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Abstract

Richard Coady

Teacher Participation in the Natio
An Interpretive Study

Choral singing has characterised music in Irish primary schools for over 10@&yters

dominant musical activitgnd while current government policy advocates for the creative

potential of the arts in schoolsusic as a currical subject at primary levebntinues to

encounter many chall enges. Established in 1985, t
singing programme fasenior primary school children, typically aged @ yearsn the Republic

of Ireland. Offered bienially, the programme involves teachers teaching their classes an

extensive collection of songs and then sharing rehearsals and concerts with neighbouring,

participating schools. The choral experience is characterisadtsllenging repertoire, a range

of musical genres, and delivery of the programme by primary school teachers in their classrooms

or schools.

The current study explores the concept of teacher participation in thepbl@ering What isthe

nature and significance of teacher participaidhe study is framed within hermeneutic

phenomenology andasconducted across three phases, beginning with preliminary data

collection and document analysis, followed by an exploratory phase with teachers and principals

from four schools, and finally dramg on n-depth interviews with six participating teachers. The

gualitative data is complemented by documentary material and statistical data which locate the

NCC in its historical a n ({197¢,d 986, #98(pooiecalturgl cont e xt . E
coneepts, together witkEngestrom 6 (4999, 2001 pctivity theory are employed to frame and

critique interpretations and meanirgfdeacher participation

Findings indicate that teacher participation in the NCC is a {timitensional construct, resulting

in multiple outcomescross the domains tdaching and learning, identiyower, capitaland
transformation. The data suggests that the nature of teacher participation is broadly positive,
where teachersd musi cal and tigsarevaleeslandenricadd capi t al
in the habitus of participation. However, the hierarchical structures and narrow aims of the NCC
suggest the maintenance of a homogenous, replicative vision of musical expémnimoreEstent

with contemporarynusic educationesearch and policy narratives. The findings also suggest
ambiguity among participants towards considerations of more collaborative, culturally responsive
approachsto music education anthe musicalrepertoire. More broadly, the study points to a

need tae-examine the purpose of choral music education in primary schools and the role of
external arts organisationsuch as the NC@) curricular provision. Given the current focus on
curriculum redevelopment at national level, the study provides an opjtptivl critique the NCC
within the wider primary school curriculum vision and reimagine its place within music education
in the 21st century primary school.



Chapter 1 Introduction

Choral singing has characterised the Irish primary music classroom for ovesd@0 y
beginning as part of Revised Programme for Instruction in 1900 (Walsh, 2007). Singing continues
to be the dominant musical activity in primary schools today, due to its broad reach within Irish
schools and society, and its accessibility as an insmtGovernment of Ireland [Gol], 1999b;
Sheil, 2008) . However, singing in schools is
i sol ationo, thebrewmandunagual poesibn df music education countrywide

and thus missed opportunities children (Ashley, 2013, p. 2).

The status of music education in Ireland has been subject to much criticism and,critique
with various reports and policies identifying weaknesses and advocating for reform (Benson,
1979; Doyle, 2019; Heneghan, 2001; iéer, 1985; Irish National Teachers' Organisation
[INTQ], 2009). Indeed, arts education in general, and music education in particular, continually
justifies its place within the educational co
than ts value as a subject in its own right (Fautley & Murphy, 2015; Pitts, 2000, p. 34).
Unfortunately, plans for i mprovement are fAoft
yearning than of the reality of schdsls and c
More broadly, it has been argued that education, through numerous reforms, has become
hegemonic and monocultural, leading to a system that is controlled by too few individuals and

consumed by neliberal ideals (Howard et al., 2021).

Many organsations work in collaboration with schools to support and facilitate musical
experiences and music education (Flynn & Johnston, 2017; Kenny, 2014; INTO, 2009). Both
internationally and in Ireland, the possibilities of partnerships between scho@stendl
organisationso enhance the provision of music in schools has been noted and advocated (Fahy &
Kenny, 2021; Flynn & Johnston, 2017; Partington, 2018). Organisations such as Music
Generati on, RTE£6s MuGassBorderOrchestra ofr€ldnd Reace Bromms, The
and Dublin Diocesan Laudate programme operate in collaboration with schools, promoting and
enabling various musical activities, including choral singing, for primary school children. This
study is based on a foundational organisatia lias worked in partnership with teachers and

schools, facilitating choral singing since 19

1.1 The National Childrendéds Choir ( NCC

The NCC is a choral singing programme for primary school pupils in Ireland from 4th to
6th class (traditionally children aged nine to twelve). The choir forms biennially and is offered to

schools who can choose to affiliate and participate on &omercial basis. Essentially, it

1



involves teaching a predetermined repertoire of songsrtigipating classes in a school, joining

with local schools to rehearse three times during the school year, and finally performing with

other schools at a regional concert for the public. Eackye®o cycle culminates in a final

showcase of three publiowecerts at the National Concert Hall (NCH), Dublin. Here a select

number of children who participated in the regional concerts combine for a final performance of
the repertoire. The choir is led by three musical directors (MDs) alongside a national eemmitt
supported by regional committees and assistant musical directors (AMD) around the country
(INTO, 2009). AMDs are experienced teachers who have participated in the NCC and are selected
to direct some NCC regional rehearsals and concerts.

The NCC progrenme was founded in 1985 by the late Dr Sean Creamer, a Department of
Education (DE) Inspector of Music, who was the original musical director of the choir. A
historical biography of Creamer is contained in Appendix B. The choir was created to perform as
part of the European Year of Music in 1985, and Creamer approached teachers with his ambition
for a combined choir of senior primary school children. The initial aims of the choir as articulated
in the original 1985 programme are:

1 The NCC aims to furthehe cause of music in Primary Schools.
1 The NCC aims to expand the repertoire of songs currently taught in our schools
1 The NCC aims to highlight the importance of music in the social and intellectual
development of children.
(NCC, 1985; Appendix A)

Thevi sion of the choir is to bring Amassed choral
of every primary school , regardl ess of size, pupi
The musical repertoire performed aims to include pieceséhptr e sent | rel andds HAcult
heritage, classical genres and the modern musi cal

retirement, he was succeeded by three female musical directors [M&@s3ad Deiseach, Orla
Gillan and Anne Purcellyho have cdlirected the choir since 2007 QC, 2015).

The role of the MDs includes the selection, and sometimes arrangement, of the repertoire,
including type setting the scores and vocal parts, recording teaching CDs with vocal lines and
piano accompaniment, and asivig teachers of their agreed interpretation of the musical works.
When the repertoire is prepared, the resources are disseminated to registered teachers and schools.
The choir is characterised by the challenging nature of the repertoire, the scalergatiigation,
and the high standard of singing required to participate. (Boyd, 1999; McCarthy, 1999a; cf.
Appendix A). The Appendix C contains an analysis of the schools and repertoire of the NCC from
19857 2019, which contains useful contextual inforroatrelating to the makeup of the choir and
repertoire. The following sections will consider the origins of the programme, followed by an

overview of how one participates in the NCC.



1.1.1 Origins of the NCC

Since the introduction of the National Sch&gktemalmost twohundredyearsago, the
prevalence of singing as the main musical activity within primary schools has been a constant
(INTO, 2009; McAuliffe R/ng, 2005; McCarthy, 2010). This legacy of song singing was
endorsed by DE Inspectors for Music during #6" century. Proinnsais O Ceallagh, the
Organising Inspector for Cork, established the Cérfhéile na Scoile (Choir Festival for Schools) in
1948 andCantari Oga Atha Cliath in 1960 (Beausang, 2002; Cork International Choral Festival,
2022). Supporting kicolleague, another inspector Briain O Dubhghaill led both these
organisations as musical director, and was well known with Cantari Oga Atha Cliath who were
renowned for their performances of music from the Western Art Music [WAM] and Irish folk
tradition(Adams, 1999; Cork International Choral Festival, 2022). The Organising Inspector
system, of which O Ceallagh, O Dubhghail and Creamer were members, was an important
influence on primary school music as they visited schools in their regions, providpgtsapd
music courses for teachers (Beausang, 2002). Furthermore, all three inspectors led choral music
outside of their roles, each having a choir of their own, which further supported the role of singing

as their musical activity of choice.

During themiddle of the 28 century in Ireland, the advancement of religious,
nationalistic ideals and the Irish language permeated much of the educational discourse and
reform agenda (McCarthy, 2010; Walsh, 2012, 2016). The NCC was conceived within this
context ad amid the backdrop of numerous reports on the failings of music and arts education
through the poor implementation of the 1971 curriculum (Benson, 1979; Herron, 1985). In
response to these reports, Music was given a prominent place in the revisionatibedlic
agendas, culminating in Irelandds celebration
1999a). Involving country wide activities, one of its key goals was to foster a common European
heritage through I rel and?d 3 The N@Cowadoneohthesngiat e m  (

musical endeavours of that year, led by Creamer from within the DE.

Therefore, the preoccupation of policy makers with song singing as the musical activity
of choice emerges from a variety of factorsessting at the sanmtéme. McCarthy argues that
projects such the NCC fiwhose end was a stage
education as cul tendorsetby the dEwrapean Year ofMusic iniiative)easd
this endorsed the apparent civilisipgrpose of music education (1999a, p. 153). The NCC,
particularly in its earlier years, attended to the ambitions of high culture and societal ideals
desired bypoliticians and policymakers, promoting the Irish language, religious repertoire, and
nationalidentity (McCarthy, 1999; Boyd, 1999; Hollwey, 1987). In the initial concerts, the NCC
wasnamedCor Naisitintana nOg(NCC, 1985 Appendix A. However, that title is no longer

used, perhaps due to the exi st emiwhictonowusdse | r i



the Irish language titldt is noteworthy thaat the final NCH concerts the choir performs

AAmhr 8n na bhFiannbo, the I rish national ant hem, [
of respect and identity usually reserved fational sports activities or presidential events, the

singing of the national anthem may be a subtle way of aligning the NCC with a broader sense of

national identity.

1.1.2 Development of the NCC

Creamer 8s uni gu ®Egndthewider chonal mug $céne in Iretarde
enabled the NCC to grow and gain considerable attention from many music educators and
academics. Drawing on personal communications contained in Appendix A, the eminent
musi col ogi st Joseph Groocock Ilryeéfoenrer eodf ttoh et hneo sNC C ¢
momentous happenings in music in this countwhile John Harris of th®E praised the choir
for Abring[ing] music alive in schools and giv][ir
the Cork Choral Festival and tfemerAssodation of Irish Choirs, Professor Aloys
FIl ei shchmann referred to the choir as fia great st
of choral singingdo (Appendi x A).

The NCC was supported by ESB during the 1990s which enablexpinsion from
appioximately 4000 children nationally to over 8,000 in 1997 (NCC, 20T8gre is currently no
official sponsor of the NCC as of 202khe choir expanded geographically from its roots in
major urban centres such as Dublin and Cork, and has had participeoissicom the 26
counties of the Republic of Ireland, two from Northern Ireland and even one year collaborating
with a school irthe Netherlands (NCC, 2015). TRECC claim that 1 in every 6 primary schools
has participated at ifeintenmewesetira2§l® the ch@rwastmbre c¢c hoi r 6 s |
centredaround Leinster (NCC, 2015; Appendiy.

In the years that followednanyin the Irish education and musical sphieage
acknowledge the significant contribution of Creamer and the NCC to Irish primasig m
educati on. Mc Carthy pointed out the success of Cr
classroom teachers in the delivery of the prograr
of Irish primary music education were the national music tat#frtlassroom teachers tapped
with such effectiveness as they have been in thi:c
the same yeaBrian Boyd of thelrish Timescommented on the uniqueness of the project within
Europe bringing togethéhousand®f childrent hat year i n Athundering har me
redesigned curriculum of 1999 inckegh picture of the NCC as a notable exemplar of how
teachers could use choral singing and public performances to enhance music education in their
schools (Governmemf Ireland, 1999b, p. 87).

To celebrate the® anniversary of the NC@ 2015 the choir produced a souvenir book
AiThank You For t he Maveloproeats andaations expréskedloyt s on t he
4



journalists, children and others involvederthec hoi r 6 s hi st orPBolloficge e Appel

Cr e a ndeathia 2016,anotherrish Timeswriter and former NCC membddna Mullally,

wrote that there is fAnow a part missing from
impact on choral music in Irelaridi mmeasur abl ed (2016). The 2019
tribute to Creamer saying, Athe flame | it in

While the historical context of music in Irish primary school during this time will be
discussed in Chapte, this section concludes withrief outline ofhow schools, teachers and
children participatén the NCC

1.1.3 Participation in the NCC

As outlined above, the NCC programme takes place biennially, with teacher participation
occurring over a full school yedPreparation and planning by the MDs and the National
Committee occurring in the preceding year. At time of writing, the NCC has not performed since
May 2019 and therefore the outline presented below are the typical events of an NCC cycle but
may not be rpresentative of future cycles. Table 1.1 outlines the main parts of theetwaycle,
Year 1 being the year preceding participation and Year 2 being the year schools and teachers
participate. The outline of t hriencecofteel e i s base

programme in addition to the contextual interviews conducted with the MDs and NCC CMs.

September January | MD select the repertoire.

» Septembet April MDs trial songs with their own schools.

;_:g Januaryi April Scores prepared andatshing recordings created.
July Teachers participate in an optional summer course.
September Schools register and begin teaching the repertoire.
November 15t Regional Group Rehearsal
January 2" Regional Group Rehearsal

% February 3 Regioral Group Rehearsal

g Marchi May Regional Concerts
Late May NCH Concerts

Table 1.1: Typical NCC Cycle

In Year 1, the MDs consider the repertoire for the following year, working with some or
all the children in their own schb trial songs and establish a balance of difficulty level and
range of genres for the programme. In addition to trialling the repertoire, they also arrange the

scores for printing, agreeing the division of soprano and alto parts for each song amdjensuri
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clear and uniform interpretation of the repertoire is presented to teachers through the sheet music.
Further standardisation of the repertoire occurs as they record a set of teaching recordings, with
each part recorded together with piano accompariiriiéese are then split into teaching CDs
containing Soprano and Alto parts only, alongside a recording of the solo piano accompaniment
and the full performance. The score and CDs therefore make up the resource pack for schools,
which will guide teachersiithe teaching and interpretation of the repertoire.

In early July, teachers are invited to attend a DE approved summer course in Dublin for
five days to learn the repertoire facilitated by the three MDs. This course grants teachers three
Extra Paid Vaddon days during the school term as a reward for attending the course, however
each course must adhere to DE guidelines on content, links to the curriculum and quality control.
During this week, teachers learn and perform the entire repertoire as & bladilDs provide
teaching notes for individual pieces, as well as modelling choir rehearsals and facilitating
guestions from participants at various stages during the week. Teachers receive the repertoire and
teaching materials during this week also. Thekdeng course allows teachers to experience the
music first hand and learn to perform it as a choir. In this way, participating teachers become
intimately familiar with all the elements of participation in the NCC in an immersive, social
environment. Paidipation in the summer course is highly recommended by the MDs but is not a
prerequisite to participation. Additionally, déyng refresher workshop(s) are usually held in the
Autumn, primarily outside Dublin. These are offered to affiliated teachersuiid not attend

the summer course or for those who require extra support.

In Year 2, schools affiliate with the NCC in early September and schools begin dividing
their participating classes into soprano and alto groups and teaching the repertoiretHeuring
academic year, the children take part in three regional group rehearsals with neighbouring
schools. The regional group clusters are organised by a volunteer regional organiser, supported by
a regional committee, who liaises with schools to facilitsatehearsal in a host school with a hall.
These rehearsals are led by either one of the MDs or Assistant Music Directors (AMDs), and
involve practising a set group of songs, working on difficulties that arise, ensuring uniformity of
interpretation among pticipating schools, and modelling good choral practice for the attending

teachers.

In Spring of Year 2, all the affiliated schools will take part in a regional concert,
organised by their regional committee, which will be accompanied by an orchestenaodted
by an MD or AMD. The Dublin concerts take place first and are conducted by the three MDs in
rotation, foll owed by other regional concerts. M ¢
after their regional concert. Following these concénis National Committee invites all schools
to select approximately 10% of the children who participated in the regional performances to

perform in one of the three NCH concerts in May of Year 2. These children have two more



rehearsals (one regional and dine day of the concert in the NCH) and perform with the full

NCC orchestra conducted by one of the MDs. These concerts are considered a showcase of the
work completed by schools, teachers, and children during the NCC year, and complete the two
year cycle.

1.2 Research Context

The NCC has been noted for embodying best practice in the field of dxdsma singing,
in that it is delivered by primary school practitioners who also have choral experience or expertise
(Doyle, 2019; McCarthy, 1999). To date, 010,000 children have participated since its
inception almost forty years ago (NCC, 2019). The programme has changed little over its
lifespan, and many of the members who were involved in or linked to the initial concerts still

occupy senior positions withthe choir.

However, the National Council for Curriculum and Assessment [NCCA] notes that
primary school children, primary classrooms and wider society have evolved and changed
considerabl y s i n dretheirihtredudidd @ahe proposeevurricudum .
framework, the NCCA note that education and schooling must respond to:

0 Globaldevelopments such as climate change, migration, and sustainability.

O«

Irish societal developments including the increasingly diverse nature of learners,

encompasing various ages, abilities, cultures, ethnicities, religions, identities.

0 Educational developments such as the implementation of education and special
educational needs legislation, the formalisation of early childhood education
provision, the impact ahe Literacy and Numeracy for Learning and Life
strategy, the revision of the Junior Cycle curriculum, and the introduction of the
new Primary Language Curriculum.

0 Learning developmengich aghe increasing focus on developing competencies

such as digitditeracy and creativity, employing chiléd methodologies and the

introduction of new areas of learning such as wellbeing, coding and modern

foreign languages at primary level (NCCA, 2020).

A reimagined primary school curriculum must ateepond to técriticisms ofthe current

primary curriculim, including curriculum overload and the existence of subject hierarchies (Fahy
& Kenny, 2022;Gubbins, 2021Hallam et al., 2010; NCCA, 2010, 202&egarding music
education, primary school teachers, schoots @olicy makers continue to face numerous
challenges in Z1century primary classrooms. There has been a sustained critique of the content
of school music programmes which are often drawn from a dominant, solsa culture

containing repertoire fronihe Western Art Music (WAM) tradition, rather than music that



resonatesvi t h chil drends own experiences and interests
2006, 2008Murray, 2022;Spruce, 2015). The literature has also been critical of the homogenous

nature of some music programmes and curricula within increasingly diverse, multicultural

classrooms (KellMcHale, 2013; Spruce, 2013).is arguedhat music education must move

beyond preservation and remain contemporary and open to change, respotidingider global

trends @ sustainability and inclusion, am#weducational agendas which embrace student voice

and culturally responsive pedagog{Emnerty, 2017; Holdhust al., 2021)However, much of

the literature argues that music classroomscamndcula have been found tacilitate traditional,

teachetled experiences, perpetuating a dominant form of capital that is culturally and historically

static (Wright, 2015a, 2015b).

In addition to the curricular challenges, much has been written #isptoblematic
place of teachers in primary school music, including a consistent lack of perceived confidence
among generalist primary school teachers, which impacts the quality and content of music
education facilitated in schools (Hennessy, 2017; INAW9; Mills, 1989; Seddon & Biasultti,
2008). In addition to this, it has been argued tI
substantial effect on the teaching methodologies used, the genres of music taught, and their
attitudes and dispositionswards music education and its purpose (Bresler, 1998; Kenny, 2017).
It is argued that teachers teach as they warght andtarry their positive or negative mindsets
regarding subjects into the classroom (Stakelum, 2008b).

Currently policy places craaity at the centre of future arts education curriculum,
establishing the Creative Ireland and corresponding Creative Youth and Creative Schools
programmes (Gol, 2016; 2017). Additionally, curriculum reform is underway following on from
the Primary LanguagCurriculum. There will be a revised Mathematics Curriculum introduced
from 2023 and a redesign of the curriculum structures and time allocations are currently
underway, with extensive consultation on the future of the primary curriculum completed in 2020
(NCCA, 2020). Finally, both academics and policy makers advocate fostering meaningful links
between school music making and external organisations in the community to promote learning of
the arts through creative and collaborative opportunities and pripe (Department of Arts,
Heritage and the Gaeltacht & Department of Education and Skills, 2014; Fahy & Kenny, 2021,
Gol, 2017; Kenny, 2014; Partington, 2018; Pitts, 2017). In summary the global, national, societal,
educational and policy environments/eavolved considerably since the NCC began, and the

research will now reflect on the place of the researcher within the NCC and research context.

1.3 Researcher Positionality

I't is important to state at t heandaulistargidl t hat t h

presence in the study and organisation is viewed as key to the interpretation of this research (Van



Manen, 2014). The researcher aims to be reflexive and use their experience and insight to capture
a holistic understanding of the phenomeiod participation. Therefore, it was important to reflect
on my own experiences and background, providing a context and rationale for my place within

the research and my positionality as the researcher.

| am a musician and a teacher, with a newly fatmesearcher identity. | have played
piano since | was seven years old and became serious about music after third year in secondary
school. One day at school, | was asked to accompany the choir and piano accompaniment has
been my main performance actividyer since. | have completed a Bachelor of Arts degree in
Music, specialising in performance. | then completed a Master in Education degree focusing on
assessment in music education and curriculum reform in the Junior Cycle. When | returned to
study to beome a primary teacher and subsequently in my job search, music was always central
to my perceived role and identity as a primary school teacher. During my teaching career, | have
participated in the NCC, taught piano to children privately and conductiedisachool choirs,
while also working partime with preservice teachers at a thilelel institution for many years.
This involved me delivering lectures and workshops relating to primary music methodologies and
content. | am fortunate to have taughtsioun four distinct educational contexts: primary,

secondary, tertiary, and private instrumental tuition.

Over my twentyfive years of music making, | have performed, taught, and enjoyed a
variety of music genres, albeit primarily through the lens ddtimi based WAM. | began
|l earning popular songs from the 6sixties, O6se
teacher, before joining a music conservatoire to complete my grade exams with the Associated
Boards of the Royal Schools of Music. In sedary school, | accompanied choral repertoire with
the school choirs alongside musical theatre and popular genres with the school musical society. |
have performed as an accompanist with numerous soloists, choirs, chamber groups and musical
societies. | &o enjoy participating in choirs, although mostly behind the piano, and have always
enjoyed group music making. | have sung with the Irish Youth Choir, RTE Philharmonic Choir
and Ramparts Male Voice Choir.

From my early experiences in pgeimary schoqlthird level education, and throughout
various professional events, as well as in my teaching career, | have always believed in the
transformational power of music and the benefits experienced by many who take part in group
music making (Hallam, 2010; Bt 2005; Turino, 2008). | believe that everyone can participate in
music and become more musical. Solo performance, while my specialism during my degree, was
never as fulfilling as group work. | enjoyed working with children and teachers, trying to pevelo
their understanding of the musical elements through performing, listening, and composing
activities. While music literacy, graded examinations and WAM made up a large part of my

childhood music education, my experience since has involved me workinghauithways of



making musicMost of my experience has been with groups who have not been exposed to the
traditional Western based music education that | received. What | have learned is that to sustain
one's interest, engagement and enjoyment in musidgipartts must feel part of the music

making. From this viewpoint, active participation in music has always been important in my
conceptualisation of what music education andlbfeg engagement in music should be and in

my approach to teaching and leamin music education (Pitts, 2017, p. 20; Pitts et al., 2015;
Spruce, 2015; Stakelum, 2008a).

In my initial years participating in the NCC, | helped to teach the repertoire alongside
other coll eagues, before bei agazenbaydiocdlo | ead our
rehearsals. My involvement with the NCC progressed to becoming an AMD and leading regional
rehearsals, performing in the Dublin Regional and NCH concerts as part of the orchestra and
joining the Dublin organising committee. | believattmy background in music has enabled me
to participate effectively in the NCC. My experience in the NCC allowed me to return to my
original passion of piano accompaniment, which was developed through +isaphéng musical
studies but has since been dann Working with the NCC allowed me to interact with a wide
variety of schools and teachers sharing a vision of what music in schools should or might look
like. The large numbers of teachers and schools who participate in the NCC suggest that the
practiceof participationis varied and diversét is this ambiguous nature of participation, viewed
within the current research context of policy and curriculum renewal, alongside the recognised
benefits of creative and collaborative partnerships in music edacand the continued success

of the NCC, which led to the consideration of the research problem

1.4 Research Problem and Rationale

Given what is known about contemporary music education research and policy, the
researcher questioned the nature of teaghgicipation in the NCC, within the changing context
of music education in primary schools, and sought to explore what are the outcomes of teacher
participation in the NCC, what are the missed opportunities of participation, and ultimately what
doesteaohr participation reveal about teachersé musi

organisation, and the wider music curriculum and policy landscape.

Drawing on the description of the NCC earlier, the choir appears to be a well organised,
streamlined gyanisation with a clear outcome in mind for all teachers and children who
participate. It enjoys broad support from many stakeholders in education, including policy
makers, with a historical legacy dating back to the DE Inspectorate. Therefore, thecchpies
a significant position within the minds of many in music education in fmighary schools.

However, with the programme approaching 40 years old, much has changed in the field of music
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educatiorand reconciling teacher participatiasith the chaging nature of primary school music

education is problematic.

Personally, | have seen the dedication of participating teachers and the pride that they
receive from involvement in it. | have also withessed the efficient way in which teachers can learn
therepertoire, be supported informally in their schools and through rehearsals, and ultimately
teach a difficult collection of songs to the children in their classes. In doing this, it is accessible to
a broad range of students and teachers, working homogggeowards a shared target. On the
one hand, | have enjoyed the challenge of teaching the programme and witnessed the
achievements of teachers and children who participated in the programme and persevered to
perform in the final concert. However, my wawith many of the teachers both informally and as
an AMD, has revealed much ambiguity among them regarding the implementation of the current
curriculum and their engagement with contemporary music education philosophies, suggesting a
narrow view of musi@ducation that focuses on presentational and perforrtassl music
making thathey feel aligns with participation in the NCC. This relationship between teachers, the

NCC and music education and curriculum required investigation.

On a broader level, itould appear that there has been no significant published research
conducted that relates to the NCC or the participating teachers. Given the significant scale and
history of the programme and the research problem outlined above, my research focus will
explore the nature and significance of teacher participation in the NCC. Furthermore, while
teacher participation in the context of team teaching (Kerins, 2019), mentoring student teachers
(Clarke et al., 2014) and in Continuous Professional Development [@B@§jammes (Hoban,

2002; Tarc, 2012) has been examined in the literature, their participation htestcalar

programmes or alongside partnership organisations operating within schools has rarely been
examined, with the focus typically centred ontheicl dr ends experiences of
this research, it is argued that as teachers participate equally alongside children in the NCC and
other initiatives, the nature of their participation is worthy of consideration. Therefore, given my
own identily as a musician, a teacher, a researcher, and an NCC member, | sought out to question
the nature of teacher participation in the NCC and what implications this could have on future

policy and curriculum, as well as for the organisation itself.

1.5 Research Question

The research question emerged from this research problem which pronggtedxamine
the phenomenon of teacher participation, informed by other contextual data gathered as part of the
study. Wi lligds (2012) wo aridphemmenaiogy in paracular,v e r e
focuses on understanding of the nature, meaning and significance of participation in extreme

sports. Inspired by this, the research aim of this study is to investigate, understand and interpret
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the nature of teacher parpation in the NCC. From this central research aim, afoAbresearch

guestion emergedVhat is the nature and significance of teacher participation in the NCIg?
addressing this question, the resealmpaeintheds obj ect
NCC by considering the historical and cultural context of the phenomenon, examining of the

various levels, trajectories, and hierarchies of teacher participation within the organisation, and

finally critiquing and interpreting the nature angrsficance of teacher participation in the NCC.

