

and how to improve evaluative measures. One example of this is highlighted in the debate on the 

value of MEHs putting on costly showcase events, particularly if they are mainly geared towards 

promotional and reputational purposes but remain exclusionary for most local pupils. If 

schoolteachers are awarded more authority, they ought to share the responsibility of contributing to 

decisions on how funding could best be spent.  
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7.6. Final reflection 

 

This thesis highlighted that while research on music education partnerships had increased over the 

last twenty years, there was a specific gap relating to music education partnerships in England 

involving MEHs, arts organisations, and SEND school settings. Involving multidisciplinary and diverse 

workforces presented a challenge of measuring a plurality of views (Christophersen and Kenny, 

2018). Challenges of music education partnerships involving mainstream schools were discussed in 

the literature review within overarching themes of identity, hierarchy, and quality. New research 

findings on challenges explicitly relating to SEND school settings were presented. Factors associated 

with causing possible challenges were identified and discussed in the hope that it will inform 

policymakers and interested parties of recommended transformations needed to improve quality, 

equitable access, and sustainability in future partnerships. The influence of socio-political contexts 

led to questions of who ought to have the responsibility of authority in SEND music education 

partnerships. Challenges of researching a diverse workforce included understanding the range of 

intersectional identities of qualified and unqualified staff across the SEND, music, and education 

sectors (Savage and Barnard, 2019; Sloboda et al., 2020). While a utopian ideology towards social 

change involves the view that qualification is non-essential in inclusive music education 

partnerships, this view cannot guarantee a higher-quality partnership experience (Sloboda et al., 

2020; Kertz-Welzel, 2022:4). The thesis found that more people advocate for schools and teachers to 

be awarded more authority as decisionmakers. Without this input, SEND partnerships may be at risk 

from poorer quality practices led by inexperienced and unqualified workers whose expectations of 

outcomes may de-value and underestimate the true learning potential of children with ASN. One 

recommendation from this thesis is that issues of poorer quality practice affected by tokenistic and 

discriminatory practice are discussed in future critical conversations with the involved communities. 

 

This study was value-led, highlighting inequalities with an aim of improving access to higher-quality 

music education opportunities for children with ASN/SEND, who may otherwise experience lower 

quality provision, for example, in tokenistic or discriminatory practice (Gomm, 2008; Savage, 2021). 

Inclusive research principles aimed at eliciting information from as many voices as possible, guided 

methodological decisions in this transformative study (Nind, 2014). This thesis did not aim to be 

emancipatory in the sense that it is not ‘setting free’ any marginalised groups but aimed at 

‘uncovering subjugated knowledge and silenced voices’ while also addressing the issue of 

authenticity by considering how to balance all perspectives (Mertens, 2009:39; Hesse-Biber, 2010: 

133). Offering minority voices the opportunity to be heard derived from the social justice lens 
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underpinning the study research design. Contextual knowledge of the disciplines of music, 

education, and SEND supported understandings of dominant narratives and the influence of 

traditional ideologies in music education. My experience of working in partnerships was wide-

ranging in quality and this thesis confirmed I shared a similarity to other people’s experiences of 

SEND music education partnerships. People reported a wide range in quality, but this also includes 

some experiences of poorer inclusive practice. I believe it is necessary to develop better ways of 

communicating about sensitive matters relating to SEND. Sometimes the uncomfortable discussions 

can resolve issues and transform practice for the better. Reflecting on personal experiences I believe 

the common goal that unites all educators and musicians working in SEND music education 

partnerships is that everyone wants to provide as high-quality experience for the children as 

possible. Regarding a SEND schools perspective, it is necessary to strive for the social justice value of 

equality by ensuring that partnership opportunities are offered at the same frequency and standard 

as those offered to mainstream schools and to aim for higher expectations for our young people 

with ASN so they can achieve their true potential.  
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Appendix 
 

Appendix 1: Final Questionnaire 
 

SEND Music Education Partnership Questionnaire  
for Teachers, Musicians and Teaching Artists 

 
Page 1 - Introduction to the study 
 
Welcome message 

Thank you for taking the time to complete this questionnaire. Your contribution to this research study is very 
much appreciated. The questionnaire is likely to take approximately 15-20 minutes and can be saved during 
the process before submitting. 

Aims of the study 

The goal of this research study is to improve quality and sustainability in future SEND music education 
partnerships, sometimes referred to as inclusive music education partnerships. This type of partnership 
generally involves school settings for children with special educational needs and disabilities (SEND), Music 
Education Hubs (MEHs), and arts organisations. Facilitating this type of partnership is a diverse range of 
teachers, educators, and arts practitioners, who work together to support children with a range of additional 
support needs (ASN/SEND). 

This questionnaire aims to collect information on people's experiences and perspectives of SEND music 
education partnerships. Information collected will be used to investigate whether there are trends in 
perspectives between different groups of people working in this type of partnership. Findings from this 
questionnaire will contribute to future discussions during future participatory sessions with educators and 
practitioners from a range of SEND school settings, MEHs, and arts organisations. 

Who is this questionnaire for? 
 
This questionnaire is for teachers, educators, and arts practitioners who facilitate inclusive music education 
partnerships between SEND school settings, arts organisations, and Music Education Hubs (MEHs).   
 
The layout of the questionnaire is as follows: 

Page 1:  Introduction to the study 

Page 2:  Consent and data information 

Page 3:  Opinions on SEND/Inclusive music education partnerships  

Page 4:  Education experience and qualification 

Page 5:  Musical identity 

Page 6:  Experience working in SEND  

Page 7:  Opinions on music education, inclusivity, and classical music 

Page 8:  Demographics 
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While filling in the questionnaire, please remember to omit any identifiable features (for example, names of 
schools or practitioners) to ensure anonymity. 

 

 
Page 2 - Consent and data information 

 
Please read the consent statements and tick Yes if you wish to proceed: 

I have read and understood the information about this research study. 

I understand that by filling in this questionnaire I am voluntarily giving informed consent for the information to be 
used and analysed in this research study.  

I understand that to respect the principle of anonymity I should aim to omit any identifying features (e.g. School 
name, practitioner names) and am satisfied that any identifying features will be removed prior to the data 
analysis stage.  
I understand that due to the anonymity of submitting information it will be difficult to withdraw from the process 
once the questionnaire has been submitted. However, I am aware that I can contact the researcher at any time to 
attempt to locate and withdraw my data before the data analysis stage beginning on 7 January 2022.   
  

I understand GDPR guidelines will be adhered to regarding the storing of data and that my rights to privacy will 
always be respected.  

I understand that the data collected will be held safely and securely on a password-protected site – Jisc Online 
Surveys – which is GDPR compliant.  

I consent to the possibility that data with be retained for up to 3 years and may be used in future academic 
papers or presentations to the wider music education community.  

I understand that I can contact representatives at the University of Winchester should I have any concerns about 
the study.  

 
 
Additional Information 

The Faculty of Education Ethics representative at the University of Winchester has approved this study. 
Complaints regarding the mishandling of data can be lodged with the Information Commissioner's Office (ICO). 

If you have any questions regarding this study at any point in time, please contact me at K.Foster-
Peters.18@unimail.winchester.ac.uk 

If you have any concerns at any point in the research, please contact my Director of Studies Dr. Kerry Ball 

from the University of Winchester at: Kerry.Ball@winchester.ac.uk. 

Questions: 

1/ I consent to participate in this study: Yes/No 
 

 
 
 
 

mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
mailto:Kerry.Ball@winchester.ac.uk
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Page 3 - Opinions on SEND/inclusive music education partnerships  
 
This section relates to your experiences of working in music education partnerships with SEND school settings 
involving either arts organisations, or Music Education Hubs (MEHs) or both.  
 
2/ Select which field of work you feel best suits your level of experience, qualification, and expertise? (Some 
examples are given from each field)  

• Music (musician, arts organisation staff) 

• SEND (Therapist, SSA) 

• Education (Teacher, SSA, SLT) 

• Music & SEND (Music therapist, community musician working in SEND settings) 

• SEND Education (SENCO, teacher in a SEND school) 

• Music Education (music teacher, peripatetic staff) 

• SEND Music Education (Music teacher in a SEND school setting) 

• Other 
 
2a/ If you selected Other, please specify: … 

 
3/ What is your current job title?    …………… 
 
4/ What types of organisations have you mostly been employed by? (Multiple choice available) 
 

Mainstream 
schools 

SEND school 
setting 

Music Education 
Hub (MEH) 

Arts Organisation Freelance/self-
employed 

Other 

 
 4a/ If you selected Other, please specify: … 
 
5/ How would you best describe your role when working in SEND music education partnerships? (Multiple 
choice available) 
 

Musician/ 
conductor 
 

Music 
therapist 

Music 
coordinator/ 
subject lead  

Music curriculum 
classroom teacher  

Generalist 
classroom 
teacher 

Teaching 
artist 
 

Whole-
class 
ensemble 
teacher 
(WCET) 

Teaching 
assistant 

Project 
organiser/ 
manager 

Other 

  
5a/ If you selected Other, please specify: … 

 
6/ What types of SEND music education partnership projects have you experienced? (Multiple choice 
available) 

• 1-off event, for example, a concert performance or assembly participation 

• 1-day workshop  

• Projects lasting up to 1 week  

• Projects lasting several weeks  

• Term-long projects  

• One academic year – projects or curriculum support  

• Two or more years-long – projects or curriculum support 

• Small-scale projects with one school 

• Large-scale projects with numerous schools 

• Other types of partnership work 
 

6a/ If you selected Other, please specify: … 
 
6b/ Do you have experience working in partnerships with one or more Music Education Hubs?  Yes/No 

 
7/ Have you ever been involved in the funding bid application process for a SEND music education partnership 
project?    Yes/No 
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8/ Select which statement best describes your motivation level for working in SEND/inclusive music education 
partnerships?  

No motivation  Less motivated  Moderately motivated Highly motivated  

 
 8a/ What is your biggest motivation for working in SEND/inclusive music education projects? … 
 
9/ During SEND music education partnership projects who do you perceive to be mostly responsible for the 
roles/responsibilities listed in the first column? (Multiple choice available) 
 

 Teachers 
(School) 

Management 
(School) 

Staff 
(Music hub/arts 
organisation)  
 

Managers 
(Music 
hub/arts 
organisation)  

Joint responsibility 
(school and music 
hub/arts 
organisation) 

i Responsible for 
funding grants 

     

ii Managing and 
making key 
decisions about 
projects 

     

iii Deciding the 
learning 
outcomes  

     

iv Planning the 
project aims and 
content  

     

v Running the 
activities/lessons  

     

vi Deciding the 
success criteria 
using key 
performance 
indicators (KPI) 

     

vii Writing the 
evaluation report 

     

 
 9a/ Are there any changes you would make to who has authority? Yes/No 
 9ai/ Who would you give more/less authority to? … 
 9b/ Would you like to have more authority? Yes/No 

9c/ In your opinion, do you consider the roles between teachers and arts educator/practitioners in 
partnerships to be more equal or hierarchical?  Equal / hierarchical / No opinion 
 

10/ Written below are descriptions of 5 different levels of participation, ranging from non-participation to 
authority. From your own perspective, select which statement best describes your highest level of personal 
involvement in SEND music education partnerships? 
 

5 Authority 
 

A key decision-maker with full authority who can influence and change the 
status quo. 

4 
 

Partnership  In a position to negotiate with policyholders/managers to create change. 

3 Advisory 
 

In a position to advise but not have any decision-making powers. 

2 Present Give an appearance of presence, be seen and heard, but with no guarantees 
of being listened to. 

1 Non-participation There is a pretence of genuine participation. 
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11/ Have you ever worked in a management role in relation to an arts education project? Yes/No 
 

11a/ Do you, or would you, prefer to have more responsibilities during art education projects? 
Yes/Sometimes/No 
11ai/ Feel free to write what extra responsibilities you would like to have. … 

 
12/ Would you please give your opinions on the following matters relating to working with others in SEND 
music education partnerships?  
 

  Strongly 
disagree 

Disagree Agree Strongly 
agree 

N/A 

a I think that children who learn instruments 
through formal lessons receive more project 
opportunities than those who learn 
informally 

     

b In my view, the local Music Education Hub 
offers inclusive opportunities for all children 
with SEND/ASN in the area 

     

c My knowledge and expertise are valued and 
respected when working with others. 
 

     

 
13/ How frequently have you experienced high-quality SEND music education projects? 
 

Always  Often  Sometimes Rarely Never 

 
14/ From your experience, can you recall a positive example of a high-quality SEND music education 
partnership project?  Yes/No 
 

14a/ Which factors do you think contributed to the quality? 
  

Time 

Funding 

Supportive 
working 
relationships 

Positive 
communication 

Children learning 

Quality teaching 

Resources 

Venue 

Other 

 
14ai/ If you selected Other, please feel free to give further details: … 

 
15/ Have you ever encountered any challenges during your experiences of SEND music education partnership 
projects?  Yes/No 
 

15a/ How frequently have you encountered issues between SEND school settings, arts organisations, 
and MEHs? 
 

Always  Often  Sometimes Rarely Never 
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15ai/ What do you think may have caused some of these issues? If your answer is not listed, use the 
Other option to specify further. (Multiple choice available) 

Financial issues 

Communication 
issues 

Staffing issues  

Different 
expectations 

Inexperience  

Unequal working 
relationships 

Time issues 

Other 

 15aia/ If you selected Other, please specify: … 
 
15b/ How frequently have you encountered tensions with other workers (teachers, educators, arts 
practitioners) during SEND/inclusive music education partnerships? 
 

Always  Often  Sometimes Rarely Never 

 
15bi/ What do you suggest may have been the reasons behind causing tensions? (Multiple choice 

available) 
 

• Personality differences  

• Communication issues 

• Unequal roles 

• Limited experience  

• Different values 

• Different expectations of outcomes 

• Lack of support  

• Other 
 

15bia/ If you selected Other, please specify: … 
 

16/ Tick which box reflects your opinion on the following statements relating to SEND music education 
projects. 

  Strongly 
disagree 

Disagree Agree Strongly 
agree 

N/A 

a Reports which evaluate SEND music projects 
always communicate a balanced viewpoint 

     

b The words inclusion/inclusive written in a 
funding bid increase its chance of success. 

     

c Funding is used appropriately on SEND music 
education projects. 

     

d The inclusion of SEND school settings in projects 
can sometimes feel tokenistic. 

     

 
17/ In your personal experience of working in either mainstream or SEND music education projects have you 
encountered any tokenism involving SEND school settings or pupils?  Yes/No 
 

17a/ If you selected Yes, can you give any further details? 
 
18/ In your personal experience of working in either mainstream or SEND music education projects have you 
encountered any discriminatory behaviour involving SEND school settings or pupils? 
 

18a/ If you selected Yes, can you give any further details? … 
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19/ This optional comment box is for anything else you would like to share about your experiences of either 
the successes or challenges while working in SEND music education partnerships. Your perspective on what 
factors contributed to either a successful or challenging partnership project is of particular interest. 
 

 
 

 
Note: Questions 17 and 18 definitions 
 
17/ Info: Tokenism can be defined as ‘actions that are the result of pretending to give advantage to those 
groups in society who are often treated unfairly, in order to give the appearance of fairness’ (Cambridge 
dictionary)   
 
18/ Info: Discriminatory behaviour is when someone is mistreated because of one or more protected 
characteristics, as defined by the Equality Act 2010. Concerning this study, the question refers to the protected 
characteristics of special educational needs and disabilities. 
 
 
Page 4 - Education experience and qualification  
 
20/ What is your highest level of qualification or training?  

• GCSEs or equivalent levels of vocational qualification 

• A-Levels or equivalent 

• University degree or equivalent 

• Apprenticeship 

• Postgraduate degree 
 

20a/ Please give details of relevant subject/vocation specialism or type of apprenticeship. … 
 
21/ Do you have experience in teaching?  Yes/No 
 
 21a/ How many years of teaching experience do you have?  
 

Less than one year  1-5 years 6-15 years 15 or more years 

 
21b/ Have you achieved qualified teaching status (QTS)?  Yes/No 

 
21c/ Please give details of your qualification type, subject specialism, and age group: … 

 
22/ What age group do you primarily work with? (Multiple choice available) 
 

Ages 0-4 Ages 5-11 Ages 11-18 19 and over 

 
23/ What job title best describes your role when working in education? For example, learning/special support 
assistant (LSA/SSA), classroom teacher, peripatetic (instrumental), workshop leader, management. … 
 
24/ What is your experience of working in different school settings?  

  Mainstream 
schools 

SEND setting within 
mainstream schools 

e.g., Autism unit 

SEND 
schools 

N/A 
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A Visiting educator/practitioner 
participating in one-off events, for 
example, projects, performances, and 
workshops 
 

    

B Weekly visits, for example, in the role of 
instrumental teacher, music therapist, or 
teaching artist  

    

c Permanent employment, classroom 
teacher, leadership team  

    

 
25/ If you work in formal school settings, how confident is your knowledge and understanding of the following 
aspects of school education? 

 Not 
confident 

Some 
confidence 

Mostly 
confident  

Very 
confident 

N/A 

A Teacher professional duties       

B Classroom management strategies      

C Pedagogy and learning theories      

D School education policies        

 
 
Page 5 - Musical Identity 
 
26/ Would you classify yourself as working mostly in the field of music therapy, music education, or 
community music? 

Music education Music therapy Community music Other 

 
 26a/ If you selected Other, please specify: … 
 
27/ How would you best describe your musical identity? (Multiple choice available) 
 

• Non-musician, or music-loving non-musician  

• Amateur musician 

• Community music specialist 

• Music therapist 

• Music curriculum teacher 

• Instrumental/vocal teacher (peripatetic, 1:1) 

• Serious amateur musician (Earns money by gigging) 

• Semi-professional musician (Pays hourly wage to perform) 

• Professional musician/instrumentalist/vocalist (pays main yearly income) 

• Technology specialist, for example, sound engineer  

• Ensembles/band director or conductor 

• Technical theatre worker 

• Songwriter/Composer 

• DJ, electronic music specialist 

• Genre specific musician, for example, jazz musician 

• Multi-professional artist – performing/visual artist 

• Teaching artist 

• Other 

 
 27a/ If you selected Other, please specify: … 
 
28/ Do you earn an income or wage relating to the field of music? Yes/No 
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28a/ If yes, please give brief details of the nature of the work. For example, full-time, part-time, gig 
money, regular performance work, DJing, music editing, etc. … 
 
29/ Do you have a musical skill(s), for example, song-writing, DJing, singing, or playing an instrument? Yes/No 
 

29a/ What is/are your musical skill(s)?  ………….. 
29b/ Over how many years did you develop or practice your skill(s)? 
 

Up to 1 year 1-4 years 5 or more years 15 or more years 

 
29c/ At the peak of your musical skill development, how many hours a day did you dedicate to 

practising your skill? 

Never practised Up to 30 mins 1-2 hours 3 or more hours N/A 

 
29d/ Do you have any music qualifications? Yes/No 
 

28i/ Please list any music exams/qualifications you have completed, for example, 
instrumental grades (ABRSM/Trinity, etc.) … 

 
30/ If you work in the field of music education tick the years of experience you have in the following types of 
music teacher roles? 
 

 Up to 1 year 1-5 years 6-15 years More than 15 
years 

N/A 

Secondary music curriculum teacher (inc. GCSEs, 
A-Levels).   

     

Primary music coordinator       

SEND music coordinator      

Instrumental/Peripatetic teacher      

Whole class ensemble teacher (WCET)      

Ensemble conductor      

Music education representative for an arts 
organisation or music education hub (MEH) 

     

Inclusive music community practitioner      

Other      

 
31/ How confident do you feel your knowledge and understanding are on the following aspects of school 
music teaching? 

  Not 
confident 

Some 
confidence 

Mostly 
confident 

Very 
confident  

N/A 

A Teaching the music national 
curriculum 

     

B Teaching music accreditation 
(GCSEs/A-Levels) 

     

C Teaching classroom music, including 
whole-class ensemble teaching 
(WCET) 

     

D Rehearsing extra-curricular ensembles 
and events, e.g., School music 
ensembles, concerts, school 
productions 
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Page 6 - Your experience of working in the field of Special Educational Needs and Disabilities (SEND)  
 
32/ Do you have experience working with children and young people with ASN/SEND? Yes/No 
 

32a/ If you selected Yes, which types of additional support needs (ASN/SEND) do you have the most 
experience working with? (Multiple choice available) 
 

• Physical disabilities (PD) 

• Profound and multiple learning disabilities (PMLD)  

• Severe learning difficulties (SLD)  

• Moderate learning difficulties (MLD) 

• Sensory needs, Hearing impaired and visually impaired (HI & VI) 

• Social, emotional, mental health (SEMH) formally recognised as behaviour, emotional and social 
difficulties, BESD) 

• Speech, language, and communication needs (SLCN)  

• Autism 

• Other 
 
32i/ If you selected Other, please specify: … 

 
33/ How long have you worked in the area of SEND? 
 

N/A Several days/weeks 
experience 

Up to 1 year 1 to 5 years 
 

6-15 years More than 15 years 

 
33a/ Tick which type of contract describes your experiences of work in SEND both now and in the 

past? (Multiple choice available) 
 

Full-time Part-time Permanent 
contract 

Temporary 
contract 

Hourly Free-lance 

 
34/ Do you have any SEND-specific qualifications, for example, in music therapy or sign language?  

Yes/No   
34a/ If you selected Yes, please give details in the comment box. … 

 
35/ In general, do you feel confident working with children who have additional support needs (ASN), or, 
special educational needs and disabilities (SEND)? 
 

Always Mostly Occasionally Not really 

 
 35a/ Please feel free to write any concerns you have: … 
 
36/ Which statement best describes your experience with SEND school settings? 
 

Never visited a 
SEND school 
setting 

Worked as a visiting 
educator/practitioner to 
a SEND school setting 

Employed as a 
member of staff by 
SEND school setting 

Worked in partnership 
with a range of different 
SEND school settings 

Other 

 
37/ How confident is your knowledge and understanding on the following matters relating to SEND education? 
 

 Not 
confident 

Some 
confidence 

Mostly 
confident  

Very 
confident  

N/A 

A Different types of needs (ASN/SEND)      

B SEND related concepts and terms (for 
example, inclusion)  
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C SEND teacher professional duties       

D SEND education policies (for example 
Education Health Care Plans)  

     

E Different types of SEND school settings, 
including within mainstream schools 

     

F SEND-specific music assessment 
frameworks, for example, Sounds of Intent 
(SOI) 

     

 
 
38/ Do you have experience working in inclusive music sessions as a community musician or teaching artist? 
Yes/No 
 

38a/ If you selected Yes, what type of venue do you have experience working in? (Multiple choice 
available) 
 

Hospitals Prisons Care 
homes 

Schools 
 

Arts 
venues 

Alternative 
provisions, 
e.g., PRU 
(pupil 
referral 
units) 

Day-care 
services 

Other N/A 

 
  38ai/ If you selected Other, please specify: … 
 
39/ What type of music sessions have you facilitated in partnership with SEND school settings? (Multiple 
choice available)  
 

Curriculum music Music 
therapy 

Communi
ty music 

Whole-
class 
ensemble 
teaching 
(WCET) 

Concerts and 
performances 

Music 
projects 
(extra-
curricular) 

Instrumental/ 
peripatetic 
teaching 

Other 

 
 39a/ If you selected Other, please specify:  
 
39b/ What types of music sessions do you prefer to work in? (Multiple choice available) 
 

Curriculum 
music 

Music 
therapy 

Community 
music 

Whole-class 
ensemble 
teaching 

Concerts and 
performances 

Music projects 
(extra-curricular) 

Peripatetic/ 
instrumental 
teaching 

Other 

 
39bi/ If you selected Other, please specify:  

 
 
40/ Have you ever been employed by a music education hub, or arts organisation to facilitate music education 
sessions with children or adults with ASN/SEND? Yes/No 
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Page 7 - Opinions on music education, inclusivity, and classical music 
 
This section is about your opinions on matters relating to music education, inclusivity, and classical music. For 
this survey, classical music refers to the Western classical music tradition, including, for example, classical 
composers, orchestras, and opera, etc. In addition, the term ‘popular’ music refers to ‘commercially oriented 
music principally intended to be received and appreciated by a wide audience’ (Merriam-Webster). For 
example, streaming music in the ‘pop’ charts.  
 
41/ Tick which box reflects your opinion on the following statements. 
 

  Strongly 
disagree 

Disagree Agree Strongly 
agree 

N/A 

1 I think that the music curriculum should include as 
much classical music as possible 
 

     

2 In my opinion, the music curriculum should help 
children learn about the ‘popular’ music they engage 
with outside of school 
 

     

3 I perceive classical music to have a higher educational 
value than most other music styles 
 

     

4 I think that inclusive music ensembles should have 
equal value to traditional music ensembles in music 
education 

     

5 In my opinion, the majority of children should learn to 
read and write traditional Western classical notation 
in school. 

     

6 I think that developing improvisation skills during 
whole class playing is just as important as playing 
individually from notation. 

     

 
42/ Tick which box reflects your opinion on the following statements. 
 

  Strongly 
disagree 

Disagree Agree Strongly 
agree 

N/A 

1 I consider playing an instrument to be the most 
highly valued musical skill achievable in music 
education. 
 

     

2 In my opinion mobile and assistive technologies, 
when used as musical instruments, can have an 
equal value to traditional instruments 

     

3 It is my view that music theory should be taught 
during music curriculum lessons at school. 

     

4 I think that progression routes for learning 
musical instruments are linked to affordability 

     

5 In my opinion, traditionally graded music exams 
ought to be the highest quality measure of a 
person's musicality 
 

     

6 I believe that more funding should be spent on 
music opportunities for young people with 
ASN/SEND 
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Page 8 - Demographics: 

 
43/  What is your gender?  

 

Male Female Non-binary Prefer to self-
describe 

 
44/  What is your age group? 
 

25 years and below 26-35 years 36-45 years 46-55 years 56 years and above 

 
45/  What region in England do you currently live in? 
 

South-West South-East London Midlands North-West North-East 

 
 
46/ How would you describe your ethnicity? … 
 
47/ Do you have any additional support needs or disabilities?  
 

YES / NO / prefer not to answer 
 

47a/ Add a description if you would like to: …. 