1.6 Conceptualising Participation
The central construct under investigation in this study is participation. The interpretation of
this study is informed by a theoretical framework which considers the mutiptemes and
influences on participation which shape the nature and significance of participation. This final
partof the introductory chapter will conceptualise what teacher participation means in the context
of this research and the various outcomesadfigipation. In doing so, this section will consider
the theoretical, philosophical, and pedagogical underpinnings that inform the researcher and this
studybs theoretical framework. This in turn wil!/l
review and the resulting conceptual framework that emerges thereafter. Before all of this,

participation as a construct will now be defined.

To conceptualise what participation is, it is helpful to start as Wenger does with
Websterbs defitnake oam:pdrfto diravehamre with others in
(1998, p. 55). Key here is the notion of sharing with others as participation is not a solo
endeavour. Also, participation is not a fixezhstruct, but one that is negotiated with others
within the context of the world (Lave & Wenger, 1991). Tudirm wor k consi ders the ¢
participatory performance, whereby he examines the value of participation in music and the
significance of participating in music with others. &l p | a i n dcipatdnyanusiediapca is t
such a strong force for social bonditigat]}é leads to diminished setfonsciousness, because
(ideally) everyone present iisansnpliedebualityl y engaged?o
therefore in everyone participating togethad experiencing the same outcomes. However,
Spruce (2015) and Wright (2015b) argue that participation alone can be limiting when aiming to
facilitate a sociallyjust music education. McCarthy and Jinnett (2001) write that participation in
theartsisnb Adi chotomousd and that there are multiple
participation,encompassing personagramunity andsociocultural dimensionsThey also
explain how participants will draw on their previous experiences to inform any future
participation (McCarthy & Jinnett, 2001).

Considering participation more broadly, Reed et al. (20b®that the likelihood of
beneficial outcomes from participation depends on the context, design, power implications and
scale of the activity. They @ue that for positive resultsll participantévalues and contributions
must be valued and that the design and context of the engagement should facilitate and encourage
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learning as well as changeesattitudes and mindsets (Reed et al., 2017). Furtherm&n Dam

and Blomexplaint hat teacher participation can be fibot
|l earningo (2006, p. 658). They explain that p
problem and work to find a real solution (Ten Dam & BI@®06). This study considers

participation as a process but also as an outcome of the NCC. Therefore, it is argued that one
cannotsimply predetermine or predict the outcome or result of participation, as it depends upon
numerous factors, as outlined hesbjch frame the positive or problematic nature of the

participation.

In summary, participation is not experienced in the same way for all people and has
multiple outcomes and influences. In the context of this research participation is a social activity,
engaged in with others, that is also negotiated through the context and environment in which the
activity resides. In conceptualising teacher participation, this study is underpinnecddig
philosophicaltheoreticaland pedagogical mindsets that ifopte how participation in education
is experienced, how teachers participate in education and music edumadiavhat is the
significance othis teacher participation. The philosophi¢hgoreticaland pedagogical
underpinnings of this research wibw be considered

1.6.1 Philosophical Underpinnings

In this section, the philosophical underpinnings of education in gesrestahusic
education in particulaare discusse®ne of the key philosophers considered within the field of
education during this reseh is John Dewey. His work advocates for the link between education
and social renewal, the importance of clu&htred aims in education and for education to be a
Aireconstruction or reorganisation of ®8l8perien
p. 76). More specifically, Dewey tells us that meaning and the emergence of meaning from
experience becomes practice (Maattanen, 2003). In this way practice and learning are closely
linked, andmeaning emerges and idlirenced byprevious experiencef addition to potential
future experiences (Maattanen, 2003). Buil din
as Aintentional transmission of what is worth
worthwhile knowledge oexperiencehat is valued by teachesstransferred to children through

experiencing a common world over time (Becket, 2018).

However, Dewey is critical of societies an
of establishedustoms as theine a s u r e andfwhat ia Worthevidil€1916, p. 79). The link
between practices and meaning led to teachers and systems creating only what is valued in
education, which can significantly impact the type of education they provide and their students
(Lave, 2009). Therefor® e wey 6 s conceptualisation of educat

transformation and a dialogue between teaelséearner and chilslearner is challenged by
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some societyb6s desire to reproduce previous exper
Furthernore, Dewey cautions that not all experience is educational and that participation in

education does not automatically resultlgiarning Therefore, as alluded to above, participation

and experience in education is complex and one cannot assume thatsgrdvwearning will

automatically stem from participation. Education is value laden and what is meaningful within a

society and education system may not be meaningful for an individual learner.

This question of what is valued in education is influenced loy dif@vgorld. Heidegger
(1996) one of the key philosophers to embrace the t
always be irrelationt o t he worl d that surround uséexist[ing]
i nvol vement with2Q2®@, ogp.he2®d4) Sklimsaedl,, oneds |ife
through their experiences, with H°rberg et al . te
(2019, p. 58). As mentioned earlier, participation only in these experiences does not automatically
resul t in the Alifeworld expansiono, with a diver
cultivate learning as opposed to transmit knowledge (Barab & Roth, 20@®)ort, each learner
wi || have their fAspecific dierarmv alguédo,riizrotnedr avhti <t
p er s p e(Eldrberg e al.02019, p. 59). Therefore, participation in education should be
meaningful to the individual and seek to engatpllengeand broaden the lifeworld of the
teacher and the learner, avoidingreplitagi t he fiestabli shed customso war

earlier.

1.6.1.1 A Philosophy for Music Education

Considering music education specifically, there are many contrasting philosophies as to
the aims and rationale of participation in music education within terngichool system. A
substantial volume of literature has tried to agree on a purpose or aim for music education in both
the primary school and wider contexts, with some common characteristics emeitigd2000)
These include the facilitation of perfoing (Campbell et al., 2007; Georgliemming, 2011), the
centrality of practical music making (Georlemming, 2011; Plummeridge, 1991), the
importance of exposing children to a variety of musical genres (Green, 2002, 2008), the
importance of recognisingn inherent human need for music and therefore music education
(Lamont, 2002, 2011), and the encouragement of music as a lifelong activity that is underpinned
by the foundations laith schoolqElpus, 2018; GeorgiHemming, 2011; McQueen &
Varvarigou, 2Q0; Pitts, 2017).

Therefore, he literatureabovepresents two differing but linked purposes for music
education in primary schools: the musical outcomes from participation in musical activities and
the possible extrenusical outcomes from participatiadi | | s expl ains that Awe te

school primarily because we want <chili@ren, al/l ct
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By, we can facilitate learners musically, as well as personally and socially. With this

philosophical stance, musicaledut i on & s p ur p o shased opportumitiesoahdf er s c h
experiences to learners so that they develop as musicians (Jeanneret & DeGraffenreid, 2012;
McCarthy & Golbe, 2002; Stalhammar, 2006).

However, in addition to musical aims, many writers advoaatéhie extrinsic benefits or
outcomes of music education. These are linked to participation in musical activities, but their
purpose is to facilitate broader academic, social, and personal benefits. These include literacy and
oral language development (@8a& Asztalos, 2014; Hallam, 2010), numeracy (Heyning, 2010),
studentsd perceptions and attitudes towards t
ability to coll aborate and work as part of a
efficacy (Lonsdale & Stewart, 2016; Ritchie & Williamon, 2011). More broadly, McQueen and
Varvarigou (2010) write that music education can lead to societal benefits, lasting long into
adulthood following formal schooling. The aim of music education caeftbrer offer a trinity of
benefits: fApersonal, social and ¢ased cal 0 (Pi't
opportunities to participate in music education, the intended aims are both musical and extra
musical (Jeanneret & DeGraffenreid, 2012; Stdlivear, 2006).

Closely linked to the purpose of music education is the search for a rationale for music
education. McCarthy in her examination of music history summarises the liberatory possibilities

of music education, suggesting a more sociaty raticnale for music education:

[Music aims] to provide a socicultural good, to maintain social control, to contribute to
sociopolitical ordering, to build international harmony among nations, to represent the
interests of marginalised groups, and to entti¢hlives of youth from lower
socioeconomic or underserved populations.

(McCarthy, 2015, p. 30)

Similar t o -lddenmaredynéasingfulaviewaod education, music education, and
performance skills in particular, have been viewed as desirable fpr young people,

particularly in Western cultures (Campbell et al., 2007; McCarthy, 20¢6arthy & Golbe,

2002). Bowman (2018) writes that much of the
stems from advocacy, maintaining the stameg music should be included in formal education

with little consideration of any arguments against its inclusion. Within education, music was not
always advocatefbr its musical benefits or musical knowledge, but for another societal or

political causefautley & Murphy; 2015; McCarthy, 2015). In understanding the nature of
participation, the rationale for musicbés incl

often for societal good rather than individua

In the Western warld, music in schools has historically been linked with preparing

students to be better citizens, to build a sense of national identity and create a socially cohesive
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society. This was the case in England, through the encouragement of patriotic unity and

cooperation (Saunders et al., 2010), America, through the use of folk songs in education to rescue
immigrants who were outside the cultural norms of the time (McCarthy, 2015), and indeed in

Il rel and where music was i nt enhdadsshbollifepasbhwetalfia pl easar
means of seléxpression, as a preparation for social life and as a basis for further musical
appreciation and creation.o (T. Walsh, 2012, p. 2
may have included musical benefitedeextrinsic benefits, the rationale was more aligned with

political, cultural, and societal ideals and desires.

Building on this philosophy for music education, participation in primary school music
programmes in Ireland the UK continues to be closakel with religious participation
(McCarthy, 2010; Saunders et al., 2010; Welch et al., 2009). Welch found in his study of
Canterbury choral schools that music and singing
and inducti on (2010tpo0226). tlrelagd, asimiar ratiorfale for music involved
the cultivation of religious unity among Catholics in the newly formed republic, alongside
promoting the Irish language and sense of Irish identity (McCarthy, 2010). Historical accounts (B.
Walsh, 2016; T. Walsh, 2007, 2012, 2016) present considerable evidence of an Irish school
system influenced by the church, and the use of music to promote the agendas of political and
religious leaders over the past century. In summary, the rationate&c in the Irish sense is
outlined by McCarthy here:

Music held a firm footing in the curriculum, less as a subject in its own right and more as
a servant to the advancement of nationalist ideals of language revival, the development of
a Catholicethomi school and society and the i mproveme:
and culture. (2010, p. 71)
The wideranging purpose of music education outlined thus far presents a problem for
policy makers and writers who perhaps yearn for a unifying purpose to etugiation in
primary schools. Pitts admits that music curricula in the UK (and arguably in Ireland) includes
many fApower f ul claimsdo which can | ead to a Amisur
160). Bowman (2018) found that music education anded t or s conti nue to advoca
place within primary and secondary schools without always being able to clearly outline its
purpose amid a crowded curriculum built on accountability, outputs and objedtaititey and

BN

Murphy (2015) detailtheie x per i enene aof nwelelsponsesd when aski ng

benefits of music. They warn that Aif music is or
why not just do something else instead?0 (Fautl ey
her view, the fisearch for a gener al goal for musi
the aims and outcomes wil/ be the same for all o (

of music education is noteworthy in that the -sieefits-all approach, which historically may
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have been adequate, is arguably out of date in the contemporary contektent2ity schools
(Spruce, 2015).

In conclusion, while the aim and purpose of music education in primary schools involves
musical learing and activities alongside extrinsic social, psychological, and personal benefits, the
deeper rationale can be traced back to a time when music served the desires of stakeholders and
was a vehicle for societal and cultural progress. While the currehtrinusic curriculum aims
and rationale will be discussed in Chapteth2, philosophical ideal that this research presents is
one where education facilitates meaningful, leaosgitred experiences and practices that engage
l earner s6 | i fddispositidnsl Barticipata i reusic edwation, it is argued, should
therefore draw on these assumptions facditative musical and extrausical outcomes from
participation, redtuheat itvhaea np desiolmel ifitmims 0 ( De we
societal and political desires for a typeupfvardmobility through the musical enculturation of
learners. These philosophical underpinnings of participati@ducation are embodied in the
work of three social theorists whose work informs the th@aieramework of teacher
participation in this study.

1.6.2 Theoretical Underpinnings

In this section the key theorists that underpin the literature review, design of the research,
formulation of the conceptual framework and analysis of the study are ouflinisdesearch
draws heavily on the work of Pierre Bourdidi®802002), and his three soetmltural concepts
capital, habitus,andfield, to understand and interpret the nature and significance of teacher
participation i n t he indn@agy.of the studreslin teeditératurevevievk u n d
(Kingsbury, 1988; O6Toole, 2013; Perkins, 201
Codina, 2014; Wright, 2015a, 2015b) and therefore is key to explaining participation in the

context of this resealnc

This is followed by an examination of the power implication of participation, drawing on
the work of Michel Foucault relating to the power structures of organisations, from prisons to
schools (Foucault, 1991). His thinking around schooling is rooteldén d e gger 6 s under s
of education as being value laden and Foucault explored the conditioning possibilities of those
who shape and influence | earnersé6 |ifeworl ds
considered is a socitultural theory of larning, drawing on situated learning theory first
articulated by Lave & Wenger (1991) and refin
model. In this tradition, learning is linked to participation and is mediated by the social and
cultural world in wheh the learning occurs. As outlined earlier, this learning is linked to practice
and is influenced by past experiences, members of the learning community, and can continually

evolve and change.
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1621 Bourdi euds Capital

Bourdieu (1986) presents two forms of ¢apicultural capital and social capital. He
argues that cultural capital can be acquired through conscious means, once time and sustained
effort is exerted and can alter onebd6s place and j
to social mobiliy (Pollard & Alexander, 2019). Cultural capital allows what is usually learned
through experience by one person or group, to be externalised, hold status and value, and
therefore be passed on and preserved by wider society (Bourdieu, 1990). Bourdiesasderh at fit o
ensure the perpetuation of cultural resources which would otherwise disappear with the agents
who beat t hem, [the education system] has to resc
that participation is mediated by different typesapital which can reproduce culturally valued
practices or knowledge and preserve dispositions
distinct states:

A i n the embo-thstimgdispesttians ofthe mindandbody f or m of | or
A inthe objectified state, in the form of cultural goods
in the institutionalised state, a form of

(Bourdieu, 1986, p. 17)

In its embodied state, cultural capital is linked to social class, society and ultimately
power (Bourdéu, 1986). It can be acquired informally and unconsciously through learning,
education systems, parents, etc. and is claslywi t h o n e adhd habitas eanwillibe y
explored Linked very closely is the objectified state, whereby objects, boglestoires, etc. are
infused with cultural capital that is desired and valued. These resources help participants to
acquire cultural capital through participation and help to pass on cultural capital to others through
the exchange of these cultural goodsthe case of this study, procedures, routines, repertoires,
guidelines, etc. could all be considered objective forms of cultural capital. Finally, in its
institutionalised state, cultural capital holds its status and value through its association with an
institution. Bourdieu explains that this type of
constant, |l egal guaranteed value with respect to
248). This type of capital can be prestigious and desirablendemm on the status of the linked
institution, and is evident in all areas of education from elite universitiganisations,

excellence programmes, etc

Considering these three states, we see cul tur
everydayli e and interactions as part of their Acultur
esteemed institution and interacting with culturally valued goods and practices, opens teachers
and society to desirable and valuable capitas. argued that not latultural capital is valued
equally, and there are fAdbetter cultural capital s
society (O6Tool e, 2016, p . 36) . One reason for tt

impact of the resulting social caglitvhich stems from participation and which provides
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opportunities for social mobility and obtaining future economic capital (Grenfell, 2012). This is
important in the conceptualisation of participation as an unequal construct and the potential
advantagingf those participants who desire and can obtain these valued forms of capital.

Social capital relates to the connections that are afforded to those who are a member of a
group, organisation, or culturally respected practice (Bourdieu, 1986). It caridists
Ainformation or the reinforcement of educatio
within oneds soci al net workso (Barrett & Mart
value of various forms of capital contribute to the ddslity of such capital. The opportunities
and connections provided through music institutions have been extensively written about,
particularly the possibilities for social mobility and transcending class barriers (Kingsbury, 1988;
Nettl, 1995; Perkins,@L.3a, 2013b). By mixing with likeninded peers in schools, social capital
assimilates and is reinforced, supported by the inherited social capital of families and
communities. More widely, the reproduction of social capital is achieved through socialisatio
with the goal being to further the networks and opportunities for capital transfer of all kinds to

occur, thus maintaining the value of the capital wigagicular social groufBourdieu, 1986).

Therefore, participation can manifest itself as thegmeation and promotion of middle
class values, in the social context of the participation withrtikeded peers and through the
passing on and preservation of cultural capital such as resources, traditions, structures, etc. This
aligns with the philosophof participation in music education as a possible civilising endeavour.
In this way, participation can positively affect those who wish to acquire these forms of capital,
while presenting a barrier to those who may exist outside the social hetwork@miitio
differing ideologies and conceptualisations of the types of capital that should be valued. The
nature of participation is further influenced by the habitus and field of participation through which
the different forms of capital are exchanged amnmted.

1.6.2.2 Habitus and Field of Participation

The second of Bour dultuwalcoreeptwibathitud This isidefened s oci o

as fAhistory transformed into nat wpartedaraand a Aw
predisposition, tendencyrppopensi ty or inclinationo (Bourdi el
Mur phy, 2002, p . 187) . Brandst®°rm explains th
in an activity:

Habitus integrates the individuwillcéuse ear |l i e

people to be drawn to and prefer to be in environments that are in harmony with habitus,
environments where people feel at home and can experience physical balance-and well
being. These circumstances are integral parts of social and cultucaueton and

essential contributions to the existence of the social world. (1999, p. 56)
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| mportant here is the multiple influences on one¢
t hey #fAf e eBrandatérm, 1999Bewdie( uses habitus to dam the tension between an

individual's own experiences, values and dispositions and their relationship with the structures

and experiences out there in the world (Throop & Murphy, 2002).

The negotiation of this poshestsenseofecom@pes oneds
and belonging within the habitus of participation. Bourdieu (1986) argues that our capacity to act
independently is limited by a menu of choices referred to as structure, and our behaviours
therefore become part of our habitus amfarget their origins. Stakelum (2008a) and Jorgensen
(2012) similarly argue that in education, teachers can reside comfortably within their habitus of
familiar practices, allowing for the cultivation of a strong sense of identity and belonging,
reinforcing a static, narrow field of experience. The habitus of participants can therefore be a
Aimi xed bl essingd whi ch manndedness amongangmebersaitheu | ar i ty
community (Jorgenson, 2012). As Brandstérm notes above, habitus is an ipéegedithe social
world and in the context of this study, the secidtural habitus and lifeworld of teachers
arguablyaffects the nature of their participation in the NCC, and the resulting nature of the music

education within their classrooms.

It is implied therefore thatteaches habitusaffectsthe formation of their identity,
shaped by their previous experiences and by othenlikded members in their community.
Teachers who are comfortable in the habitus of participation may develop aobatiyity that
emboldens them to reproduce extant practices and routines, rather than encourage them to move
outside their comfort zone. This is further complicatetde n one consi ders the fi ne

constructsfield.
Bourdieu describes the fikas a game:

In a game, the field (the pitch or board on which it is played, the rules, the outcome at
stake, etc.) is clearly seen for what it is, an arbitrary social construct, an artefact whose
arbitrariness and artificiality are underlined by evangtthat defines its autononiy

explicit and specific rules, strictly by deliminated and extr@inary time and space.

(1990, p.67)
From Bourdieubs definition, two noteworthy points
in an organisation likettdCC. The fi el d as animfliesthdfi trary soci al
organi sations are not organic but are establisherc

bound by the rules and procedures that define it, whether they be explicit or implicit @ourdi
1990; Wenger, 1998). Wright (2015a) describes how players within this field need to understand
their position and théoundaries which define it. Secondly, as alluded to earlier, participants on
the field are not equal and their position is definedhieyr habitus and capital (Grenfell, 2021).

Perkins (2013) describes playémging to maximise their experience and their hierarchical
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position within the field. Therefore, the multiple positions within the fiedde corresponding
powerimplications. The e power ful players can either seek
structure of relations of forces that is cons
and capital within the field (Bourdieu, 1993, p. 39). In this way, participationetanragine and

challenge the limitations of the field or protect and maintain them.

Therefore, Bourdieubds work underpins the |
conceptualied as a construct that can be used to maintain capatbitus,and the ries of the
field, or transform it. The various forms and hierarchies of capital and rules of the field suggest
another important theoretical concept whick inaplications for understanding participation:

power

1.6.2.3 Power Implications of Participation

thasbeen argued that capital offers fAsoci al
(Moore, 2008), and subsequently there are power implications when one considers who and what
is advantaged and disadvantadedrticipation can be understood as a way of esiig and
maintaining the power of those whose experiences, identity and habitus align with the dominant
social and cultural fieldClark et al., 2012)Bourdieu explains how this dichotomy is key to
understandingit he dynami c r el atni oannsdh itph eb ertenpereond uecdtui coan
(1977,p.50)l n exami ning school par t-inanstreaant i on by @ me
backgroundso, Barrett and Martina found that:

[Students navigate] through the rules governing the institutional life of the schibaftean

|l ess |ikely to have O6picked upd the implic
selectively valued and rewarded in schools through socialisation within their immediate

family or social context. They are therefore less likely to be successfchbol as this

requires not only academic competence, but also the knowledge and ability to decode the
system and to play by o6the rules of the ga

In this example, students who are outside of the game are disadvantaged in partieipation,
therefore cannot access the capital which could advantage them. It is not suggested that this is
deliberate but the power dynamics of institutions such as schools, groups and organisations mean
that participantganreside outside of the system dudtteir lack of social capital, while the
institutionscan be protected by thosemfortable within their habitus in the dominant cultural

field.

Participation therefore can also manifest as a form of power and control whereby

participants and oamisations in positions of power decide the type of capital that is valued, and

therefore who is advantaged by the rules of t
power/ knowl edge relationso, viewing hwmdmans as
for younger children, by what he termed At he
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174). While this | anguage is strong, Foucaultés v
understanding humans as being confined within inevitable stes¢Rall, 2018; Dwyer, 1995)

He explains his work as fda critique of what we ar
on uséand the possibility of going beyond themo (
Therefore, Foucaulinderstandpower dynamics as a constant part of organisational structures in

our society, and constructs such as schooling or music making are confined by their very design

and through the types of capital that are valued or unrepresented.

Considering participatiomimusic education specifically, research by Kingsbury (1988)
on how power and hierarchies manifest within music conservatories is useful in understanding
how power structures protect dominanttural capital (e.g. musical repertoire, practices,
organisatbn structures). He discusses the meritocracies that support individuals who have talent

bestowed on them by those in power within the social hierarchy (Kingsbury, 1988). Going

further, he explains that #fAthe peopldhaven of talent i
tremendous amounts of talent; some have | ittle or
potential for certain socially valued behaviour s

just another type of capital grantelvated statuby those in power (not through any objective
means). Nettl (1995) reveals how in a similar setting, repertoire on concert programmes and
certain musical instruments are ranked hierarchically by those within conservatoires, with those in

power aciding the most prestigious instrument or musical genre.

Therefore, participation in these fisocially v
bet ween Ahigher and | ower statuso musi cal genres
are rewardethrough the high status that emerges from participation in revered practices in their
school, community, or other social arenas. This aligns with the work of Bourdieu whereby more
valued cultural capitals and those comfortable in the habitus of paiticipetl be enabled to
participate more easily, and therefore inherit the power to preserve or transform participation for
other members. Tarc (2012)ypports teachegency over power whereby teachers have the
power to be agentic in their teaching ratthem implementing mandated practices handed down
from hegemonic structure3 herefore, a key theoretical juncture for this study is to consider if
and how participation in the NCC empowers or disempowers teachers to explore and transform
the capital, habits, and field of participation, and how participation fits with the philosophy of

education and musical learning outlined at the outset.

1.6.2.4 Sociocultural Theory of Learning

Having considered the concepts of capital, habitus, field and power, this section
concludes by exploring the link between participation and learfirthe case of this study,
|l earning through participation draws on theories

conducted in the early 1990s (Lave & Wenger, 1991). Considering thetanpe of social
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interaction within participation, alongside the context of participation, it is argued that a socio

cultural theory of learning is most appropriate when exploring teacher participation in the NCC.
Originating from the work of Vygotsky, smec u |l t ur al | earning theory fr
bet ween the [individuals] and the group by ac
community as well as the communityos role in
p. 384). Broder still, a sociecultural vision of learning involves responding to the world and

being shaped by our worlds (Edwards, 2005). Therefore, participation as learning involves

wor king with others in the communi thegsimtei | e be
field of the organisation as one participates and learns.

Building on this sociecultural view of learning, Lave and Wenger (1991), and later Lave

(2009), detail the characteristicsmphdésiseni tuat e
comprehensive understanding involving the who
factual knowl edged about the worldo (Lave & W

situated learning, according to Lave, are:

Knowledge alwaysindergoes construction and transformation in use.
Learning is an integral part of all activity.

What is learned is always complexly problematic.

Acquisition of knowledge is not simply taking in knowledge.

PR

(2009, p. 203)
Consideringhese parameters, the constant reconstruction and transformation of the complex and
problematic notion of situated learning is therefore not simply about ensuring one is in close
proximity to a more knowl edgeabigh fedimgsandker , but
value and their collective, culturhlistorical forms of located, interested, conflicted, meaningful
activityo (Lave, 2009, p. 202). This deeper t
knowledge about something, to making sense oksloimg and wheré fits within our world
(Edwards, 2005). When considering the nature of teacher participation, one must ask if
participation involves surface level learning or something more complex and meaningful to

learners

Aligning with thework of Dewey above, it argued that in this social, situated learning
space, all participation in everyday life or in a particular activity may lead to a change in practice,
and therefore future |l earning (Laweshared009) . W
hi stories of | earningo (Wenger, 1998, p. 86).
outcome of learning, particularly if the learning involves observation, imitation, and modelling
(Wenger, 2009, p. 217). However, Edwards (2005) cautf@tdearning through participation
can simply involve reproducing what is already known, missing opportunities for new
transformative | earning. I n Lave and Wenger 6s

participation must be legitimate for newcomersetirn through practice, in contrast with
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participation focused purely on access. Legitimate participation in a programme such as the NCC
would often be accompanied by a sense of belonging among members, whereby members align
with each other sharing viewdispositionsand values (Wenger, 1998his further supports the
concept of learning through participation as a sacilbural construct, much deeper than

acquiring a particular knowledge or being able to simply aquasgipation.

Regarding teachempticipation in the NCC, the research suggests a link between

teacherso values and interests, which may | ead tI
| earn from participation. Oral argues that to bec
wor |l d authenticallyo (2013, p. 222). Consequently
of the child or learner, including their voices and lifeworlds within the design of the learning

experiences and curricula (Barab & Roth, 2006; Skibsted, 2B2@ab and Roth advocated for

di verse and contextualised |l earning experiences ¢
acquiring knowledge (2006, p. 3). Therefore, learning can stem from participation in personally

and culturally valued practices,s peci al ly those which engage the | e

wider sociecultural learning space (Engestrom, 2001).

Therefore, practice is Alearning by doingo (W
linked inextricably to the cultural and social wibih which the learning occurs. Practices are then
legitimised through a sense of belonging and ownership within a community. Thi<stiaral
view of teachersé participation in | earning exper
including teir students, schools, families, communities and wider society in which they work
(Edwards, 2005; Kelly, 2006; Wenger, 2009). Problematically, participation as learning can range
from simply replicating practices and acquiring skills from a more knowédilgenaster, to
developing new transferable and transformative practices (Edwards, 2005). The implication being
that teacher learning may follow a training modéiereby knowledge is passed on from master
to apprenticerather than aiming to challenge stitng practices and improve pedagogies and
outcomes for | earners. I n musical terms, particif
accomplishments and demonstrate an attained stamttasever, a more meaningful
conceptualisation of learningay operparticipants to a deeper, more legitimate form of
participation which develops practice and learning by acquiring, sharing and extending

knowledge individually and as a community (Wenger, 1998, p. 102).