 
 
 
Page 9 – Final page 

 
 
Thank you for completing this questionnaire. Your time and effort are very much appreciated. Findings will be 
revealed once the thesis has been published. A link will be included on the website. 
If you are interested in the findings from this questionnaire and would like to take part in future 
participatory sessions please do not hesitate to contact me on my personal email address at: 
kellyjo.fosterpeters@gmail.com, or by phone on: 07710 504407. 
 

Your Story: For music/arts teachers working in SEND school settings 

If you are a music/arts teacher working in a SEND school setting and would like to contribute further to this 
study, please click on the following link to share Your Story. 

https://win-its-stu.onlinesurveys.ac.uk/your-story-for-musicarts-teachers-working-in-
special-sc

https://win-its-stu.onlinesurveys.ac.uk/your-story-for-musicarts-teachers-working-in-special-sc
https://win-its-stu.onlinesurveys.ac.uk/your-story-for-musicarts-teachers-working-in-special-sc
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Appendix 2: Analytical framework (questionnaire), coding and scoring strategy  
 
Measuring identity and fields - Coding concept indicators in preparation for data analysis 

 
Field Field 

Code 
Classification 
criteria 

Question 
Number 

Question Respondent answers to questions scoring criteria 0 – 4 
 

0 1 2 3 4 

Music M1 Employability in 
music 

27 How would you best describe your 
musical identity? 
 

n/a Non-musician, or 
music-loving non-
musician 

Engages with music as a 
hobby/amateur 
musician 

Semi-Professional/ gig 
money/irregular 
income 

Full-time/ 
professional 

28  Do you earn an income or wage 
relating to the field of music? 

No   Yes 
 

  

28a If yes, please give brief details of 
the nature of the work. 

n/a Rarely Gig money Part-time wage 
Irregular income / 
hourly wage 

Full-time wage 

M2 Musicianship  29 Do you have a musical skill(s), for 
example, song-writing, DJing, 
singing, or playing an instrument? 

No  Yes 

29a What is/are your musical skill(s)? 
 

n/a Limited skill level One skill proficiently A couple of skills 
proficiently 

 Several skills 

29b Over how many years did you 
develop or practice your musical 
skill(s)?  
 

None Up to 1 year  
Limited skill level 

1-4 years 
One skill proficiently 

5 or more years 
A couple of skills 
proficiently 

15 or more years  
Several skills 

M3 Music qualification 29c At the peak of your musical skill 
development how many hours a 
day did you dedicate to practising 
your skill? 
 

n/a Never practised Up to 30 mins 1-2 hours 3 or more hours 

29d Do you have any music 
qualifications? 

No  Yes 

29d/di Please list any music 
exams/qualifications you have 
completed, for example, 
instrumental grades (ABRSM/Trinity 
etc.)  
 

n/a Informal Grade 1-4 Grade 5-7 Grade 8 & higher 

Music 
Education 

ME1 Music teacher 
identity and 
qualification 

21 Do you have experience in 
teaching? 
 

No  Yes 
 

21a How many years of teaching 
experience do you have? 

None Less than 1 year 
 

1-5 years 6-15 years 15 or more years 
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21b Have you achieved qualified teacher 
status (QTS)? 
 

No  Yes 

21c/29di Please give details of your 
qualification type, subject 
specialism, and age group: 
 

n/a 
None 

Support needs 
assistant  

No formal teacher 
training 

Alternative teaching 
qualification e.g., 
TEFL 

QTS – formal 
teacher training  

23/27/ 
30 

What job title best describes your 
role when working in education? 
How would you best describe your 
musical identity?  

N/A 
Do not 
work in 
music 
education 

Does not work in 
schools - Inclusive 
music community 
practitioner – with 
no education quals, 
school experience 

Works in schools as a 
visiting musician, MEH 
representative, 
conductor, music lead  
 

Primary/SEND music 
coordinator 
(generalist) teacher, 
peripatetic 
(Instrumental) 
teacher, 
ensemble teacher 
(WCET) 

Secondary music 
curriculum teacher 
OR Primary/SEND 
music coordinator 
(specialist) teacher 

ME2 Music teacher 
experience 
 

24 What is your experience of working 
in different school settings? 

Do not 
work in 
schools 

Limited experience 
working in schools 

Visiting 
educator/practitioner 
participating in one-off 
events, for example, 
projects, performances, 
and workshops 

Weekly visits, for 
example, in the role 
of instrumental 
teacher, music 
therapist, or teaching 
artist 

Permanent 
employment, 
classroom teacher, 
leadership team 
 

30 If you work in the field of music 
education tick the years of 
experience, you have in the 
following types of music teacher 
roles? 
 

N/A 
Do not 
work in 
music 
education 

Does not work in 
schools - Inclusive 
music community 
practitioner – with 
no education quals, 
school experience 

Works in schools - 
Music Education 
representative for arts 
organisation or MEH or 
Ensemble conductor. 
Inclusive music 
community practitioner 
– working with children 

Primary/SEND music 
coordinator 
(generalist) teacher, 
peripatetic 
(Instrumental) 
teacher AND 
ensemble teacher 
(WCET) 

Secondary music 
curriculum teacher 
(inc. GCSEs, A-
Levels), 
Primary/SEND 
music coordinator 
– (specialist)  

30 How many years of experience do 
you have in this role? 

n/a Up to 1 year  1-5  6-15 More than 15 
years 

ME3 Music teacher 
professional 
knowledge 

How confident do you feel your knowledge and understanding is on the following? 

31.1 Teaching the music national 
curriculum 
 

n/a Not confident Some confidence Mostly 
confident 

Very confident 

31.2 Teaching music accreditation 
(GCSEs/A-Levels) 

n/a Not confident Some confidence Mostly 
confident 

Very confident 

31.3 
 

Teaching classroom music, including 
whole-class ensemble teaching 
(WCET) 
 

n/a Not confident Some confidence Mostly 
confident 

Very confident 

31.4 Rehearsing extra-curricular 
ensembles and events e.g., School 
music ensembles, concerts, school 
productions 

n/a Not confident Some confidence Mostly 
confident 

Very confident 
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Education  E1 Teaching 
experience   

20 What is your highest level of 
qualification or training? 

n/a GCSEs A-Level Degree Postgraduate 

21 Do you have experience in 
teaching? 
 

No  Yes 

21a How many years of teaching 
experience do you have?  
 

None Less than 1 year 
 

1-5 years 6-15 years 15 or more years 

21c Please give details of your 
qualification type, subject 
specialism, and age group: 

n/a 
None 

Support needs 
assistant  

No formal teacher 
training 

Alternative teaching 
qualification e.g., 
TEFL 

QTS – formal 
teacher training 
e.g., 1-year full-
time course, 
(PGCE, Teach 
Direct) 

23 What job title best describes your 
role when working in education?  

Do not 
work in 
education 

Manage 
programmes but do 
not teach children 

Infrequent experiences 
of teaching, for 
example delivering 
workshop sessions.  

Teaching small 
groups/individuals 
regularly. SSA. 

Specialist/ 
generalist 
classroom teacher/ 
management 

E2 QTS 21b Have you achieved qualified 
teaching status (QTS)? 

No   Yes  

E3 Teacher 
professional 
knowledge 

25.1 Teacher professional duties n/a Not confident Some confidence Mostly confident  Very confident  

25.2 Classroom management strategies n/a Not confident Some confidence Mostly confident  Very confident  

25.3 Pedagogy and learning theories n/a Not confident Some confidence Mostly confident  Very confident  

25.4 School education policies   n/a Not confident Some confidence Mostly confident  Very confident  

24 What is your experience of working 
in different educational school 
settings? (Mainstream 

None Infrequent visits: 
Programme manage 
but do not teach 
children 

Workshop sessions or 
performances: Visiting 
educator/practitioner 
participating in one-off 
events 

Weekly visits, for 
example, in the role 
of instrumental 
teacher, music 
therapist 

Permanent 
employment, 
classroom teacher, 
leadership team  

SEND 
Education 

SE1 SEND Education 
experience 

36 Which statement best describes 
your experience with SEND school 
settings?  
 

n/a Never visited a 
SEND school setting 

Visiting 
educator/practitioner 
to do one-off events, 
for example projects, 
performances, and 
workshops. 

Weekly visits, for 
example in the role of 
instrumental teacher, 
music therapist, or 
teaching artist 

Permanent 
employment, 
classroom teacher, 
leadership team 

24 What is your experience of working 
in different educational school 
settings? (SEND settings, plus within 
mainstream) 

None Infrequent visits: 
Programme manage 
but do not teach 
children 

Workshop sessions or 
performances: Visiting 
educator/practitioner 
participating in one-off 
events 

Weekly visits, for 
example, in the role 
of instrumental 
teacher, music 
therapist 

Permanent 
employment, 
classroom teacher, 
leadership team  

32a Which types of additional needs 
(ASN/SEND) do you have the most 
experience working with? 

n/a 1 type of need 2 types of need 3-4 types of needs  A wide range of 
needs 
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35 In general, do you feel confident 
working with children who have 
ASN/SEND? 

n/a Not really Occasionally Mostly Always 

37.1 Different types of ASN/SEND n/a Not confident Some confidence Mostly confident  Very confident  

SE2 SEND school 
settings and 
policies 

37.4 SEND education policies, e.g., 
Education Health Care Plans 
(EHCPs) 

n/a Not confident Some confidence Mostly confident  Very confident  

37.5 Different types of SEND school 
settings, including within 
mainstream 

n/a Not confident Some confidence Mostly confident  Very confident  

30 If you work in the field of music 
education tick the years of 
experience, you have in the 
following types of music teacher 
roles? 
How long have you had the role? 

N/A 
Do not 
work in 
music 
education 

Does not work in 
schools - Inclusive 
music community 
practitioner – with 
no education quals, 
school experience 

Works in schools - 
Music Education 
representative for arts 
organisation or MEH or 
Ensemble conductor. 
Inclusive music 
community practitioner 
– working with children 

Primary/SEND music 
coordinator 
(generalist) teacher, 
peripatetic 
(Instrumental) 
teacher AND 
ensemble teacher 
(WCET) 

Secondary music 
curriculum teacher 
(inc. GCSEs, A-
Levels), 
Primary/SEND 
music coordinator 
– (specialist)  

SE3 SEND Teacher 
professional 
knowledge 

21 Do you have experience in 
teaching? 

No 
 

  Yes  

21a How many years of teaching 
experience do you have?  

None Less than 1 year 
 

1-5 years 6-15 years 15 or more years 

37.3 SEND teacher professional duties n/a Not confident Some confidence Mostly confident  Very confident  

25.2 Classroom management strategies n/a Not confident Some confidence Mostly confident  Very confident  

21b Have you achieved qualified 
teaching status (QTS)? 

No  Yes 

SEND S1 Experience of SEND 32 Do you have experience working 
with young people with ASN/SEND? 

No  Yes 

32a If you selected Yes, which types of 
ASN/SEND do you have the most 
experience working with? 
 

n/a One type of need 
 

A couple of types of 
needs – physical and 
cognitive 

A wide range of needs 
- physical and 
cognitive 

Every type of need 
listed 
 

37.1 Different types of ASN/SEND n/a Not confident Some confidence Mostly confident  Very confident  

35 In general, do you feel confident 
working with children who have 
ASN/SEND? 

n/a Not really Occasionally Mostly Always 

S2 Employment in 
SEND  

33 How long have you worked in the 
area of SEND? 
 

n/a 
Never 

Several days/weeks 
Up to 1 year 

1-5 years 6-15 years More than 15 
years 

33a Tick which type of contract typically 
describes your experiences of work 
in SEND both now and in the past. 

n/a 
None 

One experience  Hourly, temporary, 
free-lance 

Part-time, temporary Permanent, full-
time 

35 In general, do you feel confident 
working with children who have 
ASN/SEND? 

n/a Not really Occasionally Mostly Always 
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S3 Knowledge on 
SEND  

37.2 SEND related concepts and terms, 
e.g., inclusion,  
 

n/a Not confident Some confidence Mostly confident  Very confident  

34 
 

Do you have any SEND specific 
qualifications? 

No 1 qualification 
obtained over an 
hour or two 

Qualification taking a 
few weeks to train 

Qualification taking 
up to 1 year to train 

Qualification 
taking more than 1 
year to train 

Music & 
SEND 

MS1 
 

Community 
musician 
experience  

38 Do you have experience working in 
inclusive music sessions as a 
community musician or teaching 
artist? 

No  Yes 

38a If you selected Yes, what type of 
venue do you have experience 
working in? 
 

n/a One venue Two to three venues Some venues A wide range of 
venues 

30 How many years have you worked 
as an inclusive music community 
practitioner? 

None Up to 1 year 1-5 years 6-15 years More than 15 
years 

MS2 Inclusive music 
partnership role 

39 What type of music sessions have 
you facilitated in partnership with 
SEND school settings?  

n/a Instrumental 
teaching 

Curriculum music Concerts & 
performing 

WCET, music 
therapy, music 
projects, 
workshops, 
community 
sessions 

5 How would you best describe your 
role when working in SEND music 
education partnerships? 

n/a Viewing: musician  
music therapist 
music 
coordinator/subject 
lead 
music curriculum 
classroom teacher 
Generalist 
classroom teacher 
Teaching assistant 

Participant: music 
coordinator/subject 
lead 
music curriculum 
classroom teacher 
Generalist classroom 
teacher 
Teaching assistant 

Facilitator: musician  
music therapist – 
(contentious issue – 
must have qual) 
Ensemble/group 
conductor/lead 
Whole-class 
ensemble teacher 
(WCET) 
Project 
organiser/manager 

Leader:   
Ensemble/group 
conductor/lead 
Teaching artist 
Project 
organiser/manager 
Teaching artist 

28 Do you earn an income as a 
community music specialist? 

None Once before Infrequent Part-time Full-time 

MS3 Music therapy 26 Would you classify yourself as 
working mostly in the field of music 
therapy? 

No  Yes 

27, 30 Identity and experience as a music 
therapist 

n/a Up to 1 year 1-5 years and 
qualification 

6-15 years and 
qualification 

Over 15 years’ 
experience and 
qualification 
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Appendix 3: Timeline of phase one data collection  
 
This table shows the timeline for contacting special schools and MEHs between 18/10/21 and 
12/12/21. Green shows 1st contact, purple, shows 1st reminder, blue shows final reminder. All 
contacts were sent a weblink to access the questionnaire and open narrative. 
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Appendix 4: Timeline showing number of views and visitors to the WordPress website  
 
A table showing the WordPress website analytical statistics revealing the number of views and visitors to the website during the data collection period of 

22/10/21 – 9/1/22. 

 
Months October 2021 November 2021 December 2021 January 

2022 

Weekly dates 4th - 10th 11th- 17th 18th-24th 25th-31st 1st-7th 8th-14th 15th-21st 22nd-28th 29th-5th 6th-12th 13th-19th 20th-26th 27th-2nd 3rd-9th 

Visitors (n.) 9 2 31 16 43 9 41 55 26 63 87 8 4 9 

Views (n.) 20 2 45 22 50 21 52 68 27 83 121 10 4 14 

Totals Views = n.89 

Visitors = n.58 

Views = n.191 

Visitors = n.148 

Views = n.245 

Visitors = n.188 
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Appendix 5: Thematic analysis of qualitative data – open narrative and questionnaire 
 
Key: 
Green = positive experiences of partnership working 
Red = challenges and critique on partnerships, as well as more general issues in SEND schools. 
 

unique 
response 
number 

Narrative 
number  

Word 
count 

Below is a blank page for you to share your story of any challenges you have encountered while working in 
SEND/inclusive music education partnership projects. Your perspectives on what you think causes challenge and 
tension, either between people or between organisations and schools, are of particular value. This includes any 
recalled events where tokenism or discriminatory practice may have occurred. All information will be anonymised. 
This is an opportunity for you to have your say. 

Thematic Analysis 
 

Link to 
questionnaire 
– question 
number 

807781-
807772-
85249202 

1 202 Working in SEN music has great opportunities for students however can be challenging due to discrimination 
/tokenism. Many people subject SEN to students whom cannot walk showing a physical disability however this is not 
the case at all. Many students who have autism are exceptional musicians and have thrived in music 
education/industry.  
Positive outcomes in my personal music journey is workshops and school trips to visiting professionals. First school trip 
was working with **arts organisation** at the **concert hall**l. This was inclusive for SEN students with students 
using iPads in a band. The iPad had a main part in the performance showing the use of using unconventional 
instruments. The organisers worked to make sure we were included. Alternatively this is not always the case. Many 
professionals ask if SEN students are serve in their difficulties. This is not always the case. This causes tension between 
schools and outside organisations because of the stereo typing of SEN students.  
Outside organisations sometimes expect to little of SEN students and facilitate a simple experience in musical teaching. 
Students should be challenged and made to feel included in a wider musical experience.  
Students should be pushed to thrive in learning instruments and music making.  

Discrimination /tokenism 
Stereotyping – all SEN is physical 
 
 
 
 
Low expectations 
 

17/18 
 
 
 
 
 
 
 
15 

807781-
807772-
85424495 

2 263 I've taught music for about 30 years, in FE and mainstream Secondary. My current position is in a large 4-19 Special 
School. 
My school has been supportive in giving me a music room and, thus far, signing off spending requests. I'm also 
fortunate that, when I arrived, there were, scattered around the school, a dozen or so keyboards. And I was able to 
bring across acoustic guitars and band equipment from a partner school. 
The biggest limitation to delivering music across the school are: 
A. I am timetabled as ppa cover. This limits the degree of continuity with classes/pupils from year to year, especially in 
'Secondary', where I typically may only get a year to work with a class. It also means that I'm not able to deliver whole 
or even part school/ off timetable activities, eg Open Orchestra, or ring fence time for 1 to 1 or even 2-3 to 1 sessions. 
Although I do run Rock ensemble groups are run at lunchtime, which is fine.  
B. Access to mentors and other exemplar practice. There's a lot of great ideas online, but the best CPD I'd participated 
in was actually witnessing an exemplar lesson. TBF I am starting to make good connections and COVID hasn't helped ! 
I work part-time. I had previously been scheduled to be an immersive classroom teacher, which would have meant my 
main focus would have been English and Maths. I opted to go part-time to focus on the delivery of music and TBF I 
actually teach more classes of music than when I was full time. 

Misuse of staff time 
 
 
Accessibility 

15 

807781-
807772-
86348131 

3 421 I have been the music specialist at an SEND school for the past 4 years. Before that I worked as an SEND teacher in 
both the primary and secondary departments in the same school, for over 10 years. Therefore, I have a very strong 
grasp of the school ethos, foci and also the challenges that working with this particular cohort of pupils can bring.  
Being solely a music specialist brings its own hurdles. Although I no longer have to worry about English and Maths 

Pressures of music as a subject 
 
 
 

15 
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levels, moderation, assessments and functional skill exams, I feel I have a new pressure with music - to make sure each 
and every child ENJOYS music, engages with it and gets a thrill from participating in my lessons. Something I never 
quite worried about in the same way when teaching the core subjects.  
I have not worked with many music education partnership projects, due to the pandemic. But the collaborations that I 
have worked in have been extremely beneficial and engaging for the pupils. The outcomes have been something to 
celebrate and in one case, was incorporated into a whole school secondary music showcase, with parents of the 
particular pupils invited along. It really was a great success. However, the process of this particular collaboration 
wasn't always so successful. I had two musicians coming in on a Friday (one morning and one afternoon) and I often 
felt that the musicians were tired, not fully engaged or giving it 'their best.' I did sometimes think that maybe, as our 
pupils are SEND, they were possibly not getting a fair deal, being challenged or stretched as other mainstream pupils 
would be. I knew that same of the pupils that they were working with could do more than was being asked of them. 
And I feel that that was also clear to the musicians. However, the final couple of weeks saw a big push with an amazing 
and memorable outcome. 
Other collaborations have been excellent, including online workshops during the pandemic. This saw a duo work 
extremely hard to maintain the attention of the pupils despite all of the added challenges that a zoom workshop 
brings. It really was great to see the pupils keep their focus and attention for an hour on zoom!  
I have not felt any tension when organising these events.  
 
Moving forward, I would love to collaborate with other local SEND schools. This is something that has only happened 
once in the past four years and is is something which I am very interested in developing.  

 
 
Example of a challenge in a 
partnership: visiting staff tired 
and not fully engaged, or giving it 
‘their best.’ 
Low expectations. 
Inequality. 
 
 
Only one opportunity to partner 
in the last 4 years, but would love 
to do it more. 
 

807781-
807772-
87486755 

4 128 

Lack of understanding and confidence amongst practitioners.  Reluctance to get involved for fear of the unknown.  
Thinking you have to know everything about SEND, when what you really need to do is have an ongoing dialogue with 
the schools and to ensure the planning is worked on together. 
Hesitancy from special schools because they want to know that the experience on offer is appropriate for their young 
people.  This is where building positive relationships between music provider and school is essential.  Trust and talking 
are key! 
I have witnessed projects/events where inclusion of SEND young people has been 'bolt on', a tick box exercise.  I'm not 
sure anyone gained anything from this because there was a huge disconnect and a lack of being part of a musical 
community. 

Low experience - Lack of 
understanding and confidence 
amongst practitioners.  
Reluctance to get involved for 
fear of the unknown.   
Lack of communication. 
Lack of joint collaboration and 
communication. 
 
Tokenism – tickboxing – and a 
consequence of being 
disconnected and gaining 
nothing. 

15 
 
 
 
 
 
 
 
 
17 

807781-
807772-
87506799 

5 332 I work for a MEH and 15 years ago was drafted in to do 1h per week curriculum music at a SEND school where one of 
my colleagues (a trumpet teacher) had been violently assaulted. My colleague - quite rightly - felt that his time at the 
school was over and that what he was able to offer didn't meet the needs of the school population at the time. 
Since that 1h per week we at the MEH have grown our partnership working with the schools in our area and now are 
delivering 40+ hours per week in the SEND settings (schools and units). We work with each setting to ensure that the 
music support that is offered meets the needs of the students - so it very much isn't a one size fits all. The key we have 
found is dialogue (and of course providing an excellent musical education!). 
The only tension we have is funding - we would do more - the settings would like more - but we just don't have the 
money so planning and spending wisely is very important. At the moment we have a focus on workforce development 
- ensuring that there is a new generation of excellent music educators who have the musical and teaching flexibility 
required are coming through. 
When organising large scale events (pre-pandemic) we have struggled to find venues that could accommodate us -  

Lack of funding 
 
 
 
 
 
 
 
Accessible venues 
 
 
Discrimination 
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even relatively new buildings often have entirely inadequate toilet facilities for folks with additional needs. We have 
been refused building hire on grounds of health and safety due to us having a number of wheelchair users. One theatre 
(council owned) - in order to make the adjustments we needed for accessibility charged us an additional £1500 on top 
of the original booking quote. 
Often the schools themselves are unable to transport their most severely disable children (only one at a time, not a 
whole class) so these groups miss out on events due to a number of factors.  

 
 
 
Accessibility, discrimination 

807781-
807772-
87623212 

6 324 I have delivered lots of SEND projects. Both more general music making as well as percussion such as West African 
Drumming & Samba. I have generally found having someone with experience of SEND to liaise between school and 
practitioner is really helpful. Obviously being able to offer guidance and information from funding bids/hub 
specifications but also then being able to have a measured chat about how I can best run the project. Rather than 
being instructed.  
I have worked with **arts organisation** and Music Education Hub **** I have found that this was a really good 
partnership as they appreciated my expertise and let me lead the relationship with the school but were there to 
support if need. **arts organisation** were good at guiding this relationship too - recommending that I needed time 
to reflect. Also **arts organisation**  projects are focused on the relationship between me (Music Leader) and a 
representative from the school (orchestra leader) this worked really well because I having someone at the school 
between visits to rendezvous with senior management and have more of a established relationship with the young 
people from the get go was great.  
Sometimes if talking to someone with more mainsteam experience they might just think that a SEND project would be 
similar to a mainsteam but with slightly less content/easier content but as we all know this isn't true and projects need 
to be specifically tailored for SEND and then tailored once more for the particularly people involved.  
One thing jumped out from the questions - re young people who perhaps get more opportunities than others. If not 
teaching full classes I always say that we need people with different "musical personalities". This helps to remind 
people that I don't just want the young people who get all the opportunities and actually those who maybe haven't 
showed much interest in music before with the right time and space could get something amazing out of the project.  

Lack of understanding 
Low expectations 

 

896872-
896854-
95042398 
 

7 263 I have worked in two separate SEN settings for ten years over a fifteen-year teaching career. I have found the rewards 
teaching music to be great, with the students engaged and fulfilled by these sessions. I have found been able to model 
my music skills a powerful tool. and with the right resources I am able to offer a varied and balanced curriculum, 
covereing all aspects of world music and music through the ages. I have delivered steel drums, ukulele, keyboards, 
Samba and African Drums, to name but a few, and singing, including Makaton, which helps non-verbal students 
connect with the subject, and enable them to access performance. 
I have had support in training my therapy delivery, which has assisted me in imparting my skills to complex needs 
classes, thus easing anxiety in the children. Also some apps such as Thumbjam and Bloom help students to play an 
instrument if their motor skills or disability might otherwise prove a barrier. Been able to create a soundscape and link 
to a students' sensory needs helps me as a professional to connect with them and aid their understanding and 
delvelop their confidence and well-being. 
There are challenges as a music specialist: there is more need to work in transit, which can be a challenge practically. 
Differentiation is also a big part of modern teaching, with sensory needs to consider as well as the ability of the child. 
Overall, the job has substantial rewards and I am keen to study new practises, constantly evolve and share with other 
teachers to incorporate other links across the curriculum. 

Practical issues. 
Differentiation (difficulties of 
dealing with SEND) 

This person 
describes the 
challenges of 
SEND. 

896872-
896854-
95067596 
 

8 284 I have found that in a group setting in a music lesson each child has varying needs where some will need extra support 
to access the lesson. But the biggest challenge I felt was that of -over-stimulation which can be a by-product of making 
music. A lot of children will find it hard to cope with lots of music going on and the best way to teach music in my 
opinion is through activity and actually playing music. So this can be a problem. Of course some children will have ear 
defenders but this does not mean we can ignore the problem because of this. It needs to be enjoyable for everyone 

Differentiation 
(difficulties of dealing with SEND) 

This person 
describes the 
challenges of 
SEND. 

https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95042398
https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95042398
https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95042398
https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95067596
https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95067596
https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95067596
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and not something some find distressing. 
The best way to combat this I have found is through the use of sensory sounds- the use of making soundscapes. 
Examples include Rainfall or Ocean sounds. Everyone can contribute with rainsticks or ocean drums, glockenspiel 
notes. And then this can be tailored to being a calm ocean and then build to big waves sounds if the students are 
comfortable. This can be a learning experience of things like timbres, dynamics and pitches. It can also lead to story 
telling using music. 
Of course there are other challenges such as mobility preventing the actual playing of music or vulnerability and care-
needs preventing active participation. But personally I have found these things can be overcome with listening and 
things like visual tracking, and the use of other senses like touch. I use a lot of colourful scarves in my work as well to 
help with this. 
But the biggest one is over-stimulation which is then hard to come down from once the distress level has been 
reached. 

896872-
896854-
95343955 
 

9 462 I have worked in special Music education in ********* and ******* for the past 24 years, working with hundreds of 
pupils. I was also a director for **arts organisation** for 15 years and now work as Music Teacher at a Special School 
in *******. During this time, I have worked on many inclusion projects I have created, where a special school joins 
together with a mainstream to work on a shared creative project. I have also been part of projects where the local 
school partnership has invited the special school I worked at, to be part of a project. 
I feel that the projects I could tailor myself worked very well, as I had planned it with the SEND pupils in the forefront 
of my mind. The mainstream pupils visited the SEND setting and worked on a project at the SEND setting. The 
mainstream pupils fed back each year over a 6 year period and all the comments were positive. The mainstream 
families felt they had learnt so much about SEND settings and their pupils. Some lovely friendships were formed. These 
projects were often based on African Music and Dance and ended in a performance for both sets of families from the 
SEND setting and the mainstream setting coming together. The performance was always very informal and more of an 
activity session than a 'performance.' 
I have also worked on projects ran by local school partnerships. I feel that the biggest obstacle has always been the 
complexity of lyrics in the songs, the size of the performance venue and the speed of the music- usually too fast for 
SEND pupils. Also,for SEND pupils to attend evening and weekend performances, this presents many challenges. 
Sometimes the rehearsal lengths of time are too long. This should be considered better and planned for when creating 
the projects. I do feel however that SEND pupils have loved well thought out projects and mainstream schools are 
always so happy to accommodate SEND pupils and find ways to be as inclusive as possible. I believe there is always a 
way to make a piece of music, dance, more accessible and with talented, creative staff this can be possible. 
I wonder whether we also should be looking at the word 'performance' and thinking of other ways that creativity can 
be shared. Many SEND pupils find 'performing' a huge challenge. A challenge that does not show the positive learning 
the pupil can do. In the past I have ran informal music sessions, where parents have been invited to observe a session 
rather than watch a final performance. These events have been hugely successful with very positive feedback from all 
involved. 
I would love to be kept updated about your findings and research. It sounds extremely interesting research. 
Best wishes, 
******* 

Different expectations, venue, 
lack of understanding of SEND 
 
 
Lack of understanding 

 

 
 
 

https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95343955
https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95343955
https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/896854/response/896872-896854-95343955
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Q17 – Tokenism 
Respondent ID 
 

Number  
code 

Respondent comments: Thematic analysis: 

807844-807835-85202883 1 Giving opportunities to gifted and talented/ music scholars  Inequity  

807844-807835-85425987 

2 For example **** orchestra SEND provision/projects still too inaccessible to my students who are PMLD and severely ASC Inaccessible projects from 
professional orchestras – therefore 
why do them? 
Hierarchy 

807844-807835-85521876 3 Students sat with a tambourine on their knees while staff played as a full band Token 

807844-807835-85731647 
4 Projects that we have had sometimes appeared to be ticking a box for the MEH staff rather than being focussed on our 

students.  
‘Ticking box for MEH staff’ and not 
student driven 

807844-807835-85985887 5 asked to take part in events in venues which were not suitable or accessible  Inaccessible venues and events 

807844-807835-86465311 
6 Special schools being invited as audience members for end of year concerts rather than active participants in the music making 

process 
Token audience, not included equally 
as participants 

807844-807835-86536755 7 Looks impressive! Token appearance 

807844-807835-86825561 
8 Perhaps for projects outside of school - this can happen. Usually within school, this happens less. Sometimes, a pupils behavior 

can affect their chances of being involved or staff not wanting them involved because of previous behavior.  
 

807844-807835-87148287 
9 Sometimes we feel like an add-on. Token participation ‘We feel like an 

add-on’ 

807844-807835-87279114 

10 I have seen the one student that has visible SEND requirements being picked out for photographs and promotional material to 
promote the service or project as the 'poster child' to seem more inclusive at a glance when the majority of the students had 
significant SEND requirements that weren't immediately visible. 

Token visibility – photos used for 
promotion for the service or project 

807844-807835-87504985 
11 those poor little disabled children... great for funding bids :-( Patronising.  

Used for funding bids 

807844-807835-87534952 12 Lack of genuine agency within a compositional process.   

807844-807835-87599902 

13 In some settings including children with a wide range of needs, the children with profound and multiple learning difficulties 
were given less time to develop creative outlents, or ltheir participation was limited to listening and seeing the participation of 
children with moderate needs.  

Inequal expectations within types of 
SEND 

807844-807835-87516483 
14 treating SEND schools as an add on rather than treating all the same - doing with not doing to Token ‘add-on’ Inequality - Treating 

SEND schools differently 

807844-807835-87618772 
15 Sometime I have been asked to just do slightly less of the mainstream lesson plans that are already written rather than be 

given the freedom to tailor my delivery to SEND schools 
Exclusionary attitudes 

807844-807835-87621164 16 Concerts in venues not accessible Inaccessible venues 

807844-807835-87725645 
17 Projects have been undertaken without any real understanding of the needs of the students, the valuable contribution SEN 

students can make and the music expertise of SEND staff, and their understanding and knowledge of the students they teach.  
Lack of knowledge of SEND students 
and staff 

807844-807835-87755559 
18 I have taken part in concerts where SEND pupils where participating - they seemed to find the experience bewildering and not 

as enjoyable as their mainstream counterparts 
 

807844-807835-87988556 19 Just because it's happening, doesn't mean its happening well!  

807844-807835-94089853 
 

20 I find that often people have the "isn't it nice", or "it must be so rewarding" when talking about inclusive projects, which 
shows a lack of understanding from individuals on what special school pupils are capable of. Often much the same as any 
mainstream pupil, just with different approaches or instruments. 
 

Lack of understanding 

 

https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/807835/response/807844-807835-94089853
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Q18 – Discrimination 
Respondent ID 
 

Number 
code 

Respondent comments: Thematic analysis: 

807844-807835-85425987 1 See above. There is little thought given to practicalities of projects such as how we get there and then return to 
school in time for transport etc. Also lack of disabled changing facilities 

Lack of accessible facitilities. 
Lack of consideration for SEND practicalities 

807844-807835-86115718 2 MEH staff often don't know how to work with students with needs therefore SEN students become excluded from 
music lessons, provided with no support so the challenge is too great, or their behaviour admonished when they are 
in fact communicating that their needs aren't being met. Also at management level, some managers have had very 
low expectations and been derogatory in their comments regarding SEN students without actually knowing them. 

MEH Lack of experience working with SEN 
results in SNE kids being excluded. 
Exclusion. 
Low expectations 
Derogatory comments. 
Bening treated differently in a negative 
manner. 

807844-807835-86465311 3 Mainstream schools asking for SEND students to be taught outside their normal music lesson Exclusion 

807844-807835-86825561 4 Speaking for students based on previous experience. Inexperience and prejudgements 

807844-807835-87279114 5 Access to the stage was a huge challenge in one project because they wanted the children to walk up the aisles and 
up the steps to enter. The student that relied on walking aids couldn't do that so they told him he would have to just 
'sneak in at the back' 

Exclusion 

807844-807835-87503451 6 e.g "Child A will sit out this session because they cannot join in". Every child should be encouraged to participate in 
the way they best see fit 

Exclusion 

807844-807835-87504985 7 They are sometimes forgotten about - or an assumption is made that they can't take part.... Exclusion 
 

807844-807835-87599902 8 Children who find it easier to build relationships or engage in social activities were tiven more opportunities to 
participate. 

Less opportunities for some with ASN 

807844-807835-87618772 9 Music can be a very exciting and overwhelming experience for some young people, and creating an inclusive 
environment also has to include allowing some of the behaviours that can come as a result of these feelings. I don't 
want young people to be chucked out of a lesson or disciplined straight away (within reason) because I want to be 
given the time to work with and nurture this energy 

Acceptance of needs and behaviours - 
adaptability 

807844-807835-87668162 10 When I suggested to a primary school teacher that I would like to teach woodwind instruments to more SEND pupils, I 
was told they might break the instruments and it was not a good idea. 
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Q19 – Any other 
comments 
Respondent ID 

Number  
code 

Respondent comments: Thematic analysis: 

807844-807835-85202883 1 SEND music project working with *** at the ***. Including a iPad band for SEN students.  positive 

807844-807835-85731647 2 SEND covers a lot of different factors - what works for one group of students won't necessarily work for another. 
There are a group of students that are missed in Generic special schools - the MLD students, that could potentially have the skills to 
sit accredited courses in music.  
One of the main challenges we have is age appropriateness - any projects we have done have been very young focussed - as a 
secondary school it can come across as patronising towards students - especially when nursery rhymes are used.  
We started to create an inclusive orchestra prior to Covid - which was working well - using the skills of the Music hub was 
advantageous and students were able to create a wonderful piece of music.     

Differentiation 
 
Exclusion of MLD from music 
accreditation. 
Patronising – lack of age 
appropriateness 
Lack of understanding 
Low expectations 

807844-807835-85985887 3 Often funding is given to 'BIG' organisations, who do not necessarily have the expertise, staff, skills or knowledge to collaborate in 
SEND settings but their name eg. **** makes the project look good, when maybe there are smaller organisations, individuals with 
higher expertise who could deliver the project in a more effective, meaningful and knowledgeable way.  

Lack of training, knowledge. Big 
orgs getting money. 

807844-807835-86115718 4 We are a hub partner that works well with SEN schools and they before do most of the SEN work for the hub and advised other 
partners. In terms of the music service there is a growing issue of more needs in mainstream settings yet tutors not wanting to adapt 
their teaching practice or wanting to understand that not all students are like them, understand them. Whilst the MEH is work 
progressively to better their EDI practice, more progress is being made through the lens of race than disability because the workforce 
identify more with this issue.  

 
 
 
Inflexibility-  lack of 
differentiation 
 
More focus on other groups in 
EDI 

807844-807835-86306009 5 Clear reasons underpinning the project - what are we hoping to achieve?  
Ensuring prior learning is facilitated - eg that school staff and orchestral players have met beforehand to share experiences and 
expectations about the project. Orchestral players meeting teachers and TAs to understand communication/behaviour/learning 
challenges, and school staff to understand the nature of the musical experiences and processes which will form part of the journey 
of the project.   
Time to de-brief to be allocated within the project proposal so that all key players can communicate and have time to plan and 
reflect together. Dealing with issues that arise promptly and professionally - with a focus always on the artistic growth, development 
and enjoyment of all participants. Long term partnerships - we have one that has been running for more than 8 years!     

Challenges in partnerships 

807844-807835-86465311 6 
(281 
Words) 

My organisation supports 43 special schools to run their own orchestras, working in partnership with 27 Music Hubs and arts 
organisations. In most cases the partnership is working and the orchestra runs sustainably from year to year. However, it's true to 
say that in many settings the school still sees the music hub staff as the 'music' people and, although school staff are involved in 
delivery of the sessions, I'm not sure they would see themselves as owning the orchestra and ultimately responsible for it. We always 
ask the question: Would you run the session this week if your hub music leader's car broke down on the way? That's a good way to 
broach that issue gently. The reasons that special schools don't own their music programmes in many cases is manifold: low 
aspirations around music and what their staff can achieve; very real timetabling and staffing issues - it's a challenge to ring fence the 
same staff member every week when the pressures are so great elsewhere in the school; and also hubs need to start from a place of 
saying 'this programme is yours, I'm here to support you get started but the dynamic needs to be that it's yours'. We recommend 
that music leaders 'dial down' their expertise, that is, they don't display virtuosity on their instrument or use music tech in a way that 
puts school staff off i.e. 'I could never do what you do, so I'll just sit back and watch' Whatever is modelled in the music sessions has 
to be replicable by either hub staff or school staff and planning and reflection time also has to be shared; otherwise a hierarchy 
inevitably creeps in. 

 
 
 
 
 
Challenges of SEN school staff 
expertise 
 
 
School pressure – time – 
communication, lack of 
experienced staff 
Hierarchy 
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807844-807835-86825561 7 Listening to students 
For example, some might not want to be on stage for rehearsals or a play. To train them up in lighting, technical and give them 
experience and skills elsewhere.  
Keeping promises. A couple of students i worked with were promised things that did not happen from that member or staff. As 
current staff, we had to pick this up and rebuild the trust.  

 
 
 
Letting students down 

807844-807835-87148287 8 The main contributing factor I would say is the attitude of the musicians/performers/leaders of the people who have come to our 
school and worked with our pupils/students - they have been accepting, kind, responsive and flexible. 

 

807844-807835-87484559 9 ***** Music works really hard, under my direction, to ensure that our special schools are invited to take part in our 'mainstream' 
events in a meaningful way,  If we feel the invitation is at any time tokenistic we reflect upon why this is the case and then tailor the 
event accordingly. 

Solution to tokenism 

807844-807835-87497001 10 the biggest problem is engaging with SEND settings, once this has taken place the projects work well. An example is a mass singing 
event held each year which is well attended by all schools. 

Communication 

807844-807835-87503451 11 Communication is key for a successful partnership. Finding time to meet before a project begins to discuss outcomes and especially 
meet the children who will be involved.  

Communication, time, 
outcomes 

807844-807835-87504985 12 The key for working in SEND education settings is communication and good relationships between all concerned.  Communication, good 
relationships 

807844-807835-87534952 13 Before partnership projects, it would be good to have an open discussion between partners about frames of reference and what is 
considered authentic participation for all. It would also be good to further amplify the voices of classroom teachers and TAs who 
know what progress/success looks like for individual pupils.  

Solutions 

807844-807835-87557706 14 I benefit from seeing music practitioners teaching and playing techniques whilst working in SEND. This contributes to my CPD and 
consequently to the students music lessons with me.  

Observation of music staff 

807844-807835-87600408 15 
(208 
words) 

Some factors which I think support good partnership projects include: 
Time for visiting musicians to consult staff and young people to inform planning, develop content and aims 
Understanding needs of individual CYP to promote engagement and enjoyment  
Time for visiting musicians to meet CYP, find out about their musicals skills and interests; do a baseline musical assessment using 
Sounds of Intent with staff if not already used to help with planning and progression 
Visiting musicians have training as inclusive music leaders, are flexible and responsive in the moment - working with staff to 
differentiate activities  
A good working partnership established between visiting musicians and classroom staff/teacher during sessions - musicians having 
shared plans and consulted beforehand  
Element of music CPD incorporated if working with staff who aren’t music specialists to build musical confidence  
Direct feedback from young people at end of session  
Making time for staff & visiting musicians to debrief after each session to inform planning (by email if not possible in school) 
Discussing / signposting further musical opps for CYP 
Musical Visitors acting as musical ambassadors- to support existing school provision and music teachers and advocate for more 
music education as appropriate  
Opportunities to share learning and videos from sessions - showing musical and other progression  

Solutions 
Time 
Understanding needs 
 
 
 
 
Training 
 
Sharing 
 
cpd 

807844-807835-87618772 16 We are currently delivering an Open Orchestra project for Music Education **** and this has been an amazing experience because 
other than funding applications *** generally let all of the on the group operations and teaching to be led by the music practitioner 
and centre lead. This speeds up decision making. Open Orchestra also encourage reflection time in the day which has been an 
amazing asset to the project - rather than walking in, having back to back sessions and then walking out without any time to reflect 
with staff.   

 

807844-807835-87718569 17 SEND settings have always been supportive and appreciate the partnership and guidance  
 

 
 
Inexperience 
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Music education staff need training on how to work effectively with children and young people with SEND as their experience may 
be limited 

 

807844-807835-87725645 18 Challenges - include the lack of understanding of the SEND needs of students and expectations of needs. e.g additional time needed, 
noise, routines, additional adults needed to support etc 
Lack of recognition of the teachers/ schools skills both musically and managing their students 
Successes - allowing SEND school staff to advise on what best meets their students varying needs (e.g support on stage/ 
rehearsals/etc) recognition of the very positive contribution made by SEND students to projects; increased self esteem and 
confidence for SEND students taking part; support of parents/ support of other school staff 

Lack of understanding 
 
Lack of recognition of staff skill 

807844-807835-87747044 19 Staff not be on board or actively joining in. being negative and disinterested in the music sessions. Staff being unaware of the aims 
and benefits of music 

Disinterested staff 
Lack of understanding 
Different values 

807844-807835-87755559 20 Re Instrumental teaching: Positive 
Both school and hub recognising that progression would be uneven or even non-existent  but musical participation was a worthy 
outcome in itself 

 

807844-807835-87561809 21 In my experience musical inclusion practice is very varied, with some regions/ localities having incredibly good practitioners with a 
fabulous ethos and understanding, and other lagging behind. Special schools are also very varied in their understanding and the 
importance they place on inclusive music making. MEHs are also incredibly varied, some are really forward thinking and striving to 
create truly inclusive experiences, others are still adapting or offering project models that are not suitable for the age/stages needing 
input.  

Differences in quality by 
postcode 
Differences in values 
 
Differences in outcomes 

807844-807835-94089853 
 

22 As an organiser for ****s leading arts organisation providing music education opportunities for disabled pupils and pupils with 
additional support needs, we largely find a huge support for our work, which has increased hugely over the past few years. I can 
provide more details on our reach if you need to. The only problems we tend to find are schools with 
high staff turnover find it harder to engage meaningfully, and support staff are sometimes less helpful. We find that the longer term 
the project the better for progression, and overall learning. Some local authorities like to stretch budgets by putting us into different 
schools each year, which are essentially one off projects, but we prefer to work in the same schools year 
on year where possible. 
 

SEND staff changes 
Finance 

807844-807835-95108549 
 

23 I have been very fortunate to work with some excellent musicians and facilitators from well known and respected orchestras. 
 
The only time I felt the project was not successful was due to the youth and inexperience of the workshop facilitator. The person was 
successful in her funding bid but did not have the musical knowledge or teaching experience to lead as effectively as more 
experienced facilitators. The project was still a success but not as successful as other projects with more experienced leaders. 
 

 
 
 
 
Inexperience 

 

https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/807835/response/807844-807835-94089853
https://admin.onlinesurveys.ac.uk/account/win-its-stu/analyse/807835/response/807844-807835-95108549


 221 

Appendix 6: Respondent comments organised by themes from the questionnaire  
 
Thematic analysis of the qualitative data from the questionnaire and open narratives  
 

Open question 
from 
questionnaire 

Embedded qualitative data from open narrative and open question in the questionnaire.  

(Comments organised into themes as listed in the questionnaire questions) 

Q8 Motivation 
 

Documentary analysis – authorship – have any teachers been solely responsible for evaluations? 
 

Q9a  
Who should have 
more authority in 
partnerships? 

- ‘More involvement from the school.’ (A4) 
- ‘More authority to the schools’ (A21) 
- ‘I've selected joint responsibility as i believe schools should get involved more.’ (A18) 
- ‘I would like schools to take more responsibility for applying for funding as opposed to waiting to be approached 

to be part of a project.’ (A7) 
- ‘Less money to be given to music hubs and more funding given directly to schools. SEN schools could facilitate 

outreach to mainstream schools to support inclusion and therefore have more impact for this vulnerable group.’ 
(A19) 

- More joint responsibility from schools and throughout the music organisation team.’ (A6) 
- ‘Music practitioners /teachers within schools.’ (A10) 
- ‘Teachers involved in the project.’ (A17) 
- ‘More to teachers.’ (A3) 
- ‘Teachers/support staff as they work with the students every day.’ (A11) 
- ‘More time for school staff to have more input into planning, debrief and evaluating.’ (A16) 
- ‘It would be beneficial if the school teachers and leadership were able to free up more time.’ (A20) 
- ‘More authority to the classroom teachers/school staff who work in the setting on a daily basis. They should be 

consulted and be involved in the process from the start to the completion.’ (A13) 

Q15 Challenge 
 

Between organisations and schools: 
Financial issues 
- ‘The only tension we have is funding - we would do more - the settings would like more - but we just don't have 

the money so planning and spending wisely is very important. (ON5) 
Communication issues 
Staffing issues 
Different expectations 
- ‘Outside organisations sometimes expect to little of SEN students and facilitate      a simple experience in 

musical teaching.’ (ON1) 
- ‘In some settings including children with a wide range of needs, the children    with profound and multiple 

learning difficulties were given less time to develop creative outlets, or their participation was limited to 
listening and seeing the participation of children with moderate needs.’ (T13) 

Inexperience 
Unequal working relationships 
Time issues 
Other 

Q15 Challenge 
 

Between staff – teachers and musicians: 
Personality differences 
Communication issues 
Unequal roles 
Limited experience 
- ‘Lack of understanding and confidence amongst practitioners.  Reluctance to get involved for fear of the 

unknown.  Thinking you have to know everything about SEND, when what you really need to do is have an 
ongoing dialogue with the schools and to ensure the planning is worked on together. 
Hesitancy from special schools because they want to know that the experience on offer is appropriate for their 
young people.  This is where building positive relationships between music provider and school is essential.  
Trust and talking are key!’ (ON4) 

- ‘there are other challenges such as mobility preventing the actual playing of music or vulnerability and care-
needs preventing active participation. 

- ‘Music education staff need training on how to work effectively with children and young people with SEND as 
their experience may be limited.’ (AOC17) 

- ‘The only time I felt the project was not successful was due to the youth and inexperience of the workshop 
facilitator. The person was successful in her funding bid but did not have the musical knowledge or teaching 
experience to lead as effectively as more experienced facilitators. The project was still a success but not as 
successful as other projects with more experienced leaders.’ (AOC23) 

Different values 
- ‘Staff not be on board or actively joining in. being negative and disinterested in the music sessions. Staff being 

unaware of the aims and benefits of music.’ (AOC19) 
Different expectations of outcomes 
- However, the process of this particular collaboration wasn't always so successful. I had two musicians coming in 

on a Friday (one morning and one afternoon) and I often felt that the musicians were tired, not fully engaged or 
giving it 'their best.' I did sometimes think that maybe, as our pupils are SEND, they were possibly not getting a 
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fair deal, being challenged or stretched as other mainstream pupils would be. I knew that same of the pupils 
that they were working with could do more than was being asked of them. And I feel that that was also clear to 
the musicians. 

- Sometimes if talking to someone with more mainsteam experience they might just think that a SEND project 
would be similar to a mainsteam but with slightly less content/easier content but as we all know this isn't true 
and projects need to be specifically tailored for SEND and then tailored once more for the particularly people 
involved. 

- Differentiation is also a big part of modern teaching, with sensory needs to consider as well as the ability of the 
child. 

- I have also worked on projects ran by local school partnerships. I feel that the biggest obstacle has always been 
the complexity of lyrics in the songs, the size of the performance venue and the speed of the music- usually too 
fast for SEND pupils. Also,for SEND pupils to attend evening and weekend performances, this presents many 
challenges. Sometimes the rehearsal lengths of time are too long. This should be considered better and planned 
for when creating the projects. I wonder whether we also should be looking at the word 'performance' and 
thinking of other ways that creativity can be shared. Many SEND pupils find 'performing' a huge challenge. A 
challenge that does not show the positive learning the pupil can do. 

Lack of support 
Other 
- I am timetabled as ppa cover. This limits the degree of continuity with classes/pupils from year to year, 

especially in 'Secondary', where I typically may only get a year to work with a class 
- Access to mentors and other exemplar practice. 
- There are challenges as a music specialist: there is more need to work in transit, which can be a challenge 

practically. 
- one of my colleagues (a trumpet teacher) had been violently assaulted. 

Q16 Q16.1 Evaluation reports always communicate a balanced viewpoint 
Q16.2 The words inclusion written in a bid increase the chance of success 
Q16.3 Funding is used appropriately on SEND music ed projects 
- AOC3 - Often funding is given to 'BIG' organisations, who do not necessarily have the expertise, staff, skills or 

knowledge to collaborate in SEND settings but their name eg. CBSO makes the project look good, when maybe 
there are smaller organisations, individuals with higher expertise who could deliver the project in a more 
effective, meaningful and knowledgeable way. 

Q16.4 The inclusion of SEND schools can sometimes feel tokenistic 

Q17 
Tokenism 
 

- ON1 - Working in SEN can be challenging due to discrimination /tokenism. Many people subject SEN to students 
whom cannot walk showing a physical disability however this is not the case at all. This causes tension between 
schools and outside organisations because of the stereo typing of SEN students. 

 
- ON4 - I have witnessed projects/events where inclusion of SEND young people has been 'bolt on', a tick box 

exercise.  I'm not sure anyone gained anything from this because there was a huge disconnect and a lack of 
being part of a musical community. 

- T3 - Students sat with a tambourine on their knees while staff played as a full band 
- T4 - Projects that we have had sometimes appeared to be ticking a box for the MEH staff rather than being 

focussed on our students. 
- T6 - Special schools being invited as audience members for end of year concerts rather than active participants 

in the music making process 
- T7 - Looks impressive! 
- T9 - Sometimes we feel like an add-on. 
- T10 - I have seen the one student that has visible SEND requirements being picked out for photographs and 

promotional material to promote the service or project as the 'poster child' to seem more inclusive at a glance 
when the majority of the students had significant SEND requirements that weren't immediately visible. 

- T11 - those poor little disabled children... great for funding bids :-( 
- T14 - treating SEND schools as an add on rather than treating all the same - doing with not doing to 
- Solution 
- Q19 -9  to ensure that our special schools are invited to take part in our 'mainstream' events in a meaningful 

way,  If we feel the invitation is at any time tokenistic we reflect upon why this is the case and then tailor the 
event accordingly. 

Q18 
Discrimination 
 

- ON5 - When organising large scale events (pre-pandemic) we have struggled to find venues that could 
accommodate us - even relatively new buildings often have entirely inadequate toilet facilities for folks with 
additional needs. We have been refused building hire on grounds of health and safety due to us having a 
number of wheelchair users. One theatre (council owned) - in order to make the adjustments we needed for 
accessibility charged us an additional £1500 on top of the original booking quote. Often the schools themselves 
are unable to transport their most severely disable children (only one at a time, not a whole class) so these 
groups miss out on events due to a number of factors. 