In conclusion, the socioultural constructs of cagail, habitus,and field (Bourdieu, 1986;
1990) , power (Bal I, 2018; Dwyer, 1995; Foucaul t |,
situated learning (Lave & Wenger, 1991; Lave, 2009; Wenger, 1998) all underpin the
conceptualisation and exploration of pagation considered in this study. The positive and
problematic nature of these constructs within participation can lead to various outcomes for

teachers and they all point to a context rich theory of participation that is influenced by the past
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and presengxperiences, by family and friends, by individuals and societies, and by values and

desires.

1.6.3 Pedagogical Underpinnings

The final consideration in constructing the theoretical foundation of this study explores
the pedagogical approaches to teacher legmauimdl musical learning. In this section, teacher
l earning and CPD will be di scussed, using Ken
Professional Development (CPD) to explore the different types of teacher learning, with a
particular focus otearning angarticipation withincommunities of practice (CoP) (Wenger,
1998).

Following this, the pedagogical implications of two contrasting approaches to musical
learning, music education and musical training, wilcbmparedIt will be argued that any
theory d participation in music education will be influenced by the nature of the musical learning

and should resonate with the aims and rationales for music education as outlined above.

1.6.3.1 Teacher Learning and Communities of Practice (CoP)

Teachers learn throughboitleir careers; in Initial Teacher Education (ITE), during their
early careers as Newly Qualified Teachers, and continue to learn at varying intervals during their
teaching life (The Teaching Council [TC], 2016). In her study of Irish CPD, McAuliffe efin
teacher | earning as #dall l earning experiences
throughout their teaching careers, which enha
above, teachers learn within a situated, social learninggxt and how they participate and learn
through CPD programmes is influenced by the model of CPD being used and the philosophical
and theoretical rationale for a programme (Gray, 2004; Lave, 2009; Tarc, 2012).

Tarc (2012) finds that much CPD is asstemawith curriculum change and the nature of
the participation and knowledge is mandated by policymakers rather than being teacher centred.
This form of teacher learning is aligned with what Kennedy describes as a training model with the
aim of fgi mterwo kinooiwl edgeo (2005, p. 238). Recal
in this transmissiotbased form of CPD the rules of the field and the capital (i.e., learning,
knowledge, and skills) are predetermined and controlled by policymakers whoim#iatpower
and often seek to reproduce the dominant cultural habitus. Kennedy argues that teacher learning
focused on addressing a perceived deficit in learning or practice is usually delivered in a
Adecontextualized settiyndio nwhaemastsh e et ¢ ad leeras

speci fic knowledgeo (Kennedy, 2005, p. 238).
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Problematically, this is at odds with the meaningful, secilbural nature of learning
described earlier, and fails toonodovignestd der t he val
exploring context rich, situated learnimgth teachergTarc, 2012, p. 96). It is argued that these
ad-hoc, practical forms of teaching and learning emerge from informal collaboration and
communities of learners adapting to the dynamics ofldmsroom (Lave, 2009). Furthermore,
they neglect the voices, perspectives and dispositions of teachers and learners which are central to
meaningful and transformational changes in pracBegdb & Roth, 2006; Skibsted, 2020).
Therefore, a divide existetween what Kennedy terms the different purposes of CPD as seen in
Tablel.2:

Model of CPD Purpose of Model

The training model Transmission

The awarebearing model

The deficit model I

The cascade model Increasing
capacity for |—

The standardbased model Transitional professional

The coaching/mentoring molde autonomy

The community of practice model l

The action research model Transformative

The transformative model

Table 1.2: Models of CPYAdapted from Kennedy, 2005, 2014)

Transmissie models of CPD, as described above, are viewed as flawed oquzdde
because they ignore the complex processes involved in educational change (Fullan, 2006; Hoban,
2002). Hoban argues that due to the decontextualisdth@dature of these programmes, there is
Ano clear framéwomkt e ac §20020dt38)aToansgiasprdand
standarddased models are used for implementingdown reforms and ensuring accountability,
whereas transitional and transformational models aim to change practice and policy through
empowering and supporting teachergiiidedy, 2014). In advocating for teacher learning through
participation, Kennedydés table above shows that t
transmission models of CPD. Liu (2020) cautions that moreefaehing changes are difficult and
require ime and resourcing to generate transformational learning opportunities within teacher
l earni ng, however thi secagnhisedthedadue gbbdeualityet i cal fr amey
transformative CPD that improves the learning and educational experiencéftedahers and
students. This type of transformational teacher learning encourages reflective practice, agentic
teaching and learning, and challengeseiisting hegemonies within societyltures,and

education systems, resulting in greater careesfaation (Ethan, 2016; Gray, 2004).
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One of the models of I earning considered i
Community of Practice (CoP) (Lave & Wenger, 1991; Wenger, 1998; Wenger et al., 2002). This
approach to organising learning was usefut bsilt on the initial work of Lave and Wenger
(1991) relating to situated, apprenticeship learning while reinforcing the importance of
communities (within oneds habitus or the wide
learning.

While there is nalefinitive definition, an extensive review of thedevant literature by
Stolletalagr eed that a CoP can be defined as fAa gr
interrogating their practice in an ongoing, reflective, collaborative, inclusive, leasrigngated
andgrowtipr omot i ng wayo (2006, p. 223). I n a scho
that as wel |l as encouraging coll aborative ref
improve teaching and learning for the particularsttden i n t heir cl asseso (2
Teague & Anfara, 2012, p. 58). In the broades
home, at work, at school [and] in our hobbies
groups focused on learniagd they aim to improve teaching and learning through reflection on
their practice in an inclusive, collaborative way.

While the organisational and structural dimensions of CoP are considered in the literature
review, the pedagogical underpinningsof Wengdé s (1998) view of | earni
philosophical and theoretical construct of participaggploredhere Consi dering t hi s
focus on participation, CoP are useful in tha
throughaveison of the same processo (Wenger, 1998,
there is a domain of knowledge.§.,how to participate in a particular programme) which is
explored or learned by a community of peo@gy(teachers) by engaging in a stthpgactice to
have command of this knowledged.,participation) (Wenger et al., 2002). This notion of social
learning and practice aligns positively with the conceptualising of learning outlined earlier, with
active participation, community, and cogmétiprocesses all coexisting (Lave & Wenger, 1991).

These socieultural dimensions of CoP have been refined in the domain of music education and
musical partnerships through Kennydés (2014, 2
which will be discused further in Chapter 2.

In addition to participation as learning, CoP theory regards the concept of reification as an

equally important el ement of | earning. Descri
experience by producing objectstctab ngeal thi s experience into 6
with experience and participationo (1998, p.

been experienced (i.e., as a form of capital) and is both a process and product of fieaming
experience (Wenger, 1998). An example of reification in practice could be the documents and

guidelines that make up school curricula, created by teachers within the community from years of
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experience and learning. The work of schools and teachersdfige these guidelines, in

response to learning from experience and participation. In the context of this research, resources
and repertoire of the NCC could be viewed as reified artefacts of participation, These artefacts are
important to the continueekistence of any CoP as members are jointly responsible for and
benefiting from the learning through participation and reification (Wenger, 1998).

In summary, learning through participation in a valued practice alongside others and
learning reified throgh artefactsorthepx i sting Arul es of the gamed (W
are important considerations within the conceptualisation of participation underpinning this
research. The next section explores how two approaches to musical learning withtdiffgre
can influence the nature and significance of teacher participation and build on the philosophical

perspectives of music education emerging in the theoretical framework.

1.6.3.2 Models of Musical Learning

Building on the aims and rationale of music educatiatlined earlier, it was important to
consider the types of musical experiences and approaches that underpin the various philosophies
of music education that currently exist. Bowman (2018) distinguishes between what can be
termed music training and mugducation. While sometimes used synonymously, the term music
training suggests a more traditional model of ed:U
habitso that wildl l ead to technical pr®fi ci ency ¢
perceived as involving more dynamic approaches, embracing ideas such as autonomy, criticality,
and valuing the learning process over outcomes (Bowman, 2018, p. 30). While there is arguably
some overlap between both approaches, the discussion herensitler the differences in these

emphases, and the nature of participation explored through either model.

The first approach considered is what Bowman (2018) refers to as musical training. De
Quadros found that music education in many general educatignrppomme s i s often #Af ocL
the acquisition of skills and knowledgeé[through]
(2015, p. 501). Therefore, the goal of this form of music education could be the production of a
musical product or performance, withildnen and learners becoming curriculum consumers or a
valued musicafjood Finnerty, 2017 Spruce 2015). This pedagogical approach focuses on
training the |l earner to fAiapprehend musico, cel ebr
accurate trarier of the musical object from teacher to student (Lave, 2009; Nettl, 2018). This is
often achieved through methodologies such as learning from notation, and then replicating and
memorising musical pieces (Nettl, 2018; Spruce, 2015). The parallels behieesmodel of
musical learning and the transmissimaised, power and capital focused nature of participation
discussed earlier ambvious angresent a theory of participation that is focused on reproducing

culturally valued practices from more powerftihers.
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In contrast, much contemporary music education literaupgortghe facilitation of the
learner to take an active role in music making, developing their musicianship through the various
roles of performer, composer, etc. (Dolloff, 2013; Geergmming, 2011; Spruce, 2015).i$h
music education model is more liberal and holistic in nature, embracing a broader purpose of
music education beyond technical proficiency (Green, 2002). As discussed earlier, the education
of students ought to involve Botusical and extrenusical outcomes, with the aim of educating
learners in and through music in its broadest sense (Bowman, 2018). While music education often
involves working towards technical proficiency and engaging in scales, aural training, and other
musical activities, the musical object is not the only outcome or purpose of music education.
Stakelum, in her examination of the Irish music curriculum noted that there was a need to
Afchall enge the notion of mus iamovafomthedtudentasat e d
an apprentice, to the student as an active agent acahstructor of the curriculum (2008b, p.
281).

Therefore, music education viewed as the a
learner has traditionally been a amen approach to music education, with musicians being
viewed as intrinsically linked to the production of a product (Stakelum, 2008b). However, a more
holistic conceptualisation of teacher participation may include not only the development of certain
skills and practices but could also encompass the development of the musical amiisixtah
dimensions of the learner, expanding their habitus and lifeworld. In this way, participation in
music education could be more than simply learning to play an ingttumsinging a song, but
fostering a broader range of benefits on social, personal, and psychological levels through a
variety of musical activities. This conceptualisation would shift the role of the teacher as holder
and distributor of musical knowledge the student as the-constructor and eparticipant in the
music education process. These alternate models of musical learning are represented in Figure 1.1
which provides a useful reflection when one considers the pedagogical implications of teacher
participation in a programme such as the NCC and where participation may reside on the

continuum.

Models of Musical Learning

>

Figure 1.1: Modek of Musical Learning
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1.6.4 A Theoretical Framework for Participation

Thus far, the philosophical, theoretical, and pedagogical underpinmitigs inform the
conceptualisation of teacher participation in this study have been considered. What emerges is a
multi-dimensional construct of participation that can lead to a generally meaningful and
purposeful education and a musical education thagldps the musical and broader extrinsic
benefits of participation. In this way, participation can be a transformational force emerging from
collaborative, critical and reflective practices and learning by teachers who desire to empower
their students anchallenge the status quo of their habitus, identity and community, and the wider
rules and structures of the field.

However, the theoretical framework also suggests a more problematic conceptualisation
of participation as a vehicle for replication, basadearning as the transmission of knowledge
and skills by knowledgeable others in power. This notion of participation is maintained by the
field of the activity or organisation, which values a dominant form of capital that is advantaging
and unequal. Musadly, participation therefore aligns with a training model of music education
which focuses on producing musical products. In this model, the student and teacher voice are
secondary to maintaining the cultural and historical status quo through educatiomnisio
education. The cultural and historical perspecti\
are important outside influences on the nature of participation and will be explored in the next
chapter, further enhancing the context of particguain this study.

In conclusion, | present a theoretical framework for participation which encompasses the
philosophical, theoretical, and pedagogical considerations for this study (Figeldi® This
outlines the positionality of participation withthe context of this research and suggests that
participation is a mukdimensional construct with multiple outcomes. Drawing on the theories
and theorists above, the study posits the potential for teacher participation to be a form of
learning, identity power, capital and transformation. This framework will be expandediopon
the conceptual framework (Chapter 3) which merges the theoretical constructs and empirical
literature and structures which will be used to explore, interpret, and critique tine aadl
significance of teacher participation in the NCC. An overview of the dissertation completes this

introductory chapter.
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Theoretical Framework of Teacher Participation

Civilising and Enculturation
through Music Ed.
(McCarthy, 1999; 2010; 2015)

Education, Experience and Growth Lifeworld Personal, Social and Musical
(Dewey, 1916) (Heidegger, 1996; Bonnet, 2001)  Benefits of Music Ed. (Pitts, 2005)

Socio-cultural Learning
(Lave & Wenger, 1991;
Wenger, 1998)

Capital: Cultural and Habitus Field Power
Social (Bourdieu, 1986) (Bourdieu, 1977; 1986) (Bourdieu, 1990) (Foucault, 1991; 1997)

Models of Teacher Learning/CPD Communities of Practice Musical Training and Music Education
(Kennedy, 2005; 2014) (Wenger, 1998) (Bowman, 2018)

Learning Identity Power Capital Transformation

Figure 1.2: Theoretical Famework of Teacher Participation
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1.7 Dissertation Overview

In this chapter, | have presented an overview of the NCC as an organisation and initiative
operaing in Irish primary schools. | have outlined the research context and my own positionality
as the researcher which contributes to the articulation of the research problem and research focus.
The research question has been stated and the philosoftéoadtical,and pedagogical
underpinnings which inform the theoretical framework and worldview of the study have been

described.

Chapter 2 considers the empirical literature informing this study. This includes an
overview of the historical, curricular apalicy context of music within the Irish educational
system since the NCC was formed. Following this, teacher participation in music education is
problematised and the various challenges that impact the nature of teacher participation and
broader issues ithe music education landscape are considered. Finally, the organisational theory
and learning structures that inform the examination of the NCC as a phenomenon are considered,
namely Wengero6és CoP Theory (1998) and Engestr°mo:s

Chagper 3 begins with the discussion of the conceptual framework for the study, which is
drawn from the empirical and theoretical findings of the literature review and will underpin the
interpretation of the research findings. Next, the methodological ragianal design of the
research are outlined, considering the research focus, aim, paradigm and the use of
phenomenology. This is followed by a detailed discussion of the research process which explains
the various data collection phases and participantsdrstudy. The interview design and data

analysis processes are also considered, followed by the limitations of this research.

Chapter 4 contains the analysis and discussion of the research data, culminating in the
interpretation and critique of the na¢ and significance of teacher participation in the NCC. The
chapter first considers teaching and learning through participation, both from the perspectives of
teacher learning and from the viewpoint of the NCC as a curricular methodology and
replacementNext, the theme of identity is discussed, with the exploration of multipéxisting
identities and the influence of community on participation. The levels, roles and hierarchies of
participation are then considered, leading to a consideration of tBeaN@n AS constrained by
historical and cultural artefacts and the power implications of this system. The capital that is
exchanged and valued through participation is also discussed. Finally, the possibilities of

participation as a transformative musjqagrsonal and professional experience are explored.

In the final chapter, the main findings and conclusions of the research are discussed,
namely the multdimensional nature of teacher participation and the significance of participation
in the NCC inhe 2F' century primary school. The recommendations of the research from the

viewpoint of teachers, the NCC and the wider music education landscape are considered. Then,
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some possibilities for future research are outlined before a final coda reflectimg @search

completes the dissertation.
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Chapter 2 Literature Review

2.1 Introduction

In the previous chapter, the research context, problem, and question were articulated,
establishing the rationale for this research. This chapter aims to examine the wider context in
which this study exists and is organised in four main sections, all of which contribute to framing
and informing the interpretation of the nature of teacher participation as it emerges later in this
study.

Firstly, music education in Irish primary sch®wvill be discussed, drawing on historical,
curricular, and policy perspectives from the literature and state agencies. This will add to the
historical and cultural context in which the NCC operates within the Irish primary school system
and will influene the conceptual nature of participation later in the research. The current and
future policy trends in Irish music education, such as the emergence of partreesttipity, and
a model of culturally responsive music education are considered. Thémgrestablished place
of song singing in primary schools, its provision in music education, in both primary schools and

other contexts is explored.

Following this, the next section will problematise teacher participation drawing on
perspectives and st from the field of teacher learning and identity. These will include the
challenges facing teachers of music at primary school level including the poor provision of
teacher musical CPD, the perceived lack of confidence among generalist teachersotheiogts
of music education to specialist teachers and the problematic identity formation of multiple
identities for teachemusicians. Additionally, the broader issues impeding the evolution of music
education and the transformative potential of teacheicyition including the dominance of

Western Art Music (WAM) and enculturation possibilities of music education will be outlined.

The chapter will conclude by examining the organisational theories and structures that
govern participation, consideringWegger 6 s (1998) Community of Practioc
structures which are helpful in conceptualising teacher participation in the A€Cthe
multiple levels of participation within CoP theory will be discussed. Following this, Cultural
Historical Acivity Theory (CHAT) (Engestrom, 1999, 2001) will be described and utilised to
frame the NCC as an activity system (AS) and to investigate teacher participation through the
structures of activity theory. Particular attention will be drawn to the interactimong
constituent parts of the activity system (AS) model and the tensions and contradictions that
emerge through these interactions. It will be argued that the-diménsional nature of teacher
participation as the outcome of the NCC is influencediafodmed by the tensions and

contradictions that occur within the AS conceptualised through CHAT, which provides for the
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analyse, critique and interpretation of teacher participation within the NCC as it emerges from the

data later in the thesis.

2.2 Music Education in Ireland

This section aims to consider historical, cultural, curricular and policy perspectives on Irish
music education and music within Irish primar
within the primary school curriculum, the immdittons of the cultural and societal context of the
20" century on music as a curriculum subject, and an outline of the current curriculum and policy
landscape is presented. It also considers current and future trends in Irish arts and music education
policy, including the emergence of partnership between teachers and others in arts education, the
centrality of creativity and learner agency in teaching and learning, and the use of culturally
responsive music education (CRME) as a model for contemporarg gdigiation. The section
concludes with an examination of the enduring significance of singing within the Irish music
education landscape and the wider choral traditions in music education, given the nature of

participation in the NCC as a choral singirogivity.

2.2.1 Historical Perspectives of Music Education in Ireland

Music education has occupied a prominent but not always central part of the education
system in Ireland. For over 100 years it has been part of the formal primary school programme,
beginning h the preindependence national school system focusing on singing, music literacy and
aural training (Grennan, 2017; B. Walsh, 2016). It existed as an optional subject at first, before
being promoted to a compulsory subject around the turn of the 20thmcéBtakelum, 2008b).

Singing was included for the first time in the Revised Programme (1900) as a reaction to the

payment by results system that had largely removed practical and arts subjects from schools (T.
Walsh, 2016). As discussed earlier, McCart2§10) writes how music was first advocated for its

value in contributing to the moral, religious, and social formation of national school pupils. The
curriculum at the time was seen as broadly ebddtred, with music and other arts subjects being
intorduced to ensure fieducation in the truest se
formal instruction in the three R6s0 (Commi ss
cited in Grennan, 2017, p. 42). The parallels therefore between thegaihishment of music

within the Irish primary curriculum, and the extrinsic, holistic aims of music education outlined

earlier are apparent in the 1900 Revised Programme.

As Ireland entered its independent years, the tide turned for music educatiamy movi
from the enlighteningchild-centredvision expressed above to a curriculum that would help
cultivate a sense of national and religious unity in the newly formed republic (McCarthy, 2010).

The curriculum was focused on song singing, influenced by Fco@m of University College,
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Dublin who advocated for Irish language songs and plainchant as essential elements of the new
programme (Stakelum, 2008b). McCarthy (2010) notes the extensive use of hymns in schools in

the 1920s, coupled with a preoccupatidth the Irish language and a desire to promote

civilising, middle class ideals within schools, significantly narrowed the scope of primary school

music in the early 20century. The 1933 Notes on Music documestesthat music education
shouldbeforbbh #Aphysi cal and mental pleasureé and as
nati onal renai ssanceo (B. Walsh, 2016, p . 161) .
generally, were to act as vehicles through which a new Irish, nationalist peopdeb&ou

moulded.

The preoccupation of schools with wider historical, political, and societal issues
prevented much change in music education or indeed other curricular areas (B. Walsh, 2016).
Despite repeated attempts to establish a modern, progressoatiedsystem, economic
chall enges often meant that these aspirations r
(Walsh, 2016). Indeed, while teachers publicly endorsed the-@iltted, progressive
pedagogies of various curricular revisions, the ctasa experience remained didactic and
uninspiring due to poor training, teachero6s rel

underfunding and under resourcing of music in crowded schools (B. Walsh, 2016, p. 26). Thomas

er

u

Walsh similarly wroteofta idi chot omy bet ween [teachersd] endor

i mpl ementation in practiceo (2012, p. 335). Ther e

a childcentred, holistic, and inclusive music education in Irish primary schools neveregtc
due to poor training, oversizethssesand a lack of resources. These factors may explain the
dominance of singing due to the affordability of its facilitation, which will be explored later in

this chapter.

Further hindering reform in music eduicat were the broader societal issues which
impacted primary schools. The importance of religion, the focus on national identity and the
promotion of the Irish language were significant barriers to reform in education in general, and
music education in pacular. Religion within the education system, despite being kept separate

for most of British rule, cexisted with State support for much of the 20th century. Seen as a

Abadge of ethnicityo to distingui séntrdlitydfsh Nati one:e

religion allowed the church to mould Irish society starting with school children (B. Walsh, 2016,

p. 11). Furthermore, this struggle for national identity was coupled with a strong emphasis on

promoting the Irish language within primary sctgalespite a lack of qualified teachers and an

absence of significant support for Irish outside of the school system (B. Walsh, 2016). All this

created a society and an education system which viewed holistic education and the lifeworld of

child as less imprtant than the creation of a Catholic, nationalist tsphaking society which
provided for the Astrengthening of the national
as cited in B. Walsh, 2016, p. 21). Therefore, schools became a tool fothieatiobuilding, with
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Thomas Walsh concluding that the imaginings of curriculum designers at the time were
Afunrealistic in the society and educational C
education at this time was therefore shaped by oeiggand national ideals, rather than

curriculum designers or pedagogues.

In summary, the historical context of Irish music education presents a landscape that is
preoccupied with nation building and nationalist ideals, neglecting the practical and pealagog
needs of schools and teachers. A lack of a coherent plan to support teachers and educational reform,
combined with poor funding, resources, and training, meant that traditional practices in the early
years of music education provision of primary sdhaere not challenged, and later, more
progressive, revisions of policy remained unrealised. As the NCC was established following this
complex historical period, it is argued that this context directly influenced the focus of the
programme on a teachled, didactic, choral classroom model of music education, which perhaps

still permeates within the fibre of the organisation today.

2.2.2 Music Curriculum in Irish Primary Schools

The historical context above provides the foundation to consider the design.t@men
implementation of the current music curricula and its predecessors. Given that participation in the
NCC takes place within Irish music curricular time, one must understand the development of
curriculum and policy in Irish music education before dmwdughout its existence. Therefore, this
section describes the Irish primary school curriculum from 1971, the developments that led to the
curriculumdéds evolution in 1999 and beyond, a
alongside the NCC.

Many historical accounts detail the turbulent design and redesign of various curricula
during the 28 century, as schools and society grappled with the changing cultural and societal
context outlined above (Grennan, 2017, Kerins, 2019; T. Walsh, 2012)97hecurriculum tried
to move away from the tegown approach of teaching music that had preceded it and aimed to
address the challenges of teacher confidence and knowledge that existed in Gchdmis( 2021,

Kerins, 2019Stakelum, 2008b). iecommededa childcentred approach, focused on celebrating
creativity, individuality, and teacher autonomy (Kerins, 2019; T. Walsh, 2012). For the first time it
placed music making activities beyond singing and literacy within the curriculum objectives,
incorporting music appreciation and creative work (Kerins, 2019). However, its implementation,

as had happened previously, did not live up to the vision of its designers (T. Walsh, 2016).
Curriculum development at the ti meedorseaashilt onstr
centred rhetoric while practising a more forn
Walsh, 2016, p. 26). It is unsurprising therefore that many reports emerged detailing the failings of

music teaching in primary schools atstkime.
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In response to the poor 1971 curriculum implementation, numerous surveys by groups such
as the INTO, DE and the Conference of Convent Primary Schools were held in the 1970s. Their
consequent policies and reports detailed similar issues that kaafidally impeded music
education such as teacher confidence, lack of technical knowledge to interpret the curriculum and
an absence of creativity in the delivery of the curriculum. The INTO found that over 50 percent of
class teachers were not teaching subject, instead handing the responsibility over to a colleague,
an outside music specialist, or neglecting to teach it at all (T. Walsh, 2012). In response, the DE
employed a limited number of specialist music inspectors, including NCC founder SeameCre
to support teachers and schools, with limited success (McAuliffeyR2005). The Arts Council
advocated for a broad arts curriculum positioned centrally in-&tatked education (Benson,
1979). Some years later, they produced their infamous DesP Beport which revealed that the
over all state of music education was a #Alittle s
reveals that some children are only experiencing music primarily outside school and the majority
are leavingasthool | imesated (Herron, 1985, p. 2)
creative work, suggesting a persistent dominance of performing among policy makers and
commentators as the musical activity of choice. His comments reveal that, despite the akitd cent
nature of the 1971 curriculum, the focus of primary music education remained on developing
musical competence and literacy, and that even these aims were not being meaningful achieved.
The publication of Herronds rsegpablishedvhicAperhapshe year i
positioredthe NCC as @rogramme which couldncourag music making in schools, endorsed by
the DE through its links with the Inspectorate.

During the 1990s, the DE responded to these reports in the form of the White Paper on
Education which promised to introduce a fAbroader
curriculum, particularly in the teaching of the &
many purported benefits of the arts in education withiniitss ancluding fostering the social,
personal, and artistic development of the child (DE, 1995). In the same year, a large multi
disciplinary debate entitled the Music Education National Debate (typically known as MEND) was
underway, facilitating conferensehearings, consultations, and speakers from all areas of music
education in Ireland to pave a way forward for music education. It found that in contrast with the
new vision for arts and music educatialureput f or wa
in education is that music is low in priorityo (F
of these debates on the future of music education is noteworthy, the findings underpinned the
general dissatisfaction with primary music educatiofreland during the 1980s and 1990s. This
evidence contributed to the development of the current Primary School Curriculum which was
launched in 1999.
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This new music curriculum aimed to be par

develop the whols pect rum of chil dr ends Ilisaitmseareloutlmedn c e 0
below:
A to enable the child to enjoy and wunder st
A to develop the childbés opennessf to, awar

musical genres, including Irish music.

At o develop the childés capacity to expres

as an individual and in collaboration with others.

A to enable the child to deventedheexbitersehther m

and satisfaction of being actively engaged in musical creativity.

A 't o nurt ur-esteérhaad setfonfidertetisrougheadrticipation in musical

performance.

A 't o f o-srtleethinkihgiagdHifelong learning through thequisition of musical

knowledge, skills, concepts and values.