- D1 – There is little thought given to practicalities of projects such as how we get there and then return to school 
in time for transport etc. Also lack of disabled changing facilities 

- D2 - MEH staff often don't know how to work with students with needs therefore SEN students become excluded 
from music lessons, provided with no support so the challenge is too great, or their behaviour admonished when 
they are in fact communicating that their needs aren't being met. Also at management level, some managers 
have had very low expectations and been derogatory in their comments regarding SEN students without 
actually knowing them. 

- D3 - Mainstream schools asking for SEND students to be taught outside their normal music lesson 
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- D5 - Access to the stage was a huge challenge in one project because they wanted the children to walk up the 
aisles and up the steps to enter. The student that relied on walking aids couldn't do that so they told him he 
would have to just 'sneak in at the back' 

- D6 - "Child A will sit out this session because they cannot join in". 
- D7 - They are sometimes forgotten about - or an assumption is made that they can't take part.... 
- D8 - Children who find it easier to build relationships or engage in social activities were tiven more opportunities 

to participate [than children with SEN] 
- D9 - When I suggested to a primary school teacher that I would like to teach woodwind instruments to more 

SEND pupils, I was told they might break the instruments and it was not a good idea. 
- T5 - asked to take part in events in venues which were not suitable or accessible 
- T15 - Sometime I have been asked to just do slightly less of the mainstream lesson plans that are already written 

rather than be given the freedom to tailor my delivery to SEND schools 
- T16 - Concerts in venues not accessible 
 

Q19 – Open 
question 
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Appendix 7: Phase 1: Questionnaire results coded using the analytical framework 
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Appendix 8: Questionnaire respondent scores collated 
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Appendix 9: Results of respondent field scores  
 
This figure shows the results to the coded scoring systems used to measure people’s levels of experiences, skill and qualification in each of the 

different fields. Data was collected from the questions in section two of the questionnaire and used to corroborate the fields suggested by the 

respondents. 
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Appendix 10: Results of the field analysis 
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Appendix 11: Descriptive analysis exploring trends in opinions  
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Appendix 12: Results of the documentary analysis 
 

Type of document Organisation Title of document Year Category 
level of 
report 

Author Pages SEND 
focus? 

School 
focus? 

Report 

Report Youth Music Reshape Music: A Report Exploring the Lived Experience of 
Disabled Musicians in Education and Beyond 

2020 Meso-
level 

Co-authored by 8 musicians 
with disabilities 

59 Yes No 

Report Bristol Music Trust Breaking the Glass Ceiling  2017 Meso-
level 

Siggy Patchitt 16 Yes No 

Report Youth Music Inclusive practice in Music Education Hubs – where are we 
now? A report exploring how Music Education Hubs are 
changing the way they work, and what needs to happen next. 

2020 Meso-
level 

Anon 10 Yes No 

Report ACE MAKING A SHIFT REPORT - Disabled people and the Arts and 
Cultural Sector Workforce in England: Understanding trends, 
barriers and opportunities." 

2017 Macro-
level 

EW Group consultancy Yes No 

Project evaluation report 

External evaluation 
report 

BSO Change Makers Programmes 2017-
2018 

Micro-
level 

Sound Connections 10 Yes No 

Project evaluation 
report 

Redbridge Special 
schools 

Redbridge Special Schools Creative Music Project Evaluation 
Report 

2015 Micro-
level 

Helen Evans & Nicky Dewar, 
Sound Connections  

16 Yes Yes 

Project Report Youth Music Exchanging notes  2018 Meso-
level 

Birmingham University 45 Yes Yes 

Independent 
evaluation 

OHMI Independent evaluation of the OHMI teaching pilot 2018 Micro-
level 

Dr Victoria Kinsella 
Professor Martin Fautley 

49 Yes No 

Evaluation Report Tri-borough Early Years 
Music Consortium 

Tri-Music Together 2018 Meso-
level 

Dr Jessica Pitt 58 No No 

Executive summary 
Evaluation report 

Orchestras Live Sound Around 2018 Micro-
level 

Anon 6 Yes Yes 

Project impact report 

Impact report Orchestras Live Share Sound: Virtual inclusive ensembles project impact report  2021 Micro-
level 

Unknown 14 Yes Yes 
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Impact report Youth Music Impact Report on the Youth Music Initiative 2019 Meso-
level 

Unknown 54 Yes No 

Research and project report 

Research and 
Project report 

Plymouth university and 
Plymouth Music Zone 

Beyond Words Jul-05 Meso-
level 

Professor Jocey Quinn and 
Claudia Blandon 

97 Yes No 

Research report Garden of Music SENDME Report N.I. 2016 2016 Micro-
level 

Gary Day 40 Yes Yes 

Evaluation research  

Evaluation research  Hampshire Music Service Listen2Me 2012 Meso-
level 

Dr Victoria Feldwick and 
Professor June Boyce-Tillman 
MBE 

4 No Yes 

Arts organisation programmes evaluation 

Evaluation Arts Train ArtsTrain Jun-21 Micro-
level 

BOP Consultancy 
   

Evaluation National evaluation of 
creative partnerships: 
Final report 

 
2006 Macro-

level 

    

Evaluation The Voices Foundation Evaluation of The Voices Foundation Singing Schools 
Programme 

2020 Micro-
level 

Abigail D’Amore (Sound 
Connections) 

24 
  

Arts organisation Impact report 

Impact Report Youth Music Impact Report 2020 2020 Meso-
level 

Anon 55 Yes Yes 

Case study report 

Case study Surrey MEH Up Orchestra report 2014-15 Micro-
level 

Case Study written by Creative 
Director of UP! Orchestra 
Laura Callaghan Grooms 

 
Yes Yes 

Summit report 

Summit report Merseyside MEH  ReSEND Summit report 2018 Micro-
level 
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Appendix 13: Sequential phase 1 results stimulus for phase 2 focus group 
 
Summary of phase one results sheet used sequentially in phase two. 
 
Phase 1 Findings notes for phase 2 discussion 
 
Challenges 
 
15/ Have you encountered challenges in SEND music education partnerships? 

o Just over ¾ said YES 
o Just under ¼ said NO 

 
15a/ How frequently have you experienced issues between arts organisations and schools? 

o 2/3 – often/sometimes 
o 1/3 – rarely/never 

 
Top issues: 

o Inexperience 
o Different expectations 
o Communication issues / staffing issues 

 
15b/ How frequently have you experienced tensions between workers? 

o Approx. 50/50 split between often/sometimes and rarely/never 
 
Top issues: 

o Different expectations 
o Communication issues 
o Limited experience 
o Different values 

 
Tokenism 
 
Q16.4/ Do you feel the inclusion of SEND schools in projects can sometimes feel tokenistic? 

o 2/3 Agree (n.33)    (N/A n. 5) 
o 1/3 Disagree (n.16) 

 
Q17/ Have you encountered tokenistic practice in your own experience of partnerships? 

o 43% YES 
o 57% NO 

 
Q18/ Have you encountered discriminatory practice? 

o Approx. ¼ (23%) YES 
o Approx. ¾ (76.8%) NO 

 
Authority 
 
Q9/ Are there any changes as to who you would give more authority to in partnerships? 

o 38% YES – n.21 added extra comments supporting schools and teachers  
o 62% NO 

 
Q11/ Just under half of people would prefer more responsibilities 
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Victory narratives 

o Dominant voices – policymakers, government, evaluation reports, funding driven  
o Counter-narratives from minority teacher voice  

 
Q16.1/ Do you think reports which evaluate partnership projects always communicate a balanced 
viewpoint? 

o 44% Agree      (N/A 25%) 
o 31% Disagree 

 
Q16.2/ To you believe the word inclusive written on a funding bid increases its chance of success? 

o 64% Agree (n.36)      (N/A 25%, n.14) 
o 11% Disagree (n.6) 
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Appendix 14: Phase 2 Focus Group Data – Audio Transcription and Data Analysis 
 
 
Session structure 
 

Marker 
number 

Timings: Discussion content 

1 3:08 Beginning, introductions of self and education context 

2 7:08 

3 16:30 

4 21:28 Draw the first section of introductions to a close 
My power-point about the research and findings summary sheet 
Summary of phase 1 findings – sequential study 

5 39:55 Group conversation thematic sections: 
- Partnership experience – challenges, tokenism, 

discrimination 
- Partnership experience – Positive experiences 
- Timetabling issues and how that negatively effects 

partnership issues – barriers 
- Work placements – lack of arts progression 
- Value and timetabling 

 

6 49.09 

7 58:46 

8 1:11:00 

9 1:18:00 

10 1:25:02 Drawing to a close 

11 1:34:28 End of session 

 
Participants, role and colour code 
 
Moderator: Sharing phase 1 findings and observer 
Alice: Notetaker 
Rupert: Teacher 1 
Chloe: Teacher 2 
Simone: Teacher 3 
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Transcription – Focus Group 8/6/22 
 

Marker 1 
3:08 

Introductions  

 The importance of understanding SEND children’s needs  

Rupert: So Chloe what’s your setting?  

Chloe: 
 

I work in an FE college with 16 to 25 year olds with varying multiple diagnoses from autism, 
dyslexia, ADHD, ADD, all sorts of diagnoses but with some very complex individuals with varying 
abilities. In sessions I can work from anything from 2, up to 6-7 students at time. 
I’ve just had a session where one student is fixated on a child’s programme (****) and talks in 
riddles and you have to understand where he’s going with that. One thing he said to me is ‘we’re 
going on obd’ and what he means by that is that he’s travelled on a minibus today and that’s part 
of the registration, so he’s telling me that he’s been on a minibus by saying it that way. Yeah So I 
know that now so I can engage in conversations with him, and I notice if I say things like ‘let’s play 
some piano’ and phrase it almost as if I’m a TV presenter yeah on a kids show then I get him 
straight away. Yeah yeah. I have another student at the same time who’s a digital technical wiz, 
creating all their own soundtracks and synths, and really into some technical stuff, which is beyond 
me, as that’s not my thing, but is incredibly academically able. So that for me probably for me is 
my biggest challenge, managing that dynamic yeah but we manage to, an example, listen to one of 
the238pportuts compositions digitally, and because of our ethos, and because we work 
therapeutically, we work practically as there’s a base from a method of how we work, (which if you 
would like to discuss in further detail but later on more than happy to do), it means let’s take that 
composition and aim to want to create something and lets use the bass of an acoustic bass 
instrument, so I’ve got a giant xylophone brilliant and a big balafon, lots of instruments great so 
we’re lots of motor skills things like that as well and we’ve following some sequences, and we’ve 
done a little bit of jamming together and work some things out, so our plan is to make a 
composition with these other instruments, and where we can, feed other students into that. And 
that’s how I managed to capture that student. Bear in mind that was the first time that student’s 
come to my session in a long time, so I feel it was a really positive session actually, so I’m quite 
chuffed and in a very good mood. 

Describes type of 
SEND college  
 
Example of 1 
student with SEN 
 
 
 
 
Example of 2nd 
student with SEN 
 
 
Positive school 
ethos 
Insight into music 
pedagogy: 
-improvisation 
-free composition 
-jamming 
 
 
Positive experience 
of music lesson 
 

Rupert: 
supports 
what C 
says  

What you said right at the beginning kind of sums it up, doesn’t it, when you’re working with these 
sort of students you find the way of helping them get there, because of where they coming from, 
you’ve gotta go through them and channel their interest to make sure that if that’s the way that 
they get access to the to the curriculum, access to the music, then that’s the way you go in, so it 
kind of sums it up in straight away. 

Understanding SEN 
needs: flexible 
approaches, 
challenges, 
engagement 

Chloe: 
Affirms R 

Absolutely. 
 

 

 
Technological issues with the microphone and  
(Door bell rings, my son has returned home from school, I go to answer door) 
Rupert: Did you get your microphone working L? L, you are muted. 4th teacher leaves dues to irreparable 

technological issues 
 

Marker 2: 
7:08 

Introductions  

Rupert: That does sum it up, that’s definitely been the same experience for me as well.   

Chloe: 
 

Hm, interesting, I’m really looking forward to getting to hear what other people do and how they 
work  

 

Moderator: That is definitely what today is about. It’s about having a group conversation, getting to talk to other 
teachers and I’m really interested in picking your minds about... 

Introduce 
participatory 
aim of the  
session – what 
will people get 
out of it. 

Chloe: ((Calling out in the background)) Excuse me one moment, sorry I’ve got one of my students is bit 
confused special needs. 

 

Rupert: Welcome to the world of special needs Familiarity, 
making others 
feel relaxed 
about SEND 

Moderator: 
 

I think will as well throughout the session, l we might finish early as that people would speak here and 
just swiftly start , and I’ll just wait I’ll just introduce myself.  
So if we start and I’ll just introduce myself. My name is Kelly-Jo Foster Peters and I was a secondary 
school music teacher, for ten years in mainstream, and ten years in a large SEND school in ****** for 
11 to 18 year olds with a of range complex needs, from moderate learning difficulties to severe 
learning differences, and partnered with children in the local PMLD school as well. But I’m currently 
actually a student just finishing a doctorate and I’m looking at music education partnerships between 
special schools, and arts organisations or with music hubs as well, and I’m really interested in ways 
that people partner with special schools, and all the kind of challenges that happen in those kind of 

Introduce 
structure, 
purpose and 
order of 
session. 
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partnerships. I’ll explain a bit more about that in a minute. I’ve invited Alice and Rupert along, actually 
colleagues from the same school. Alice’s going to be helping doing some notes as well, but Alice if 
you’d like to start and introduce yourself. 

Alice: 
 

I’ve just retired, but I worked in education for 30 years, 23 of those in a special needs secondary with 
complex needs, and the school, while I was there, grew from 90 children to nearly 311.  So there’s a 
lot of need out there that’s being catered for in this special sector. Because of the need of the school 
we had a variety of timetable variety of curriculum so we had secondary specialist teachers like (the 
Moderator), who taught music, but we had primary teachers who would teach students that were 
working at much lower levels with much more complex needs. So it is a real range of needs. And I am 
enjoying retirement, thank you. 
(laughing) 

Experience-  
-growing pupil 
numbers 
-wide range of 
needs 
Describe SEN 
school type 

Rupert: 
 

So I’m married to Alice and I also retired recently, and have a very similar experience but I was head 
of arts, so I’ve worked with (the Moderator) on lots on these things, sometimes from a music 
perspective, sometimes from an art perspective sometimes drama, sometimes all three, when we 
worked with things like rock challenge or things like that, in the past with lots of different 
organisations. So yeah, I’ve seen it from different points of view. But the same experience in the same 
base and that school has grown massively. In fact we’ve just found out, since we’ve retired it’s going 
to be over 300 which is a crazy big size for a school like it is, with such wide ranging needs. So we kind 
of had it in our pathways 3 as we called it, which was much more curriculum based, and pathways 
two/one and certainly one, was much more team based, working with students and creating their 
own curriculum. So it’s quite a wide range of students, in exactly what you said at the very beginning 
C, I recognised completely what you said, because every year you’re looking at, when students come 
in, that you’ve got to work from where they’re at. You don’t have any choice. It’s the nature of their 
needs. So we have spent a long time, a long career, doing exactly that what you just said working 
from where kids are, and seeing ‘what can we do? How can we get you?’ access so you gotta be 
flexible, and with such a wide ranging needs, so yeah, it’s interesting, but challenging. 
 
 

Growing SEN 
school pupil 
numbers 
 
 
 
 
Understanding 
pupil needs 
 
 
School 
challenge – 
meeting the 
needs of the 
students 

Chloe: 
 

Definitely. So I’m Chloe, I work at **** trust. I’ve been here 11 years. I’ve been teaching for about 
seven or eight of that. I have also taught in our sister college in **************** college, where I 
essentially went over there and sort of took the curriculum there. When I took over the reins as it 
were, I suppose you could say, built up the curriculum using the ethos, or the method that we have, 
which I can go into it now or whenever. Just to briefly run over it, so it is PST practical skills 
therapeutic education, and it is based around the research and findings of Rudolf Steiner and largely 
about his research on the human self, and the ego, and this holistic approach for the human. It isn’t 
just an education, it’s about healthy living, it’s a balance, it’s about nutrition, it’s about a secure 
warm environment, it’s about a welcoming face, it’s about R as you said before, referenced before, 
meeting the needs of the students, seeing what their needs are, meeting them where they’re at, in 
order to really help a lot of these students that are so introvert, to then open up into the world. Our 
vision is that each student will experience meaningful relationships with universe, earth, and people 
and have the potential to shape their own future, which is great.  We are offering, obviously there’s 
the red tape as the government funding side of things, there’s the aspirations, the targets, the 
EHCPs, and we’re all versed with all of that. But what we do is we take those targets from the EHCPs, 
and then each tutor in each area, we’ve got all sorts of different crafts, and each tutor would look at 
that aspiration those targets, and sort of break them down, and use the method of their practical 
session to engage and to develop that student in those areas. It could be to develop social skills, it 
could be that their aspirations are to become an actor, or to work in something to do with food, or 
with animals. And so whatever we have going on, we try and link it in. So in music for example, if 
somebody did want to go on to have a job somewhere, can they attend session on time? Can they 
work with a team? Can they take part in team activities? Building it up so its really accessible. And 
that’s the key I think, from what we do is making accessible and making realistic goals and ways of 
working with students using the craft of music and acoustic based instruments to really build that 
relationship and to work in a way that is accessible to the students, so they can build their confidence, 
and their self esteem through that. So this kind of umbrella of the holistic approach, it’s Steineresque 
I suppose, it’s an informed and educated approach to understanding I suppose, trauma in a human, 
and how best we can, counteract that with a healthy balanced and positive role modelling, in the aim 
that this individual can develop their self-esteem and confidence and physical skill. And to be able to 
then progress and move on. So that’s a bit about how we work. But yeah, I love what we do, it’s really 
fabulous. I’ll stop there for now. 

Type of school 
and 
curriculum 
 
Holistic and 
therapeutic 
approaches, 
student-led 
approach 
 
Prioritising a 
student’s 
individual 
needs 
 
School vision 
‘meaningful 
relations’ 
 
Accessible 
learning 
 

Moderator: 
 

Just hearing you speak, it just reminds you of how expertise where we work with special needs you 
become so expect at your field and in understanding children and in understanding pedagogies and 
engaging the children engaging. Hi S. 

Expert SEND 
knowledge 

Simone: 
Marker 3 
16:30 
 

Basically, I finally finished eating as well you’ll be pleased to hear. So I work in a secondary SEND in 
***** in ******* and we’re key stage ¾/5. We’ve got 330 pupils on roll and that’s across every 
aspect of additional needs, whether it’s PMLD, up to highly functioning autistic pupils. We’ve got 
everything here. We’re kind of sub categorised into different areas within the school. We’ve got a 
main student body which is run like a mainstream school, on timetable 5 lessons a day and moving 
around. Then we’ve got different bases where they stay in their classroom, whether they either have 
teachers coming to them, or have their own teacher all the time. So again, it’s all kind of tailored to 
the individuals’ needs. I’ve been here for four years, but this is my first year as a qualified teacher. I 
was trained as a musician at a (music conservatoire) in ***** and currently teach eight subjects, so 

Describe 
school and 
SEN types 
 
Individual 
needs, 
SEN inclusive 
pedagogy 
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it’s quite vast. For me, I only teach lessons of music a week in key stage 4 and it’s key stage three, 
sorry, for me we’ve got it so that it’s compulsory up to year 9 and year 10/11 they have the optional. 
Likewise when they’re going to sixth form they have the option to do it. But I mean you compete with 
things like sport, care, office, catering, so it’s not always taken up by people, which is frustrating, 
because in certain cases in KS4 the way that we work is very similar to Chloe so it’s all about their 
outcomes in their EHCP. We don’t judge them or grade based on P scales or what whether they can 
play their C-scale on the keyboard it’s not about that, it’s about how they communicate in the lesson, 
can they work with others? Are they able to cope with varying levels of noise? And all those other 
things as well. Likewise, if it says on their E HCP that they want to be an astronaut then we’ve got to 
give them those skills to be an astronaut. So working as a team, working in small groups, being 
trustworthy, all those things, very similar to yourself is kind of the avenue that we go down. Likewise 
we’ve got a very good internship and employability right here, but so far no pupils have been 
employed into creative arts and I want to know I why that is. That’s something I want to kind of push 
for because there’s no reason as to why they wouldn’t be.  So that’s a little avenue that I want to 
expand on a little bit more. Yeah that’s me in a minute. 

Challenges: 
-Timetabling 
-Devalue 
creative arts, 
-competing 
with other 
disciplines. 
-Employment 
opportunities 
-lack of 
pathways in 
the arts 
 
 
 

Moderator: Brilliant, and that’s something we might talk more about in a minute alongside some of my research.  

Alice: 
 

Can I ask S do you have a SEMH students as well within that mix?  Yep. So are you typical of schools, 
obviously ******** much bigger than *******, where we’re based.  

Probe into 
school type 

Simone: 
 

Well it was built 13 years ago and it was a fusion then of, I think it was three local schools, all came 
together to create this one. So we are the biggest school in the area that caters for everyone. I have a 
year eight tutor, we’ve got four year eight classes, I’ve got 10 pupils in my class. 10 pupils is about the 
average, maybe a bit less. My pupils are a lot lower academically than the ones in the other year eight 
classes. Yeah it and some groups are based on social ability, some groups are based on academic 
ability, and emotional needs, and all those other things as well. Well, we try and consider everything, 
which is a challenge.  

More info 
about the 
school 
Challenge: 
Catering for a 
wide range of 
needs 

 

Marker 4 
21:28 

Draw the first section of introductions to a close 
My power-point about the research and findings summary sheet 
Summary of phase 1 findings – sequential study 

 

Moderator: 
 
Explain the 
procedure 
and the 
reason for 
sharing 
findings – 
as a 
stimulus 

It strikes me as special needs teachers we see those kind of challenges we have that kind of critical eye 
having conversations with different colleagues that’s always kind of been clear to me that we have this 
kind of lens from the gaze that we can see these challenges and working in partnerships perhaps with 
colleagues who don’t have that gaze or haven’t experienced working this way, it’s very difficult for them 
sometimes to really understand the challenges that’s going on and and that’s what’s kind of let me 
down with this report further research that one at the main I’m really appreciated I and why we really 
like today is shared research project that I’ve been working on and well I’m on gangsters is share some 
findings I’ve been doing this doctorate highlight share some findings as this is chance in finding I’ve been 
doing this doctorate well let’s share some findings as a stimulus for a conversation and it can go in any 
direction then it can be about anything you want but I don’t like just the findings from this research that 
I’ve been doing it may be trigger in my trigger things that you’re thinking of or maybe no it might just be 
add something additional so I’m just going to share my screen say 

SEN teacher 
gaze and 
the 
challenge of 
working in 
partnership 
with people 
who do not 
have that 
gaze. 

 
 

 Partnership experience – challenges, tokenism, discrimination  

Simone: 
Marker 5 
39:55 

I’ll go if you want. Just that I’ve experienced that tokenism literally in the last couple months, 
because the **** orchestra in ********* do a ‘**** and ****’ project, and they give it out to all 
the local music services, and then the schools can buy into it. You basically go into the ******* 
hall for a day and you play alongside the **** orchestra, and it’s amazing. I’m quite fortunate 
because my husband has done that gig with the ***** (orchestra) before and he just says it’s 
amazing. So I was like right, I’m going to get the school involved. I spoke to the **** (orchestra) 
and they passed on the details for the local liaison, and the first thing I said was ‘I work at a special 
needs school and we are really interested in doing this ‘****’ project.’ The first thing she said to 
me was ‘oh great, I don’t have any special schools.’ It was like, that’s got nothing to do with it, it 
should be ‘oh great, more people that want to  experience live music’ not ‘oh you’re a special 
school so you tick a box.’ It really, really frustrated me. I mean, we’re still doing it because it’s a 
fantastic opportunity for our pupils that they’ve certainly never had before, and might not get 
again, but it just really annoyed me, really riled me up. Then when they’re talking about all the 
arrangements, and then they have to get on a coach, this that and the other, and I’m like ‘my kids 
can’t get on a coach because they’re in a wheelchair,’ some of them, not all of them. So we need 
to have special allowances for that. And it’s all that’s a challenge, yeah, that’s why you need to 
stop it from being a challenge.  You know it’s not hard, we’re providing our own mini buses, all 
you’ve got to do is provide me a parking space. But it was that tokenism of ‘oh they’re a special 
school, they tick a box yeah we’ll have them’ and then not really bothered about all the rest of it 
(yeah) I’ve actually got a meeting with the woman tomorrow morning in school, which will be 
lovely.  
But the resources are a challenge as well. I mean, you expect to have to differentiate them and 
adapt them to suit your learners, I get that entirely, but I’m a qualified musician with a degree in 
music from a Conservatoire and I was looking at it going, ‘this doesn’t make sense to me,’ and if it 
doesn’t make sense to me as a specialist music teacher, how must other schools feel who don’t 
have specialist music teachers? And I’m talking mainstream, not just special. But how must they 

Tokenism 
Example of 
tokenistic practice 
in partnership 
working 
 
Challenges: 
-Resources in 
project not 
adapted 
-lack of 
understanding  
about abilities 
and needs 
- Feelings and 
emotions affect 
relationships 
between teacher 
and liaison. 
-Lack of support 
for staff 



 241 

feel if I’m struggling, surely they’re struggling. So again, it’s that accessibility of it, isn’t really 
there. 

Rupert: 

 

Can I ask you a question S?  Did you get support from your local hub as a sort of go between with 
you and the *** orchestra? 

 

Simone: 

 

I’ve not actually dealt with the *** orchestra, it’s just with the local authority (so why not the 
hub?) because we don’t have a hub, it’s just a local authority. Because the authority buy like 400 
tickets, and then they sell out to the schools. So all our communication is with the local authority 
and then we just rock up on the day and the orchestra is there. 

Challenge: 
No relationship 
with the MEH 

Rupert: 

 

But there must be someone within the authority that works or supports music, rather than it 
being just a  

 

Simone: That is exactly the person I’m dealing with (ah okay)   

Alice: Sorry, when you say sell it and what’s the cost to the school?  Probing question 

Simone: 

 

The average is about £10 per pupil, so in a normal, or in a mainstream setting, they would send 30 
kids and it’s £300. So again that was something I said ‘well, we’re not in a position to send 30 
children, we’d like to send maybe 10’ and it was like ‘oh, I’m not sure, we might still have to keep 
it at 300 pounds’ and I was like ‘why?’ we’re literally having a third of the kids, so should be a third 
of the cost. And we’ve got it managed and it is only costing us £100, which is fantastic for the 
opportunity. But at the same time you think, mmm, and it was interesting that on the  
conversation to this person she said ‘actually we’ve been given some funding from the 
government, or from an Arts Council, to work with a special school so maybe we can build some 
bridges there.’ Yeah  

Discrimination 
 
Fighting for 
equality 
 
 
Tokenism 

Rupert: 

 

But that’s typical isn’t it, that generally speaking, organisations like them will, in the past and 
probably even more so now, they will often be sort of incentivised to encourage working with 
local  special needs schools as well as other mainstreams, in order to get a bit of additional 
funding sources, because that’s how it’s worked more and more so they might have seen you as 
almost a way of accessing funding . 

Using SEN schools 
to get funding 
Inclusion=funding 

Simone: 

 

She must have applied for that funding before I’d spoken to her, because they’d already been 
given it. You know I’m not gonna knock it, if it benefits my pupils, then I’m gonna do it. But she’s 
never been to the school she doesn’t know how many pupils we’ve got, doesn’t know anything. So 
she’s coming tomorrow, I think to sound out the school and see what we like, but it should be a 
case of that if you’ve got some money there, you should actually want to give it to the right 
person, not just because ‘oh special school,’ does that make sense? (Yeah yeah) and it’s not that I 
don’t want the funding, I don’t want the money, because obviously I want my kids to experience 
every opportunity that they get musically and non-musically but at the same time, it’s literally like 
they’re not bothered are they, they’re just ticking a box. 

 

 
 
Tokenism ‘ticking 
a box’ 

Alice: What did you do about the resources? You said as a musician you found them difficult. Were you 
able to question it, or differentiate them? 

Probing question 

Simone: 

 

Yeah, I’ve sat down long and hard, and as I said fortunately my husband’s done it. So he’s able to 
kind of inform me, so I’ve managed to sort it out. Had I have not been, I would have just gone 
straight to the community liaison at the **** orchestra, because to be fair, when I had questions, 
he’s been brilliant, he’s been really really good. It’s not them that I’ve had the dealings with really, 
it’s been the local people, which doesn’t make you feel wanted. 

 

Alice: So it’s the LA you’ve had difficulty with, not the **** (orchestra)?  MEH relation 

Simone: Yeah, oh yeah the **** (orchestra) have been brilliant.  

Rupert: R – Wouldn’t ********** have a hub? Surely they would have a hub wouldn’t they? Probing MEH 
relationship 

Simone: 

 

They’ve got the ************ music hub, but as our school, we wouldn’t necessarily go to that, 
we have to go to the authority first.  For example, we don’t buy in anything from the authority, we 
don’t have music lessons, we don’t have people coming in, nothing. If we were, then obviously 
they would then have direct access to the hub but because we don’t, we don’t have that link. 

MEH relationship 
dependent on buy 
in. 

Moderator: Yes that’s it isn’t it. If you buy in a lot of instrumental teachers as such.   

Simone: well they used to before I was at the school.  

Alice: 
 

You don’t have to, you can make, because I’m a governor at the school as well, you make a 
decision about what you’re going to payout that year, and whether you’re going to payout to the 
hub. There’s a certain amount of money that you would pay out to the hub, on top of that you 
would pay for instrumental lessons or art therapy or something.  

MEHs cost money 

Simone: 
 

Yeah we’ve had music therapy in some of our PMLD classes. Not this year last year. But that was 
all private, it wasn’t through any form of hub or authority or anything like that. 

 

Moderator: I know the hubs are very different around the country. And when I tried to get in contact with 
them all, I went on all of the websites, as far as I can see there’s difficulty with them. A fifth of 
them were called MEHs, a fifth of them were called music services, a fifth of them you had to 
contact the council directly, the LA directly, and go through them. A fifth of them were arts 
organisations and then there were some random. So there was for me, I kinda thought there’s an 
identity issue. There’s such diverse practice going on with the hubs as well. ********** is one of 
the biggest, but there are lots of hubs as well where some have only four people working ’or 
them. So they’re all different.  

Diverse hubs 
Identity 
 
 
 
MEHs cost money 
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Partnership experience – Positive experiences  
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Alice: Does Chloe have the same? You’re in *********** aren’t you Chloe?  Solutions 

Chloe: 
 

********* yes, just outside yeah about half an hour outside, yeah. 
It’s really interesting, so this whole concept of partnership the whole thing, we don’t use anything 
like that I think. Because we are an independent college, so I could a private college, that we aren’t 
linked in that way. We do have a lot of provisions throughout England and Wales and overseas as 
well, but interestingly a lot of our partnerships are either college to college, or often most of the 
partnerships are based around giving students opportunities within the British values sector, and 
lots of opportunities to learn culturally. We get people to come in during evenings. In terms of 
music, we have a big auditorium where we hire that out to the public, so we just have cultural 
events on, so our partnerships are predominantly with those external agencies, where they come 
into our facility. What happens is they put on workshops, usually for students on a Friday, and then 
student, it depends what it is, a student will work with that organisation and then show the college 
what they’ve been doing in a cultural event, like a show and tell, at the end of the day. Going back a 
few years that was something that was quite prevalent. We did a lot of that. The responsibility was 
largely on myself to source some of these things, so I’ve various links in the music industry, I would 
contact certain people, or certain groups. So in that way, I’ve interestingly not come across those 
sort of tokenistic challenges. Because I’ve been able to sort of almost head that up myself and sort 
of lead those. I mean I’ve gone into senior management team meetings and put down a pitch for 
why I want this group in, and how it’s going to benefit the students, so my own in-house 
management. And they’ve ok’ed that, so then released funding for that.  So it is slightly different in 
the sense that because we've already bee’ given the funding from the LA for that students position, 
then we essentially have funding there to be able to use, so it’s slightly different. But it’s very very 
interesting because this is educating me. I’m in a whole little bubble here, so it’s really interesting to 
hear largely how mainstream send colleges are dealing with these things. I haven’t organised all of 
them, but I’ve never had a negative experience. We’ve had Indian Blues musicians coming in and 
doing workshops and they just these are just guys that just go in gig and do what they do. We’ve 
had a band coming from…  

 
Differences in 
the way 
partnerships 
work with an 
independent 
college 
 
 
 
 
 
 
 
Music teacher 
responsibility 
and authority 
role 
 
No tokenism 
 
 
Never had a 
negative 
experience 

Rupert: Do you work directly with them? Probing 

Chloe: 
 

When they’re here, yes. So they come in, they do workshops, but these are sort of one off 
opportunities. So they really to kind of inform our curriculum and to broaden the horizon of 
opportunities for our students. We’ll have theatre productions come in, of all manner of themes, 
we’ll try to get more music involved. And its sort of a fairly new thing that we are trying to do, and 
certainly something that I’m more conscious about really integrating since having a child.  

One-off events 
to broaden 
horizons 

Rupert: Did you say you’ve got an auditorium though?  

Chloe: Yeah we have got a big theatre space   

Rupert: 
 

Right, so you’ve already got a place where you can bring people in and they can use it as a space for 
themselves as well yeah right, so that probably does make a big difference I guess yeah yeah   

 

Simone: 
 

We’ve got a performing arts studio as well, so likewise we’ve got a big area with 242pportuniti 
seating, so we’ve got a big space as well. Aside from the music, we work every year in partnership 
with the ********* theatre in ********** and they do a project with schools from around 
*********. But, whether it’s part of their categories or what, but every year there’s at least two 
special needs schools. But it’s a great event that culminates in a performance at the theatre. And 
they come in and they work with different groups and it’s brilliant. But I think they’ve obviously got 
more experience of coming in and doing that and working with the nature of pupils which we have 
here. Yeah Then I know previously before I was ever here, they used to buy in peripatetic teachers 
here and that stopped because it was deemed that wasn’t viable anymore, because (this is not 
quoting me) but the pupils weren’t then gonna go into music, but also the staff that were coming in 
weren’t aware of the people’s needs, yeah their abilities and all of the targets so instead of it 
being it instead of it being a case of building the relationship and becoming dependable and all 
those things which we’ve all spoken about, it was a case of ‘can you play this really challenging 
concerto? Or this scale? Or can you do that?’ and really that’s kind of just the wrong balance yeah 
yeah  

Example of 
partnership – 
High quality 
because of 
experienced 
practitioners –
understand SEN 
 
Negative 
experience of 
peris 
-different values 
 

Rupert: 
 

One of the things, an example we’ve had a music one with the ***, and we also had an arts one 
based with *** where sometimes organisations, looking for, not necessarily looking for funding 
even, but just to look at making a progressive sort of a project, starting up wanting to run a project 
to work in the schools. Have actually looked at working with, specifically looking to choose a local 
school, and then get them to invite a local special needs school to work alongside them on a 
project. So, you work maybe on both sites, so the students get to meet each other on each other 
sites, to get a bit of perspective of that, and then working with the *** as well. It was a drawing 
project around the motifs that are all around the outside, with all these sort of values of sculptures, 
and all the values that they were shown, about what art should mean and things like that. But that 
was aimed at a very good big local secondary school and they were asked to choose a special needs 
partner school to work alongside, so they had to sort of set the criteria, the reference the 
organisation the *** had, in there in their education department. Sometimes those projects, there 
must be organisations that are thinking ‘we want to run this project,’ and then they maybe contact 
the school, and it’s just luck, it just lands in your lap, or something, which is what happened in that 
case. But it did work very well, because what you were both saying overall about, you know, it not 
just being about music or art, it might be around working with other students and seeing their 
perspective, and because of the range of our kids it was nice for them to go and work in a really 
good local secondary school with lovely students who were very supportive. Some of our students 

Example of a 
positive 
partnership 
 
 
 
 
 
 
 
 
 
Luck of 
opportunity, 
dependent on 
organisation 
contacting the 
school 
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being the kind of students they are, have incredibly high skills, some of them are really good at art, 
and these other students can see that working alongside them. So it was all really nicely done. But 
the issue of, so it wasn’t tokenistic, because it was in the criteria about particular project, but also 
because the funding was already in place, but it meant that the mainstream school, in order to get 
this project, and work up at the ***, had to seek out a special needs school to work alongside. 
Now that’s just very lucky, that I think they’re probably far and few between those sorts of 
projects. But I suppose, every environment, your two schools are different from my school that you 
work with what’s there, and how you can get access for the students, don’t you. So there isn’t a one 
size fits all on anything like that, whether you don’t need to work with a particular organisation if 
you don’t need to. Like you said C, you’re working directly with these people and bringing them in, 
and they work in that space, that’s great isn’t it. Mm It’s not dependent on a partnership 
necessarily, you know it is not dependent on or the partnership necessarily or one that is being run 
by somebody else. I’m guessing you get more say on a project like that because you’re working 
directly with the organisation, so you actually have got authorship, you can make decisions about 
what that is can’t you.  

 
 
 
 
 
 
 
 
 
 
 
 
Teacher 
authorship 

Chloe: 
Marker 7 
58:46 

Absolutely and I think that’s really nailed it on the head there, because our purpose is to create a 
curriculum in a holistic approach is that OK. So we are essentially (all the heads of our department), 
we are all in charge of you know. We aren’t overseen in the same way as in mainstream hierarchy. 
We are allowed to be creative, to create, to adapt and to make scenarios that can meet the needs 
of our learners.  
(Example of statement) That’s why I can say I’ve had a positive experience, because I’ve been able 
to, when it’s even been something that I haven’t directly organised, we’ve got a drumming 
workshop coming in, or which sounds like ‘why wouldn’t have I organised that?’ well it could be 
that it’s linked to something external, but I’m going ‘Oh well that’s happening anyway let’s link with 
that’,  sort of incidental opportunities really. We had a band from Cornwall come up and they didn’t 
come directly to do a project at a workshop with our students, but we went in and we watched 
them rehearse, and it was an opportunity to learn and to share with students. I was able to say ‘this 
is so and so,’ and talk about their strengths and about how they can engage them in their 
rehearsals, and just have an experience of what that scenario is like. It was really easy, it was really 
quite nice actually for me to be that bridge, because I knew my students and I knew the outcomes 
of what these people need to do and their aim. They were really polite and kind. Even external 
agencies that are not here to deliver a workshop, that are just here to put on a performance to an 
audience, over perhaps the next couple of evenings, they will still do a bit of a show and tell, a bit of 
a visual blurb for students on the last half an hour or so at our college on a Friday. Even where 
partnerships have come in that are not necessarily music based, they’ve been really accessible, they 
aren’t here necessarily to work with students, but then they accommodated them, we have like a 
question and answer, and they respond really well to that. We have the opportunity to stay to 
guide and to lead and that makes all the difference definitely. 

Perception of 
hierarchy 
 
 
 
Example of 
positive 
relationship 
 
 
 
Role as a bridge 
between arts 
org and school – 
knowing both 
the students 
and org. aims 
and outcomes. 
Accessible 
partnerships 
 
 
 

 Timetabling issues and how that negatively effects partnership issues – barriers 
Work placements – lack of arts progression 

 

Alice: 
 

Can I ask Simone, because I think it is kind of related, you said that students choose whether they 
have music at key stage four and five, and the incidents of students going into work placements or 
work in the arts, is very limited. It’s kind of linked to this because obviously the more opportunities 
they get and the more positive they are… And you only teach two music lessons, yet you’re a 
musician Yep Is that because there was only two music lessons or have you got other? 

Limited work 
placements in 
the arts for SEN 

Simone: 
 

No, it’s just the timetabling is just a logistical nightmare I think. If we’ve got 3 year nine classes in 
key stage, three that would all require music, art, and dance and drama lessons, so I teach two of 
them, it’s just the way it goes.  

Timetabling 
issues 

Alice: But is that the only two classes having access to music?  

Simone: 
 

No, they all have access to it. There’s myself, and there’s another trained musician at the school, 
she’s head of performing arts, she’s fantastic. But it is not just split between the two of us, which is 
mind boggling to me, because when you’ve got two people in the school who are specialists in the 
area, why would you then have two other people, that have never taught music before, teaching 
music? And then me go into teaching swimming? I don’t know. ((laughing)). But we’ve got to make 
our curriculum accessible for everyone, not just the pupils, but making sure that its accessible for 
the staff. It would be lovely if myself and the other teacher taught all the music lessons, but 
especially in key stage three when you’re thinking that we want to teach them and assess them 
based on their EHCP targets. Actually, as long as the teacher teaching them knows their pupils, 
because that’s what we’re there to do, we’re there to broaden the horizons more holistically, rather 
than just C major scale, it kind of works. But when you get to key stage five and it’s an option, I 
think there’s one maybe two classes of each, and that’s all taught by the other teacher. But I would 
love to be in a position where we could just bring people in, or take them to somewhere, and 
expose them to it all the time, because a lot of our pupils choose music because they like watching 
music videos on YouTube or creative arts, because they like watching things, they like joining in and 
doing some karaoke, but they don’t actually understand what the world of the industry of creative 
arts is, they don’t see it as a vocation. And really there’s no reason not to. I mean, we’re joined to a 
mainstream secondary school, which is on the other side of that window, and part of that school 
is a theatre, a proper theatre, where external companies come in and use it. So why aren’t we, 
we’ve got mini buses here, why aren’t we taking them out? Why aren’t we taking them to the ***,   
or whatever it’s called these days, or whatever, why aren’t we taking him there and showing them 

 
 
 
Lack of 
experience = 
lower quality 
 
 
 
 
 
 
 
 
 
 
 
 
Accessing 
opportunities 
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backstage? Because creative arts could be stage managing. Yeah But again, for me I don’t teach it, 
so that straight away is a barrier. 

Alice: Do you have to plan music for the other classes?  

Simone: 
 

Me and the other teacher do all our medium term plans and the resources which get shared in key 
stage three, not four or five. 

 

Moderator: Music teachers in special schools are like gold-dust.  

Alice: 
 

Because when I used to timetable, M to teach music, I think you had over 100 students a week 
didn’t you? You’d teach all of the pathways three students, 10-12 in a class and would see them all 
over a week. But I don’t understand when somebody is as skilled as yourself S, and also C, but I 
don’t understand why your school doesn’t use you to teach all about music, but that’s my personal 
opinion  

Inefficient use of 
experienced 
music teachers, 
mismanagement 

Simone: 
 

No, it’s a bug bear of mine as well, and that’s why I’m in the two lessons a week that I’m trying to 
get them exposed to as much of it as possible. So hence doing this project with the **** 
(orchestra), we’re also entering the local music festival, we’ve got four or five groups being entered 
into that. But again, that’s all going off our own back. We pay for it, enter it, we do all the 
organisation, we do it all, but it’s because we want them to experience it. 

 
Partnership 
example – local 
music festival 

Rupert: It doesn’t sound like you’re getting much support. Lack of support 

Simone: 
 

Well, the head is brilliant, she is a classically trained musician as well, and then did the route that 
everybody does. So anything music, she’s just like ‘yes, absolutely.’ But the issues are when you 
teach a full timetable, and you teach eight subjects, and you’ve also got a tutor group, and you’ve 
got all your assessment, you’re marking, you’re planning, all of those things. Actually at the end of 
the day when you think ‘I’ve got this fantastic project,’ you think ‘I’m gonna need a minute to have 
a drink, I need time away,’ and need to sit down,’ and it’s not that you’re not prioritising the kids, 
because that’s what you do between the hours of seven and three, but you just need to look after 
yourself as well. I know it’s getting there, I mean, up until me coming in September, there was only 
the one teacher for all the, we call it MAD at our school – music art dance and drama, so all of them 
for every kid in the whole school, so it is a slow steady process, but we are getting there. But it’s 
just frustrating and that’s why I’m doing this, because I want to find out as many different pathways 
as well, because as we all know music is so much more than music. Its communication, life skills, 
it’s everything, our pupils needs. 
 

Micropolitics 
-too busy 
-overworked 

Rupert: 
 

The thing is, your restrictions, the criteria for your situation, is not really to do, because you’ve got 
this theatre next door, have got an auditorium, it’s not like there isn’t stuff there that could be 
used, it’s the time for you, if that was in the ideal world, if you were being able to be more involved, 
with getting time to get people in and using that, but it sounds like yours is very much constrained 
by the structure of the school in terms of timetabling and just your own time to actually do that 
sort of stuff. So yeah, you can’t really magic out of nothing, can you, you just can’t do that.  
 

Agreeing with 
S’s challenges 
-time 
-school 
structure 
-timetabling 

Simone: 
 

But like when C was saying, you know, about bringing people in, and then you are the go between 
between that group and your pupils, It’s like, I’m working with ******* (music organisation) to try 
and get some ensembles in to work with some of our PMLD pupils. Even now I’m aware that I can 
bring these people in and they’ll be amazing, but it’s those people, and the pupils, there isn’t that 
bridge, because I’ll be shoved yeah to teach a normal timetable, so like you say, that becomes the 
barrier.  

Example of 
partnership 
Challenge of not 
being able to be 
the bridge 
between arts 
org and school.  

Rupert: You can’t facilitate it…  

Simone: 
 

And I know Chloe when you were saying about the reasons like staffing, it’s a massive reason. 
We’ve got staff, but it’s about having skilled staff in those areas, and dependency on staff. I’ve got 
trips coming up, these music festivals, and ‘it’s on this day, at this time, will you be there? Because if 
you’re not there, then half of my ensemble, are going to really struggle’ And if you’re not a music 
specialist, it’s not something you can just pick up and go ‘yeah right, I’m going to play Jurassic Park 
on boomwhackers.’ (laughing)  
(laughing) That is absolutely epic, I want to see that. 
I’m telling you, it’s great. So yes, and I know that’s something internal here, but because our 
weighting here for MAD, you get four lessons of English, four lessons of maths, four lessons of PSD 
and then we get four lessons of MAD, but they want to change that and drop it down to two.  

 
Music festivals 
 
Challenge of 
inexperienced 
and unreliable 
staffing 

Alice: How long are the lessons? 50 minutes.  

Rupert: 
 

And also when you describe MAD being reduced to two lessons, that’s actually three or four 
subjects, (laugh) 

 

Simone: Exactly, and they want to carousel it, so for a term you’ll do music and then a term you’ll do art, 
yeah  

 

Alice: What across key stage three as well as four and five.   

Simone: Well, four and five it’s just an option anyway.  

Alice: But they want to carousel music art and drama to two lessons a week? Oh no. Consensus in 
disappointment 
Music losing 
curriculum time 

Simone: I know, I know  

Rupert: 
 

So you might get music, you might get art, you might get drama, but you won’t see it again for a few 
weeks.  
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Simone: 
 

That’s exactly the point. And then they’re saying that, so for example we’ve got four year eight 
classes, two of the year 8 classes will have these lessons at the same time, so I’ll be teaching music 
or art, and then the other music teacher will be teaching music or art. So potentially I could end up 
not even teaching music, because I’ll be teaching art. Yeah yeah And vice versa. So that’s a massive 
barrier for us. 
 

 

Alice: Do you think that will start in September? You said, they’re considering doing that.  

Simone: 
 

I think they want to do it, yeah. We’re fighting it, but it’s hard isn’t it, because as an organisation 
they don’t see how music can help them achieve their targets. They see it as it’s watching videos, 
it’s doing karaoke… 

Devaluing music 
-lack of 
understanding 
music education 

Marker 8 
12:00 

Value and timetabling 
 

 

Rupert: 
 

Is that very different from Chloe’s experience in terms of the structure, or the sort of ethos of the 
school where they coming from? Do you think the school has a different set of priorities? Is it 
valued a different way? Like in terms career sort of pathway, you know, that sort of structure? Is 
their success with getting the kids moved on to meaningful decent placements down the line? In 
meaningful employment? College places? 

 

   

Simone: 
 

Is this to me sorry? (Yeah) I was looking at the stats earlier before this and we’ve had 11 pupils go 
on to get jobs in catering,(yeah) for example. 

 

Alice: Fantastic  

Simone: 
 

Yeah it’s fantastic. But I just don’t understand how and why we don’t (why it can’t be the same for 
creative arts?)  

Lack of creative 
arts 
employment 
pathways 

Alice: Do you have similar Chloe? Do you have students that leave you at 19? Because you’re a college 
aren’t you?  

 

Chloe: 
 

So yeah we are. Basically the funding comes in from 16 to 25, as soon as students hit 25 it goes into 
a different pot of funding, where we have a programme called gateway, so basically it’s just sort of 
a yearly funded thing. And sort of all are a bit like that we have to reapply, but usually students will 
attend programme for about three years. But the thing with what we do, is it’s very different to 
other colleges or school set ups, so it could be that I’ve got a class of five or four students, and they 
can be a complete mix. But it’s just the priority of how we timetable is, aspirations, their pathway, is 
how we separate them, how are we going to get them to meet their aims, to meet their aspirations. 
OK here’s the pathway therefore they’re going to have a core subject of music with C 4 mornings a 
week, three mornings a week, mornings a week, and then I will fill it out the other sessions that are 
going to help develop skills they need. So those sessions you can have a student in their first term, 
or the first year, you can have two students on the second year. But they technically stop being 
here once they’re 25, unless they are part of the gateway programme or work experience. 

 
 
 
 
Flexible 
timetabling, 
depending on 
student aims 
and aspirations. 
-smaller groups 

Rupert: But is that because their EHCP runs out 25?  

Chloe: 
 

Yeah yeah so, it’s yeah, it’s just that’s just the way it is. That’s the education side. But then I think 
it’s the social sector that then take it on. We have had students go to tribunal to try and get funding 
from that that other pot and then are on gateway, so it’s slightly different, more work experience 
based. And that’s a slightly different section. But yeah, it’s so interesting hearing some of those 
challenges. 
I think Simone what you were talking about, I do find this at times that, as wonderful as what I do 
sounds, it doesn’t encounter some of the issues that they’ve explained, but still nowhere is 
perfect. Even with something that is SEN literally living and breathing, and designed for those users, 
for those people, there’s still a lot of misunderstanding, there’s still a lot of lack of understanding 
and appreciation for how music works. So even within our little bubble here, I’ve heard, ‘go to 
music, go bang the drum.’ It’s so much more than that. It’s like there’s such a process about 
experiencing the instruments and being part of experiencing a rhythm and a flow, if you just keep it 
a simple pulse, but everybody's doing it, and you go on this journey with it, ’nd there's a real 
process with it. I think people out there don’t always understand or appreciate or just know about 
how music is so therapeutic, and how music is more than ‘YouTube.’ To put it bluntly. It’s really 
interesting, and Simone, what you were saying. Even the other thing I find interesting is sometimes 
some of the people that timetable and put students in certain places, their justification is ‘that 
student says on their EHCP that they love music,’ but what they mean is they love listening to 
music with headphones, which is a really isolated thing. Therefore, what we’re saying is ‘actually we 
want him to go to music because it’s on their form.’ But the reality is they are very introverted and 
all they want to do is listen to their genre of music. But we work really organically, so we have loads 
of acoustic instruments, big giant xylophones, (inaudible) a big German company I believe, and they 
make a lot of instruments designed for special needs and things like that. And they’re really 
accessible and they’re really well made and they’ve got some of those sorts of things. It could be 
something like claves or just really accessible instruments, but there’s so much that the students 
can do and you can access that. But if students are coming in just because they’ve said they like 
music, already that’s a barrier to them, being in there. But I digress, I think it is interesting. But I 
think there is a real lack of understanding certainly, of how music, how I mean even if they’re 
trying to limit those sessions is like, ‘how can you do that?’ 
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about music as a 
subject. 

Simone: 
Marker 9 
1:18:50 
 

I don’t know if you’ve ever found this, but it’s they’ve ever got governors in or a new person or 
visitor to school, it’s always the music room isn’t it, or the art room that they take them to, 
because that’s where all the fun happens.  

Using music to 
showcase 
schools – 
(Niknafs) 

Rupert: 
 

Yeah yeah yeah, funny that. We were talking about this the other day funnily enough. Looking at 
the jubilee parade down the mall and you think, the celebration of Britishness was all 
encapsulated in art, music and drama, so this is the best of what’s British and it was all art music 
and drama. So yeah, when it comes down to schools why isn’t it a priority?   

Music and the 
arts not 
prioritised in 
schools? 