A to enhance the quality of the childés |Ii
(Gol, 19994, p. 12)

We can see that these aims align with the dual focus and rationale for music education
outl ined in the theoretical framewor k, to fos
extrinsic benefits of music education through
higherorder thinking, lifelong learning, selfsteem, and setfonfidence (Gol, 1999a). It was
underpinned by several principles including active music making, sound before symbol, the spiral
curriculum which encourages the building on o
the class teacher as the shappropriate person to teach the curriculum and the importance of
integration and linkage across the curriculum and the whole school (Gol, 1999a). Although the
entire curriculum was launched in 1999, the music curriculum was not introduced in schibols unt
the 20032004 academic year, following -Bervice training for teachers across the country
(McAuliffe Ryng, 2005). It is organised around three strands of activity: Performing, Compaosing,
and Listening and Responding to Music. Through engagement imngaactivities within these
strands, and their corresponding strand units, children would explore and develop their
understanding of nine musical concepts (Gol, 1999a). Table 2.1 provides a brief overview of the

curriculum:
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Strands Strand Units

Listering and Responding to Music Exploring Sounds

Listening and Responding to Music

Performing Song Singing

Literacy

Playing Instruments

Composing Improvising and Creating

Talking About and Recording Composition

Musical Concepts

A sense of pulse A sense of structure
A sense of duration A sense of timbre

A sense of tempo A sense of texture
A sense of pitch A sense of style

A sense of dynamics

Table 2.1: The strands, strand units andmusical concepts in the 1999 Music Curriculu{@ol,
1999a)

The musical concepts are developed through learning activities and experiences across the strand
and strand units, through engagement with the content objectives as outlined for each class level

(see Appendix | for'5and & class objectives).

In its first year in schools, the curriculum was praised for putting teachers central in the
delivery of the curriculum and recognising the importance of embracing the principles of active
musi c making and sound before symbefotesymob Cal | aghar
aimed to remove the barrier of literacy for those who lack musical confidence or knowledge,
encouraging the making of music over the reading and writing of it. However, Stakelum (2008b)
warned of the need t o r mdecetmtpnshipwath musiawhibhalreys 8 own cor
will inevitably bring to their teaching of the ne
is no longer determined solely by external agents but is grounded in the realities of what the
practitioners themselveean s i der t o be of valueo (Stakelum, 200
acknowl edgement of teachersod6 previous experiences:s
interpretation process had been absent in the policy landscape thus far, however its influence on
the nature of curculum implementation is a key consideration in this research, given the
researchés focus on teacher participation and t he

experiences as they emerge from the data.
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While praised for its general breadth of @nitwhen compared to earlier iterations, the
curriculumds i mplementation has also faced ch
are two main areas which continue to impede the success of music education in Irish primary
schools. Firstly, problemstemming from the school community including challenges around
teacherselt onf i dence in teaching music (I NTO, 2009
Stakelum, 2008b), lack of adequate CPD (INTO, 2009; McAuliffe, 2004) and lack of resources
and time (Russl-Bowie, 2009). More broadly, there are legacy, systemic barriers to effective
music education such as the poor status of music in Irish education systems (Heneghan, 2001),
coupled with low public opinion on the arts in education (Kenny, 2010), andt aflac
Acoordinated or comprehensive plan of actiono
across all education and societal levels (The Arts Council, 2007, as cited in INTO, 2009, p. 32).
These challenges will be considered later in this chapteevewit is unclear whether the 1999
curriculum has been successful in broadening the aim and rationale of music education in Ireland

among teachers or addressing the shortcomings outlined thus far.

2.2.3 Policy Developments since the 1999 curriculum

Having cansidered the music curriculum as it currently exists in Irish primary schools, the
discussion progresses beyond the 1999 curriculum. Various programmes and initiatives have been
launched to enhance the provision of arts in schools, most notal#iytshie Education Charter
(Department of Arts, Heritage and the Gaeltacht & Department of Education and Skills, 2014),
which advocated for joined up thinking between different policy makers, artists, and schools,
through the facilitation ofirts Rich SchoolsThis i ni ti ati ve seeks to Ainc
those schools which in a range of ways make t
engagement of outside school agencies such as MG, The Arts Council, local authority arts offices,
and artists worikg in the field to create and promote art in education (Department of Arts,

Heritage and the Gaeltacht & Department of Education and Skills, 2014, p. 5). At the same time a
report by Music Network, who supports live music concerts through Ireland, t@lsidhilar
outreach partnerships between musicians and s
(Kenny, 2010). However, the Arts in Education Charter and corresponding Arts Rich Schools
initiative made little reference to teachers' role in implemumtar realisation of their aims, and
ultimately lacked political will and clear implementation plans to meaningfully affect practice in
schools (Grennan, 2017). Once again, the prevalence of aspirational policy documents without

clear practical steps #nactment continue to be a barrier to reform in primary music education.

The Arts in Education Charter was then subsumed within the Creative Ireland programme
and distilled for the education system through the establishment of the Creative Schoolinitiati
whi ch would support schools to fiembrace the a

and strong outcomes for children and young pe
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of the 19162016 centenary commemorations, the Creativalrell pr ogr amme ai ms t o fi
an ecosystem of creativityo and dAplace icreativit)
7). One of its primary commitments is to enable each child to have access to music, drama, and

arts tuition (Gol, 2016). fie programme has also published its cfolkclised strategy, Creative

Youth (2017, 2021), which supports the devel opmer
teachers and community projects, including teacher/artist partnership as one possibledePD m

(2017, pp. 6, 27). It also specifically references choral singing as an important outcome of the

programme however little detail is given as to how it will be developed. One way that policy

makers are influencing the arts and music education in prisadools is through the provision

and funding of partnerships between artists (known as Creative Agents) and schools (Fahy &

Kenny, 2021). These contemporary factors within music education will be discussed in the next

section, however before that, theiesw will now consider the latest policy development

underway to revise the primary curriculum for the first time in the 21st century.

As of 2022, the National Council for Curriculum and Assessment (NCCA) is currently
consulting on the redesign of the paimy school curriculum, following the introduction of an
outcomebased curriculum in English and Irish in 2018 (NCCA, 2022). They outline the
challenges that they aim to address in the new curricula:

Looking across these developments since 1999, the extdrgace of change is striking.

Diverse classrooms, evercreasing and changing demands of a primary school

experience, a crowded curriculum, policy changes and new findings from research on

teaching, learning and assessment combine to create both @nesu opportunity to

revisit the primary curriculum as a who{8ICCA, 2020, p. 5)

An important point in the context of this studdfaiesto curriculum overload and subject

hierarchiesand how these might impamt the arts and other subject areas impry schools

(DE, 2011;Fahy & Kenny, 2022Grennan, 20%; Gubbins, 202INCCA, 2010). In recent policy
documents, it has been acknowledged that music and other arts subjects have had to compete with
other subjects for a fixed amount of instruction tilmewever they also agréleat thereoughtto

be compromises and prioritisation of particular subject areas, espegoialtythe recent focus on

literacy and numeracy (DE, 2011; NCCA, 2010).

Reflecting on the many demands on primary schools, it is unsimgthat the challenges
facing curriculum and policy in Ireland have not yet been resolved. Walsh (2016) writes how in
the past, the omission of key stakeholders in the curriculum design process has led to a
disjuncture between theory and practice insidee c | assr oo m. I n keeping with
desire for teachers to be involved in policy design, an extensive consultation is currently
underway at time of writing by the NCCA, allowing teachers and other stakeholders voice their

views on the futuref the primary school curriculum
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At time of writing, there is no information relating to the proposed content or structure of
music within the new primary curriculum framework (NCCA, 2020). Subsequently, it remains to
be seen how a redesigned music cutum is represented within a curriculum framework
encompassing broad subject areas based on outcomes and skills, rather than content and
objectives (NCCA, 2020). This research argues that any new programme must reflect the new
emphasem music educatiomamely the increasing prevalence of partnerships between artists
and teachers, the centrality of creativity and learner agency in teachitepamdg, andheneed
for a culturally responsivend inclusiveapproach to music educationaslinedbelow. By
exploring the multdimensional nature of teacher participation in the NCC it is envisaged that this
research can critigue and contribute to the discussion around any future primary school
curriculum and consider the place of the NCC within any futulieyprevisions. The discussion
of the literature will now consider some of the dominant perspectives on contemporary music
education, presenting possible alternative approaches to music education worthy of reflection

when examining teacher participatiortire NCC.

2.2.4 Contemporary Perspectives on Music Education

This section considers the noteworthy policy developments and contemporary music
education discourse emerging from experts and practitioners within the field. As alluded to above,
the prevalence gfartnerships in music education in Irish educational policy (Department of Arts,
Heritage and the Gaeltacht & Department of Education and Skills, 2014; Flynn & Johnston, 2016;
Gol, 2017; Gol, 2016) is an important consideration when conceptualising edlusiation in the
215 century school. In contrast to the centrality of the class teacher in teaching the curriculum in
primary schools much research over the past two decades has advocated for the value of
partnerships between artists and schools (Fahy&nk, 2021; Gol, 2017; Kenny, 2010; Kerins,
2019; Sheil, 2008).

Reflecting on the early implementation of the Creative Schools programme, research by
Fahy and Kenny (2021) has evaluated the effectiveness of artists working in partnership with
classroomtac her s, to enhastedeotls 6t expeli €sdcasdof
initial review of partnerships operating outside of Ireland found that arts partnerships with
teachers were effective when there was mutual trust, prolonged engagenfessipnal
exchanges between members and a common understanding of the mutual benefits (Fahy &
Kenny, 2021). When facilitated correctly, they argue that a partnership initiative such as the
Creative Schools programme could act as a professional develoipitiative for teachers,
improving the teaching of the arts (Fahy & Kenny, 2021). Their initial studies have positively
framed the Creative Agents initiative within schools, despite some variation in how the different

schools and artists interpret th@gramme (Fahy & Kenny, 2021).
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However, research in the USA has found that teachers who are in partnership with a
speciali st musician or music teacher but fail to
constructed notions about musicality being fa gifted few in the minds of both teachers and
childreno (Partington, 2018, p. 159). Therefore,
education, as was the case in lat& @ntury Ireland, and supporting both teachers and artists to
work meaningflly together is delicate in the participation of educators in such partnerships. The
extent to which teacher participation in the NCC is a form of learning through partnership will be
explored alongside the data later, noting the place of knowledgealsiesefip this case the MDs
and others) working with teachers throughout their participation in the project. The policy of
partnership in primary music education also led to the establishment of one of the largest

organisations currently facilitating musicprimary schools, Music Generation (MG).

MG launched in 2010, enabled by the philanthropic support of the band U2, and have
established themselves as fAlrelandb6s National Mu ¢
2016; MG, 2022). They operate musiducation partnerships employing musicians and arts
practitioners in 25 areas of Ireland engaging with over 67,000 children (MG, 2022). They aim to
facilitate fispecialist music par-bapedmsibi ps with s
educationthatec o mmodat es a diverse range of aspirations
p. 85). It is noteworthy that the Creative Ireland programme references MG as the central music
education programme in its policies, with the DE increasingly becoming the prfiomaier of the
programme (Gol, 2016). This suggests an endor s e me
place within the music curriculum, education, and policy landséeent studiesxamining
someMG programmesave praised the scale and reach efgtogramme, building pathways for
musical progression, however theycourageMG educators to be flexible in their teaching
consider the socioultural influences on the learneasid to work with teachsand schod
ensuring that their role movesymad simpy passing on instrumentskills (Fahy & Kenny,

2021; Murray, 2022)A key reflection as raised by Fahy & Kenny (2021) is to what extent are
MG and similar organisations supporting teachers in the delivery of the prescribed curriculum,

rather tha simply replacing it.

Creativity and agency are considered together as they both emerge in parallel from recent
policy discourse (Doyle, 2019; Gol, 2017; INTO, 2009) and literature (Biasutti et al., 2015;
Burnard, 2008, 2012; Sharp, 2014; Spruce, 20@fative practices require the development of
imagination, originality, productivity, problem solving and the production of a valued outcome
(Sharp, 2004, p. 5). Biassutti et al. describes t
imaginative thinkng and learnecentred teaching (2004, p. 148). Kenny (2017) & Sharp (2014)
both confirm that in addition to teaching methodologies and approach, there is a need to provide
creative environments for children to work, with ample time and space for practiceflection.

Therefore, the research confirms that a move away from didactic, tdadhveork was essential
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to encouraging creative practices, and that the learners were at the centre of any creative

educational endeavour.

This places student voi@nd student agency centrally within creative music education. In
her advocacy of informal music learning practices, Green (2008; 2016) encourages the
devel opment of studentds agency by all owing t
they aredrawn to, and to integrate the musical activities of performing, listening, and composing
through one creative process. This would plac
chil do, moving away f r o-emded task(Geeéni 2016,d0. 1d)bSpracet i v e
believes irthe importance of student voice in music education calling for children to be allowed
to be creative and agenticasthexcconst ruct the curriculum with
|l eader sé[ who adn]l diegremptni mesweand create mor e
education (2015, pp. 288). In the Irish context, Finnerty examined the mabkatltures of
children in Cork and found that fAmany of the
childrenaremadeby adul tso (2017, p. 220). In her reco
embrace childed, unstructured music education activities that draw freathool and oubf-
school musical contexts (Finnerty, 201¥he contemporary discourse sseekrebalancing of
power and control of music education from teachers to students, with all areas of education

requiring reflection to meaningfully support creative, agentic practices in schools.

Therefore, this type of creative, agentic musical particpaind education requires each
educational setting to consider what creativity means to them (Burnard & Fautley, 2014, p. 265).
Sharp (2004) argues that presently creativity in educational settings is stifled by overly
prescriptive, teachearentred learmig environments. Also, some authors have cautioned against
the illusion of learner consultation and oygomising of creative education which do not have
supporting structures or genuine impetus to change (Bresler, 1998b; Burnard, 2008; Spruce,
2015). Inany case, the advocacy of creative, agentic music education is worthwhile and timely,
leaving behind the traditional, transmissisased philosophy of music education outlined in the
opening chapter.

The final perspective that this study draws on to ephealise a model for participation

in 22%-century music education is culturally responsive music education (CF3MEnwick

wrote that Apupils are inheritors of a set of
therefore teachers should aimfov al i dat i on, emanci patory and co
recogni ses fieach studentds cul tural and soci a
creative and agentic mindset outlined above,

experienes being embraced, rather than imposing the repertoire and practices of the dominant
culture or power holders (Bond, 2017). Furthermore, in her review of the research relating to

American public schools, Bond warns that a random inclusion of various hrgesicas to
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appease the need for diversity is not sufficient, with tokenistic treatment of unfamiliar cultures

and communities viewed as worse than omitting the culture in the first place (Bond, 2017, p. 162).
In this way, the authentic treatment of mukgnres and contexts is important, pushing beyond

the Western aesthetic that has dominated formal music education (Nettl, 2017; Spruce, 2015).
CRME involves the attending to issues such as race (Grant & Vonzell, 2008Matistle,

2013; Southgate & Roggmo, 2009), gender representation (Freer, 2015; Sweet, 2010; Welch,
2010) and languages and culture (Barton & Riddle, 2021) through camésiyed music

making opportunities. These issues all affect the nature of participation and CRME criticises the
reproduction of a limited, dominant form of capital through participation and promotes the
transformation | earnerds mindsets and | earning b\
better serve -Mdiae, 2013upd2d2).t 6 ( Kel |y

fwetaketkt vi ew that schools are places of encul't
societyds values and beliefs are passed on thr ouc
for an inclusive, progressive approach to music education which could enastepdsithge for
participants. As Spruce explains: fAone of the def
music education is taken to be the opportunity fc
education, but al 2045, g 288)C&MEHenableslavichexdhangeaf it 0 (
cultures through schools, broadening and challenging the capital and experiences of the dominant
classes and minorities (Bond, 2017). McCarthy writes that music education is the dialogue
between learner and ltwral institutions, which if conceptualised responsively, is well positioned
to Acontain the seeds of action for a socially j1
|l ifelong engagement with i ssues of4l)sRitetias| | ust i c e
written about the power of music participation tc
in the case of this study, a contemporary model of music education should embrace all musical
experiences and styles, including all partéeifs today and into the future, whether they be
teachers or children (2005, p. 143). These findings have important implications for this study
when one considers the extent to which teacher participation in the NCC is inclusive, authentic,

and culturally esponsive for Ztcentury teachers, schools and learners.

In conclusion, current literature and policy discourse encourages the development of a
contemporary model of music education which includes partnerships between musicians and
schools, the authentassimilation of creative and agentic mindsets and perspectives within
music education programmes and interactions, and a culturally responsive lens inclusive of all
learners, backgrounds and musical genres. Therefore, the historical, didactic nmodsilcof
education which has been criticised earlier in this review stands in contrast with this learner
centred, integrated and procdsd approach to music education. These pedagogical models as

outlined in the theoretical framework, will inform the intexfation and critique of the nature and
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significance of teacher participation in this study, especially the possibility for participation as a

form of learning to be transmissive or transformative.

2.2.5 The Place of Singing within Music Education

The finalpart of this historical and contemporary review of music education in Ireland
considers the role of singing within music education. Given the centrality of singing within the
NCC programme and many education systems, this section examines the place@fgthgi
the academic literaturas well as the benefits and challenges facing singing as the dominant
musical activity within schools. Following this, an overview of the wider choral culture, traditions
andsingingprogrammes operating in Ireland angesthere is presented. Finally, singing within
thelIrish primary music curriculunand policy landscapis discussedThis will rationalise the
focus on singing within the education system and explore how choral singing as it currently exists

may be difficut to reconcile with the contemporary music education perspectives outlined above.

Singing as an activity occupies a lasting place within formal education systems,
especially primary schools, and has remained a constant of music education curricula¥60ove
years, contributing to both the musical and ertigsical benefits of participation (Gol, 1999b;
Grennan, 2017; Kenny et al., 2016; Kerins, 2019; Sheil, 2008). Similar to what has been
discussed earlier regarding the wider aims and outcomes of edusiation, the literature
identities a range of benefits linked with singing including physical (Clift & Hancox, 2001),
psychological (Pacheco & Milhano, 2007; Pitts, 2014; Welch et al., 2014), social, (Busch, 2012;
Dabback, 2016; Lonsdale & Stewart, 2QI@usical (Welch et al., 2009), and educational
(Heyning, 2010; Mills, 2005; Welch, 2012). Children who engage in choral singing enjoy being
part of a community of likeninded others and report feeling proud, motivated and more
confident when singing (Ehrin, 2 016) . It has also been found
inclusion and cultivates a positive setiage irrespective of ages, sex or ethnicity (Welch et al.,
2014). Musically, a study of the Sing Up! programme in the UK found that chogahgin
improved the vocal range and vocal development when compared with a control group (Welch et
al ., 2009). Finally, singing nurtures the chi
as a musician (McCoy, 2012; Pitts, 2000). This myriad atbts is perhaps one reason why

teachers participate in and use group singing so regularly in their teaching.

However, singing within the educational system is not without its shortcomings. Dolloff
(2013) concedes that choral singing within music educa&iobodies a traditional concept of the
teached ed cl assr oom. She writes that fthe teachi
student responds, teacher verifiesbo. This is
90). This is an intesting observation given the wide range of musical and-extigical benefits

linked with singing above, achieved through what some argue is a training and transmission based
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musical activity (Bowman, 2018; Dolloff, 2013; Kennedy, 2005). While there ataliygmany
benefits to musical training through participation in choral singing, by its nature it is usually led
by a single conductor with few opportunities for learner agency or creativity (Lamont et al.,
2012).

Moving beyond the use of singing as anrapgph for music education, some have
criticised the absence of coherent structured singing programmes within schools with little
coll aboration between educators and conductor s,
i sol ationo ( Asih2088). Furtteinbdrd singimy, as @lydedSaearlier, has
historically become entangled with political and religious agendas. It has been used to strengthen
religious faiths across Europe, to promote folk ¢
ernculturation of emigrants in America (Bresler, 1995; Folkestad, 2012; Swanwick, 1988).
Notwithstanding the centrality of singing within many education systems, it is not without its
limitations and is only one part of a number of possible musical actiaitiégpproaches
available to teachers.

2.2.5.1 Choral Culture and Choral Music Education

Throughout thewentiethcentury, choral singing in Ireland wascouraged and
developed by variousationalmusicalinstitutions including the Feis Ceaoil, tiork Choral
Fegival and the establishment of the RTE choirs. Much of this choral activity has been
coordinated byCumann NaisiuntaangCér (now known as Sing Irelandhich wasfounded in
1980andaimed o Apromote and devel op c¢honoekl2018,jpngi ng i n
98). Sing Ireland of which the NCC is a membemntinues to lead, enable and connect
communities of singers in Irelapdnd hasupported many choirgcluding the NCCthrough

the provision of grants fartommissionedompositions

TheNCC6 s f o in thellQ80Dsyas situatedlangside the establishment of many
importantand significahorganisationstill operating in thdrish choral and music education
sphere today. These include the founding of the Irish Youth Choir (1982), then(ponaey
Music Centre (1985), the New Ross Chor al Festival
choir (1987) (Sherlock, 2018). This was followed by the establishment of the Kodaly Society of
Ireland in 1993, which introduced among other things summesestdior primary school
teacherdinked to choral singing, as well as an annual choral conducting summer course open to
primary teachers now led by Sing Ireland at the University of Limerick (O Conchubhair, 2022;
Sherlock, 2018)These organisations demanage the strength and vibranef the choral culture

in Ilreland around the time of the NCCds founding.

48



A rich tradition of chil dr en @eameaermanyp si n
jurisdictions outside of Irelandlhese include the many renowned chilln 6s choirs wo
including theGl en El Il yn Chil dGeadgzChwr uist t((IUSAPet r el
(China), Los Angel e fNatiGnlaliYouth Cleoir 6f &rea Britain (UkagdJ S A)
Tygerberg Chil drend6s Ioisare distincttheofat ak thed are auditajed T h
and take place outside of the school context. While they perform repertoire of a very high standard
and demand choral etiquette and disciplisienilar to the NCC, they are specialised in their
provision ofa particular musical experience within a Western choaiditionand do not profess to
facilitate a wider, generalised form of music educafalloff, 2013).

In comparison, there aréassroom singing initiativethat take place within the schoolyda
similar in their operation tdie NCC thathave been operating in primary schools for many years
Theseinclude programmes such as Sing UpJK), Count Us In(Australig and Open Schools
(DenmarR. In America there exists a large choral tradition vatbgrammes such as The North
Wall Choral Development Project and Project Sing! (Dolloff, 2013) developing singing with
children in schools. Australiabés Count Us 1In
schools and community music organisationd achools, with the focus being more on a national
celebration of singing, marked in Australia with an annual Program Song sung on the National
Celebration Day (Doyle, 2019, p. 18). The collaboration between community and schools is even
more evident inhie US, with teachers and children side by side in the music making process. This
enables the children to make their own musical decisions with teachers facilitating, while being
mentored by a large community of music educators (Dolloff, 2013). Returningsathe pond,
Sing Up! in the UK igperhapsnost comparable to the NCC as it is primarily delivered by generalist
class teachers, has a dedicated collection of songs, and is supported by extensive CPD and digital
resources to aid the teachers (Doyle, 2019We | c h et al ., 2009) . |t W
interest in singingd and includes fAsinging pl

Day held every year (Saunders et al., 2010, p. 76).

The existence of music programmes such as thesmnstrates furthethe dominant and
positive role of singing within primary music education, but each programme presents a slightly
different role of the participating teacher as leader, observerparticipant in the music
making. For examplehe Sing Up! programme is geared towards the teaching of songs by
classroom teachers, whereas programmes in the US link teachers, children, and community
musicians together. Therefore, the foci and emphases of the programmes will be different, as will
the resultingnusical aims, outcomes, and approaches. The NCC, when considered in the
conclusion of this study, may align with some of these organisations through its structures,
desired aims and outcomes. This broad picture of the classroom choral traditions leaggethis

to consider the place of song singing within the Irish primary school context.
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2.2.5.2 Singing within Curriculum and Policy
The DE teacher guidelines presents this rationale for the inclusion of song singing in the

primary school curriculum:
Thevoiceieveryonebds first instrument. I't surpasse
accessibility, flexibility, portability, and cost. In this respect it forms the key to access to
music education in the classroom. (Gol, 1999b, p. 70)
Song Singing is contained thin the Performing strand of the curriculum (see Table 2.1) alongside
Playing Instruments and Literacy. The teacher guidelines acknowledge the link between song
singing and developing musical literacy through the exploration of the musical elements (Gol,
1999). As described above, itdos versatility and
t hat singing is fian activity that is within the
2008, p. 5), while Jeanneret and DeGraffenreid (2012)dehat generalist primary school teachers
feel more comfortable teaching singing than any other area of music. It is unsurprising therefore
that it has been the dominant musical activity in primary schools for most of thee@€ury
(Stakelum, 2008b)This is reasonable given the efficient mode of delivery and relatively few
resources required to teach a song, a practical response to the lack of resources and support
referenced in earlier critiques of Irish music education provision (Benson, 1979nHE®®b;
INTO, 2009).

Under the Creative Youth plan, the central place of singing in schools is recognised as a
key priority in the implementation of the plan (Gol, 2017). Action Point 9 aims to develop a
strategy with Akey panddustainabke ertfgagenmem with singiaggaged cr eat i v e
chor al music for young peopledo, including the est
(Gol, 2017, p. 28). This, it is argued, could contribute to the delivery of the school curriculum in
music through sirigg, alongside advancing other key policy areas such as fostering creativity and
wellbeing, while also embracing digital technologies to considerably expand the prevalence of
singing in schools (Doyle, 2019). Therefore, singing could occupy a powerfel\pldtn future
music curricula, particularly through partnerships between schools and programmes such as the
NCC and others.

Policies relating to singing in Irish primary schools often draw attention to and inspiration
from programmes and organisationg@ing outside of the curricular mesh (Doyle, 2019;
McCarthy, 1999a; Sheil, 2008). As referred to in the introduction, many choral singing initiatives
operate in Irish schools and are taught within school time. These include the NCC, the Peace
Proms, théHallelujah Chorus, and Dublin Diocesan Laudate programme to name a few (Doyle,
2019). In addition to the work of class teachers, external partnerships and festivals such as the
Mary | mmacul ate College Chil dr eno6Genataiomi r ( Kenny e
2020) and the Cér Fhéile (Heneghan, 2001) also encourage and support teacher conductors and

school choirs.
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The future of singing in primary schools would appear to centre on the development of a
National Youth Singing Project, drawing from Mars aspects of the models outlined above
(Doyle, 2019). It remains unclear if the aspirations of this Creative Youth singing project will take
its lead from the progr amme s -qlalitykkdmitaldeSouncegg Up ! 6
are made availabl® teachers who teach songs in their classes or focus more on a partnership
model between expert musicians outside of the primary school and teachers. Regarding the NCC
as a possible model, Doyle acknowledges the success of its operating model is tedthdy
classroom teachers with the support of the WMD
7,17).

One key feature of many singing initiatives outlined here, including the NCC, is their
focus on what Flynn & Johnston (2016) call performamesic education, whereby the aim is to
produce a performance or concert (Doyle, 2019; Turino, 200@) DE guidelines state that
participation in musical events, festivals andichos a wery @aluéble experience for childéen
[and] can complememather thanreplace | assr oom musico (Gol, 1999,
This suggests that singing within schools ought to contribute to the lived music education of
students rather than take the place of the curriculum aims and objectives in primary schools.
Recallingthe models of music education considered in the theoretical framework, it may be
problematic that many singing programmes, which are very popular and successful within
schools, adopt a transmissibased, teachded model of musical learningéased on preparing
learners for a final concert or performanCenversely, given thimited time available to music
withihnabusy curriculum, it may be wunrealistic to
while also ensuring theontentof the curiculum as it is outlined by the DE taught(Gol, 199%;
INTO, 2009). Furthermordhe efficient nature of participatidocused on producingmusic
performance is valued by maapd may be an accepted trade off by teachers and schools (Flynn
& Johnston2016; Turino, 2008)Therefore it is argued that any future singing project or
curriculum redesign should utilise singing as

approach to music education (Doyle, 2019, p. 36).

In this section, the histi@al, curricular and policy developments of music education in
Irish primary schools have been discussed. This includes an overview of the main curriculum
developments and changes that took place in tandem with the social and political contexts of the
late 20" century. In addition, the current policy and curricular trends within Irish primary schools
were examined, including the ongoing revision of the primary school curriculum and the
centrality of partnership organisations such as Creative Ireland @nith lglovernment policy.
Various contemporary perspectives on music education were considered, including the success of
partnerships in music education, the facilitation of creative and agentic methodologies and
approaches in primary school music classrqans the conceptualisation of a culturally

responsive form of music education that is inclusive, authentic and léadn&inally, the place
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of singing and choral music in music education was explored, including the challenges and
limitations of singingas a model of music education and the possible provision of a national
singing programme under the Creative Ireland umbrella. As the NCC is focused almost
exclusively on performance through group singing, it is argued that singing benefits students both
in their musical learning and across wider dimensions, while being primarily tdadraerd

product focused. In any event, the centrality of singing as an activity within the Irish primary
school demonstrates an opportunity for singing to be a subsigentiaf future curriculum
development. These historical and contempotaagitional,and innovative approaches to music
education and choral singing will be problematised further in this chapter and alongside the data

in the discussion later in this the&s

2.3 Problematising Participation in Music Education

This section explores further the issues and challenges facing musical education and
teachemparticipation andvi | | probl ematise teachersd musi cal
of teacher musicigs. The challenges that impact the nature of teacher participation as a form of
learning include the poor provision of teacher musical CPD and the perceived lack of confidence
among generalist teachers. Then the ambiguous identity formation and negotifitiot e ac her s 6
musical, teacher, professional and personal identities will be explored. as well as the outsourcing
of music education to perceived specialist music teachers. Finally, the broader systemic issues
impeding the evolution of music education sastthe dominance of WAM, the poor status of
music and the enculturation possibilities of music education will be examined. The tensions and
issues explored here relating to teacher participation in music education will inform the
conceptual framework prested in the next chapter and influence the interpretation of the multi

dimensional nature and significance of participation.

231 Perspectives on Teachersdé6 Musical Learni

As the NCC summer course is one of the primary entry points into participatioe choir, and
is a sanctioned CPD course by the DE, it is useful to consider the issues relating specifically to the

musical learning of teachers. Considering musical learning as it appears in the literature, this

section explores two perspectivesevh e by t eacher 6 s musi cal l earning

perceived lack of confidence among generalist primary teachers and the problematic provision of

teacher CPD in general and poor provision of CPD in primary school music in particular.

As has been augd above in the Irish context, music education in primary schools has
long been viewed as inadequate (Benson, 1979; Herron, 1985; INTO, 2009; Kenny, 2010;
O6Call aghan, 2003; Stakelum, 2008b). Many of t

consistentack of confidence in teaching music among primary school teachers, which has been

52

n

h e :



noted in many Western primary school contexts (Biasutti et al., ZRilihins, 2021Hennessy,

2017; Holden & Button, 2006; Seddon & Biasutti, 2008), and in the Irish pristduool system

since the middle of the #&entury (Grennan, 201 B. Walsh 2012, 2016). The reasons for low

musical confidence include the perceived inadequate music education classes provided in ITE
institutions and therefore the lack of musical knalgle and skills among the generalist teacher
popul ation (Benson, 1979; Herron, 1985; I NTO,
lack of practical experience teaching music as student teg¢tesnessy, 2000, 2017) and the

perceived specialisaethture of music as a subject further limits teash@nfidence Gubbins,

2021;Holden & Button, 2006; Partington, 2018). The importance of teacher confidadce
competence |l evels was noted by researoh in th
pupil achievement [in music] inevitably refle
p. 73). The implication being that even with transformative, progressive music education models,

a lack of confidence could block any meaningful teactamnlag through participation.

CPD has often been heralded as the answer to poor musical subject knowledge and
confidence (INTO, 2009; McAidfe, 2004; Mills, 1989). In the Irish context, CPD is frequently
associated with curriculum change mandated bigyohther than responding to the needs of
teachers (Dolan, 2012). Historically and currently, most compulsory CPD is in the form of in
service training days for teachers delivering new curricula, most recently with the introduction of
the new Primary Langage Curriculum. This notion of CPD is aligned with what Kennedy
describes as a training model with the aim of
Recently in Ireland, this training model of CPD has come under increased scrutiny and future
policy edvocates for lifdong learning, professional learning communities and reflexive practice
to be at the heart of teacher learning (Dolan, 2012; Grennan, 2017) and policy (Dolan, 2012; The
Teaching Council [TC], 2012, 2016). This renewed focus on a dynaodelrof teacher
education is more iine with policy elsewhere (Gray, 2004; Kennedy, 2005; Tarc, 2012),
however its implementation has yet to be studied. Furthermore, reflecting on the historic rhetoric
of change outlined earlier, it remains unclearshit from transmissiottrased learning to
transformational teacher participation in learning will realistically occur in the Irish CPD

landscape.

Unfortunately, music and the arts within Irish CPD is poorly attended to, remaining
absent from the six kegérning areas identified as necessary for teachers in theatiewal
CPD framework (TC, 2016). The DE announced in 2022 that new summer courses could only be
sanctioned in the areas of | iteracy and numer
represerdat i ono of other curricular areas (Drumconc
audit found that in 2022, out of 188 summer courses across 12 education centres, only four
offered a music course, with six music courses being offered in 2019 (@882}, This would

appear to stand in opposition to the eregpresentation reported by the DE and supports claims
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that music education is undexsourced within the Irish primary school context (INTO, 2009;

McAuliffe, 2004).This claim of underesourcingextends to pogprimaryleveltoo asBowe has

accused the DE of fAdeserting its peopled in the
education (2016, p. 21).

Powel | (2019) argues that chanmgeendemusucoedu
with teaders and students conceiving the changes necessary and therefore informing policy. To
deliver this level of change, McCarthy (1999e)ommends hat t eacher sd musi cal I

should draw on their own experiences, aligning with theories of-sodfioral learning outlined

earl i er (Lave, 20009; Lave & Wenger, 1991) . Consi

learning, Green advocates for (2002) and successfully implements (2008) informal learning
practices in posprimary music classrooms as a way of agigg and enhancing musical learning.

She recommends that teachers embrace the learning styles of popular musicians by encouraging
group learning, aural imitation, the integration of listening, performing, and composing, and
giving students control over tluoices of musical genres. In this way, the teachers become
musical learners alongside the students, rather than relying on traditprddwn approaches in

both CPD music programmes and in teaediadent interactions. These different emphases on

how learning takes place for both teachers and children reflect the ambiguous aim of music
education outlined in the beginning of the thesis.

Building on the work of Green, Pitts argues that such informal learning settings are

usually viewed as incompatibletiv formal classroom music. Her review of the literature on

l earning through participation reveals that #fAschc
6outsided contexts where high |l evels of motivati
processeat t heir most effectived (Pitts, 2007, p. 77«
involve looking outside of the constraints of the current learning environments and frameworks

and considering amalgamating these inside and outside school musi=tiy provides a

vision for teacherds professional devel opment in
NCC, could aspire to: ATapping the musical i mpul ¢

nurturing their selconfidence, building their deidentity as musicians, and developing in them a

personal conviction of the value of music in their own lives and in their students' education ought

to be the main goals of preserviceandier vi ce education for primary te

2.3.2 Identity and Teacher Participation

Having considered how teacher participation can be viewed as a form of learning, it is

argued that teacher participation in an organisation such as the NCC can become an important

part of oneds i de n sense gfbebongthg witbimatcommbnityt Reopte baveo n e 6 s

many concurrent identities (as | outlined in my personal background in the introduction) and the
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literature argues that various events of participation and experiences help shape our sense of
identity (Wenger, 1998). Wenger writes that identity is shaped by practice and participation,
characterised as #fAlived, negoti at ed63). Istisci al
way, identity formation is never complete but emerges and evolves frammigéhrough

experience and working with others, implying a link between learning and identity.

Regarding teacher identity, Akkerman and Meijer explain its formation as a dialogical

a

process, during which a teachetngandigeargatisy i n an

multiple 'I' positions in such a way that a more or less coherent and consistent sense of self is
maintainedo (2011, p. 315). I n this context,
teacher, a school leader, an audeemember, etc. The ongoing negotiation process starts in the
home and continues right throughout a c livesrThede multiple positions all impact the

nature of teacher participation, the purpose of teacher participation and the significance of teacher
participation, with multiple identities developing and evolvingesshergjuestion, rationalise

and challenge their own experiences.

When referring to music education, the factors that influence the formation of identity
have been recognised by theriitteire, with the values, tastes, skills, knowledge, and dispositions
of teachers impacting theswn understanding of their musical identity and shaping the musical
identities of those they teacBieen, 2011Gubbins, 2021L.amont, 2002Murray, 2022 Pitts et
al., 2015; Welch et al., 20DFolkestad (2012) goes further, claiming that musical identity is also
influenced by personal factors such as experiermggsand gender, alongside broader societal,
cultural, religious and national contexts. McCarth 999) wr i tes about how
emerges from local traditions, national identity, and common musical interests within
communities. She writes about organisations such as Comhaltas Ceoltoiri Eireann and the Gaelic
League in the Irish context that usemmunities to transmit musical traditions and develop a
growing sense of national identity (McCarthy, 1998)short the entire socioultural context of

onebs past and present experiences i mpacts t

Considering th multiple identities oprincipalsas teachers, leaders and, in some cases,
participants in music education, the literature has fauhdat t hey ar e often t
to the school and thukeycan have significant mpacton the musical trations andmusic
educatiorapproacheadoptedwithin schoolgFinnerty, 2017; Murray, 2022 her study,

Murray (2022) found that a principal who was a classical trained ransias more likely tesign

up toastringperformance programme, fulfilling@ersonaldesire to have an orchestra within

thar school.She alsdound that a change of principaduldlead to apivotint he s chool 6s
making for examplédrom WAM towards Irish traditional music, demonstrating thetential

impact ofo n ed&rgity on the musical landscape of schools. The negotiation and manifestation

of principal$musical identiesthrough the musical outputs and activities of their schtexsls
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to thereinforcementof their personal, professional and musical identities thHrdbg promotion

of familiar and valued musical practices (Bowe, 2016; Murray, 202#3.may be problematit

the power and influence of the principal as school leader dahpera c her sé expressi on o
identity and sense of agency to facilitdteir own vision of music education.

Returning to the importance of community discussed above, Wenger (1998)alates
the concept of belonging within a community and how identity formation is shaped by three
distinct modes of belonging: throughgagemenimagination andalignment In these ways, a
sense of belonging is formed through engagement with others who have a common interest,
imagination of the possibilities of participationand i ma gi nat i onanddlignmene 6 s i dent
with the perspectiveand systems of a community who share a sense of purpose. These modes of
belonging can bpositive in encouraging participation but also problematic in maintaining the
status quo through alignment with static communiff@essummarise, there are persoaidtibutes
and experiences that shape oneébés musi cal identit
influences. These factors are reminiscent of the historical and@dutiwal contexts which
underpin the theoretical basis of participation under inyastin in this study.

The term musician is often used narrowly as only representing one who plays a musical
instrument, possessing soifienate talerd or afimusical ead (Seddon & Biasutti, 2008). The
work of Kingsbury (1988) and Perkins (2013a) fourat tinusical talent is often viewed as fixed
and a prerequisite to the adoption of the title of musician. Bernard (2004) in his study of
secondary music teachers found that some viewed musician and teacher identity as separate, while
others shared their persal musical identities through their professional teaching lives. Similarly,
regarding the perennial question of who should teach music, a specialist or a generalist classroom
teacherHallam et al., 2009; Holden & Button, 2006; Seddon & Biasultti, 20B88)innateness of
musical talent can reinforce the bothdeachersrands i ¢ i s f
childreno (Partington, 2018, p. 159, emphasis in
co-existing identities of musician drieacher, and specialist and generalist music teachers will be

reflecteduponin the context of teacher participation through these multiple identities.

2321 A Mul t i Rositendo | 6

The existence of both teacher @ofessiomlusi ci an id
and personal identities, contribute to the nature and significance of teacher participation.
Bernardds study r ef epramaryteathers i ITE ane asked vehettemi ned post
they were fimusi ct ¢ 2altdires 2004,(p.R288uIB acekihgatmelicit
which identity emerges as dominant among participants, she found that teachers tended to either
keep their teacher and musician identity separate, respectively alongside a profpessomsl
divide, or synthesise thwo through the incorporation of personal, music making activities as

part of their teaching. In a similar context, Hargreaves. €2@03) found that two types of
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identities emerge for music teachers:sfimusi c
oneds sense of identity, and fAidentities in m
individuals work in music as teachers, performers, listeners, etc. Their extensive research project
with post primary student music teachers found conflicidientities emerged in their ITE

influenced by the context in which their engaged in music (i.e., viewing performing musicians as

one identity distinct from the classroom music teacher) and the genres and musical activities they
engaged in (i.e., populasut-of-school music or formal, school performances) (Hargreaves et al.,

2003, p. 178). As a result, there is no consensus whether teachers embrace both their musician and
teacher identity or keep them separate. Furthermore, as alluded to above, soens teakch

unworthy of the title musician due to the perceived specialist nature of music education which

manifests in what | term the specialist versus generalist debate.

Much literature has considered the role of specialist teachers operating withiryprima
schools Gubbins, 2021Hallam et. al., 2009; Holden & Button, 2006; Partington, 2018). It is the
view of some that generalist music teachers view music as too specialised to teach, and therefore
they pass the task to someone else (Hallam et al., Plad@en & Button, 2006; Seddon &
Biasultti, 2008). Positively, the use of specialist music teachers inside schools has been noted for
raising the profile of music among the school community, allowing other teachers to upskill and
challenge their own perceigdeshortcomings and weaknesses in music, while also engaging them
in team teaching and mentorin@ybbins, 2021Hallamet al., 2009; Plummeridge, 1991).
However, Partington found in her examination of partnerships in UK primary schools that
specialisttedter s can al so negatively impact generali
fragile musical confidenceo (2018, p. 161). M
a continuum Aranging from t he-cafdeneeinaand st teac
competence to teach music leads him or her to pay minimal attention to music in the curriculum,
to the specialist teacher who approaches the subject as a discrete discipline, isolated from other
|l earningo (1999b, p. 47).

An interesting cosideration for this study is where do teachers reside on these continua
from specialist to generalist, or musician to
have on their participation in the NCC. In advocating for teacher partnershipsio education
Kenny (2017) hopes that through a social process of participation and learning over time,
specialist musicians and music teachers working within classrooms could help to build
competence and knowledge, and therefore foster confidence géheralist teachers. However,
as some have suggestéaiiy& Kenny, 2021; Kenny, 2014 Partington 2018) teacheispecialist
partnershipgan beneffective due to the specialist replacing the teacher in the classroom, which
must be kept in mind when csidering the potential outcomes from teacher participation and

where they may reinforce differences in identity and inequalities in participation.
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2322 ABadge of I dentityo

Hargreaves and Marshall (2003) wrote that different vatassesand genres in musgre a

ibadge of Lundemingt h ¢ ymanmnihfae¢ st ati on anidenttiesder st andi ng
These embodied principles anfluenced by their past and outside school experiences. This

badge of identity can be problematic when one considers hdigipation can further reinforce

oneds identity and reaffirm dispositions and pr ac
2014). KellyMcHale (2013) found that even when teachers are very open and aware of the

diverse needs of their classrodimey can often default to replicating their own musical

experiences in their teaching. Stakelum found t he
which they valued as relevant in their own | ives:¢
musia@l identity (2008a, p. 99).

Building on the discussion of multiple identities above, a teacher who themselves plays
an instrument is highly likely to participate in musical activities that involve instruments and
reinforce the idea that musician equaitinmentalist (Seddon & Biasutti, 2008). Similarly,
Swanwick asserts that teachers who have been musically trained in a particular genre are very
confident in passing on this knowl edglathdéiwi t hi n t}
contextoft hi s research, these traditional boundari es
their habitus of participation, leading perhaps to the maintenance of the status quo in their
conceptualisation of music education. Identity therefore can be influbyameémbers of a
communitywhoe ncour age Wenger 6s s enstemminffroral i gnment and
participation, potentially passing on a badge of
di sempower ilho (1998, p

Bourdi euds c asmichénmiplaiming thdnsalce peopke feel in the familiar,
but authors such as Green (2008) and Prior (2013) write of how in musical terms, habitus is often
synonymous with issues of social class, elitism ¢
2008, p. 3). As alluded to earlier, the badge of identity easwegiiredor reinforced through
participation in a particular activity or programme, may strengthen a sense of musical identity that
is exclusive and narrow, rather than inspiring a reimagior transformation of identity and
practice (Wright, 2015b). When considered alongside the view of musical learning being beyond

the reach of generalist teachers, this exclusive identity could further negatively impact the wider

musical educationlandscpe i n schools. As Wright explains in I
theoretical concepts within music education: @AAN)
role in a more socially just societydfieldust | i e in

(20154, p. 354). The influence of past experiences on teacher identity, and therefore teacher
dispositions, practices and habiargan important consideration when critiquing the nature and

significance of participation in the NCC.
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Insummary,he extent to which teachersdéd personal
musicians and teachers are separate, cohabitate, or assimilate will impact the identity formation
and reimagiationthat can occur through participatidimilarly, the positioning ofteah er s 6 o wn
identity within the classroom as a generalist specialist music teacheand how this interacts
with their sense of what a musician is or should be, affects the nature of participation. In this
study, where the NCC programme develops,emdesrs or chall enges teachert
and preexisting badges of identity will be explored in response to the data later. However, the
literature reveals a complex picture, and notably, a dearth of research investigating the musical
identities ofprimary school teachers which this study hopes to contribute to.

2.3.3 The Dominance of Western ArtMusic

Having considered the challenges facing participation on the level of teachers (i.e.,
teacher learning and teacher identity), this final sectiolnceiisider deeper, systemic problems
affectingparticipation in music education, particularly at primary level, beginning with the
problematic issue of music genre in music education systems and culifestarn Art Music
(WAM) as it is referred to in ik study, represents the classical music of the past 400 years
centred aroundlVestern Europerimariyias t he pinnacle of a musi cal
the other kinds of mus donman(cNssitator folk nluSicOsludyal T hi s
notated and absolute, for mi ngommuscexpariencedo!l mus
outside school. (Green, 2002). This music has a high social value and represents the primarily
white, middleclass values of Western cultures that permeate/ mamool systems in the Western
world (Kelly-McHale, 2013).

Historically, the genres of music present in primary and secondary school classrooms
have been a controversial topic (Green, 2002; T. Walsh, 2016). As discussed earlier, the teaching
of WAM in classrooms is often seen as a cultivating act with a civilising aim (Green, 2006). For
example, WAM was encouraged after World War Il with the aim that music instruction based on
Western values could civilise the next generation (Green, 2006; McCarthy, 1999ediately
the construct of capital is appropriate here as WAM represents a cultural good that has been
perceived to i mpr o Vhereforenadhof the litexature $indg that VAMdsi et y .
portrayed as a better form of cultural capital @re, 200 2; 200 8; O6Tool e, :

greater respect, prominence and notoriety in education systems.

A study conducted in the late 1980s in the UK found that, while most teachers included
both WAM and more popular styles of music within theirtéachg, t he r ati onal e f
inclusion was vastly different (Green, 2002). WAM was taught to develop musical technique, to
encourage lifelong learning through music, and to expose children to musical works they would

not otherwise be exposed to, shmproving them as citizens (Green, 2011; Perkins, 2013b; Pitts
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& Robinson, 2016). In contrast, popular music was to be used as a treat or break from more

demanding genres, and to include it38)i | dren of @Al o\
Moreover,Jd&f ur s i denti fied a perceived hierarchy of mu
pl anning in music: fA[Teacherso] approach to usi ng
a child candy. You know ités nott gemdt d®rmu ko, I

(2004, p. 190). It is clear therefore that an inequity exists between music genres and repertoire as

a form of capital. All genres can be thought of as an embodied form of cultural capital, however

the value placed on onig,, WAM) over another {.e., populamusic) reveals much about the

nature of capital exchange through teacher participafioause of popular music in the

classroom to encourage participation and engage learners could also represent a form of social

capital, building psitive associations within the field of music education, but with a different

focus to the more important Aschool musi coO genr e:¢
organisation such as the NCC is problematic when one considers the differentpeseanty

values of capital exchanged.

As outlined earlierteachersre often influenced by their own musical and educational
backgrounds (Stakelum, 2008a; Welch, 2010), and a higher status may therefore be granted to
WAM within musical lessons and actiwes. This is arguably problematic as the types of music
that both primary and secondary school children engage with outside of school are often absent in
formal music lessons (Barton & Riddle, 2021; Green, 2002, 26@6)ss primary (Murray,

2022), seconds (Bowe, 2016; Spruce, 2015) and tertiary levels (Talty, 2019), it hasnotet
that even if a wide range of genres are includedinvdhmusic programmeéheyare often filtered
through traditional, notation based, WAM aesthetic and the resultingiparioe lacks
authenticity (e.g. a jazz standard including an improvisational break performed as a notated,
SATB arrangement in eoncert hall rather than a jazz club). This could give the appearance of a
well-balanced mix of musical genres, while alsofiaicing the hierarchies between WAM and
other musial genregNettl, 2017).Talty (2019) advocates for the dismantling of traditional
canons of music, through tlesplorationof diverse, inclusive and cultural relevant repertaire
schoolsTherefore, a &y finding across the literature is that not onlysoegs from the WAM
traditionmore dominant and respected witkie formal music curricula of Western countries,
but other styles of music are distillddough a classical lens, conforming to standatd$ as

notation and instrumentation and often neglecting the sndtaral context of the genre.

Pitts notes that the teachersd commitment to
their Adevotion to a genr e nwitthhe ab rpoeardceeri vceodmm uanci kt
2005, p. 142). This reinforces the findings earlier that teachers can often be content in their
habitus and community, and work innocently towards the preservation and promotion of a
particular type of capital. Green (ZB)reflecting on her earlier work in this area acknowledges

that much has been done to close the gap between WAM and other musics in UK classrooms,
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however, a deeper consideration of the authentic integration of contemporary anestem

genres into mue education is required to expand the concept of capital that is currently promoted

in schools and initiatives. The challenge facing music education therefine Greakdown of

the school musi c canon of r epeuedbyiteachaedsaadn d wi d
offered to students (McCarthy, 2018, p. 54). In this study, the findings relating to the repertoire

and howit shapes the nature of participation, particularly considering the literature explored here,

is significant in understandingeémature and significance of the NCC as a phenomenon operating
within contemporary primary schools. Also, the power implications of participation as explored in
the introduction are further evidenced here i
challerging of problematic issues such as the dominance of WAMsit@adtury school

programmes.

2.3.4 Enculturation through Participation

Reflecting on all the issues relating to teacher participation in music education outlined
thus far, the challenges relatingitce acher | earning, teachersd idel
and the problematic dominance of valued capital and the resulting disabling of creativity and
authenticity, this section considers how teachers and children may undergo a process of
enculturaion through participation. It is argued here that a process of enculturation through music
education places teacher participation as a vehicle that can either transmit musical knowledge or
transform music education within the primary school, dependirtbenature of this

participation.

McCarthy defines enculturation as fAthe gen
skills and valueso (1999a, p. 13). She assert
sensitive indicator of the culture éiie most closely tied to the subconscious attitude and
assumptions on which we build our |l ives withi
on the sociecultural learning that underpins the consideration of participation in this research, the
scietal valwues and cultural views inform the
schooling (Bresler, 1998As explored earlier, the political views and historical fabric of a system
(Ho, 2010; T. Walsh, 2016&longside the attitudes arastes of parents and family members, all
contribute to the process of enculturation (Campbell, 2CaWley, 2013, 2021; Murray, 2022
In her recent worlon enculturation in Irish traditional musiCawley (2013, 2021) found that
musicallearning ancencdturatonoccur s i n an fAecosystemo, withi
musical practiceT herefore, through the very nature of the word, enculturation in educstion
related to the cultural, historical, societal, and political influences on educatiom, tredcase of

this study, on teacher participation.
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The process of enculturation through education outlined here is neither positive nor
negati ve, but neutral. I n Greends work with popul
organic process emergj through informal learning practices, as evidenced in this example:
AnTerry, who never had an instrument al | esson i n |
listening as part of enculturation can turn slowly and imperceptibly into an abilitydoth t
reproduce accurate covers and to i(@reen,@002 se with f
p. 66). She endorses listening as an essential learning activity and in the example here, looks
favourably on the enculturation of Terry into a particulasical experience and genre through
immersing himself in the culture aliral replication, a culture she feels may be absent in more
formal, notatiorbased practices (Green, 2002, 2006). In a similar @awley explains how
participation a musical commupit idoes not require conformity. On
stimulates critical di scourse and promotes Vvibrar
classical musicians perform in the style of their teachers or mentors, with their musical learning
idenity and capital informed by the culture of their habitus (e.g., their particular conservatoire)
(Nettl, 1995). Therefore, participation in music involves some process of enculturation in that
participants are engaging musically with whatégotiated anédmbodied within the culture,

repertoire, curriculum, and community.

Problematically, music education can therefore become a reproductive cycle for learners,
influenced by the hidden curriculum that is transmitted by teachers and society (Bresler, 1998;
Wright, 2015b). Small wrote that the dominant musical culture is sometimes promoted as the only
sort of OAr emelanmwsgi ¢ hat those who do not identify
(1998, p. 212)Finnerty found that in the Irish primary schoolsigr research, music education
often focused Aprimarily on preparing repertoire

|l ocal festivals and national music competitions

Fal)

the religious and nationalistiationale for music education in the early"2@ntury,which still

permeatesas a vehicle for enculturation some school contexts today.

Without the inclusion of diverse musical genres and experiences, some learners may be
excluded from meaningful piégipation, reinforcing capital hierarchies within a culture (Pitts,
2012).Therefore, enculturation through musical communities such as classraasisal groups
and online spacexme settings where the meaning, senses of identity and boundaries yf soeie
passed on and protecteatiaivley, 2013McCarthy, 1999a; Ward, 2019).

Stakelum outlines the difficulties that emerge through the enculturation process which
will be reflected on in the consideration of teacher participation as it emerges froesdasch:

Each teacher [has] a legacy of cultural practice on which to draw. Their attitude to the

cultural practices [is] shaped by their own formative experiences and ranged from

negative to positive. From this legacy they have selected which of thies@lcpractices
and skills are worth reproducing in their practice. They tended to reproduce the practices
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which they valued as relevant in their own lives and considered to hold cultural capital for

the pupils they teach. (2008a, p. 99)

In summary, tegher learning is limited by an absence of policy support and poor musical
CPD that focuses traditionally on a transmisdiased model of learning rather than encouraging
more agentic, creative | earning opgwaheseuni ti es
identities are formed, challenged, and reinforced through participation is also problematic, with
teachers often content in the habitus of part
(Hargreaves & Marshall ,l @00B®.pdbeteansdendlek
2011, p. 311) and prexisting inadequacies of viewing oneself as a musician or a specialist music
teacher suggests personal and professional identities as musicians and teachers that can be
separate, cexist or assintate impacting the positive or problematic outcome of identity that
occurs through participation. On a broader level, participation can encourage the reproduction of
existing practices, the reinforcement of dominant cultural norms and the maintenaaesiof p
through alignment with likeninded others in a community and with broader societal values and
dispositions. WAM continues to remain the dominant capital exchanged within many school
systems and this has the potential to lead to an enculturationpuoddearners through the

absence of access to alternative forms and genres of music making within schools.

The final section of this literature review will examine the organisation structures that are
used to explore and critique participation, drawingot wo mai n wr i ters Wenge
structures that were introduced in the introd
Historical Activity Theory (CHAT) which frames the NCC as an organisation and allows for the
interpretation and invesgfation of the various tensions and contradictions that emerge from

teacher participation and interactions in the discussion.

2.4 Organisational Structures for Participation

As already outlined, the aim of this research is to investigate the nature dfidagiga of
teacher participation in the NCC and as the choir is an organisation, an important part of the study
will be describing how it is organised and how its structures impact participation. Moreover, the
multi-dimensional nature of participationwdled to thus far emerges from the interaction of
teachers within the NCC as an organisation and therefore by understanding and investigating
participation in the NCC on an organisational level, the research can then interpret the nature and
significance othese various trajectories of participation using the conceptual framework

contained in the Chapter 3.