Simone: And also 18 months ago in the lockdown it was the industry that wasn’t viable anymore. Yeah    

Moderator: Yet a million people took up an instrument. (haha) Because even the carousel thing, that has started 
with academisation, so lots of mainstream schools have been doing it. Yeah For SEN, I can see why 
SEN might copy the mainstream trend of going to carousel lessons, but for SEN, its so important 
that they access the arts subjects, that they do all of those arts subjects, because a lot of the 
students can’t necessarily acan’t access some of the other subjects steps, they grow more as a 
person through those art subjects, it has much more value in SEN yeah. 

The high val’e of 
music in SEN 

Rupert: 
 

I can’t remember who said this earlier, might be Chloe, about the fact that there is an emphasis that 
in special needs, I think you’re always aware of when you’re doing the arts, is that it might be for 
some students the only input they might be getting while they’re still in school, while still in 
education, because their path might not get them very many other opportunities. So you feel like 
it’s a massively important thing, more important than a lot of other people in a mainstream setting 
who will get that access, and have more means, more ability to get that access, so getting that 
access to good sort of quality arts experiences, it kind of really feels…  You know, I used to take my 
kids, my year elevens, up to Tate Modern gallery in London and the National Gallery. I always felt 
like if that’s the only time they ever go, that we will be around work that you’re doing. But access to 
anything in special Ed, is it’s so much more essential that they do get that experience, because it 
might be sort of vital. And sometimes I always think, we see ex students sometimes, infact we 
bumped into one the other day and he was talking about some of what he loves doing, and the fact 
he's now making films, and creating these little films, didn't use in this weather these editing tools 
list doing it for his own fun, but is extremely important for his quality of life, meaning that he is 
doing something, you know using sort of bored time, how do you fill your own time and giving 
them that sort of experience and that opportunity, so they actually can still take that on 
themselves and use it, I just think it’s extremely important that they do get that quality. 

 
Access to music 
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opportuntiies in 
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placed on access 
to the arts in 
SEN 
 
Quality of life 
Experience and 
opportunity to 
develop 
independence 

Alice: It’s being able to self-occupy isn’t it, because that’s one of the things we found with our students 
they found it really difficult to manage their own time. And it’s about giving them the skills over 
the seven or eight years they’re with us, particularly in music and art and yeah you know. And also 
like you said Rupert, about giving them access to gallery’s and theatre productions we used to take 
them to films and things, parents often can’t manage that, even if they’ve got children who aren’t 
SEN, is quite hard for parents to access a financially, but also I think sometimes the children might 
behave differently, and it’s much easier when you’ve got staff with them, and you can swap 
people around. But the self-occupying I think, is really important.  

SEN, being able 
to self-occupy 

Rupert: 
 

And the other thing is, talking about the projects that you do work on, them having some kind of 
longevity, and it going on to something else, and not just being a series of one off things. I think it 
sounds like that’s your constraints Simone, about where you are. The chance is great to get things 
done, but with time constraints, with curriculum, and other pressures, means that you can’t then 
build those things on. Whereas it sounds like in your setting Chloe, you can do that. If you’ve got 
people who can come in and perform, or doing workshops, or performances already that your 
students can sit alongside and see it happening. That time is so precious isn’t it, for them to have 
that quality time where you’re not like, ‘right seen that, done that, go on back to the next thing 
now, that’s all over’.  

The value of 
longevity and 
time in projects 
 
Comparing C & 
S’s situation, pos 
v neg. 

Simone: 
 

That directly links in with our topic at the moment, in KS3 is ‘Try before you buy, so basically they 
get the experience and opportunity to try everything in the music room, which is great. But what if 
you get that one kid that comes along, plays the drum kit and absolutely nails it, blows you out of 
the water. How can I possibly then do something more about it? I can write a comment saying 
‘fantastic at the drums, shows real coordination’ or whatever, and then what? Yeah because I don’t 
have that opportunity then to follow it up, or to access intervention. And that’s a shame really, 
because there’s so many pupils in this school alone that would really benefit from that. Yeah 

 
Lack of 
opportunities – 
funding 
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Moderator: 
Marker 10 
1:25:02 

That’s why I think, with this partnership angle, with the constraints that we have as music teachers, 
to think are there people out there that have funding or that they can support with things like that 
directly. So if someone can target the provision and come in and say ‘right, okay, we have a 
drummer and he’s got free time and we will apply for grant for him to come in and work with that 
student, but also some other students’ it’s really kind of interesting. 
(Ending) 
Speaking of time, I have got my eye on the time as well, and I was just going to draw the 
conversation to a close. I just wanted to finish by saying that I think, Chloe, what you were saying 
about having all the really positive experiences and having workshops coming in, I totally 
remember lots of times I experienced that, really positive things and people were able to come in 
and share, and that working really well. But Simone, I also completely hear you, with your 
experience working with the **** (orchestra), and I’ve had such similar experiences working with 
large orchestras down this way, that both your experiences kind of really struck me, and I thought 
that’s it isn’t it. There’s some really challenging things one end, and really good opportunities to 
have positive experiences. And I think as a teacher, as well, you need more positive interactions, 
than those negative ones, like you said in the introduction, that one comment that made you feel 
‘this is tokenistic.’ 

Bring the 
discussion back 
to partnerships 
 
 
 
 
 
 
 
 
Challenging 
situation 
Positive v 
negative, 
tokenistic 

Rupert: 
 

Can I just say, you know what you said about solutions and things, going forward, it had really 
occurred to me, that both because of the situation of the access for the auditorium and actually 
using it, and that’s a different sort of issue. But there is the auditorium there, and Chloe you said 
you’ve got the same thing, and I do think, I’m looking back that I can see in my own situation, I 
should have argued more for the theatre space that we actually had under arts funding, when we 
basically turned our hall into a really good art studio space and my intention was, this is going back 
more than 10 years, probably when we had the funding, for quite a long way back, which was to 
actually leave as a dedicated space and not use it for other stuff, like dinner halls and everything 
else. To actually have used that space and have it pretty much semi permanently, and used it like 
that, so exactly that, so groups could come in, so a theatre company could come in, or a band could 
come in, rehearse and stuff, so it became much more of a creative space, than it was in the school. 
Then maybe students can start accessing it, and seeing what’s happening, and maybe that would be 
a huge advantage in schools where you’ve got that and you’ve got it curriculum timetabled as 
accessed space. That’s a big thing, a good incentive to go to local organisations and say ‘hey, do you 
want to use our space?’ but there’s a little cost, we’ll want to bring our kids to hang around and see 
what you’re doing, and getting involved, and you know finding out more about it, et cetera, that 
kind of stuff. 

Idea for solution 
–  
Having a 
dedicated arts 
performance 
space for visiting 
artists 
-Having it 
curriculum 
timetabled 
To build 
partnerships in 
SEN 

Moderator: (Final talk winding down the session)- That’s where authority comes in as a big issue, isn’t it. It’s the 
difference between, like you say Chloe, about going to ask, and say ‘look, we want this and this is 
how it should happen,’ and somebody say ‘oh, that’s brilliant, thank you, we’ll make sure that 
happens’ or even Simone, like you said ‘OK we’ve got a fantastic head teacher, very musical, really 
supportive,’ but just having that extra power and extra authority to say, you shouldn’t have to argue 
for something, people should kind of listen. And that’s why I really wanted to do this discussion, 
because I just think discussion is so important, you can find out so much. Sometimes I think even in 
our own schools it’s important to have that discussion, just having the time for discussion where, it 
can be solutions based and again, I’m really an advocate for that teacher voice, being able to play 
the come forth and suggest some of those solutions. Can I just say thank you so much, honestly, it’s 
been absolutely fascinating and this so much too within unpicking lots of those challenges and 
hearing about your experiences of challenges, there are ideas there as you’re talking, account you 
know what that challenges me wanna know I’ll say some of these challenges you can’t solve, but 
there are some suggestions for how to solve it and how it can be better. So, I will go over and pick 
out from that some of the other challenges and add it in to the findings. Like I say, it’s important to 
me, that inclusively we have lots of voices that are included. Just to say I’m running another session 
at 6:00 o’clock, where I’ve got another couple of people who’ve said they’ll turn up. What I will do is 
take a few points from this session if you’re okay with that and then they might go to build on from 
that as well and add to the discussion. I tried to be inclusive by setting two sessions, so that if 
people wanted to home first or stay at school, but it was so nice to meet you and I’m sure we’ll see 
each other again. 

Authority – not 
having to fight 
or argue for 
your subject or 
students 
 

Chloe: 
 

I hope so. Can I just very very very briefly quickly add something. I’m really keen on it. So Simone 
mentioned earlier that her sessions 50 minutes. Now one thing that struck me is that mine are not 
50 minutes, I have students for three hours at a time. (Oh my god) Now don’t get me wrong there is 
massive challenge with that if you have a non-verbal student and the turn up on their own and 
haven’t got a support worker it is exhausting, you can have a million resources, but they’re only 
going to spend a few seconds doing each one, so there is some issues with that and there are 
extractions to help that job, therapies and things like that, but I just wanted to just add it often with 
timetabling maybe some of the reasons why I am finding more loosely used the word success in 
having these experiences more permanently is because the timetable allows for it. It was just an 
observation that made me think actually if it’s not full speed ahead, that actually perhaps because 
our sessions are, we could do another half a hour after break, then do another hour in the next 
lunch session, that you know, so I thought it was a really interesting point has been buzzing around 
in my head and I thought I wanna get it out for end of this conversation. Maybe the dynamic of 
that timetable helps to support those opportunities actually physically happen, but just worth 
saying. 

Solution – more 
flexibility in 
timetabling to 
cater for 
partnership 
work and 
bridging  
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Simone: 
 

No doubt, we used to have double lessons from music and then that got kiboshed obviously, so 
down to 50 minutes. Actually it’s just simply not long enough, you just start to get on with 
exploring something and then it’s ‘right time to go.’ Yeah yeah  

 

Chloe: 
 

Sometimes for me 3 hours is way too, but it depends on the students, so it’s a little bit of a 
mountainous climb sometimes, but other times it completely plays into what you’re doing, so I just 
keep my head down and keep working hard you know. 

Too long lessons 

Moderator: That links in to time for bridging things and bridging projects and partnerships that you said you 
being available from that time to go out and have conversations with people you know that 
you’re planting label to be able to show them round the school and introduce themselves with  

Bridging role in 
partnerships 

Rupert: 
 

It shows how much diversity there must be in special ed music teaching and the arts teaching 
generally, with just a few examples in a little chat like this, how diverse it must be out there, in 
general.  

Diversity 

Chloe: 
 

It would be so nice to meet and just do like a session and everybody contributes an activity, it would 
be so awesome. Hahaha 

 

Alice: That’s something for you to do (M).  

Rupert: Yeah that’s what you need to be doing.   

Moderator: I did a talk the other week, and I think it was something that came up, and it was like, with SEND 
you get all lumped into the same bag, but you’re actually the most diverse, you’re teaching the 
widest range from abilities, but you kind of get ‘oh, your SEND, so you can teach all different needs, 
and do everything’ that you know…  

 

Rupert: Sounds like Simone definitely needs to fight her corner for music and the arts in your school  

Simone: Yeah come and stand outside and wave some flags.   

Moderator: It’s hard enough fighting it with government policy and things like that, isn’t it, yeah yeah we 
shouldn’t be having to fight for the arts. I will not keep you minute more longer, thank you so much, 
nice to meet you all/you too and if you ever want to carry on the conversation or find out about the 
research. Lovely to meet you. Bye (everyone – bye) 
 have a great summer holiday. 

 

  END 
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Appendix 15: Thematic analysis of the focus group data  
 

 

 



Appendix 16: Thematic findings from the focus group data 
 

Themes and subthemes 

Devaluing music: 
- Lack creative arts employment pathways 
- Music and the arts are not prioritised subjects in schools 
- Using music to showcase schools  
- Lack of teacher authority – not having to fight or argue for your subject or students 
- Poor access to music curriculum or opportunities 
- More opportunities are given to mainstream schools  
- Lack of understanding of music education 
- Music losing curriculum time 
- Lack of understanding and appreciation of music 
- Lack of understanding of music as a subject. 
- Devaluing of creative arts 
- Competing with other subjects/disciplines 

 

Lack of understanding: 
- Diverse range of hubs of differing quality and identities 
- Different values 
- Lack of experience = lower quality 
- Challenge of inexperienced and unreliable staffing when supporting partnership 

projects 
- Understanding diversity of pupil needs 
- The need for flexible approaches to address challenges and improve engagement 
- Catering for a diverse range of student needs 
- Meeting the needs of the students 
- Lack of understanding of the high value of music in SEN 
- Recognising expert SEND knowledge 
- Understanding pupil needs 

 
 

Lack of opportunities: 
- MEH relationship is dependent on buying in. 
- MEHs cost money 
- No relationship with the MEH 
- Lack of partnership opportunities  
- Lack of funding 
- Accessing opportunities is dependent on external agencies 
- Challenge of school timetabling not enabling teachers to act as the bridge between arts 

organisations, MEHs, and schools.  
- Limited work placements in the arts for SEN 
- Lack of employment opportunities in music 
- Lack of pathways in the arts 
- Luck of opportunity, dependent on the organisation contacting the school 

 

Practical issues: 
- Timetabling issues and how that negatively affects partnership issues – barriers 
- Lack of arts progression 
- Challenge of creating an equal bridging role in partnerships 
- The value of longevity and time in projects 
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- Timetabling issues and how that negatively affects partnership issues – barriers 
- Timetabling, lessons too long/short 
- Constraints of school structure 
- Growing pupil numbers in SEND schools  
-  

School micropolitics 
- Mismanagement and inefficient use of experienced music teachers 
- -Fighting for the subject and pupils 
- Too busy 
- Overworked 
- Lack of support 
- Not enough time 
- Timetabling preventing access to music 

 

Tokenistic practice 
- Negative feelings and emotions affect relationships between teacher and liaison. 
- Lack of support for staff to access events or adapt resources 
- Discrimination – being charged more per pupil than mainstream schools because of 

lower numbers of participants 
- Lack of support for transport access, despite the school having minibuses  
- Teacher has to fight for equality and argue her case for fairer access to the project 
- Tokenism 
- Openly vocal about using SEN schools to get more funding 
- Being told your SEND school is invited and can be included because of funding 
- Tokenism, the sense of ‘ticking a box.’ 
- Resources in a project not adapted 
- Lack of understanding of school or pupil abilities and needs 
- Negative experience of peri teachers 
- SEN teacher gaze and the challenge of working in partnership with people who do not 

have that gaze. 
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Appendix 17: Converged qualitative data from phase 1 and phase 2 

 
Thematic analysis from the qualitative data including: focus group, open narrative, Q17, Q18 and 
Q19. 
 
The four topics include: challenges; tensions; tokenism; discriminative practice. 
 

Topic: Challenges 
 

Summary of themes: 
Timetabling issues, time for staff, lack of CPD, school pressures, staff changes, lack of MEH relationship, 
communication, funding, catering for diverse needs, differentiation, inflexibility, lack of understanding 
about music, education and SEND. 
 

Thematic categories and integrated qualitative data 
 

Practical challenges: 
- SEND staff changes 
- School pressure – time – communication, lack of experienced staff 
- Training 
- Sharing 
- CPD 
- Observation of music staff 
- Time 
- Music losing curriculum time 
- The value of longevity and time in projects 
- Constraints of school structure 
- Growing pupil numbers in SEND schools  
- Timetabling, lessons too long/short 

- Timetabling issues and how that negatively effects partnership issues – barriers 

 
Finance - Lack of funding 
- MEH relationship is dependent on buying in. 
- MEHs cost money 
- Lack of communication. 
- Lack of joint collaboration. 
- Only one opportunity to partner in the last 4 years but would love to do it more. 
- Lack of partnership opportunities  

 
Lack of understanding: 
- Lack of understanding and appreciation about music 
- Lack of understanding about music as a subject. 
- Lack of understanding the high value of music in SEN 
- Lack of understanding music education 
- Music and the arts not prioritised subjects in schools 
- Pressures of music as a subject 
- Catering for a diverse range of student needs 
- Lack of understanding of school or pupil abilities and needs 
- Meeting the needs of the students 
- Understanding diversity of pupil needs 
- Differentiation 
- Inflexibility-  lack of differentiation 
- More focus on other groups in EDI 
- Challenges of SEN school staff expertise 
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- Inexperience 
- Different values 
- Differences in quality by postcode 
- Differences in values 
- Differences in outcomes 
- Communication, building relationships 
- Diverse range of hubs of differing quality and identities 
- Challenge of school timetabling not enabling teachers to act as the bridge between arts organisations, MEHs, 

and school.  
- The need for flexible approaches to address challenges and improve engagement 

 

 
Topic: Tensions 

 

Summary of themes: 
Negative relationships between workers, disinterested staff, working with inexperienced staff, different 
expectations, stereotyping, lack of understanding SEN support needs and abilities, low expectations, 
micropolitical issues, poor communication, lack of support, overworked.  

Thematic categories and integrated qualitative data 
 

Relationships between workers: 
- Example of a challenge in a partnership: visiting staff tired and not fully engaged, or giving it ‘their 

best.’ 
- ‘Staff not be on board or actively joining in. being negative and disinterested in the music sessions. 

Staff being unaware of the aims and benefits of music.’ 
- Disinterested staff 
- Misuse of staff time 
- Negative feelings and emotions affect relationships between teacher and liaison. 
- SEN teacher gaze and the challenge of working in partnership with people who do not have that 

gaze. 
- Challenge of inexperienced and unreliable staffing when supporting partnership projects 
- Mismanagement and inefficient use of experienced music teachers 
- Lack of recognition of staff skill 
- All teachers consensus in disappointment 
- Challenge of creating an equal bridging role in partnerships 
- Lack of teacher authority – not having to fight or argue for your subject or students 
- Negative experience of peri teachers 
- Timetabling issues and how that negatively effects partnership issues – barriers 

 

Inexperience: 
- Low experience - Lack of understanding and confidence amongst practitioners.  Reluctance to get 

involved for fear of the unknown. 
- Low expectations 
- Different expectations, venue, lack of understanding of SEND 
- Differentiation- difficulties of dealing with SEND 
- Lack of understanding 
- Letting students down 
- Understanding pupil needs 
- Recognising expert SEND knowledge 
- Lack of experience = lower quality 
- Stereotyping – all SEN is physical 
- Inequality. 
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Relationships with MEHs and Orgs, managers, headteachers 
- Lack of training, knowledge. Big orgs getting money. 
- Hierarchy 
- No relationship with the MEH 
- Accessing opportunities is dependent on external agencies 
- Luck of opportunity, dependent on organisation contacting the school 
- Devaluing of creative arts 
- Competing with other subjects/disciplines 
- Fighting for the subject and pupils 

 

Micropolitical issues: 
- Communication 
- Too busy 
- Overworked 
- Lack of support 
- Not enough time 
- Timetabling preventing access to music 
 

 
 
 

Topic: Tokenism 
 

Summary of themes: 
Inequality, inaccessibility (venues and events), hierarchy, low expectations, ‘ticking a box,’ token 
appearance as an audience, token participation, token visibility, treating SEND schools differently, 
patronising, age inappropriateness, using SEN schools to get funding. 
 

Thematic categories and integrated qualitative data 
 

Inequality and inaccessibility: 
- Inaccessible venues and events 
- Inaccessible projects from professional orchestras – therefore why do them? 
- Hierarchy 
- Inequal expectations within types of SEND 
- Exclusionary attitudes 
- Lack of knowledge of SEND students and staff 
- Lack of understanding 
- inequity 
 

Being a token, ‘ticking a box’: 
- Token audience, not included equally as participants 
- Token appearance 
- Token participation ‘We feel like an add-on’ 
- Token visibility – photos used for promotion for the service or project 
- Patronising. 
- Patronising – lack of age appropriateness 
- Used for funding bids 
- Token ‘add-on’  
- Ticking box for MEH staff’ and not student driven 
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- Tokenism – tickboxing – and a consequence of being disconnected and gaining nothing. 
- Tokenism, the sense of ‘ticking a box’ 
- ON1 - Working in SEN can be challenging due to discrimination /tokenism. Many people subject 

SEN to students whom cannot walk showing a physical disability however this is not the case at all. 
This causes tension between schools and outside organisations because of the stereo typing of SEN 
students. 

- ON4 - I have witnessed projects/events where inclusion of SEND young people has been 'bolt on', a 
tick box exercise.  I'm not sure anyone gained anything from this because there was a huge 
disconnect and a lack of being part of a musical community. 

- T3 - Students sat with a tambourine on their knees while staff played as a full band 
- T4 - Projects that we have had sometimes appeared to be ticking a box for the MEH staff rather 

than being focussed on our students. 
- T9 - Sometimes we feel like an add-on. 
- T6 - Special schools being invited as audience members for end of year concerts rather than active 

participants in the music making process 
- Treating SEND schools differently 
- Teacher having to fighting for equality and argue her case for fairer access to the project 

 

Using SEN to gain funding: 
- Openly vocal about using SEN schools to get more funding 
- Being told your SEND school is invited and can be included because of funding 
- Using music to showcase schools  
- T7 - Looks impressive! 
- T10 - I have seen the one student that has visible SEND requirements being picked out for 

photographs and promotional material to promote the service or project as the 'poster child' to 
seem more inclusive at a glance when the majority of the students had significant SEND 
requirements that weren't immediately visible. 

- T11 - those poor little disabled children... great for funding bids :-( 
- T14 - treating SEND schools as an add on rather than treating all the same - doing with not doing 

to 
 

 
 

Topic: Discrimination 
 

Summary of themes: 
Inaccessibility, lack of support to include SEND (adapting resources, accessible facilities, venue), 
exclusionary attitudes, low expectations, derogatory comments, lack of opportunities compared to 
mainstream peers, treated differently to mainstream peers. 
 

Thematic categories and integrated qualitative data 
 

Inaccessibility: 
- Inaccessible venues 
- Inaccessibility -discrimination 
- Lack of accessible facilities. 
- Lack of consideration for SEND practicalities. 
- Lack of support for staff to access event or adapt resources 
- Lack of support for transport access, despite school having minibuses  
- Resources in project not adapted 
- T16 - Concerts in venues not accessible 
- T5 - asked to take part in events in venues which were not suitable or accessible 
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- ON5 - When organising large scale events (pre-pandemic) we have struggled to find venues that could 
accommodate us - even relatively new buildings often have entirely inadequate toilet facilities for folks with 
additional needs. We have been refused building hire on grounds of health and safety due to us having a 
number of wheelchair users. One theatre (council owned) - in order to make the adjustments we needed for 
accessibility charged us an additional £1500 on top of the original booking quote. Often the schools themselves 
are unable to transport their most severely disable children (only one at a time, not a whole class) so these 
groups miss out on events due to a number of factors. 

- D1 – There is little thought given to practicalities of projects such as how we get there and then return to school 
in time for transport etc. Also lack of disabled changing facilities 

- D5 - Access to the stage was a huge challenge in one project because they wanted the children to walk up the 
aisles and up the steps to enter. The student that relied on walking aids couldn't do that so they told him he 
would have to just 'sneak in at the back' 

 

Attitudes: 
- Low expectations. 
- Exclusion. 
- Derogatory comments. 
- Being treated differently in a negative manner. 
- Inexperience and prejudgements. 
- MEH Lack of experience working with SEN results and SEN kids being excluded. 
- Exclusion of MLD from music accreditation. 
- Discrimination – being charged more per pupil than mainstream schools because of lower numbers of 

participants 
- Acceptance of needs and behaviours – adaptability 
- D6 - "Child A will sit out this session because they cannot join in". 
- D7 - They are sometimes forgotten about - or an assumption is made that they can't take part.... 
- D8 - Children who find it easier to build relationships or engage in social activities were tiven more opportunities 

to participate [than children with SEN] 
- D2 - MEH staff often don't know how to work with students with needs therefore SEN students become excluded 

from music lessons, provided with no support so the challenge is too great, or their behaviour admonished when 
they are in fact communicating that their needs aren't being met. Also at management level, some managers 
have had very low expectations and been derogatory in their comments regarding SEN students without actually 
knowing them. 

- D3 - Mainstream schools asking for SEND students to be taught outside their normal music lesson 
- D9 - When I suggested to a primary school teacher that I would like to teach woodwind instruments to more 

SEND pupils, I was told they might break the instruments and it was not a good idea. 
- T15 - Sometime I have been asked to just do slightly less of the mainstream lesson plans that are already written 

rather than be given the freedom to tailor my delivery to SEND schools 
 

Lack of opportunities compared to ‘others’: 
- More opportunities given to mainstream schools 
- Less opportunities for some with ASN.  
- Limited work placements in the arts for SEN 
- Lack of arts progression 
- Lack of employment opportunities in music 
- Lack of pathways in the arts 
- Lack of creative arts employment pathways 
- Poor access to music curriculum or opportunities 
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Appendix 18: Ethics Form 
 

 

 
 

ADAPTED FROM RESEARCH ETHICS FORM 3: FACULTY REVIEW FORM 
 

EdD Thesis 
 

GUIDELINES 
 

This form is for staff and students. It will help you set out the ethical aspects of your project that 
need to be reviewed. Before completing it, you need to: 

1. Read The University Research Ethics Policy (a link to this is in Section 5 of this form). 

2. Discuss the ethical aspects of your project with your supervisor. 

It is your responsibility to follow the University’s Policy on the ethical conduct of research and to follow 
any relevant academic guidelines or professional codes of practice pertaining to your study when 
answering these questions. This includes providing appropriate information sheets and consent forms 
and ensuring confidentiality in the storage and use of data.   

The questions in this proforma are intended to guide your reflection on the ethical implications of 
your research. Explanatory notes and further details can be found in the Policy document.  

 

If any aspect of your project changes during the course of the research, you must notify the Chair of 
UREC.  

 

SECTION 1 
 

YOUR DETAILS 

1.1.  Your name: Kelly-Jo Foster-Peters 

1.2.  Your department: Institute of Education 

1.3.  Your Faculty:  Education 

1.4.  Your status: 

    Undergraduate Student 

 
  Staff (Professional Services) 

    Taught Master 

 
  Staff (Academic) 

 

    Research Degree Student  

 
  Other (please specify below) 

1.5.  Your university email address:  K.Foster-Peters.18@unimail.winchester.ac.uk 
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1.6.  Your telephone number: 07710 504407 

 For students only:  

1.7.  Your degree programme: EdD 

1.8.  Your supervisor’s name:  Dr Kerry Ball 

1.9.  Your supervisor’s department:  Institute of Education 

1.10.  Your supervisor’s email:  kerry.ball@winchester.ac.uk 

 
 

SECTION 2 
 

YOUR RESEARCH 

2.1.  Project title:  A transformative mixed methods participatory-social justice approach to 
exploring the causal factors of challenges in SEND music education partnerships. 

2.2.  Start date: June 2021 

2.3.  Expected completion date: September 2022 

2.4.  Expected location of data collection:   
Phase 1 - Web-based questionnaire(Online Surveys) and open narrative methods 
targeted at a population of employees in SEND Schools, Music hubs and arts 
organisations. 
Phase 2 – Participatory action research sessions at a selected arts organisation venue. 
(e.g. school, workplace, public place, University premises etc.) 

2.5.  Has funding been sought for this research? 

   Yes                  No 

2.6.  If so, where have you applied for funding?        

2.7. Has the funding been granted?  N/A 

   Yes                  No   Pending 

2.8. Is the research collaborative?  
(e.g. co-investigators from another institution, at or with another organisation or 
colleagues in another department) 

   Yes                 No 

  If yes, which?         

2.9. Is Disclosure and Barring Service clearance required for your study? 
 
It is your responsibility to contact the Disclosure and Barring Service (DBS) to confirm 
whether or not clearance is needed prior to commencing recruitment or data 
collection. More information here  

   Yes                  No 

2.10. Will your research be informed by guidelines from a professional association or specific, 
agreed standards of practice? 

   Yes                  No 

https://www.gov.uk/disclosure-barring-service-check/overview


 259 

  If yes, which?  BERA (2018)  

 
 
 
SECTION 3 
 

PROJECT DESCRIPTION 

This will be contained in your research proposal so it is not necessary to add any further information in 
this section. 
 

 

 

SECTION 4 
 

REFINING THE LEVEL OF ETHICS REVIEW REQUIRED 
 

Please mark with an  as appropriate by double clicking on the relevant boxes and 
selecting ‘checked’. Please disregard the questions in grey highlight. 

YES NO 

1 
Does the research involve members of the public in a research capacity as co-
researchers? (I.e. as in participant research where involvement extends beyond data 
collection) 

  

2 
Is there a risk of over-disclosure that may put the participants at risk or cause them 
any anxiety? 

  

3 
Will tissue samples (including blood) be obtained from participants? 
  

  

4 
Will the study require the co-operation of a gatekeeper for initial access to 
participants? (E.g. to students at school, to members of self-help group.) 

  

5 
Is the right to withdraw from the study withheld at any time, or not made explicit? 
  

  

6 
Is there any reason participants may feel obliged to participate in the study against 
their will? 

  

7 
Will the research involve administrative or secure data that requires permission 
from the appropriate authorities before use? 

  

8 
Will financial inducements (other than reasonable expenses and compensation for 
time) be offered to participants? 

  

9 
Are there payments to researchers /participants that may have an impact on the 
objectivity of the research? 

  

10 
Is there any cause for uncertainty as to whether the research will fully comply with 
the requirements of the General Data Protection Regulation (GDPR) (2018)? 

  

11 
Does any part of the project breach any codes of practice for ethics in place within 
the organisation in which the research is taking place? 
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12 

Are drugs, placebos or other substances (e.g. food substances, vitamins) to be 
administered to the study participants? Please note: for fast track review, it is 
expected that the study will not involve invasive, intrusive or potentially harmful 
procedures of any kind. 

  

13 
Is pain or more than mild discomfort likely to result from the study? 
  

  

14 
Could the study induce psychological stress or anxiety or cause harm or negative 
consequences beyond the risks encountered in normal life? (E.g. involve prolonged 
or repetitive testing.) 

  

 

If your research design requires you to answer YES to any questions in the checklist other 
than Question 4 then after scrutiny by the Faculty Ethics Representative your project may 
be required to undergo full review by the University Ethics Committee.  
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SECTION 5 

 

ADDITIONAL INFORMATION  

 
Key documents to refer to in your review of the ethical aspects of your project: 
BERA (2018) Ethical Guidelines for Educational Research (4th edn). London: BERA.  
Available at: 
https://www.bera.ac.uk/publication/ethical-guidelines-for-educational-research-2018 
 
Scallan, S. (2019) RKE Ethics Policy and Procedures: University of Winchester,  
See in particular Section 1.6 (page 5) Guidelines on ensuring compliance with The Data 
Protection Act 2018 and General Data Protection Regulation (GDPR) 
 
Available at: 
https://intranet.winchester.ac.uk/information-bank/document-
store/Published/RKE%20Ethics%20Policy%20and%20Procedures.pdf 
 
Please note that if the focus of your research requires vulnerable children be invited to 
participate in your research, please complete the additional section ‘Engaging with 
vulnerable children in your research’. Vulnerable children could include those with Special 
Educational Needs, children who have suffered trauma, children who are in the care of the 
state etc. See the following link to guidance from the Children’s Commisioner for further 
information: 
https://www.childrenscommissioner.gov.uk/wp-content/uploads/2017/07/CCO-TP2-Defining-
Vulnerability-Cordis-Bright-2.pdf 
 
Should the focus of your research not require inclusion of vulnerable children in your sample 
then please could you check the background of all the children you intend to invite to 
participate so that you do not inadvertently include a child who could be considered 
vulnerable.  
 
Please use the checklist below to structure your reflections on the ethical considerations within 
your research design. 
 
Overarching questions to help you reflect on ethical aspects of your research design. Use these 
to help you address the questions in the checklist focussing on access, consent, withdrawing 
from the research process, confidentiality and anonymity, power imbalance and engaging with 
participant voice: 
 

1. Why do you plan to do your research in the way you have outlined in your research 
design? (rationale for your research design) 

2. What impact will each aspect of your research design have on participants? 
3. Is there any aspect of your research design that could be changed to enhance the 

experience of participants as they engage in the project? How would this impact on the 
data you are able to collect? 

 

https://www.bera.ac.uk/publication/ethical-guidelines-for-educational-research-2018
https://intranet.winchester.ac.uk/information-bank/document-store/Published/RKE%20Ethics%20Policy%20and%20Procedures.pdf
https://intranet.winchester.ac.uk/information-bank/document-store/Published/RKE%20Ethics%20Policy%20and%20Procedures.pdf
https://www.childrenscommissioner.gov.uk/wp-content/uploads/2017/07/CCO-TP2-Defining-Vulnerability-Cordis-Bright-2.pdf
https://www.childrenscommissioner.gov.uk/wp-content/uploads/2017/07/CCO-TP2-Defining-Vulnerability-Cordis-Bright-2.pdf
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Please select the EITHER FRAMEWORK 1 OR 2 for your research based on whether the participants 
require parents/carers to provide additional informed consent. FRAMEWORK 3 IS ONLY REQUIRED 
IF YOUR PARTICIPANTS ARE CONSIDERED TO BE VULNERABLE.  
 
FRAMEWORK 1:  

 
FRAMEWORK 2: Ethics Framework for EdD Thesis Study - Working with participants who are able 

to give informed consent to engage in the research 

 

FRAMEWORK 1:  Working with participants who require additional parent/carer consent to 
engage in the research 
 

Access 

 
1. How will you ensure that the gatekeeper fully understands what you intend to do in your 

research? E.g.  
➢ Ensure that the wording and layout that all communication such as the project 

information sheet and letters make the information clear and accessible. 

Response:  
 

 
2. How will you ensure that the children and their parents/carers fully understand what you 

intend to do in your research? E.g.  
➢ Ensure that your project information sheet written in accessible language and is 

not too detailed. Consider if you need to have slightly different terminology in the 
information for parents/carers cf. the gatekeeper. Check the layout is easy to 
navigate e.g. not too much dense text. 

➢ Provide opportunities for parents/carers to ask questions about the research either 
face to face or via email. 

Response:  
 

Consent 

 
1. How will you ensure that the children able to give their consent to participate in the 

study? E.g. 
➢ Older children can perhaps give written consent, very young children might give 

verbal consent.  
➢ How will you empower children to opt out of the research process? Consider how 

you will make clear that there will be no adverse consequences for those 
individuals who choose not to participate.  

Response:  
 

 
2. How will you gain consent to participate in the study from the parents / carers of these 

children? E.g.  
➢ Ensure that your project information sheet gives specific detail regarding what 

their children will be asked to do. 
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➢ Ensure that consent takes the form of opt in consent rather than asking 
parents/carers to only reply if they want their child to opt out.  

Response:  
 

Withdrawing from the research process: empowering participants 

 
1. How will you empower children so that they feel able to withdraw from the study should 

they wish to? Good research is respectful of the participants and their right to withdraw 
this is particularly import when working with children. E.g.  

➢ Make the possibility of withdrawing from the research very clear in the project 
information sheet and all communication such as letters.  

➢ Consider implementing a process of informal on-going consent throughout 
research needs to be considered. One strategy is to give them a sign that they can 
decorate which says STOP and they can hold it up if they do not want to answer a 
question or do an activity and you can then explore if they want to withdraw from 
the research altogether.  

Response:  
 

 
2. Is the right of individuals to withdraw from the research clearly explained and are any time 

limits associated with this clear? E.g.  
➢ Often it is not possible to withdraw data once the data analysis phase has started 

and therefore a timeframe needs to be specified in the project  information sheet 
when withdrawal from the research is possible.  

Response:  
 

Confidentiality and anonymity 

 
1. How will confidentiality be ensured in data storage? E.g.  

➢ All material that could identify individuals is kept secure on password-protected 
devices / locked file drawers.  

➢ Ensuring that audio recordings are not created unless specific written consent has 
been given by parents/carers.  

➢ PLEASE AVOID COLLECTION OF VIDEO EVIDENCE UNLESS ABSOLUTELY NECESSARY 
and only where it has been discussed and agreed with your supervisor and the 
gatekeeper in the school where your research will be carried out. Should it be 
necessary to collect video evidence please reflect on the following in the ethics 
form: Explain how the secure storage of images will be ensured; that no one but 
yourself and school staff will be able to view these images; that the images will be 
recorded on a device that will not leave the school premises or alternatively will be 
stored securely and remain within a system used by the school for video recording, 
such as IRIS; that no copies of these images will be made; and that the images will 
be deleted immediately after you have carried out your analysis. Gain written 
consent from parents / carers to gather video evidence.  

➢ If your study involves collection of photographic evidence, please ensure that any 
photographs that you take DO NOT INCLUDE: 
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-anything that could enable identification of a particular child, especially children’s 
faces, but also anything else that could be associated with a particular child; 
-anything that could facilitate identification of the school e.g. school logos on 
jumpers/sweatshirts; information on notice/display boards in the background of 
your photo; logos or labels on books. 

Response:  
 

 
2. How will confidentiality be ensured with regard to disclosure of potentially sensitive 

information? E.g.  
➢ Carry out careful scrutiny of all data to ensure that no sensitive information is 

included. 
➢ Ensure that you are aware of the school policy regarding what to do if information 

is revealed by participants that may require action in relation to Safeguarding 
issues. 

Response:  
 

 
3. How will anonymity be achieved in presentation of the data? E.g. 

➢ Ensure that both schools / settings and individual participants cannot be 
identified; use  pseudonyms;  do not include data in your findings that could 
identify an individual due to particular things they have said etc. 

Response:  
 

Considering power imbalance and engaging with participant voice 

 
1. How will you take into account the potential for power imbalance when working with young 

people or colleagues that may impact on participants’ responses? E.g.  
➢ Enabling participants to respond to questions via a questionnaire where their 

responses are anonymous 
 
Response:  
 

 
2. Are there opportunities within your research design for giving children choices regarding 

how they participate in your research? E.g.  
➢ Enable children to choose whether they will be interviewed in pairs / small groups 

rather than individually 
 

Response:  
 

 
3. How could you provide opportunities for participants to engage with the findings from your 

research?  E.g.  
➢ Make the research findings available for participants e.g. children and their 

parents / carers 
 
Response:  
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Any other issues 

 
Considering the research context and the safety of participants and yourself: 

➢ Ensure that you carry out your research in a place that is not isolated so that there is a 
member of staff from the context where you will do your research nearby and within view. 

➢ Consider whether a risk assessment needs to be carried out for any of the activities that 
you will carry out and if appropriate include this with your research proposal. 
 

Response:  
 
Thinking about what your research will ‘give back’: 

➢ Are there any potential benefits of your research for the participants or education context 
where you will carry out the research? 

➢ How could you enhance opportunities within your research design for making a positive 
contribution through your research? 

 
Response:  
If there are any other issues that you consider may be important in the development of the ethics 
within your study that have not been explored in other parts of this form, please reflect on them 
here: 
 
Response:  
 

 
FRAMEWORK 2:  Ethics Framework for EdD Thesis Study: Working with participants who are able 

to give informed consent to engage in the research 

 

Access 

 
If your research requires you to request permission from a gatekeeper to access research 
participants: 
How will you ensure that the gatekeeper fully understands what you intend to do in your research? 
E.g.  

➢ Ensure that the wording and layout that all communication such as the project information 
sheet and letters make the information clear and accessible. 

Response:  
➢ The gatekeepers involved in this study will involve headteachers and management/leads of 

arts organisations including music education hubs. (MEHs) My experience of 20 years 
teaching and of working with headteachers, management from MEHs, and staff from arts 
organisations means I am socially aware of the different types of organisations and of the 
appropriate level of professional communication needed for positive interaction. 

➢ The letter/email to gatekeepers will use clear wording to describe the aims of the study and 
the purpose of their role within the study. 

➢ For transparency, researcher and project information including the aims of the research will 
be communicated clearly to any gatekeepers.  

➢ My researcher contact details will be shared ensure that I can handle any follow-up contact if 
there are further questions about the research or explanations needing to be clarified.  

➢ Clearly communicate the transformative agenda of a common goal in improving the quality of 
inclusive practice in music education for young people with additional needs. This could 
provide an incentive for involvement.  
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➢ Communicate clearly the research aims and goals. 
➢ Convey the benefits of involving participants in the research to support credibility, 

transferability, dependability and confirmability (Conway, 2020).  
 

Consent 

 
1. How will you ensure that the participants fully understand what you intend to do in your 

research? E.g.  
➢ Ensure that your project information sheet written in accessible language and is not too 

detailed. Consider if you need to have slightly different terminology in the information for 
participants cf. the gatekeeper. Check the layout is easy to navigate e.g. not too much dense 
text. 

➢ Provide opportunities for participants to ask questions about the research either face to face 
or via email. 

Response:  
➢ Ensure access to the open narrative and online survey is simple and well communicated, including all 

projects/researcher information and consent forms.  
➢ Design a simple and presentable website with a summary of the study aims and secure links to access 

the open narrative and questionnaire methods for respondents to fill in. 
➢ Ensure that the website conveys the aims of the study using clear wording. It will explain the positive 

incentives for participating in the research, conveying a message of beneficence and promoting the 
common goal of transforming the quality of practice for music education partnerships in SEND 
schools.  

➢ Provide opportunities for further questions by providing an email address/contact number. 
➢ For the participatory action research sessions, the session will be built around the findings from phase 

1 of the study. When they are available, more information will be sent out prior to the sessions taking 
place in phase 2, making explicitly clear the information about what the procedures will be in the 
sessions. I am using cultural-historical activity theory to underpin the structure of these sessions and 
will be hosting them in a style similar to the world Café method. Be prepared to move the event 
online in case of unforeseen challenges and adapt the consent form accordingly.   

 
2. How will you ensure that the participants empowered to give informed consent to participate in 

the study? E.g. 
➢ Normally this will take the form of written consent.  
➢ How will you empower participants to opt out of the research process? Consider how you will 

make clear that there will be no adverse consequences for those individuals who choose not to 
participate in the study.  

Response:  
➢ By submitting a completed narrative or online survey (already completed and tested in the pilot study 

module), this will form part of the consent process as it is voluntary to take part. 
➢ A letter or email with clear guidance and a signed consent option will need to be returned before 

participating in the phase 2 action research sessions. 
➢ Participants are free to give consent (SPA Guidelines 2009).  

Withdrawing from the research process: empowering participants 

 
➢ How will you empower participants so that they feel able to withdraw from the study should they 

wish to? Good research is respectful of the participants and their right to withdraw this is particularly 
import when working with children. E.g.  

➢ Make the possibility of withdrawing from the research very clear in the project information sheet and 
all communication such as letters.  
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➢ Consider implementing a process of informal on-going consent throughout research needs to be 
considered.  

Response:  

➢ Notify participants on the project information letter and consent form of the opting out process in the 
phase 2 participatory sessions.  

➢ Participants have the right to withdraw from attending the session in at any point (Hammersley, 
2018). 
 
 

 
➢ Is the right of individuals to withdraw from the research clearly explained and are any time limits 

associated with this clear? E.g.  
➢ Often it is not possible to withdraw data once the data analysis phase has started and therefore a 

timeframe needs to be specified in the project information sheet when withdrawal from the research 
is possible.  

Response:  
 

➢ Communicate clearly that the submission of data cannot be reversed once the analysis process has 
begun.  

➢ Convey a proposed timeframe for the study in the project information to specify periods of time for 
data gathering and data analysis explaining clearly the sequential nature of collecting data in this 2-
phase methodological design. Include dates and processes for withdrawal. 

➢ Details on deadlines for withdrawing information before the analysis stage will be included on the 
consent form/project information sheet. 
 

Confidentiality and anonymity 

 
➢ How will confidentiality be ensured in data storage? E.g.  
➢ All material that could identify individuals is kept secure on password-protected devices / locked file 

drawers.  
➢ Ensuring that audio recordings are not created unless specific written consent has been given by 

parents/carers.  
➢ IF COLLECTION OF VIDEO EVIDENCE IS NECESSARY the implementation of this must be discussed and 

agreed with your supervisor and the gatekeeper in the research context where your research will be 
carried out (if appropriate). Please reflect on the following in the ethics form: Explain how the secure 
storage of images will be ensured; that no copies of these images will be made; and that the images 
will be deleted immediately after you have carried out your analysis. Gain written consent from 
participants to gather video evidence.  

➢ If your study involves collection of photographic evidence, please ensure that any photographs that 
you take DO NOT INCLUDE: 

-anything that could enable identification of a particular individual, also anything else that 
could be associated with a particular individual; 
-anything that could facilitate identification of the research context e.g. logos; notice/display 
boards in the background. 

Response:  
➢ The website URL will only be sent out to gatekeepers and respondents and otherwise not be made 

public.  
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➢ Online Surveys (Jisc) software will be used to collect the data from the open narrative and 
questionnaire. This software is commonly used in education and university research as it is compliant 
with all GDPR principles.   

➢ Anonymity will be at the forefront of all data and efforts will be made to erase any identifiable 
features. Names of people or organisations, or locations, will be changed. 

➢ Any electronic data will be stored on a password protected device. 
➢ Audio recording will be used in open interviews for the sole purpose of remembering conversation 

points. Once the data has been collected the audio recording can be deleted. Until then, the audio 
will be stored on a password protected device. 

➢ Action research sessions. Pressure zone microphones connected to a mixing desk and a password 
protected computer will be used as audio recorders to capture conversations. A single video 
recording using a camcorder will be made for evaluation purposes. All audio/visual media will be 
uploaded immediately after the event and stored on a password protected computer. Audio/visual 
data will be deleted from the computer once the thesis is complete. 

➢ If the event is online, video recording will be stored a password protected computer until notes are 
taken for data analysis purposes. The video will be immediately deleted after the main points have 
been transcribed. 

➢ Data handling will abide by strict confidentiality guidelines (GDPR 2018; Data Protection Act 

2018). Transcriptions will be anonymised ensuring no identifiable features will be seen. 

 

 
➢ How will confidentiality be ensured with regard to disclosure of potentially sensitive information? E.g.  

➢ Carry out careful scrutiny of all data to ensure that no sensitive information is included. 
➢ Ensure that you are aware if there is a policy within the institution where you are carrying out 

your research regarding what to do if information is revealed by participants that may require 
action in relation to Safeguarding issues. 

Response:  

➢ For participants completing the narrative or questionnaire in phase 1, they can be completed 

in confidentiality online and therefore will guarantee as much anonymity as possible.  

➢ The participatory action research sessions cannot offer confidentiality as they will be in 

person. However, it will be made clear to participants that a thematic analysis of the 

discourse is the purpose of the session and not attributing specific people to the comments. 

No identifying features, including names of people or schools, will be in the report. Coding 

will be used to convey data. 

 

 
➢ How will anonymity be achieved in presentation of the data? E.g. 

➢ Ensure that both the research context and individual participants cannot be identified; use 
pseudonyms;  do not include data in your findings that could identify an individual due to 
particular things they have said etc. 

Response:  

➢ With regards to respondents in phase 1 filling in either the open narrative and online survey, 

any identifying details about specific projects, people or organisations will be omitted so as 

not to include any identifiable features. 

➢ Anonymity cannot be given in the phase 2 focus group sessions. However, anonymity can be 

given in the written report by omitting any identifying features such as names. 
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Considering power imbalance and engaging with participant voice 

 
➢ How will you take into account the potential for power imbalance that may impact on 

participants’ responses? E.g.  
➢ Enabling participants to respond to questions via a questionnaire where their responses are 

anonymous 
 
Response:  

➢ The open narrative is being offered as an opportunity for SEND music teachers to write a 
counter-narrative in opposition to more dominant voices. The aim is to readdress power 
imbalances by giving a tool for teachers to voice their opinion.  

➢ The sample of people selected to fill in the online survey will be representative of a range of 
roles in varying positions of power. The online survey is influenced by Bourdieu’s sociological 
theories and ought to be able to distinguish between different categories of hierarchical 
power. 

➢ In phase 2 the focus group sessions will be delivered in a geographical location away from my 
hometown to increase impartiality and reduce researcher bias.  

➢ Involving a well-established gatekeeper to host the focus group sessions may help to add 
trustworthiness and validity from participants who are aware of the values and agendas of 
the Organisations. Organisations from the field of Inclusive/SEND music education share the 
common goal of improving the quality of music education opportunities for young people 
who face adversity. This research may inform their practice and help generate change in the 
field of inclusive music education. I have many contacts in some of these organisations and a 
reputation of being the SEND music teacher advisor on the DfE music hubs advisory board 
and so am positive that these organisations may want to support this research. They would 
not be involved in the data collection aspect, but instead help to find suitable sample of 
participants and a suitable location/venue for hosting.  

➢ Clarify any implications and risks associated discussions on sensitive topics, for example 
inclusion and disability, that could result in moral arguments or cause an individual any 
psychological harm. 

➢ In the role of researcher, think critically, use ethical reasoning skills, structure moral 
arguments, and act reflexively to examine, identify and manage risk (Punch and Oancea, 
2014) 
 

 
1. Are there opportunities within your research design for giving participants choices regarding how 

they participate in your research?  
 

Response:  
➢ Even though the narrative will be targeted at SEND music teachers and the questionnaire at a wider 

more diverse population sample, the choice of access to either two methods will be offered on the 
website. Decisions of which method to select can be made based on which is a lesser burden or which 
method they feel is most suitable. This reduces the risk of power imbalance between the participants 
involved. 

 
2. How could you provide opportunities for participants to engage with the findings from your 

research?  E.g.  
➢ Make the research findings available for participants and provide them with opportunities to 

comment 
Response:  
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• The results of phase 1 of the study will inform the focus group sessions in phase 2. The nature of the 
action research sessions will use the world café method as a model to organise the structure of the 
sessions. Participants will be expected to be fully involved in contributing to the creation of a new 
social epistemology. Participants will discuss problems and suggest ways of enacting change for the 
better to create higher quality inclusive practice. 

• Findings from phase 1 will be available to those participating in phase 2, while the thesis findings will 
be available to all those involved after publication.  

• All participants can request access to their personal data and request the removal/rectification of 
their data before the publication of the thesis.  

• The online survey and open narrative will be completed anonymously and therefore may present a 
challenge in locating specific contributions. However, every attempt to find specific data which a 
participant wishes to omit will be made.  

• The focus group sessions will provide transcripts of the table discussions for participants to review 
their own contributions before the data analysis stage. Timeframes will be included on consent forms.  

 

Any other issues 

 
Considering the research context and the safety of participants and yourself: 

➢ Ensure that you carry out your research in a place that is not isolated and consider any possible risks 
to yourself and participants. 

➢ Consider whether a risk assessment needs to be carried out for any of the activities that you will carry 
out and if appropriate include this with your research proposal. 
 

Response:  

• A risk assessment will be undertaken on the arts venue once it has been confirmed and nearer the 
time of phase 2 of the study, which is due to start in January 2022. 

 
Thinking about what your research will ‘give back’: 

➢ Are there any potential benefits of your research for the participants or education context where you 
will carry out the research? 

➢ How could you enhance opportunities within your research design for making a positive contribution 
through your research? 

 
Response:  

• A possible benefit for the gatekeepers hosting the participatory action research sessions is that it will 
offer a method of improving partnership working. This may be developed further by these 
organisations and contribute to wider methodological approaches in assessing quality in SEND music 
education partnerships. 

• The participatory session acts as CPD for people attending and offers an opportunity to network. This 
is especially valuable to music teachers who often work in isolation in school classrooms.  

 
If there are any other issues that you consider may be important in the development of the ethics within your 
study that have not been explored in other parts of this form, please reflect on them here: 
 
Response:  
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Follow up review for data use from the online event 

 

Date of correspondence: 17.6.2022 

Conditions set through consultation with the Chair of the University Ethics Committee for 

use of data collected in the online event: 

1) Please can you confirm that you have stored the audio separately to the video. 

2) All video or other images need to be completely deleted and not used as part of 

your data. 

3) The audio files and transcripts need to be stored on the University cloud storage. 

 

Researcher Response  

I will upload the audio to the university cloud and make sure the video is deleted. I can 
confirm the audio was recorded separately to the video file. There was no audio recorded 
on the video file.  
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SECTION 6 

Please remember to append any forms or documents that may be relevant to your ethics 
review by copying and pasting them into this document: 

- Letters e.g. gatekeeper and to parents/carers and participants 
- Consent forms 
- Project information sheet 

Your form cannot be considered unless it is submitted with the required supporting 
documentation. Omitting to do so will delay the ethics review process.  