In this section, the various trajectories of participation will be considered as they emerge
in Wengerds (1998) CoP etvibveodCo? asaktructudedor ng t hi s,

participation and learning will be provided, outlining the various trajectories of participation
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within the theory and problematising where CoP falls short in framing the NCC as an

organi sati on. Fol (199€,i200) CHAR madel is presgned and desoribed

as the underpinning organisational structure of this research. Important parts of the CHAT

framework and its use in music education research are discussed, with particular attention drawn

to the usefulnessf contradictions and tensions as mediators of action and possible generators of

change. In particular, the constructs of Community and Division of Labour within CHAT are

discussed for their relevance to the nature of this study and how they buildshlttt®emings of

CoP theory. Engestr°mdéds model wi || provide the for
teacher participants in the NCC are explored and critiqued, through its organisation of the

conceptual framework in the next chapter.

2.4.1 Participation in a Community of Practice (CoP)

Communities of Practice (CoP) have been used to understand organisational and teacher
learning in a variety of contexts (Blankenship & Ruona, 2007; Ehrlin, 2016; Grennan, 2017;
Kenny, 2010; Perkins, 2013a; Teague & Anf@@l2) and despite being a relatively new model
for teacher learning in the Irish educational landscape, they are becoming more favourable among
teachers (de Paor & Murphy, 2018; Grennan, 2017), researchers (Kennedy, 2014; Vescio et al.,
2008) and policy mkers (TC, 2016). Various concepts explored in the theoretical framework and
literature review of this study are drawn from or form part of CoP theory including participation,

identity, community, belonging, power and learning (Wenger, 1998).

In the areaf music education, Kenny (2012016 has expanded the CoP model to
consider the socioultural perspective of musical learning and experigvittin a community
She uses B oawltudlicencepts asghe studp does, to draw insighasing b
musical learningnd practice from a partnership between a ileivél institution and a local
school . Buil ding on her work, Cawl pgacticdt 021) uses
explore beyond a theor et i c ajxamifieuhe bighitraditionad | | ect i ve
musiccommunityas a CoP filled with discourse and debate (2021, p. 6). Wenger similar cautions
against an overly positive reading of community as a concept, instead suggesting that
Adi sagreement, c ha lardalt medoars of paatinightiog1098,per?)i t i on ¢

Gi ven t hi s ongarticigayiod CoH view laasning through participation as a
Acontinual cycle between novices and masterso i n\
depending on the experiencedéwf participants (Pollard & Alexander, 2019, p. 311). Wenger
explains how participation can evolve through engagement in a CoP:

When newcomers join a community of practice, generational discontinuities spread

through multiple levels; relations shifften cascadi ng processélLast year

hel ps the new traineeéYou suddenly see all th
position to help someone. (1998, p. 90)
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In the context of this research, a similar trajectory of participation is evid&etahy

organi sation, the NCC membership intimeéesowha
who have experience through repeated particip
Anewcomer sd0 who seek t o part itheapprantcsshipofthe he pr
established community (Lave & Wenger, 1991; Wenger, 1998). Legitimate Peripheral
Participation, coined by Lave and Wenger, pro
newcomersandolli mer sé[ and] pr o ceesbesomb part of B comrhunity efwc o m
practiceodo (1991, p. 29). They explain how, ra
working and |l earning through apprenticeships,
of both absorbing and being absaltei 6t he cul ture of practicebdo (
95). Therefore, these various members are involved in the culture of an organisation, and exist
through various fiperipheral f oiilh8). Theffourpoamst i ci p
of paticipation considered by Wenger are outlined below and they represent and conceptualise

the different levels of teacher participation in the NCC:

0 Full Participation: Also known as an insider

0 Full Non-Participation: Also known as an outsider.

0 Peripherality: Participation enabled by ngparticipation, which may lead to full
participation.

0 Marginality: Participation restricted by nemarticipation, which may lead to non

membership of the community or to a marginal position
(1998, p. 167)

These levels of padipation are useful in understanding the nature of teacher participation
through the various domains of participation investigated in this study. The consideration of how
participation as a form of learning, identity, power, and capital may differ fioleirss outsiders,
peripheral or marginal participants will be significant in drawing conclusions and implications
from this research for teachers, the NCC and the wider education sphere.

Wenger (1998) further describes the trajectories of various fdrpesrticipation, which
further influence the nature and significance of participation. These trajectories are represented in

the diagram below (Figure 2.1)
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Outsider
Full Non-Participation

|

Insider

Peripherality Marginality

Participation enabled Full Participation Participation restricted
by non-participation by non-participation

Figure 2.1: The Trajectories of Participatioedapted from Wenger, 1998, p. 167)

An inbound tragctory suggests a participant who views Full Participation as the ultimate

outcome of participation (e.g., a fitiine teacher in the NCC learning through participation with

the goal of becoming an expert member). These participants may initially radioe jperiphery

but are still enabled to learn as their identity is shaped through participation. Conversely, Wenger

(1998) argues that members can either choose to or be forced to remain in a marginal position.

They may wish to remain outsiders or at pleeiphery (e.g., a principal who facilitates but does

not have any direct involvement in, the NCC) or be kept outside due to other limitations or

contradictions within the community or culture (e.g., the lack of a particular type of capital or a

differentset of values of what music education should entail). In a similar way, progression to full

participation may be conditional on

al i

gnment wit

a process of enculturation as discussed earlier. In any case, Waageription of participands

trajectories is useful in interpreting the nature of teacher participation and the desired form of

level of teacher participation and their corresponding agency and responsibility within the

organisation, as will be discuskalongside the data later.

2.4.1.1 Problematising Communities of Practice

While the different forms and trajectories of participation in CoP theory frame much of

the understanding of the multiple levels of teacher participation in the NCC, there are linets to th

usefulness in drawing comparisons between participation in a CoP and participation in the NCC.

Firstly, while the benefits for new members are obvious in terms of new knowledge, skills and

social connections acquired through participation, Hargreavéissithat CoP can overpromise

in their capacity for transformational learning with some lacking depth of engagement among

members | eading to a type of #Acontri

v ed

coll egi al

trajectories of participation could albe viewed as limiting when one considers how realistic it is
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that everyone can become a full participant or how much influence one has when working in
collaboration with various forms of participation. Furthermore, practices and values within the
CoPthabr e hel d deeply may |l ead to the fAi mposing
others, perhaps aligning new members with the
form of participation for some (Wenger, 1998, pp. 181; 186). Lave and Wgg$) conclude
that there is a contradiction between achieving continuity in a CoP, which can include the social
reproduction of extant practices, and the constant replacementtoheldhembers of the
community which introduces new experiences, knowdedgd identities. Therefore, a key
consideration in understanding the nature of teacher participation is where participation in the
NCC sits within this contradiction between the preservation and rejuvenation of the community.

More specifically, Wengeruilines three dimensions of practice that are evident within a
CoP and therefore, would need to be characteristic of the NCC if it were to be framed as such:
mutual engagement with other members, negotiation of a joint enterprise and shared repertoire
(Werger, 1998, p. 73). Firstly, it can be accepted that shared repertoire as a concept is evident in
the existing structures and previous repertoi
tools [and] ways of doi ng bdrdandfanspart df padidipatiaryr e s h
in a CoP (Wenger, 1998, p. 83). Considering mutual engagement, Wenger tells us that the CoP
fexists because people are engaged in actions
(1998, p. 73). It can be assumée teachers participating in the NCC work together for the
successful operation of the choir and the resulting outcomes of participation, however the
democratic nature of the negotiation is questionable given the multiple forms and trajectories of
participation. For example, how are the views of newcomers or marginal participants consolidated
alongside insiders, given the restrictive nature of alignment and potential proeessiltiration
outlinedabove? These interactions and tensions suggest a heethéoe complex theory to
critique the various forms and levels of participation. Furthermore, the final dimension of practice
within a CoP, the negotiation of a joint ente
parti ci pant sangpanicihants celatmress Dfenatuabaotountability that become an
i ntegr al part of t he -P8). @ncedaganenhile (h&\NOC @ligns withl 9 9 8,
some dimensions of practice through the lens of CoP theory, the scale of the model aliiy centra
of the MDs and senior NCC members to the decisiaking processes mean that it falls short of
this definition of joint enterprise.

Therefore, despite CoP theory contributing much to this research in terms of viewing
multiple forms and trajectoried participation, in addition to the concepts of identity formation
through practice, learning through practice and the power implications of concepts such as
alignment within a CoP, it neglects to consider the hierarchical dimension of the community and
complex interactions that occur in an organisation of this size. Furthermore, it does not provide

for the cultural and historical context of the organisation or the dynamic nature of learning which
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ought to feed back to ofimers from newcomers. Therefoteacher participation in the NCC

wi || be conceptuali sed as an AS using Engestr°mo:c

2.4.2 Cultural Historical Activity Theory (CHAT)

CHAT has evolved over three stages, firstly e
action, whereby a subjeictteracting with an object has this interaction mediated through various
tools that influence the outcome. Viewed as revolutionary during the edrte€ury, it was
argued that people act as mediators using tools, language and symbols which impact on
individual 6s interactions with the wider world (1}
example of this model would be the teacher as the subject interacting with the NCC as the object,
which produces an outcome.{.,participation). However, ligestrom explains how this triadic
representation of actions fAdoes not fully expliceze
(2001, p. 30). Therefore, the second generation of AT was developed by Leontieacatpaised
the importance of commusitand labour within the negotiations between object and subject,
altering the terminology slightly moving from tools and language to the multiple types of
meditating artefacts that impact the interactions between subject and object (Bakhurst, 2009;
Engestom, 1999). While not altering the triangular model, the inclusion of community and
societal influences provided a broader context in which to view an activity and as a result, the

outcome.

The most recent model of AT cuoohanASfiledom Engest
with contradictions, discourse, and muliiectional dialogue (Bakhurst, 2009; Engestrom, 1999).
This third generation of AT recognises how all interactions are mediated between the subject (or
learner) and an object (the intended ga#tfome) (Henley, 2015). The cultural and societal rules
that influence subjeatbject interactions within the AS, in addition to the influence of the wider
community, now form part of the expanded structure of the system (Engestrém, 2001). Rather
than thegoal of an activity being simply determined by the actions of the subject, AT allows us to
examine and identify fihow specific ways of engagi
at the | evel of the activityosygEngméet (Echvar €HAT 2 (

framework as presented in the literature is reproduced below in Figure 2.2:

68



Mediating Artefacts

A

Subject Mg R Object Qutcome

»

‘ﬁ
»

Rules ~ Community Division of Labour

Figure22.Engestr °mdés (2001 p.136)t y System

2.4.2.1 Understanding CHAT

Henl ey expl ains what tiasguldndspafisationiofttgtheorn Enge s
above:

The subject, the object and the mediating artefacts (also known as tools) interact with the
community of the activity, the rules of that community/activity and the division of labour
within the community/activity to produce an outcome.1@&0p. 127)

The cultural and historical dimensions of the model focus on the structure of activities as
historically constituted entities, which encapsulate the many meanings, values and contradictions
of various artefacts interacting with other areathefsystem (Bakhurst, 2009; Wenger, 2009).

The history of the activity, as Engestrom describes, includes the rules and conventions entangled
in the artefacts of the activity and the wider theoretical ideas and context of the activity
(Engestrom, 2001; Weh¢ 2010). This explains the addition of cultural (C) and historical (H)
qualifiers to contextualise the interactions within AT. As discussed above, the inclusion of the
broader influences on the activity, alongside the rules and division of labour \mighétivity or
community, provide a richer framework to investigate the nature of teacher participation through
the critique of interactions of teachers and the NCC and the significance of thelimaltisional

nature of participation that emerges as thiea@me of teacher participation.

CHAT also explicitly recognises the contradictions and tensions created by conflicts
between multiple activity structures and the potential of these conflicts to evolve practices

(Levine, 2010). In contrast with the mutwailgagement and joint enterprise characteristic of CoP
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theory, the CHAT model embraces these tensions a-c¢
| earningéand innovationo (Engestr°m, 2001, p. 13"
asaframor Kk t hrough which to view participation in
Danish educational project demonstrates how capital and habitus can resonate with AT providing

a macro view of structures surrounding an activity and a micro perspecthelefirning

practices shaped by Bourdi eubds c o-cubumlcontext Ther ef or
and preexisting field and habitus of participation, while also providing a lens to view the broader

mediating factors.

Importantly, the transfonational potential of CHAT is one of the main principles of the
framework and therefore can capture the positive outcomes of creative, culturally responsive
music education discourse and meaningful teacher learning explored above. As discussed earlier,
Lave (2009) explains that situated learning involves knowledge that was always undergoing
transformation. Deweybds writings on education al ¢
reorgani sat i ¢l88l,p.f76)lek m@e $ tenodele® expias that AShasthe
Aipossibility of expansive transf or pattitipatoms i n | ear
deviatef r om est abli shed normso (2001, p . 137) . I n an
maintaining established practices antturally valued capital, CHAT does suggest the
opportunity for participation to be transformative, at least in the literature (Efge&®01). This
could allow new thinking and ideas to emerge through challenging the tensions and contradictions

that emege from various parts of the AS.

CHATG6s use in music education is new but grow
2015; Welch, 2010). The rationale for its use cor
relationship between musical learning gné r s o n a | and social transfor mat.

135). The selkustaining process of an AS through the continued introduction and enculturation

of new members, coupled with the contradictions inherent, theoretically allow musical
organisations to iehlly maintain a dominant cultural model while presenting the opportunity for
expansive, transformative change (Engestrom, 1999; Welch, 2010). As Henley (2015)
summarises, it provides music education researchers and teachers with a tool for understanding
the complexities of music education and learning processes, as well as a potential framework for
their further development through the resolution of the tensions that emerge between interactions.
This study aims to add t o &héthdindluerdces ofumembkers usi ng CH/
within division of labour and wider community of teachers participating in the choir, alongside

the effects of mediating artefacts and rules on the object and outcome of participation. In this way,
the multidimensional naturef participation emerges as the outcome of the AS, and the

interactions and contradictions between various parts of the AS influencing the outcome. Two
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components of CHAT that are particularly useful in understanding these disturbances between the

subjectobjectoutcome relationship are community and division of labour.

2.4.2.2 Community and Division of Labour

Engestr°mdéds theory places communities, diyv
constituents of AT worthy of consideration when investigating asgéinnal structures (Levine,
2010). Levineodos critique of CoP theory argues
romanticised and warns of the power of commun
meani ng and p raaisedjéintyeasddemodratiqalty {2010, p.d.23). One of the
tensions within AT is the contradiction between the validation of existing situated knowledge
alongside the ogoing transformation of practice (Avis, 2007). This conflict is similar to the
differing purposes of community within a CoP, aiming to both ensure the continuity of the
community and activity while embracing the next generation of newcomers and knowledge to
progress it (Lave & Wenger, 1991). Edwards explains that these conflicts atehfeparts of
the system and that their resolution can | ead
as an outcome of a contradiction in the system which has been recognized and responded to by
the systemo (2005, p .learbing Yhrough interactend waith,and t he sub
overcoming contradictions between, various constituents of the AS can positively impact the
outcome or goal of the AS and be transformative for the system as previously held norms are
reimagined (Engestrom, 2001).tlme context of this study, the importance of community to the
continuation of the NCC as a phenomenon, as well as the maintenance and transformation of it,
has the potential to be positive or negative and it is these conflicting purposes of community

within an AS that will be explored through the interpretation of participation in later chapters.

Notwithstanding the considerable influence of community on the object and outcome of
an AS, division of labour is perhaps the most interesting concept whenmsiders the various
forms and trajectories of participation within the NCC. As alluded to earlier, participation exists
in many forms with multiple trajectories (Wen
labour proposes a similar stratificatonf me mber 6s rol es and responsi
Younker (2008) describe a Avertical o and a #dh
status equated alongside the vertical nature of labour. A visual representation of this vertical and

horizontaldivision of labour within an AS is represented in Figure 2.3 below:
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Status & Power

The Vertical
and
Horizontal
Division of
Labour

Figure 2.3: The division of labour within CHA&dapted from Burnard & Younker, 2008)

Here | have labelled the horizontal axis roles which represent the various roles that
members ban AS possess or take on, all of whom will influence the object and intended
outcome. Then, on the vertical axigonsiderthe different hierarchical levels which members of

the AS may exist on. While all participants in an activity are part of thencarity, individual

| abour membersé responsibilities, power , and

In the consideration of the nature of teacher participation in the NCC, the horizontal axis
may be understood as the various forms of participation (as outlwse &y Wenger, 1998)

which could include teachers who participate at the margins or periphery of the activity, alongside

those who are insiders or outsiders. These same forms of participation could also be viewed

hierarchically, with the vertical axisabe® r epr esenting a teachersbo

power within the system. Therefore, rather than viewing labour as a community of equal
members, the hierarchical division of labour presented above is arguably a more complex,
contradictory, richer agstruct to explore the various forms of teacher participation in this

research.

In summary, the tensions that emerge from the interaction of community members (both
inside and outside the activity) and the various levels of members within the divisadroof
offer much scope to critique the nature of teacher participation and interpret the significance of
contradictions betweems y st em6és communi ty and division

wider primary school music landscape.
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2.5 Conclusion

This review of the literature has built on the theoretical underpinnings of the study and the
researcherds worldview of | earning, music edu
a comprehensive overview of the context in which teacher partaipatthin the NCC is
situated, in addition to the historical, societal, and policy space in which this study is being
conducted. It has also considered some of the challenges of teacher participation in music
education, namely the limitations of teachearhing and the possible identities of music teachers
at primary level. Also, the broader issues facing music education such as the dominance of WAM
and the reproduction of inherent cultural values and practices have been outlined. Finally, an
examinatiorof CoP and CHAT frameworks as models through which to examine the nature of
teacher participation in the NCC has been presemtezvarious levels and trajectories of
participation as outlined in Wengerdswd@oP the
constituents, and the distributive and transformative possibilities of tensions within the system
were discussed.

From this review, a complex context emerges in which the NCC operates. The
philosophicaltheoreticaland empirical perspectives cafted here finds that music in primary
schools often lacks a clearly articulated aim and rationale, sometimes advocated more for its
extramusical aims or as a vehicle for fostering midcliess or politically popular values. This
leads to a school systamhich historically, and many argue currently, focuses on a narrow,
transmissive view of music curricula, where music lessons are primarily didactic and where
singing remains the dominant activity. While contemporary models of music education
recommend areative, learneled arts education, a lack of confidence and competence among
generalist primary teachers, combined with poor teacher training, CPD opportunities and funding,
leads to a music education system in many Western primary schools that isoagpirapolicy
but unrealised in practice. Furthermore, the literature finds that curricula and teachers remain
loyal to formal, Western pedagogies and WAM repertoire within the classroom setting, rather
than embracing creative, informal musical practibe$ encourage child agency and inclusivity

rather than simply enabling access.

This complex space is where the NCC operates within schools and is significant in
problematising the nature and significance of participation as it emerges from the data. The
examination of CoP theory demonstrates missed opportunities for learning and practice as a
community of learners, while the use of CHAT provides for the consideration of the cultural and
historical context of the organisation as a mediator of interaci®meell as the tensions that arise
from contradictions within the system. The muditmensional nature of teacher participation in
the NCC as a form of learning, identity, power and capital, and potentially transformation, is the

basis for the conceptuthmework through which the data will be analysed. This will form the
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beginning of the next chapter which will outline the research methodology and design of this

study.
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Chapter 3 Methodology

3.1 Introduction

In this chapter, the design of the research processssipted beginning with the
conceptual framework which underpins the interpretation of this study. Next the research focus
and questions are restated, followed by a discussion of the qualitative, interpretive paradigm of
the research as well as the ratienfalr phenomenology as the methodological home for the study.
Following this, the research design is outlined, detailing the data collection phases, the rationale
for focusing on teachers as the primary data sources, and a brief synopsis of individual
pari ci pant sd contexts. The design and rational e
tool is also considered. The approach to data analysis in identifying themes from the data is
outlined. Finally, the limitations of the research are addressddding the positioning of the
researcher as an insider within the field, related ethical considerations of the study and how

trustworthiness and credibility are approached in this research.

3.2 Conceptual Framework

In qualitative research, the conceptuahiework emerges from the data and theory
allowing the researcher to organise their thinking and to remain open to all possibilities and
conclusions (Grant & Osanloo, 2014). In building the conceptual framework for this study, |
examine the interactions tdacher participants in the NCC as an activity system (AS) across the
di fferent constituents of Engestr°més (2001,
framework (i.e. mediating artefacts, rules, community and division of labour). Here,tbplan
build on the work of Henley (2015) on the importance of the division of labour within the CHAT
framework in a musical context. This allowed her to view the learning process from multiple
angles within the AS under investigation and, more importantlihfe study, to interrogate the
relationship between division of labour, community, rules and mediating artefacts within CHAT
(Henley, 2015). | propose using a similar approach, considering where the concepts explored
under the various domains of partiijpn are evident and interact within the operation of the
organisation as an AS, and therefore how they influence the nature and significance of
participation. In this way, | will bring the various concepts discussed earlier together within the
CHAT framework, which I argue all influence the interactions and tensions that emerge from

participation in the NCC and ultimately impact the outcome of the AS.
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3.2.1 Conceptualising Participation

The conceptual framework is informed by the theoretical underpinningenaimys
from the literature, and is presented as four dimensions of participation: Participation as Learning,
Participation as Identity, Participation as Power and Capital, and Participation as Transformation.
With the concept dParticipation as Learning, the importance of community has been
thoroughly explored, both theoretically in the secidtural dimension of learning (Lave, 2009;
Van Lare & Brazer, 2013) and in the tensions that may emerge between transmissive,
reproductive views of learning \&rs collaborative, transformative approaches (Kennedy, 2005;
Liu, 2020; Wenger, 1998) . Moving beyond communi t
and habitus is thought to affect the type of learning that occurs, meaning that learning often takes
plae within onebés comfort zone by default (Bresler
teacher learning in music education and the poor policy status of music learning in Ireland, there
are many tensions to consider when exploring participation asrigan this study. These
influences from the point of view of teachers and wider policy makers, and from the repertoire
and resources of the NCC, are the mediating artefacts that shape the nature of learning through
participation. Hence, the nature of fapation as Learning as an outcome within the CHAT
model is problematic, given that the desire for transformational learning in music education is
complicated by the socicultural influences of the community, by the rules of the organisation
and the precribed curriculum, and by the cultural and historical mediating artefacts and social

and cultural capital preserved in the habitus of participation.

Participation as Identity is shaped by previous experiences and participation, in addition
to personal athbroader societal factors (Folkestad, 2012; Wenger, 1998). The concept of
belonging through alignment with other likeinded members of a community, or on the other
hand, feeling disconnected from the community through differences in capital or habitus,
determines the positive or negative nature of participation as a form of identity. Community is a
central part of many organisational theories, in this case CoP and CHAT, and the feedback loop
between identity and community is well argued (Wenger, 1998)si@ering musical identities,
the extent to which an activity and its community reinforces a divide between those who identify
as musical and those who do not is problematic for the nature of participation (Nettl, 1995).
Therefore, the mediating artefagthich affect identity include the personal and professional
experiences and opportunities afforded to the subjects, alongside the extent to which others in the
community support or | imit the development of t ec
and professional. These mediating and community factors experienced through participation can
influence the expression and nature of oneds ider
as the NCC.
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Participation as Power and Capitalare considered ¢ether as they are perhaps the
most problematic domains of participation when one considers the limiting, disempowering
possibilities of power and capital outlined by some authors earlier. They are also central when one
considers an organisational frametsuch as CHAT, given that the model recognises the
division of labour, in addition to the interaction of rules and hierarchies within the division, as

integral to an AS (Engestr°m, 2001) . I'n this
thecoi i nes of the activity, what Wright refers
Within this field, Apowerful playerséconserve
that is constitutive of t he ,20Rled 3BPIn ¢tHRromordsgd i e u ,

the rules and mediating artefacts of the activity influence the successes of teacher participation
within the organisation. This form of power, as referred to by Foucault (1991) and Ball (2018)
earlier, is not always expligibut forms part of the activity, influencing the extent of power and
control as a possible outcome from participation. Also, the exchange of cultural and social capital
as described earlier creates tensions with others in the community who may pd&sess di

forms of capital. The preservation or transformation of capital is determined by the interactions of
subjects themselves, through their own personal mediating artefacts, and also the capital
exchanged as part of the activity (i.e. routines, repertesources, etc.). More broadly, the
dominance of particularly types of capital (Green, 2002; McCarthy, 1999b; Spruce, 2015; Wright,
2015a)and desire to preserve power within education (Ball, 2018; Green, 2002, 2006; Poblete et
al., 2019) can lead @ process of enculturation whereby the outcome of the activity is
reproductive but never transformative. Therefore, participation as a form of capital exchange and
preservation can be endorsed or challenged by the habitus and values of members, particularl
those with power and status, which again shapes the nature of participation and significantly

affects the outcome of teacher participation.

Finally, Participation as Transformation conceptualises participation as a potential
transformational force whicthallenges the habitus and identity of teachers and the rules and
field of participation. The conceptual framework presents transformation as a possible outcome
from teacher participation and through the lens of CHAT, contradictions that emerge with the A
(i.e., the NCC) will be critiqued for potential innovation of practice and transformational learning
(Engestrom, 2001). Contemporary discourse around learner agency and creativity within music
education (Burnard, 2008, 2012; Green, 2008; Sharp, 2004)elodive, diverse musical genres
and practices througBRME (Bond, 2017; KelyMcHale, 2013) are the mediating artefacts
which, if introduced and promoted by the interactions of community members and a democratic
division of labour, could enable a traoshative outcome for teacher participation. This form of
participation could enable teachers to enhance their musical skills and knowdedigeslopa
positiveprofessional, personal analusical identig, and broaden the types of capital exchanged

throuch the NCC. In this way, participation as transformation challesgigiects within the AS to
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reflect and critique the disturbances that emerge from the other dimensions of participation
earlier, for the greater good of the activity, its members and tkeroes. Table 3.1 illustrates the

links between these four forms of participation, the concepts from within the literature that
influence teacher participation in music education and the approximate location of these concepts
within the CHAT framework:

Concepts from the Literature CHAT Constituent

9 Habitus and Lifeworld (Bourdieu, 1977; 1986; Heidegger, | 1 Community

1996; Bonnet, 2001) 1 Mediating
9 Sociocultural Theories of Learning (Lave & Wenger, 1991; Artefacts
Wenger, 1998) 1 Rules

Cultural and Social Capital (Biodieu, 1986)

1 Musical Training and Music Education (Bowman, 2018)

I Transmissive and Transformative CPD Models (Kennedy,
2005; 2014)

9 Curriculum Aims and Content (Gol, 1999a; 1999b)

Participation as
Learning
=

s > 1 Belonging andAlignment (Wenger, 1998) T  Community
® 2| 1 Habitus and Lifeworld (Bourdieu, 1977; 1986; Heidegger; | 1 Mediating
g9 Bonnet, 2001) Artefacts
;% é 1 Multiple Co-existing Identities (Akkerman & Meijer, 2011;

Hargreaves & Marshall, 2003; Seddon & Biasuitti, 2008)

1 Levels and Trajectories of Participation (Wenger, 1998) 1 Rules
1 Process of Enculturation (Mc@hy, 1999; Stakelum, 2008a)

@ 9 Field (Bourdieu, 1990) T  Community
n?f _ | 1 Dominanceof WAM (Green, 2006; Perkins 2013b; Spruce, | § Division of
@ 2| 2015 Labour

5 8 9 Historical and Societal Constraints (Kerins, 2019; B. Walsh| 1 Mediating
8o 2016) Artefacts
6 ®

G

o

Transformational Learning (Kennedy, 2005; Eng@#s{r2001) | § Community

Reimaging Capital, Habitus and Field 9 Division of
Identity Formation (Bernard, 2004; Georgiemming, 2011; Labour
Grant & Vonzell, 2008 1 Mediating

Developing Confidence (Fahy & Kenny, 2021; Kenny 2007 Artefacts
Contemporary Perspectives on Music Education (Bond, 20| 1 Rules
Burnard, 2008; Burnard & Fautley, 201elly-McHale, 2013;
Spruce, 2015; Sharp, 2014)

Table 3.1:Links between participation, theoretical and empirical concepts, and CHAT
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Finally, these concepts from the literature provide a blueprint that aligns with the
researcher s own wo rhéénousditeraturerod teaehmrdeargirgsmugicr o m
education and the construct of participation (Grant & Osanloo, 2014). It is this lens which leads
the discussion and interpretation of teacher participation in the NCC. The CHAT framewerk is re
presented belwv in Figure 3.1 incorporating tharious theoretical and empiricadncepts that
will guide the critique of teacher participation and inform the findings of the research. The
framework provides a lens through which to explore the ruttiensional naturef participation
and the possible positivaegative and neutral outcomes of participation as a form of learning,
identity, capital and power and transformation. The conceptual framework therefore aims to guide
the interpretation of this research in eoqohg the nature of teacher participation and the

significance of participation for teachers, the NCC and the wider music education landscape.
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-Identity
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-Levels and Trajectories

of Participation
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3.3 Designing the Research

This section will detail how the research was designed,gngefrom reflection on the
literature and on the theoretical underpinnings discussed in the opening chapter. Leshem and
Trafford (2007) explain that research at doctoral level is often cyclical in nature with findings and
conclusions from one study infonng the design of the next. Noteworthy, they advocate for
continued dialogue between the research design and field work, implying that the qualitative
researcher must respond to the data by tweaking the design if necessary (Leshem & Trafford,
2007). Thesénteractions are an important feature of this study, given the implication of the
various data collection phases on the research design and findings. In this case the construct of
participation as a mulidimensional phenomenon outlined earlier necessittgalitative

research paradigm to respond to the research question.