 

PLEASE COPY AND PASTE SUPPORTING DOCUMENTATION HERE: 

 
 

 

This diagram shows a basic overall picture of the planned methodological decisions for this 
thesis and to help situate the project forms/consent forms/and gatekeeper letters needed: 
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Phase 1 participants - Project Information Sheet 
 

My background and overview of the research 

My name is Kelly-Jo Foster-Peters and I have 20 years of experience as a music teacher in 

secondary schools, both mainstream and SEND (Special Educational Needs and Disabilities).  

 

I am a doctoral candidate conducting research for a professional doctorate in education (Ed.D.) 

at the University of Winchester. This thesis study aims to explore the causal factors of challenges 

in SEND music education partnerships. These partnerships involve a diverse range of educators 

and arts practitioners from SEND schools settings, Music Education Hubs (MEHs) and arts 

organisations.  

 

What is the Research about?  

The research study aims to involve members of the relevant communities to improve the quality 

of working together inclusively in SEND music education partnerships. The thesis will explore 

viewpoints on challenges associated with working in SEND music education partnerships as well 

as the causes behind some of these challenges. This study will initially look at findings from a 

range of research methods before involving communities to participate in the discourse on how 

to address challenges to improve partnership working. 

The study will follow a timeframe of 12 months and collect data in 2 phases, with the findings 

from the first phase informing the second phase: 

Data Collection: Phase 1 

September-December 2021 – Open narrative, questionnaire, documentary analysis 

Data Collection: Phase 2 

January - April – Participatory action research sessions  

Why am I being asked to participate? 

You are being asked to participate in phase 1 of the research study because you are an educator 

or arts practitioner who has experience working in SEND music education partnerships. By 

volunteering information either by the telling of a personal narrative or by filling in the 

questionnaire you will be consensually agreeing that the information you freely give will 

contribute to the results of this thesis study.  

 

Why is this research important?  

Due to a lack of specialist music teachers in SEND education, schools often engage in 

partnerships with music education hubs and arts organisations to enhance the curriculum. The 

quality of partnership work in inclusive music education can be varied. This research aims to 

contribute to current discourse on what challenges may occur during partnership work and how 

the communities can work together to improve practice.  

 

How can I participate in the research project?  

SEND music teachers are invited to write a narrative telling their stories of experiences of 

challenges when working in music education partnerships and their opinions on the causal 

factors of some of these challenges. 

 

OR 

 

All educators and arts practitioners who have experiences working in SEND music education 

partnerships between SEND school settings, music education hubs or arts organisations are 
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invited to fill in the self-administered questionnaire to share their perspectives on SEND music 

education partnerships. The questionnaire will look for trends of opinion depending on a range 

of sociocultural factors. 

 

What happens if I do not take part? 

There are no consequences for not taking part.  

 

What will happen to the information I give? 

Clicking on the link to either the narrative or questionnaire conveys a level of consent, however 

further details regarding the issues surrounding consent will be available on the research 

website. It is important to omit any identifiable features when giving information. Any other 

identifiable features will be removed prior to data analysis. Anonymity is a core principle of this 

phase of the research study. All data will be stored on the Online Surveys (Jisc) software which is 

fully compliant with GDPR guidelines. Other information with remain on a password protected 

computer. The data collected will be analysed and presented as findings to inform the second 

participatory stage of the research thesis. If requested by email, every effort to withdraw 

narrative or questionnaire data will be made prior to the analysis stage. Dates of the analysis 

stage will be listed on the website. The data may be archived for informing future practice and 

held for at least 3 years. 

 

Can I see the results? 

In conveying transparency, the results will available at the end of the study once the thesis is 

published. Main themes from the findings in phase 1 will inform the participatory action research 

sessions in phase 2. Due to the confidentiality involved in this phase of the research participants 

will not be contacted individually regarding the results. However, the thesis will be published 

publicly and the findings will be presented on the researcher website link.  I will be contactable 

on the email address below, should any questions arise throughout the study. 

Additional Information 

The Faculty of Education Ethics representative at the University of Winchester has approved this 

study. 

Complaints regarding the mishandling of data can be lodged with the Information Commisioner’s 

Office (ICO). 

 

If you have any questions regarding this study at any point of time, please contact me on 

K.Foster-Peters.18@unimail.winchester.ac.uk 

 

If you have any concerns at any point in the research, please contact my Director of Studies Dr 

Kerry Ball: email address 

 

or the University Data Protection Officer: Stephen Dowell at: Stephen.Dowell@winchester.ac.uk 

 

 

 
 
 
  

mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
mailto:Stephen.Dowell@winchester.ac.uk
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Consent Form for phase 1 – questionnaire and open narrative 
 

Research Project:   

A transformative mixed methods participatory-social justice approach to exploring the causal factors 

of challenges in SEND music education partnerships. 

Researcher: Kelly-Jo Foster-Peters 

I agree to participate in: 

➢ Writing about my experiences of working in SEND music education partnerships. 

➢ OR completing the self-administered questionnaire. 

Please initial in the box next to each of the statements below which you agree with: 

I have read and understand the information provided in the Project Information 

Sheet about this research study. 

 

I understand the task I am being asked to do and give informed consent for the 

information I freely give to be used and analysed in this thesis study. 

 

By submitting either a narrative or questionnaire recognise this action is done 

voluntarily and with full consent. 

 

I understand that I should aim to omit any identifying features (eg. School 

name, practitioner names) and that this process will be checked again before 

data analysis to retain the principle of anonymity.   

 

I understand that due to the anonymity of submitting information it will be 

difficult to withdraw once this process has happened, however I can contact the 

researcher at any time to attempt to locate and withdraw my data before the 

data analysis stage.  

 

 

I understand GDPR guidelines will be adhered to with regarding the storing of 

data and that my rights to privacy will be respected at all times. 

 

I understand that the data collected will be held safely and securely on a 

password protected site – Jisc Online Surveys - which is GDPR compliant. 

 

 

I give consent for my contributions to inform the findings which will be used to 

underpin phase 2 on this research study.  

 

I consent to the possibility that data with be retained for up to 3 years and may 

be used in future academic papers or presentations relating the research field.  

 

I understand that I can contact representatives at the University of Winchester 

should I have any concerns about the study.  

 

 

Participant name:  Date: 

Participant signature:  Date: 

Researcher name:  Date: 

Researcher signature:  Date: 
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Phase 2 - Project Information Sheet 
 

My background and overview of the research 

My name is Kelly-Jo Foster-Peters and I have 20 years of experience as a music teacher in 

secondary schools, both mainstream and SEND (Special Educational Needs and Disabilities).  

 

I am a doctoral candidate conducting research for a professional doctorate in education (Ed.D.) 

at the University of Winchester. This thesis study aims to explore the causal factors of 

challenges in SEND music education partnerships. These partnerships involve a diverse range of 

educators and arts practitioners from SEND schools settings, Music Education Hubs (MEHs) and 

arts organisations.  

 

What is the Research about?  

The research study aims to involve members of the relevant communities to improve the 

quality of working together inclusively in SEND music education partnerships. The thesis will 

explore viewpoints on challenges associated with working in SEND music education 

partnerships as well as the causes behind some of these challenges. This study will initially look 

at findings from a range of research methods before involving communities to participate in the 

discourse on how to address challenges to transform and improve partnership working. 

The study will follow a timeframe of 12 months and collect data in 2 phases, with the findings 

from the first phase informing the second phase: 

Data Collection: Phase 1 

September-December 2021 – Open narrative, online survey, documentary analysis 

Data Collection: Phase 2 

January - April – Focus group sessions  

Why am I being asked to participate? 

You are being asked to participate in phase 2 of the research study because you are an 

educator or arts practitioner who has experience working in SEND music education 

partnerships. By volunteering to attend the participatory action research session you will be 

contributing to a community-wide discourse on practical solutions for transforming SEND music 

education partnerships. 

 

Why is this research important?  

Due to a lack of specialist music teachers in SEND education, schools often engage in 

partnerships with music education hubs and arts organisations to enhance the curriculum. The 

quality of partnership work in inclusive music education can be varied. This research aims to 

contribute to current discourse on what challenges may occur during inclusive partnership 

work and how the communities can work together to improve practice.  

 

How can I participate in the research project?  

You can attend a focus group session on ……………….. at ……………….. (location) for educators and 

practitioners with experience working in SEND music education partnerships. The aim is to have 

equal representation from people employed by SEND schools, arts organisations and music 

education hubs. The session will be delivered in a World Café informal style with participants 

grouped by the type of employer at tables. Each table will have a host who will write down 

thoughts and ideas being raised, before the participants move on to the next table. The table 

hosts will present the discussions and solutions raised at the end of the session so that any 
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more ideas can be added to the overall contribution. It is hoped that the knowledge about 

transforming partnerships can come from the community and not from the researcher.  

 

What happens if I do not take part? 

There are no consequences for not taking part.  

 

What will happen to the information I give? 

While anonymity and confidentiality cannot be given in the focus sessions, anonymity will be 

provided in the written report including the removal of any identifying features such as names 

of people and places, which may be replaced with pseudonyms. All data, including media data 

will be uploaded and stored on a password protected computer. The session will be video 

recorded and table discussions will be audio recorded. Media recordings will be uploaded 

immediately onto a password protected computer. This information will be transcribed and 

available for checking by participants, prior to data analysis. Data will be analysed using GDPR 

compliant software, for example NVivo. Written data may be archived for informing future 

practice and held for at least 3 years but media data will be deleted after the thesis process. 

 

Can I see the results? 

In facilitating transparency, the transcripts from the focus groups will be available for the 

participants to check and review before data analysis. The thesis will be published publicly and 

the findings will be presented on the researcher website link.  I will be contactable on the email 

address below, should any questions arise throughout the study. 

Additional Information 

Covid-19 safety measures will be in place at all times in the participatory sessions, adhering to 

all government guidelines. 

The Faculty of Education Ethics representative at the University of Winchester has approved 

this study. 

Complaints regarding the mishandling of data can be lodged with the Information 

Commissioner’s Office (ICO). 

 

If you have any questions regarding this study at any point of time, please contact me on 

K.Foster-Peters.18@unimail.winchester.ac.uk 

If you have any concerns at any point in the research, please contact my Director of Studies Dr 

Kerry Ball: Kerry.ball@winchester.ac.uk  

or the University Data Protection Officer: Stephen Dowell at: 

Stephen.Dowell@winchester.ac.uk 

 

 

 

 

 

 

 

 
  

mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
mailto:Kerry.ball@winchester.ac.uk
mailto:Stephen.Dowell@winchester.ac.uk
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Gatekeeper Letter for phase 2 of the research study (Draft Outline) 
 
Description: This letter/email will be sent to managers of lead inclusive music education 
organisations to see whether they would be interested in participating in this research study. The 
gatekeeper ought to be incentivised by the themes of the research and benefit by becoming a 
participant in the study and using it as a training session for associated educators and practitioners.  

 
Email address for correspondence 

  
Addressee's name and address for correspondence 
  
Date 
  
Dear Sir / Madam  
 
Re: Invitation to participate in thesis research on the causal factors of challenges of working in SEND 
music education partnerships.   
 
I am a doctoral student at the University of Winchester working on a final thesis as part of the EdD 
qualification. The topic of my thesis study relates to SEND music education partnerships which 
involve inclusive project collaborations between SEND school settings, arts organisations and music 
education hubs. The aim is to improve the quality of SEND music education partnerships for the 
diverse community of staff, which will subsequently impact on the children’s learning experiences.  
 
My previous experience includes 10 years teaching classroom music in a large SEND school for 
children (11-19) with a range of complex needs, and prior to that 10 years teaching in mainstream 
education. Current debates on how to measure the quality in SEND music education partnerships 
raise questions of what high-quality partnerships look like particularly regarding educational 
outcomes. This transformative research study values the role of the community in making decisions 
about how to generate change and better ways of working. Therefore, I am inviting you to 
contribute to this research by participating as a gatekeeper. This role involves hosting the PAR 
sessions as well as selecting possible staff from SEND schools, music education hubs, and arts 
organisations who will benefit from participating in this study. There are no anticipated costs of 
being involved.  
 
Thank you for your time in reading this email. Should you wish to participate in this research study 
or have further questions, please do not hesitate to contact myself or alternatively my supervisor at 
the University of Winchester [supervisor name, email address]. 
 
Yours faithfully/sincerely, 
 
Kelly-Jo Foster-Peters 
K.Foster-Peters.18@unimail.winchester.ac.uk 
 
 
 
 
 
 
 
 

mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
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Participant Letter for phase 2 of the research study (Draft Outline) 
 
Description: This letter/email will be sent via the gatekeeper to selected potential participants to see 
whether they would be interested in participating in this research study.  
 

 
Email address for correspondence 

  
Addressee's name and address for correspondence 
  
Date 
  
Dear Sir / Madam  
 
Re: Invitation to participate in thesis research on the challenges of working in music education 
partnerships between SEND schools, music education hubs and arts organisations.   
 
After spending the last twenty years working as a classroom music teacher in secondary mainstream 
and SEND schools, I am currently working on a thesis as part of the Education Doctorate 
qualification. The goal of the thesis is to explore the causal factors of challenges associated with 
working in SEND music education partnerships. This includes partnerships between SEND school 
settings, music education hubs (MEHs), and arts organisations. Despite the national increase in 
quantity of SEND music education partnerships happening over the last ten years there are still 
many questions on what high-quality partnerships look like and how to measure it.  
 
During phase 1 of the study, I collected data in the form of educators and arts practitioners’ opinions 
on inclusive working in SEND music education partnerships. The main themes and findings from 
phase 1 will be the topic for discussion in a free focus group session for selected SEND music 
teachers and staff involved in SEND music education partnerships from both MEHs and arts 
organisations. 
 
This invitation is for you to attend a free session on ……(date/time)………… at ………(place)……….which 
will be modelled on a world café research method. Refreshments will be offered and the 
atmosphere will be of a relaxed nature. The event will adhere to current Covid-19 measures. As well 
as networking and socialising, the session will aim to give an equal opportunity to those involved in 
partnerships to voice their opinions on both the challenges and solutions of overcoming pre-
identified challenges. This transformative research study aims to expand learning further by 
involving the relevant communities in creating an agenda of change. The goal of this research is to 
improve the quality of SEND music education partnerships for the diverse community of staff, which 
will subsequently impact on the children’s learning experiences. 
 
Thank you for your time in reading this email. Should you wish to participate in this research study 
or have further questions, please do not hesitate to contact myself or alternatively my supervisor at 
the University of Winchester [supervisor name, email address]. 
 
Yours faithfully/sincerely, 
 
Kelly-Jo Foster-Peters 
K.Foster-Peters.18@winchester.ac.uk 
 

mailto:K.Foster-Peters.18@winchester.ac.uk
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Phase 2 - Consent Form for participants involved in PAR sessions 
Research Project:   

An exploration of the causal factors of challenges in SEND music education partnerships. 

Researcher: Kelly-Jo Foster-Peters 

I agree to participate in: 

➢ A World Café style session to discuss the causal factors of challenges when working in SEND 
music education partnerships. 

➢ Contribute to the discourse while respecting the viewpoints of others. 
➢ Contribute to the community discussion on positive solutions to the challenges being 

discussed. 

Please initial in the box next to each of the statements below which you agree with: 

I have read and understand the information provided in the Project Information Sheet about 

this research study. 

 

I am aware that the research aims to support transformation by involving a relevant 

community of participants and that results will report from a beneficent perspective and not 

from a deficit perspective.  

 

I understand that by attending the session as a participant I am freely consenting to my 

involvement in the community discussions, and to my contributions being used in this study. 

 

I understand that I can withdraw from the process at any time with no consequences.  

I understand that while anonymity and confidentiality cannot be given in the participatory 

action sessions, anonymity will be provided in the written report including the removal of 

any identifying features such as names of people and places, which may be replaced with 

pseudonyms. 

 

I consent to the table discussions being audio recorded for the purpose of the researcher 

being able to identify themes from the discussions.   

 

I consent to the session being videoed and photographed as evidence that the session took 

part but will not be analysed as data. 

 

I understand that all data will be stored on a password protected computer.   

I understand GDPR guidelines will always be adhered to with regarding the storing of data.  

I understand that media data collected will be uploaded safely and securely to a password 

protected computer and be deleted from individual devices. 

 

I understand that if I wish to withdraw my responses, I can contact the researcher to 

communicate my concerns which will be dealt with sensitively. 

 

I consent to the possibility that the findings from this PAR session may be used in future 

academic papers or presentations relating the research field.  

 

I understand that I can contact representatives at the University of Winchester should I have 

any concerns about the study.  

 

 

Participant name:  Date: 

Participant signature:  Date: 

Researcher name:  Date: 

Researcher signature:  Date: 
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Research Study Information Sheet  
 

My background and overview of the research 

My name is Kelly-Jo Foster-Peters, and I have twenty years of experience as a secondary school 

music teacher, including ten years at a large SEND school for children with a range of complex 

learning needs. Currently, I am a doctoral candidate doing research at the University of 

Winchester. I also work as a supply teacher in numerous schools in Hampshire. 

 

This transformative research study aims to explore challenges in SEND music education 

partnerships, which involve SEND school settings, arts organisations, and Music Education Hubs. 

 

What is the research about?  

The aim of the research is to gather a range of viewpoints on the challenges of working in SEND 
music education partnerships. SEND music education partnerships involve a diverse range of 
teachers, educators, and arts practitioners. The aim of the online session on 8 June is to 
collectivise the voice of SEND music teachers and consider solutions on how to address 
challenges and improve partnership working in the future.  
  
Why am I being asked to participate? 

You are a music teacher/coordinator in a SEND school who may have valuable insight on 

experiences of working in SEND music education partnerships.  

 

Why is this research important?  

SEND music education partnerships are often arranged to enhance children's school music 

curriculum experience. However, the quality of partnership work in inclusive music education is 

varied. Participant contributions made during this session will help to inform research on how to 

transform future practices to improve quality and sustainability.  

 

How can I participate in the research project?  

You can attend one of the online sessions on Wednesday 8 June at either 3.30pm – 5.00pm OR 

6.00pm – 7.30pm. RSVP to: kellyjo.fosterpeters@gmail.com and return the attached consent 

form. 

 

What happens if I do not take part? 

There are no consequences for not taking part.  

 

What will happen to the information I give? 

The Zoom session will be video recorded for the purposes of data analysis. Data will be stored 

using GDPR compliant software on a password protected computer. Anonymity is given in the 

written study report, including the removal of any identifying features. Written data will be 

archived to inform future practice and held for at least three years. Media data will be deleted 

after the thesis process. 

 

Can I see the results? 

The final thesis is published after the Viva process is completed. Findings from the study will be 

shared at conferences and in written papers to support progress in the SEND music education 

sector, with the hope of informing music education policy locally and nationally. 

mailto:kellyjo.fosterpeters@gmail.com
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Additional Information 

Covid-19 safety measures are applied according to government guidelines. The Faculty of 

Education Ethics representative at the University of Winchester has approved this study. 

Complaints regarding the mishandling of data can be lodged with the Information 

Commissioner's Office (ICO). 

 

If you have any questions regarding this study at any point in time, please contact me at K.Foster-

Peters.18@unimail.winchester.ac.uk 

If you have any concerns at any point in the research, please contact my Director of Studies Dr. 

Kerry Ball: Kerry.ball@winchester.ac.uk  

or the University Data Protection Officer: Stephen Dowell at: Stephen.Dowell@winchester.ac.uk 

 

 

 
 
 
  

mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
mailto:Kerry.ball@winchester.ac.uk
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UPDATED AMMENDMENT TO RESEARCH STUDY  - PHASE 2, moving world café from in person to 
online event. 
 
CONSENT FORM – Online session 
 

Consent Form - SEND Music Teachers 
Wednesday 8 June  

 

Research Project:   

A transformative mixed methods study exploring the causal factors of challenges in SEND music 

education partnerships. 

Researcher: Kelly-Jo Foster-Peters, University of Winchester (EdD doctoral candidate) 

I agree to participate in: 

➢ A participatory discussion addressing challenges in SEND music education partnerships. 

➢ A solutions-based discussion on bringing about positive transformations. 

Please initial in the box next to each of the statements below which you agree with: 

I have read and understood the information provided in the Project Information 

Sheet about this research study. 

 

By attending the session as a participant, I understand that I am freely 

consenting to contribute to the community discussion. 

 

I understand that anonymity and confidentiality cannot be given during the 

event, but anonymity is given in the written report, including removing any 

identifying features. 

 

I consent to the session being videoed for the researcher to identify themes 

from the discussions.   

 

I understand that all data is transferred to a password-protected computer 

immediately after the session. 

 

I understand GDPR guidelines will always be adhered to regarding the storing of 

data. 

 

I understand that I can withdraw from the process with no consequences at any 

time. 

 

I understand that if I wish to withdraw my contribution, I can contact the 

researcher to communicate my concerns which will be dealt with sensitively. 

 

I understand that findings from this session may be used to inform future 

academic papers, and presentations. 

 

I understand that I can contact representatives at the University of Winchester 

should I have any concerns about the study.  

 

 

Participant name:  Date:  

Participant signature:  Email address:  

Employer – 

school/organisation: 

 Location/ 

postcode: 

 

Session preference 

(Delete as necessary): 

Session 1 @ 3.30pm – 5.00pm 

Session 2 @ 6.00pm – 7.30pm 
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Research Study Information Sheet – ONLINE SESSION  
 

My background and overview of the research 

My name is Kelly-Jo Foster-Peters, and I have twenty years of experience as a secondary school 

music teacher, including ten years at a large SEND school for children with a range of complex 

learning needs. Currently, I am a doctoral candidate doing research at the University of 

Winchester. I also work as a supply teacher in numerous schools in Hampshire. 

 

This transformative research study aims to explore challenges in SEND music education 

partnerships, which involve SEND school settings, arts organisations, and Music Education Hubs. 

 

What is the research about?  

The aim of the research is to gather a range of viewpoints on the challenges of working in SEND 
music education partnerships. SEND music education partnerships involve a diverse range of 
teachers, educators, and arts practitioners. The aim of the online session on 8 June is to 
collectivise the voice of SEND music teachers and consider solutions on how to address 
challenges and improve partnership working in the future.  
  
Why am I being asked to participate? 

You are a music teacher/coordinator in a SEND school who may have valuable insight on 

experiences of working in SEND music education partnerships.  

 

Why is this research important?  

SEND music education partnerships are often arranged to enhance children's school music 

curriculum experience. However, the quality of partnership work in inclusive music education is 

varied. Participant contributions made during this session will help to inform research on how to 

transform future practices to improve quality and sustainability.  

 

How can I participate in the research project?  

You can attend one of the online sessions on Wednesday 8 June at either 3.30pm – 5.00pm OR 

6.00pm – 7.30pm. RSVP to: kellyjo.fosterpeters@gmail.com and return the attached consent 

form. 

 

What happens if I do not take part? 

There are no consequences for not taking part.  

 

What will happen to the information I give? 

The Zoom session will be video recorded for the purposes of data analysis. Data will be stored 

using GDPR compliant software on a password protected computer. Anonymity is given in the 

written study report, including the removal of any identifying features. Written data will be 

archived to inform future practice and held for at least three years. Media data will be deleted 

after the thesis process. 

 

Can I see the results? 

The final thesis is published after the Viva process is completed. Findings from the study will be 

shared at conferences and in written papers to support progress in the SEND music education 

sector, with the hope of informing music education policy locally and nationally. 

mailto:kellyjo.fosterpeters@gmail.com
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Additional Information 

Covid-19 safety measures are applied according to government guidelines. The Faculty of 

Education Ethics representative at the University of Winchester has approved this study. 

Complaints regarding the mishandling of data can be lodged with the Information 

Commissioner's Office (ICO). 

 

If you have any questions regarding this study at any point in time, please contact me at K.Foster-

Peters.18@unimail.winchester.ac.uk 

If you have any concerns at any point in the research, please contact my Director of Studies Dr. 

Kerry Ball: Kerry.ball@winchester.ac.uk  

or the University Data Protection Officer: Stephen Dowell at: Stephen.Dowell@winchester.ac.uk 

 

 

UPDATED EMAIL INVITATION FOR ONLINE SESSION, WITH LEAFLET (sent as an attachment) 

Dear Music Teacher, 
  
Please find attached an invitation to an online solutions-based discussion on:  
  

Wednesday 8 June 2022 
 

This discussion aims to address challenges around SEND music education partnerships. This session 
is part of a larger doctoral research study overseen by the University of Winchester. Your 
contribution will be greatly valued. 
  
If you are interested in attending this event online, reply to this email for further information. 
Alternatively, if you would prefer to contribute your views in writing, please click on the link below: 
https://win-its-stu.onlinesurveys.ac.uk/your-voice-for-music-teachers-working-in-special-school-2 
Do not hesitate to call if you would prefer to have a conversation over the phone. 
  
Kind regards, 
Kelly-Jo Foster-Peters 

 

mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
mailto:K.Foster-Peters.18@unimail.winchester.ac.uk
mailto:Kerry.ball@winchester.ac.uk
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DECLARATION 

 
I have read and understood the University of Winchester Research Ethics Policy and confirm that 
adequate safeguards in relation to the ethical issues raised by this research can and will be put in 
place.  I am aware of and understand University procedures regarding Health and Safety.  I 
understand that the ethical aspects of this project may be monitored by the University Research 
Ethics Committee. 
 
I understand my responsibilities as a researcher as described in the University of Winchester 
Research Ethics Policy.  
 
I declare that the answers above accurately describe the research as presently designed and that 
a new application will be submitted should the research design change in a way which would alter 
any responses given here. 
 

 
  I confirm that if a Risk Assessment is required I will complete it and have it co-signed by my 

Supervisor or Head of Department before data collection takes place. 
 

 
  I confirm that, if DBS clearance is required for my project, then I will seek it before the start of 

my project. 
 

 
  I confirm that my research does not include risks that might cause it to be excluded from 

coverage by the University’s insurers. 
 

Researcher’s signature: Kelly-Jo Foster-Peters         
            
                  

Date: 25 May 2021     

Follow up review: 
Researcher’s signature: Kelly-Jo Foster-Peters         
                  

Date:  21/6/22 

Please submit this form to your supervisor via email as a Word document 
 

For the supervisor: 
The student has the skills to carry out the proposed research.  I undertake to monitor the 
student’s adherence to the relevant research guidelines and codes of practice. 

Supervisor’s signature:                 Date:           

 
Faculty Ethics Representative Signature: Eira Wyn Patterson           

 
Date: 7.6.22     

Follow up review:  
Faculty Ethics Representative Signature: #           
 

 
Date:  
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