In Chapter 1, the researcher began with a research problem that warranted investigation,
which in this case emerged from a lack of research on teacher participation as a constiuct, a la
of enquiry into the NCC as an organisation, and, most importantly, from a curiosity of practice
given the researcherodos position within the NC

and question will now be revisited.

3.3.1 Establishing the Resarch Focus

As previously stated, the research problem and subsequent focus emerged from my own
participation in the NCC as a primary school teacher for many years. Reflecting on my own
informal observations and experiences, teacher participation was \aéeveebroadly positive
experience, with teachers efficiently learning the repertoire, teaching the programme within their
schools, an@ppearingo derive a sense of accomplishment and drial® participation at the
end of the programme. This is supporgdhe primary sources contained in Appendix A which
positively frame the NCC as a phenomenon.

Given the choirds al most four decades of e
music education | andscape, t mptedtheisvestigatomhamd 6 s ¢
exploration of teacher participation in the NCC. Moreover, there has been no significant empirical
research relating to the organisation since its inception which suggests that this research is timely

given the significance ohe NCC within the Irish primary school landscape.

Finally, reflecting on various empirical literature relating to music education generally,
Irish music education policy and curricula, and literature relating to participation in music, the
study of teacherather than child participation in music programmes was absent in much of the
literature. Therefore, given the centrality of teachers to the functioning of the choir, they were

deemed the appropriate subjects to consider in exploring the research prothlerfirst
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instance. This study hopes to contribute towards the knowledge base relating to teacher
participation as a phenomenon within education and the nature and significance of such
participation in schoebased music programmes. With the researoblpm and rationale now

considered, a restatement of the research question will now follow.

3.3.2 Research Question

As outlined in the introductory chapter, the aim of this research is to investigate,
understand and interpret the nature of teacher participatibie NCC as it emerges from the data
in this study, informed by the conceptual framework and literature considered thus far. From this
central research airthe researchjuestion emerge¥Vvhat is the nature and significance of

teacher participation inthe NCC?

In addressing this question, the study will conceptualise and critique teacher participation
as a multidimensional construct, considering teacher participation as a form of learning, identity,
power,capital,and transformation and where the siigaince of participation emerges as a
positive, negative, or neutral outcome. By investigating how teachers patrticipate in the NCC, the
research also aims to understand the significance
professional, and musiclies, the implications for future policy and curriculum developments in
primary music education, as well as the possibienggination of the choir in the future. The
discussion of the research design process continues with an outline of the reseaigmpar

underpinning this study, informed by the research rationale and questions.

3.3.3 Research Paradigm

All research is framed within a particular tradition, reflecting on a common understanding
of what constitutes knowledge within the research field anddr@wmight go about investigating
it (Rossman & Rallis, 2012With its origins in social science research, there are many different
paradigms that one can consider within educational en(Dolyen et al., 2018)ring(2015)
simplifiesthis into two epiggmological tribesdistinguishing between the objective view of
reality as being measurable and observable, and the subjective, constructivist view of reality as

personally experienced and negotiated by both the researcher and participants.

This continuums considered by Rossman and Rg812)when they ask whether
learning is a constructive or acquisitive process. As outlined earlier, this research is underpinned
by a subjective, socioultural worldview, with experiences and learning occurring in rich
contexts informed by previous experiences and others within a comniaditsards, 2005; Van
Lare & Brazer, 2013)its aim of understanding participation through the experiences of teachers
is appropriate giventhéiti nt er pr e ttgpicdlwrestorurderstand thehsocial world as it
is from the perspecti ve &Ralls 8044, v 43) Thareforex per i enc e ¢

constructivist, interpretivist paradigm is most appropriate whereby the resealthe researcher
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co-construct understaiing, respecting the individual realities as experienced by each participant
(Hatch, 2002; Lincoln & Guba, 1985)

The importance of an individualexperience, reified through the social, cultural, and
historical context in which they reside, was keyhadxamination oteacher participation within
the NCC as not all teachers may share the same experience when patrticipating in the choir. For
example, the researcherés own participation i
therefore it was nessary to consider the multiple possible realities that may emerge from the
data(Gray, 2018; Lincoln & Guba, 1985 addition to maintaining a pragmatic, reflexive
approach to the research degfgiatch, 2002; Leshem & Trafford, 2007). In short, while th
researcherds worl dview and experience were ce
author remained open to the implications of the conceptual framework and the findings from the

data.

In summary, this qualitative research is subjective inneafocusing on understanding
individual s6 experiences of a phenomenon (i . e
the work. The study embraces a constructivist, interpretive paradigm whereby various examples
of teacher participation emerdgeamed within their socigultural context and explored through
the examination of the NCC as an AS. Given the focus of the research is on understanding the
nature of teacher participation as an outcome and phenomenon of the NCC, the most suitable

methoablogical home is therefore phenomenology, which will now be described and rationalised.

3.3.4 Phenomenological Tradition

Phenomenol ogi cal research is concerned wit
of a phenomenon (Creswell, 2013). It involvesaleping a description of the universal essence

of what research subjects experience and how they experience it (Creswell, 2013). Traditional

views of phenomenology, initially proposed by
phenomenollygy®,cusi mm describing oneds interac
p. 11). Husserl 6s method was strictly focused

bracketing or suspending of the resadogicaher 0s
description could emergeo (Kakkori, 2009, p.
stranger to avoid contamination (Denscombe, 2017). Therefore, the goal in the early
phenomenological tradition was to elicit the essence of a phenonuswvarig of researcher

context or comment, presenting a pure, transcendental view of the experience of participants
(Creswell, 2013; Moustakas, 2009). Considering the highly contextual nature of this research, the
place of the researcher within the resegmdtess, and the multiple influences on teacher

participation as a construct, such an objective view of phenomenology did not align with the
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theoretical worldview of this study and therefore, a more subjective approach to phenomenology

was required.

Buildi ng on this traditional view of phenomenol o
Heidegger. One of the key differences in his conceptualisation of phenomenology was the
importance of researcher interpretation within a study (Eddiessh, 2015). In comparisomith
the bracketing of bias, Hei degger felt that setti
i mpossible, and actually the researcher ensured t
influences on the phenomenon keofpherdomendogyiscao nsi der ed:
|l ay open a phenomenon and |l et it beHmsdheno (1992,
2015). Therefore, the researcher could not be a truly objectigtahyler, but rather was an

integral part of the research context @ndcess in this phenomenological approach.

Furthermore, the importance of researcher reflection and interpretation is considered
critical in understanding the fessential meaning
Kakkori, 2009, p. 25). This formf @henomenology became known as hermeneutic
phenomenol ogy, advocating for the investigatoros
refers to as Athe art of interpretationd (2009, i
relationship of theasearcher to the study, it is argued that this phenomenological approach adds
to the credibility and trustworthiness of the research (which will be discussed later in this
chapter), as wel/l as its meaning alatighshippi gni fi cance
bet ween researcher and the researchedéall ows for
i mplications that might not havelnthertegivendnet ai nabl e
complexity of the current Irish primary school nuesbntext, the scale of the NCC and the
various forms of participation possible by teachers, the interpretive lens informed by the literature
and the researcherdéds background is arguably need:e
nature and signif@nce of teacher participation. A description of teacher participation, while
forming a significant part of this study, is enhanced by critiquing and reflecting upon participation
through the phenomenological lens outlined here, drawing conclusions arghtrops from the

data that emerges from the outcomes, contradictions, and challenges of participation.

A final justification for the use of phenomenology relates to its use in practiiased

research and the value it places on practical implicatindgeaiworld outcomes as Van Manen

explains:
[l am more interested in the engaged phenomenology conducted by professionals in
educationéthe people who are able to enrich o

our reflective understandings of the pblsmeaning and significance of everyday
experiences. (1997, p. 350)
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Phenomenology as a research approach is generally used in areas of professional practice, such as
the health sciencdbleubauer et al., 201yt it is increasingly becoming popular kit arts
education(Bresler, 1995; Burnard, 2008; Pellegrino, 2014; Van Der Schyff, 2G%6)sefulness

in music education has been evidenced in studies relating to teacher identity and teacher lifeworld
and habitugRandles, 2012), further supporting use in this studyAdditionally, Van der Schyff

argued that in practical subjects such as the arts, the inquiry should always follow a
Aiphenomenol ogical attitudeoéwhich #Atrasitivei ni ti a
insights when they transforthe mundane, introduce new perspectives and thus challenge taken
forgr anted ways of perceiving, knowing and bein
allows extant practices and rules to be critiqued and possibly transformed, positing
phenomenologysaa change maker across various disciplines including medicine, higher

education and psychiatry (Van Manen, 2014).

The choice of phenomenology was important in the context of this study, as not only is
the place of the researcher as an integral paredttidy acknowledged, the researcher as a
previous participant in the NCC and a primary school teacher, hakdirdtexperience of the
programme and a personal curiosity to understand teacher participatidan Manersaid the
aut hor i s hi&pghangraegom df éeachen participation, possessing the experience and
refl exive understandings to uncover the fAhidd
(Beck, 2021; Van Manen, 1997).n concl udi ng this sectioof, Van
the researcher frames the transformapiessibility of phenomenology which will emerge in

implications of this study for teachers, the NCC and wider music education discourse:

The researcher is an author who writes from the midst of life experidrere wmeanings
resonate and reverberate with reflective being. The researcher as author is challenged to
construct a phenomenological text that possesses concreteness, evocativeness, intensity,
tone, and epiphany. (1997, p. 368)

In this section, the desigif the research has been outlined. This included a restatement of
the research problem and question. Following this the situation of this qualitative research within
the constructivist, interpretivist paradigm and the phenomenological tradition waslrsgidna
The choice of hermeneutic phenomenology as the research approach is justified due to the
centrality of the researcheroés voice, its foec
practitionerbased research through interpretive and reflexigairy. The next section of this
study will consider the implementation of this research design by discussing the three main data

collection stages, the use of interviews as the primary research tools and the data analysis process.

3.4 Implementing the Reseach Design

In this section, the design of research including an overview of the various data gathering
phases is presented alongside the rationale for the various research phases. This includes the
analysis of contextual documents relating to the choirffamdarious interview stages with the
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MDs and teachers of the NCC. The design, use and evolution of interviews as the primary data
collection tool are described. Finally, the data analysis procedure and main themes that emerge
from the data are discusseahcluding the description of the research design.

From the outset, and lime with the research paradigthesituationof the researcher as an
insider contributes to all areas of the research d€€igady, 202& Mercer, 2007; Randles,
2012) As an eperienced participd, | use the knowledge gathered frobserving the
organisation and its members to explore the phenomenon of teacher participdépthimvith a
small number of participantBh completing this research, | advocate for the importamce
credibility of insiderand qualitativeesearch (Coady, 20212021h. The sample consists of a
wide range of teacher experiences within the NCC, designed to demonstrate comparative
inference across a wide range of participant profiles from withior@nisation(Silverman,
2014) all the while acknowledging that this study is not a national or quantitative evaluation. The
reflexivity and criticality outlined below throughout the research proaiess to add
trustworthiness and credibility to the datalected, through the informed interpretation of the
data which will draw conclusions relating to the nature and significance of teacher participation as

evidenced in this study.

3.4.1 Data Collection Phases

Below | present the data collection phases ofptiagect which took part in three distinct
phases, all contributing towards understanding the nature and significance of teacher
participation. Before the data collection, there was a preliminary document analysis of historical
and contemporary sourcesatihg to the NCC. This was followed by three stages of the
fieldwork:

[@]3

Phase 1: Contextual afteliminary Phase (SenidiCC Interviews)
Phase 2ExploratoryPhasePre and PosParticipation Visits to Four Schogls
Phase 3: Phenomenological Phase (Secher Interviews)

Q¢ O«

Figure 3.2 details the timeline of data collection at all stages. The rationale and procedures of

these three phases will now be considered.

Jun-Dec 2018: Feb-Mar 2019: First .
Document Analysis School Visit Eﬁgr':g?rr] fr?jé' iSclgl
Jan 2019:MD/CM May 2019: Follow Up Interviews g
Interviews School Visit

Figure 3.2: Data Collection Timeline
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3.4.1.1 Phase 1: Contextual and Preliminary Phase

Dibleyetale x pl ai n t hat fhumans understand meani
(2020, p. 117). As has been argued, the research context is a critical element underpinning every
stage of the research process. Given the historical and cultural context irthvehMBC was
established in the mi#l980s, and the large varieties of teachers and primary schools who
participate in the choir, a comprehensive description of the choir was needed to contextualise the
study for those unfamiliar with the NCC, to understtreloperation of the organisation, and
inform the interpretation of the nature of participation and the significance of the interactions and
contradictions that emerge from participation. Furthermore, any critique of the NCC emerging
from the study must b@ewed within the context of the organisation and wider policy space, with
a full understanding of what participation involves.

Firstly, as part of the literature seartte author contacted the MDs and members of the
NCC National Committee requestingyatocuments they had relating to the foundation and
history of the choir. They kindly shardiktorical data and artefacts, muafit dating from the
original 1985 formation of the choir and related conc&éda includes concert programmes,
newspaper #icles, the 30 Year Souvenir Book (NCC, 2015), correspondence received by the
choirdos founder from those within the musical
accounts of the choir over its lifespan. Additionally, statistical data relatiparticipating
schools was drawn from various sources (NCC, 2015, 2017, 2019) and then correlated and cross
checked with national statistics available from the DE and the Central Statistics Office (CSO)
Website (CSO, 2021; DE, 2020, 2021b). Data gathelatimg to participating schools included
gender, ethos, school size and location, with the aim of understanding the composition and
representation of the NCC as a national phenomenon. Additionally, repertoire lists from 1985
2019 (NCC, 2015, 2017, 2019%eaalso collated and analysed to ascertain the genres and balance
of repertoire offered by the programme and how the nature of participation is influenced by the
composition of the repertoire. A detailed description and analysis of this statistical data is
presented in Appendix C, followed by a list of the school data in Appendix D and the repertoire

lists in Appendix E.

In addition to contextual data collection, the three MDs and an NCC CM were
interviewed in January 2019. The purpose of these intervi@sso gather ufo-date contextual
data on the choir's current participants, information relating to the selection of the repertoire and
the perceived aims and purposes of the choir, and finally to discuss participants and schools that
could be invitedd the next phase of the study. From these preliminary interviews, the researcher
was familiarised with the workings of the choir and nature of teacher participation from senior

NCC memberds perspectives. Thi s ptogepratipmr esent
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and rationale, alongside the roles of the main people involved and identifies any changes that have

occurred since its inception.

3.4.1.2 Phase 2: Exploratory Interviews

Following the initial contextual phase, an exploratory phase of fieldwoskcaaied out
involving four participating schools around the Greater Dublin Area in ZDA® aimof this
phase was to explore the experiences of schools who were participating in the choir. Within each
school, a selection of teachers and the principat méerviewed This phase involved two data
collection points, one visit prior to their regional concert performance in February/March 2019,
and then one visit after their regional concert in May 2019. The schools and patrticipants included
are detailed iTable 3.2 below, as they prepared for the 2019 NCC concert cycle:

Name School Profile First Participants
Participated
School A | All-Male 2009 -Class Teacher/Choir Conductor
-Class Teacher
School B | All-Female 2013 -Class Teacher/Choir Conductor
-SEN Teaber/Choir Conductor
-Principal
School C | Mixed Gender 2019 -Principal/Choir Conductor
Catholic -Class Teacher
DEIS Band 1
School D | Mixed Gender 2019 -Parent/Choir Conductor
Multi-denominational -Class Teacher
-Principal

Table 3.2: Phase 2 Participants

The various roles of individuals within the NCC will be discussed and problematised in
det ai | in the next chapter, drawing on Wenger 6s (
discussed earlieiThe schools selected were from GeaterDublin aea,following consultation
with the MDs | invited schools which representethraadmix of participating schools that year.
This included visiting an alinale, allfemale and mixed gender schqdiso inner city schoolsas
well one in the southndone n the north of the cityand visiting one DEIS school and one school
with a multidenominational etho8lso, a rangef participant experience levels is represented
ranging from schools who first took part in 2019, in addition to established schools tivéhi
NCC community. This aimetb ascertain the potential benefits of lelegm participation as well
as the challenges of firfitme participationThe interviews were transcribed, checked and any
identifying or sensitive information such as names, lonat etc. were omitted in compliance

with ethical guidelines and to protgeta r t i @fivgca nt s 6
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3.4.1.3 Moving Beyond Phase 2

Following the fieldwork in four schools around the Greater Dublin area, the research plan
was to visit four more schools outside aiftidin to ensure a fair geographical representation of the
choirds participants. However, the initial an
research sample which would solely focus on teacher participation specifically rather than
considenng a schoelivide view of participation. While acknowledging the usefulness of the
Phase 2 in capturing numerous voices and viewpoints from within the choir, particularly those of
principalsandnopp ar t i ci pating teacher s nlatkbkdehee parti ci
experience required to fully answer the interview questions. For example, the principal of one
school admitted that while they enjoyed the idea of the children singing together, the previous
principal had enrolled the school in the NCC fort tyear and therefore she had very limited
knowledge or experience of what participation involved. In another school, one class teacher
explained that Al suppose ultimately [the NCC
in line withiéwdatofwaist @ eCl ass Teacher ,- School
examination of Englanderés criteria for selec

experience that | am |l ooking for?d¢ (2012, p.

Therefore, the exploratory Phase 2 intervieltail the general attitudes and opinions
regarding participatioamong teachers in four NCC schoalgdinformed the design of Phase 3
which aimed to investigate more deeply the motivations and reflections of teacher participants.
The relationship betwedhe two phases is complementamyt also distinct asconsultedive
different participants in Phase 3, based on their geographic spread, previous experience with the
choir, and their level of participation within the choir (Wenger, 1988%hort, Phee 2 orients
the researcher within the field, eliciting sc
Phase 3 concentrates on exploring the nature and significance of teacher participation with a

particular sample of teachers leading partiégain their school.

The other key reflection on this exploratory data collection phase was the consideration of
the role and positionality of the researcher. As has been argued, this relationship is central to the
research process and rationale. Thearebeer had considered all the ethical considerations of this
type of research (discussed later in this chapter), however it could be argued that as the researcher
was known to most participants, some may have viewed the research as an evaluation af them an
their participation in the choir, rather than an interpretive study of their experience (Mercer,

2007). The challenges of insider research will be discussed at the endcbiibtisrhowever it

was clear that upon reflection of the initial data, mahthe responses were broadly positive
regarding the choir and which may have been due to informant bias or interview reciprocity
(Mercer, 2007). Pitts (2005) admits that insiders within music education inevitability affect the

conduct of an interview, thguestions they include or omit, and even the interpretation of these
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responses. Therefore, the researcher reflected carefully on the need to mitigate the limitations of
insider research when-emntering the field, as discussed below. The final phaseafata

collection would consult a revised sample of six teachers focused on colleetiegtin

experiential data relating to their participation in the NCC, moving beyond confirmatory

responses.

3.4.1.4 Phase 3: The Phenomenological Interviews

In early 2021, I eturned to the field and consulted a new sample of six teachers who all

had significant roles in their school s participeé

teaching and participation of the choir in their schools). One teacher, who hasdigeecthe
pseudonym Charlotte, had also taken part in the exploratory Phase 2 stage while the other five
were new to the study.

| returned to the MDs to help locate teachers who had varying experiences within the
NCC and could reveal an-thepth experiefdl knowledge of what it was like to participate in the
choir. | sought to consider those who had ceased participation in the chair, first time members,
retired members, and those outspoken members who might challenge thodertgkanted

assumptions afut participation. Cohen et al. (2018) note that sampling in qualitative research

does not wusually focus on generalisability or spe
descriptionso, each with theirMawandsntadwisce val
regarding sampling, Beck says that fAresearchers ¢
phenomenon being studiedod and therefore he feels
methodology is futile (Beck, 2021, p. 75).asampling strategy employed here is purposeful in

that | aimed to consult a gender and geographic
perspectives on the phenomenon of interesto (Gr ay

the omissbn of other more insightful participants, the phenomenological lens of the study,
supported bywn observations within the NCC areflectiors on the research process and data

up to that point, meant that the giwited participants had much to offer ix@oring and
understanding of teacher participation in the organisation. Within the paradigm of this research,
the nature of their unique experiences of participation in the NCC, reflected alongside their socio
cultural context and background, is entirappropriate in addressing the research question
(Coady, 2021a)

| conducted an iuepth interview with each participant over the months of January and
February 2021. Due to COVHDO restrictions, these interviews were conducted via the Zoom
platform. Thenterviews varied from 45 minutes to 90 minutes. Like the first phase, interviews
were transcribed using the Otter.ai service (www.otter.ai) to produce a rough transcription of the

interviews and then checked thoroughly for their accuracy, before reguhdnnterview
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transcriptions to the participants for verification. An outline of the participants is given below in
Table 3.3:

Pseudonym| Age Location | Position within School and NCC Time with
NCC

ACar ol|l 5564 | East Administrative Principal (retired@®.9) 6 years

AChar || 3544 | East Class Teacher 10 years

Regional Rehearsal Organiser

AHannNng 2534 | East Class Teacher 4 years
Assistant Musical Director

AMar y 4554 | West/ Class Teacher 30 years
South Former National Committee Member (ceased
West Former Regional Reearsal Organiser participation
in 2015)
APaul g 3544 | South Teaching Principal 6 years

Regional Rehearsal Organiser

2

Sus an 4554 | Midlands | Deputy Principal/SET Teacher 30 years
Rehearsal Organiser

Table 3.3:Phase3 Participants

3.4.1.5 Participant Backgrounds

Given the centrality of context in this study, particularly as it emerges as an important
part of the various conceptualisations of participation under investigation, it is important to briefly
outline the background of the participariibese similarities and differences will be drawn on
throughout the analysis and discussion- of the

cultural nature of teacher participation.

As alluded to above, the six participants represent a wide rémg@éerience levels, with
Susan and Mary being involved in the NCC since its foundation in 1985, whereas Hannah had
only participated in two cycles prior to the interview. | invited participants through email
(Appendix F) after considering the wide rangexperiences | sought to capture, including
AMDs, CMs, school leaders, past participants, etc. The participants are made up of a
representative spread of geographical areas and school types and sizes, although it was their
experience in the NCC as full piaipants that was most important in their invitation to take part
in the study. Charlotte had taken part in the initial phase of the research, although there was
approximately 20 months between interviews. Mary did not participate with her school in 2017
and 2019, however she remained on the National Committee during 2017 and worked on the

organisation of the choir from that vantage point.
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Regarding the six teachersd musical experienc
Hannah are all active musiasiin their own lives. Carol is involved with her local church choir
and sings in an adult mixeaice choir, Charlotte is a pianist and currently teaches piano, and
Hannah is part of a musical theatre society as an actor and singer. In contrast, the other
participants do not actively make music outside of school, but they all spoke about influential
teachers from their primary and secondary schooling as well as the impact of their parents on their

musical lifeworld.

Their involvement in the NCC stems frantombination of sources including family,
colleagues, and word of mouth. Mary, Susan, and Carol had all worked with the founder Sean
Creamer directly, and he was an important influence in their initial and continued participation.
Paul taught alongsidenaxperienced member of the NCC for many years and when his colleague
moved school last year, Paul assumed the leading role within the school in addition to regional
organiser for his area. Hannah was a member of the choir herself when she was at phinaéry s
and when she qualified as a teacher, she wanted to offer her class the same experience she had.
Finally, Carol ds mother was also a primary school
therefore like Hannah, she wanted to facilitate a similaegapce with the children that she
taught. In summary, participadfamily contexs, previous musical experiences and exposure to
the choir all frame their participation in the NCC, which will contribute to the nature and

significance of their participain as interpreted from the data.

3.4.2 Interviews

Considering the subjective, contakth nature of data within the qualitative research
paradigm, and this studyb6s focus on teachersbt exf
as the primary data to@ both expected and central to the eliciting of meaningful data (Cohen et
al., 2018). Interviews have long bemtogniseds the best method of data collection when
inquiring about personal experiencattitudesand the lived experiences of others (Eolet al.,
2018; Gray, 2018). Silverman (2014) reminds us that the theoretical lens and role of the
researcher is important in the interpretation of experiences or facts as described in an interview. In
response to this challenge, the researcher can attlopt a naturalist or constructivist mindset,
either leaving the narrative open for interpretation ecaastructing meaning from the interview
(Silverman, 2014). It is the latter that this study employs, particularly owing to the importance of
the reseaher within the research process in the field of hermeneutic phenomenology and view
that all participants construct their own narrative and reality, meaning that pure objective data is
impossible to collect from human participants (Van Manen, 1997). Haythe researcher was
conscious of the need to also maintain an fAopenne

beingtooprest ruct uredo (Gray, 2018, p. 511). The refl e
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researcher to balance their place witlhe ¢lata collection process, probing where necessary but

also pivoting to alternative lines of enquiry that may emerge (Denscombe, 2017).

Researcher reflexivity was a key consideration in returning to the field through the
interpretive, phenomenologicahie of the Phase 3 interviews. The balance between recognising
the researchersé own experience of the NCC, w
and honestly their views and opinions, was essential in bringing depth to the data that was absen

in the exploratory interview phase.

The initial stages of data collection involved sextnuctured ond¢o-one interviews with
the MD (Phase 1) and teachers and principals (Phase 2). Generally;siraetared interview
contains a clear set of issuedde explored, however the researcher has some freedom over the
order and layout of the interview (Denscombe, 2017). Within this setting, the researcher is often
Aiin chargedo and they have predefined qfuesti on
the process from participant to participant (Hatch, 2002, p. 94). However, the lack of reflexivity
offered by semstructured interviews, combined with the limitations identified earlier, can affect
the nature of the data gathered from participants. ®ensmb e expl ai ns that t hi
effectd is due to many reasons, including a d
exchange, the impact of a pegisting relationship between the researcher and the participants, or
t he r e s ersomatinvavendest inphe study (2017, p. 209). Furthermore rseeaatured
interviews can, while appearing to be very fI
interviewso with the purpose beingegyo el icit
(Englander, 2012). It is argued that many of these issues affected the depth of the data gathering
in the exploratory stage of this research, which led to the refinement of the interview-fityde in

with the phenomenological, constructive approdcth® research.

3.4.1.1 Refining the Interview Style

The third phase of the data collection, the phenomenological interviews, employed an
openended or unstructured interview style, which provided participants with greater freedom to
reflect on and describe in ddtthe nature of their participation in the NCC through anecdotes and
prompted reflections (Denscombe, 2017; Silverman, 2014). The goal of interviews in this
phenomenol ogical space is to figet individuals
way as possibledo (Gray, 2018, p. 485). These
earlier, required participants to reflect on their own individual circumstances and construct their
own understanding of their experience of a common phenomeagrgacher participation)

(Merriam, 2009). Also, within this unstructured interview style, the freedom offered to
participants can help reveal iinsight cultiva

Areflective underoswandi sge! @&ndomkos s 06Okl atin
Manen, 2014, p. 324).
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The conduct of the researcher is therefore different in the latter phase, with the
interviewee leading the conversation. The role of the interviewer is to probe, prompt, and seek
clarity or confirmation only as required, giving space for reflection to the interviewee (Cohen et
al., 2018). The rapport between the researcher and participant was an important consideration, in
response to the limitations of the exploratory phase. Befgmbing the interviews, the
researcher reassured participants about the voluntary arelvalrative nature of the study, and
encouraged reflection, description, and detail. In these unstructured interviews, while there are
still topics for discussion angperrended questions, the number and ordering of them is not as
important as in serstructured or structured interviews (Silverman, 2014). The research question
formed the basis of the interview schedule (Appendix G) for Phase 3, with participants asked
about the nature and significance of their participation in the NCC, reflecting temporally on their

experiences prphenomenon and peghenomenon.

3.4.2.1 Interviewing Online

A final consideration in returning to the field was the necessary migration to comgductin
online interviews via Zoom. The interviews took place online due to the CQ9lpandemic
which restricted fac#o-face meetings. When trying to build rapport over a digital conferencing
pl atform such as Zoom, Ar c hiwhsanixed, witisorael . 6s (2019)
participants reportedly more responsive over digital platforms, especially when technical
difficulties enabled both participants to work together and bond over the initial teething issues of
establishing connection. However, they atsmmented that these technical issues sometimes
interrupted the flow of the interview, presenting difficulties in readingwerbal cues (Archibald
et al., 2019). They suggest the use of features such as video and screen sharing to establish a
rapport réher than more traditional audio only communication, tools which this research
empl oyed, and they noted that Zoomb6s features suc
established it as a key research tool, particularly during the pandemic s€aecter found no
adverse effects in conducting the interviews online. In fact, the use of Zoom allowed for the
recruitment of a greater geographical spread of participants than might have been possible, and
enabled participants to describe their expersno the comfort of their own home, removing
some of the environmental drawbacks experienced in the school environment in Phase 2. These
factors, coupled with the free time available to many due to C&M\estrictions, enabled a rich
sharing of experieze which contributes substantially to addressing the research question in this

study.

Having explored the various phases of data collection and taking into consideration the
limitations and confirmatory responses of the initial phases, the study diiavesilyron the
subsequent, more reflective interview data gathered as part of the six phenomenological

interviews conducted over Zoom. This is supported by the MDs interviews and some extracts
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from Phase 2 participants. The next step of the research paftestranscription and

verification of the data was to analyse the interviews and begin extracting themes that would
contribute to the understanding and critique of teacher participation in the NCC at the centre of
this study.

3.4.3 Data Analysis

The data malysis process began just after the interviews, with the researcher keeping
notes during the interviews and transcription process. This initial analysis aims to bring the
researcher Aclose to the datao ( Deeadsttmooghbe, 20
the narratives multiple times, in addition to repeatedly listening to the recordings to elicit any
extra norverbal cues or pauses that could add further depth to the transcripts. Creswell (2013)
tells us that beneath the initial presentattbthe data, there exists multiple layers of meaning to
be uncovered. Throughout the analysis, the researcher remained open and curious to the themes
and findings that could influence the various domains of participation under consideration, in
addition tothe meaning that teachers attributed to the nature and significance of their personal
participation in the choir, as Van Manen describes:

The outcomes of phenomenological research ardléaged reflective texts that induce

the reader into a wonderinggagement with certain questions that may be explored

through the identification, critical examination, and eloquent elaboration of themes.

(2017, p. 777)

Therefore, it is the critical examination and interpretation of the texts in addition to the wfiting
thediscussion thaeads to analysis (Beck, 2021; Van Manen, 2014). Cooper et al. found that
there is no stepy-step process for data analysis and that phenomenological research is primarily

inductive in nature, with reflection and returning to theadammmonplace (Joseph, 2014).

While not a strict analytical guide, Van Manen (1997, 2014) provides guidance on the

processes that are involved in phenomenological analyses:

1. Investigating experience as we live it, both personally and then by gathering the
experiential descriptions from others who wave experienced the phenomenon.

2. Reflect on the themes that characterise the phenomenon as they emerge from the data,
both as a whole experiential piece and as selective, essential themes,

3. Describing and interpriely the findings through the art of writing and rewriting.

(adapted from Beck, 2021, pp. 191

These key points along the journey of phenomenological research are cyclical, and involve
backwards and forwards movement, with lived experience and the icgfletit being the start
and end point of this type of study (Van Manen, 1997). Dibley et al. (2020) describes a
hermeneutic circle where pranderstandings, literature and theories are used as a lens to view the
research text as a whole and in partsdslling with the data, returning to the literature and
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reflecting cyclically, the researcher is |l ed to

fal)

understanding (Dibley et al., 2020, p. 128). A diagram outlining the process is reproduced in
Figure 3.3 below:

Pre-understandings Reading along
Understanding
Thinking along

Texts Interpretation

Texts

Parts and

whole Dwelling

Figure 3.3: TheHermeneuticCircle (Dibley et al., 2020, p. 128)

This approach to the data analysis process was very helpful in ensuring the researcher
remained reflexive and open to new interpretations and allowed for the development of the
conceptual famework. By cyclically reflecting on the literature and the data, the construct of
participation was problematised and conceptualised (as presented in Figure 3.1). Therefore, data
analysis is a phenomenological study such as this is not linear, but edtmranas the data
dictates Furthermore, as outlined earlier and discussed in detail below, my positionality as
researcher and NCC participant is key to the completion of this research and | sought to exhaust
the data for all possible meanings and infiees through the reflexive and reflection process of
data analysis, using my own experience as a teacher and participant in the choice to verify,
challenge and probe the findings and implications of the data (Coady, Zi2b; Silverman,

2014).

Van Mane writes that the final interpretation emerges from the meaningful and
significant fAknots in the webs of our experience:c
readers to fAwalk a mile in the sho@sapiaufe t he partd.i
of teacher participation, informed by the conceptual framework and empirical literature, the
researcher looked for these knots in the stories of participants, commonalities relating to the
nature of their participation in the NCC and the temsiand contradictions that emerged
individually and collectively. The cyclical nature of phenomenology described above allows this
study to build layer by layer, as it has thus far: beginning with the research context and problem;
considering the historitasocial and cultural context of music in Irish primary schools, alongside

that of the NCC itself; building a conceptual framework that frames a-tholénsional nature of
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participation as it emerged from the literature with the theories related tasatyamal structures

to deconstruct participation; providing the methodological framework considered here to design
three different but complementary phases of data collection (contextual, exploratory and
phenomenological); all of which informs the intesation of the data at the heart of the

hermeneutic cycle identified above. Most crucially, the researcher is reflexive in the data analysis
process and continually returns to any one of these points during the study, to seek clarity,
contradiction or cawsfor the nature and significance of teacher participation within the data.
Ultimately, the research question focuses the analysis and coding of the data, however a constant
refining of the coding process was also necessary which will now be outlined.

3.4.3.1 Thematic Coding

Grounded in the research focus on the nature of teacher participation in the NCC, Van
Manen (2016) describes the interpretation of
the analysis process. The coding process considered théhmaiaes and concepts that define
teacher participation in the NCC as it emerged from the interviews. These were refined many
times, beginning generally drawing on the literature surrounding music education and teacher
learning, then examining the data temgly, and finally considering the various dimensions of
participation as they emerged from the dat a.
analysis is extensively used within qualitative studies due to the flexibility it affords researchers

while also ensuring some uniformity in the process. The steps are outlined below:

1. Familiarising yourself with the data.
2. Generating initial codes.
3. Searching for themes.
4. Reviewing themes.
5. Defining and naming themes.
6. Producing the report.
(Braun& Clarke, 2006, p. 87)

While the first step echoes what phenomenological theorists have mentioned above, the time
spent with the data in the hermeneutic circle described earlier encompass steps two to five. An
excerpt from a coded interview is contained\ppendix H. In my initial days and weeks with the
data, | coded and highlighted key sentences or common themes that formed part of the narrative.
Following this, | began my writing focusing on temporal themes, grouping data that related to
experiences befe participation in the NCC, those that described participants' experiences as they
participated in the phenomenon, and then their reflectiongpbpestomenon. This was useful for
making comparisons across the data and links began to emerge betweerativesiand

concepts from the literature relating to identity, previous musical experiences, teacher learning,

etc.
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The next phase of the coding process involved reviewing these themes, grouping the data
relating to the sociaultural level that partipation impacted. The micro level data relating to the
nature and significance of participation to the teachers themselves, the meso level data
considering the school and local influences, and the macro level broad societal and cultural
factors that shapeacher participation. This method of grouping data was used by Campbell
(2011) in her understanding ioffluenceson musical experiences and identities, drawing on the
well-known ecological systems theory used by Bronfenbrenner. This was useful in moving
beyond teachersé description of the data toward i
enabling participation as a construct to be viewed within these threecsiitical contexts.

Finally, the researcher realised that there was a needo®ygad the descriptive
narrative, and to consider conceptually and theoretically the significance of teacher participation
in the NCC as a reflection of the mudfimensional nature of teacher participation outlined in the
conceptual framework. Inthiswa t he study arrives at #Afusion of h
the study coalesce to generate some common understandings of the nature of teacher participation
in the NCC and its significance for teachers, the NCC and the wider music education landscape
(Dibley et al., 2020). It is these multiple modes of participation as the outcomes of teacher
engagement with the NCC activity that unpin the analysis of this data in the next chapter. This
section concludes with the exploration of the limitations ofgtusly.

3.5 Limitations of the Research

Thus far, this chapter has considered the research design process, situated within the
gualitative constructivist and interpretive paradigm, and described and justified the
phenomenological nature of the study. Thedldata collection phases, consisting of interviews
and document anal ysi s, have been outlined and der
reflexivity whereby the data collection and analysis process were continually refined in a cyclical

approach.

In the final section of this chapter, | consider the limitations of this study and how they
have been attended to. This includes discussing the place of the researcher as an insider within the
NCC and a fellow teacher, considering the advantages and chaltérsgpsactitionetbased
researcher, in addition to the mitigation measures taken. Also, the confidentiality and ethical
considerations in designing and implementing the research are outlined. Finally, the importance of
trustworthiness in qualitative reselarand how the credibility of the research has been maintained

throughout its implementation is described.
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3.5.1 Insider Research

As alluded to earlier in this chapter, a key consideration in the design of this research is
the position of the researcher as@sider within the NCC and music education space, and the
implications of this for the studCoady, 2021a)Mercer (2007) discusses how the foundational
theory relating to insider/outsider research is situated in anthropological literature. The early
issues that were considered included women researching women, heterosexual people researching
homosexual, Black ethnicities being understood by Caucasians, etc. (Merriam et al., 2001). This
gave rise to the categorisation of insiders, those who are the domioaptwithin the culture,
and outsiders, those from minority groups.

In phenomenology, insiders are common given their initial interest in the phenomenon of
study and researcher subjectivity is often assumed (Dibley et al., 2020). In her work on

participation in music, Pitts acknowledges her place as an insider as inevitable:

Investigating events without disrupting them is a familiar challenge from many fields of
social and ethnographic research, and it is inevitable here that my own musical
experienceand sympathies will have shaped the questions | put to participants and my
interpretation of their responses. (2005, p. 137)
Denscombe affirms this viewpoint saying that
be entirely eliminated fromther ocess of analysing qualitative
therefore, | acknowledge my place as an insider, and the similarities between my own identity and
habitus and that of the participants. As outlined in Chapter 1, my experience in therdl@ies
me with privileged access which arguably makes this research possible. The importance of
context in education, research and music education has been argued throughout this thesis and the
insider nature of the author is key to the exploration atatpretation of this research, adding to

the meaning, significance, and implications of the research findings (Randles, 2012).

Echoing the rationale described earlier, the potential benefits of insider research include
the intervieweriddepwlarame smeadmi mgf ul question:
understanding the organisational and social world of the participants, and their privileged access
to participants and data that would normally be unavailable to an external investigator (Costley et
al. , 2010; Merriam et al ., 2001) . l nsi der rese:
deciphering contextual cues and submgmcific lines of enquiry (Mercer, 2007, p. 5). While they
can distance themselves from their own subjective experiendgamdn this case my
phenomenol ogi cal positioning includes my fdfeng
which enables the depth of reflection and analysis outlined in this chapter (Nigar, 2020, p. 11,
Throop & Murphy, 2002).

However, this widy is mindful of the challenges of insider research which include

avoiding obvious or sensitive topics and missed opportunities to question assumptions or shared
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knowledge (Mercer, 2007). Power relationships and hidden agendas may also exist between the
researcher and interviewees that affect the rapport and questions of the interview (Costley et al.,

2010; Merriam et al., 2001). Also, interviews conducted by insiders may appesidedeand

controlled by the researcher, with the interpretation of theareher usually the only voice

(Costley et al., 2010). Conversely, Merriam et al. (2001) explain that hierarchies, positionality,

experience level, gender and age can all render the researcher less of an insider to the participant,

for example if the resgcher is younger than the participant, this can further shift power dynamics

and affect the nature of the data collected. Therefore, informant bias can become a problem with
participants reporting what they think the researcher wants to hear rathdreinarue

experiences and reflections (Mercer, 2007). Subsequently, in the interpretation of the data, the
researcher can become entangled in artificial or
onebds own vVviews and t hdGeertz 1971 as cieedjim Bresler,l996). par t i ci
Insider research within the musical communities is especially problematic, given the tensions

involved in investigating local events and organisations and the existing relationship that is often

there (Pitts, 208). Therefore, insider research has the potential to disempower participants,

neglect obvious or sensitive topics, and at the most extreme level, become an echo chamber for

the researcherédés own Vi ews.

In addressing these considerations, insider researchear e part of a conti nu
processoO whereby they reflect on their own work,
remain open to multiple perspectives (Costley et al., 2010). As outlined earlier, research
reflexivity is a key dimensin to this work and something that has underpinned the entire research
process. Merriam et al. (2001) reviewed four case studies involving insider researchers and
examined how thegegotiated power and positionality within the research process. Their study
recommended trying to minimise participadaxieties around the perceived disparities in power
relationships and the positionality of the researcher through the accurate representation of
participants' perspectives, without overly compensating (Meriaah, 2001). By acknowledging
the relationships between both parties and being transparent in the interview process, as | have
done particularly in the phenomenological data gathering phase, much can be done to mitigate the

limitations of insider reseainc

I n this study, al most all/l participants were a
NCC. They were reassured of the confidentiality of the intendaedreminded of my desire to
hear their honest experiences when asked probing and counterfaesiibas, which aimed to
challenge assumptions and the possibility of informant bias (Mercer, 2007). In conclusion, it is
argued that the subjective nature of insider research need not be viewed as a limitation as it allows
the researcher to use their kriedge, experience, and context to construct an informed
interpretation, while also encouraging readers t

on alternative or parallel interpretations (Costley et al., 2010). The aim therefore being t@mitigat
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the limiting effects of insider research, through continual reflection on the data collection phases
and being transparent with participants, while capitalising on the positive benefits of being, as
Vygotsky termed it, the knowledgeable other alongsattig@pants within the NCC.

3.5.2 Ethical Considerations

The second limitation of this research project relates to the ethical considerations of the study.
These include attending to the ethical procedures for research with adult participaigksthe

and kenefits of participation for interviewees, and the maintenance of participants confidentiality.
The researcher completed a research integrity course and attended Graduate Training Element
modules facilitated by Dublin City University relating to qualitatiesearch and data analysis.

Also, through the doctoral process, | have reflected upon the ethical dimensions of my work
within the education system and the NCC, given my positionality as an insider. Denscombe
(2017) outlines the four core principles efearch ethics: protecting participdnitgerests,

ensuring voluntary, consensual participation, operating the research with openness, honesty and
integrity, and complying with law. These will now be considered in the context of this study.

Protectingpr t i ci pantsod6 interests ensures that t
participation in the study. The researcher made every effort to ensure a positive and trusting
relationship during the interviews. They were made aware that the research Waslad by the
NCC or linked with their participation in the choir. Additionally, it was explained that the purpose
of research was not evaluative and that there was no known physical, social or psychological risk
to the participants. Hatch cautionsthah qual i t ati ve research Awe as:c
webre not careful, give Ilittled (2002, p. 66)
will be a positive experience, allowing them to reflect on their time in the choir, while also
hdping to extend the knowledge of teacher participation as a concept, contributing to the
knowledge base regarding primary music education and be part of the possible future
reimagination of the organisation. As an insider, | was keenly aware of many paréicn t s 6
commitment to the NCC and it was my aim to respect this, while also critiquing the nature of
participation and probing for possible contradictions and opportunities. Finally, Bell (2005)
recommends that participants are informed about the outcbthe research, with the final
transcripts made available to participants and a follow up email debrief to thank them for their
participation, leaving communication open for any follow up. As part of the ethical approval
process, participants will also bazen access to this study after widespread publication following

completion of the research.

The confidentiality angbrivacy ofparticipantéresponsess also an important ethical
consideration in all research (Cohen et al., 2018). Pseudonyms arevekyamsed in social

science research and are a useful means of ensuring the privacy of participants (Given, 2008). In
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this study, | have anonymised each participant and their data during the transcription and

verification process. | have avoided the adiilen and presentation of other identifying data such

as a participant's precise age or location, which could be linked with a pseudonymtpaiting

privacy at risk (Cohen et al., 2018). Therefore, personal data was not included in the presentation

of the participants considered earlier. Following this, the next principle of voluntary and

consensual participation involved all participants receiving a Plain Language Statement and

Consent Form approved by the DCU Research Ethics Committee (Applicatio01852@0),

which detailed the studyods aims, what was require
study and the freedom to withdraw. These are contained in Appendix F.

The final two principles of research integrity and legal compliance are ceegsiggone.
The ethical implications of insider research have been outlined, with issues such as power,
positionality and participant recruitment all requiring openness and honesty with the participants
(Costley et al., 2010). The researcher aimed to be apé transparent about the limits of
confidentiality as, given the small sample size, complete anonymity is difficult to guarantee (Bell,
2005; Gray, 2018). As part of this studyoés Pl ain
were informed ofthe@s si bi | ity of respondents Dbeing identif]i
description (although the contextual detail presented is minimal). The limit on confidentiality was
strongly emphasised with the MDs, as their role means that anonymity willfisaltib

maintain.

3.5.3 Trustworthiness and Credibility

The final limitation of this research relates to how the concepts of trustworthiness and credibility

have been attended to. Trustworthiness refers to
haven t he way the study was conducted and its find
traditional research paradigms, the concept of triangulation is used to ensure the trustworthiness

of the data collection and reporting process, however Silverman (86tke%) that this often

simply means increasing the volume of data instead of validating the claims in any meaningful

way. Given (2008) and Hatch (2002) explain how trustworthiness in the qualitative paradigm

encapsulates how researchers can ensure thétabikty, credibility, dependability, and
confirmability of their research. I owi || briefly

reflected in this studyodés design.

Given (2008) explains how the transferability of the research refers to the eatent th
readers can understand the context of the study and discern how the findings could exist in other
contexts through clear research design. While a study of this sample size can never imply
generalisability, it is possible to replicate the research désigther participants of the NCC or

other organisations working in the same space. As discussed earlier, phenomenological research
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does not become burdened by sample size, as it aims to present an interpretation of the
phenomenon (Van Manen, 1997). leisvisaged that the detailed description of the research
process would enable this study to be repeated or extended in other contexts to challenge or

reinforce its findings and conclusions.

Credibility is often aligned with the concept of validity, whichks fAdo t he fi nd]i
the study make sense?0 (Miles & Huber man, 199
including authenticity and understanding, and
description, the authentic voice of the participaats] the central place of the researcher as a co
constructor of the narrative, supported by the multiple phases and forms of data (Cohen et al.,
2018). The credibility of the research will be enhanced through the extensive use of interview
excerpts througbut the analysis, as well as the sampling process which ensures participants,
especially in the final data collection stage, have experience of the phenomenon under

consideration.

Finally, dependability and confirmability reside alongside the concepliability in
addressing how the replicability and integrity of the study is ensured through the clear explanation
and careful design of the research process (Silverman, 2014). Dibley et al. (2020) explain that the
data forms the conclusions and implicagdahat emerge from the research, rather than relying on
the researcherdéds own interpretations. They al
exact same results from a phenomenological study, due to the explicitly subjective nature of the
research approach, dependability enables others to clearly understand how the study was carried
out with decisiormaking and research limitations outlined and justified (Dibley et al., 2020). This
balance has been attended to throughout this chapterupréicr | 'y i n t he researct

and acknowledgement of the inherently subjective, insider nature of the study.

Considering the | imitations of the researc
phenomenological studies have been criticised as lackjagr, being overly descriptive and
being limited in their representativeness and generalisability (Denscombe, 2017). As has been
outlined in the research process thus far, it is hoped that the careful design, redesign, and
informed critique of the dat&tough the empirical and theoretical lens of the literature will go
some way to ensuring the trustworthiness and credibility of this research. The choice of
methodology and research design aims to guarantee its own validity through the vividness and
richness of the data obtained, alongside the accuracy and transparency of the collection,
transcription, coding, and analysis process (&&Hogan, 2005). Steinar Kvale addressed the
concerns of other researchers and the issues raised here, achievingl tcostlidility in the

qualitative paradigm:
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Ideally, the quality of the craftsmanship results in products with knowledge claims so
powerful and convincing in their own right that they, so to say, carry the validation with

t hem, Il i ke a s lidreseagh woulderctlds senge bareseaéck that makes
guestions of validity superfluous. (1996, as cited in Greene & Hogan, 2005, p. 225)

3.6 Conclusion

In this chapter, the key decisions and underpinning methodological literature have been
outlined. Firsly, the conceptual framework draws together the empirical and theoretical concepts
explored in the initial chapters of this work, bt
which will inform the interpretation and critique of the muliimensional natte and significance
of teacher participation as it emerges from the data. The research questions, research paradigm
and research approach have been considered in the conceptualisation of this qualitative,
interpretve, phenomenological research. Followthig, the research design was outlined,
detailing the three distinct data collection phases, their design and implementation and the
rationale for choices made regarding participants and research tools. The design, benefits, and
challenges of using intemivs as the primary data collection tool have been reflected upon, and
the hermeneutic, cyclical data analysis process underpinned by the theoretical and conceptual
framework of the study has been discussed. Finally, the limitations of the research were
addessed, including justifying the place of the researcher as an insider within the field, attending
to the ethical considerations of participation, and outlining how the concepts of trustworthiness
and credibility have been attended to in this study.

Chagper 4 will analyse and critique the data from all phases of the study, exploring the
nature and significance of teacher participation in the NCC. This will be informed by the
conceptual framework which draws on the contextual policy data alongside thetita@@nd
empirical literature and will be conducted within the hermeneutic phenomenological tradition
outlined above. As mentioned above, Appendix C and D contain useful contextual and statistical
data that will be consulted during the analysis of the da , however it is the teac
that are central to the nature and meaning of participation under investigation in this study.
Therefore, the next chapter will explore the nature and significance of the multiple outcomes of
teacher participatin. The findings, implications and recommendations of this research for
teachers, for the NCC as an organisation and for the wider primary school music environment will

then form the conclusion chapter.
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Chapter 4 The Nature and Significance of
Teacher Participation

4.1 Introduction

This chapter forms the centre point of the research, exploring and critiquing the nature and
significance of teacher participation as it emerges in this study. In interpreting the interview data,
alongside contextual data and the empiréazal theoretical underpinnings of the work, the chapter
first explores teaching and learning through participation, in particular the significance of the
various supports provided by the NCC, the limitations of the NCC when viewed alongside the
current primary music curriculum and how teacher learning and CPD is viewed and experienced
by participants. It also explores the aims of participation for teachers and children, afidahe

of repeated participation on theusical experiencesithin primary schots.

Foll owing this, the influence of participa
negotiation, reinforcement amthallenging of participandsnultiple identities are considered.
Teachers discussed the impact of participation on their vieheaidelves as a musician and a
teacher, in addition to the link between the NCC and their professional and personal lives. Also,
the influence of community members on individ
multiple forms and trajectories oapicipation are identified and described, building a picture of

the nature of teachersd6 roles and identity wi

The next section will explore the power implications of these multiple levels of
participation, aligning the various forms of peipation within a hierarchical pyramid of
participation, with power and decisiamaking located among a small number of senior members.
The NCC as an organisation will then be viewed as an AS, discussing the various constituent
parts of the system, theteractions between them and, crucially, the tensions and contradictions
that emerge from various influences on the object and outcomes of the AS. The significance of

power as a construct within teacher participation in the NCC is also commented on.

Themultiple forms of capital that emerge from participation will then be examined, both
the cultural and social capital gained from teacher participation, as well as a consideration of the
repertoire as a dominant form of cultural capital that is valued @s@fved through
participation. The rationale and significance of the repentiide discussed using evidence
from teachers and the MDs. The section ends by considering thel@seggilficance of

participation being a process of enculturation.

Thefinal section draws together findings from the other manifestations of participation

discussed, eliciting from the data the possible transformative possibilities of participation. Firstly,
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someof the key challenges of participation and how they are oweg@re outlinedThis is
followed by a consideration of the potentially transformative outcomes of participation in
teachersd personal, professional and musi cal I i ve

reimagining of the choir.

4.2 Teacher Partiapation as Teaching and Learning

In this section, the first dimensio teacher participatiorparticipation as a form of
teaching and learning, will be explored as it emerges from the data. This outcome of participation
presented in the conceptual franmelvhas been broadened to include both teaching and learning,
given the centrality of the NCC within the provision of the primary music curriculum for
participating classes. Also, due to the link bet\
(McAuliffe, 2014), it is argued that teacher participation results in changes of practice, which in
turn affects the type of music education they facilitate. Firstly, participation as a form of learning
for teachers is discussed, critiquing the nature, ditiaihs, and significance of this learning. This
is then followed by a consideration of participation in the NCC as a form of music education,
exploring the musical and extrausical aims of participation with reference to the primary music
curriculum objetives as set out for5and &' class, in addition to the significance of the choir as

a possible curriculum replacement.

4.2.1 Teacher Learning through Participation

The NCC has no explicit aims for teacher participants, as it is the children that siag in th
choir. However, given that teachers elect to participate in the choir and the crucial link between
participation, practice, and learning (Lave, 2009), teacher participation as a form of learning is an
important and expected outcome from the NCC prograriimere are two main ways that
teachers learn by participating in the NCC: engagement with structured NCC activities (such as
the NCC summer course and resources) and opportunities-famcadformal learning through
participation (for example, problerolging at rehearsals, reflecting on repeated participation, and
networking and collaborating with other teachers). This section will consider the nature of
teachersd | earning, exploring the |ink between t e
developmenof confidence. Following this, the section ends by considering the limitations of
participantélearning particularly the focus on product over process and access over inclusion,
which is noteworthy as the study comments on the nature and signifidgremticpation as a

form of learning.
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4.2.1.1 The NCC Summer Course and Resources

As outlined earlier, the primary point of entry for teachers in the NCC is through the
weeklong DE sanctioned summer courBelow, | present an overview of the summer course

drawing on my own experience participaiim the course as a teacher and accompanist:

The course begins on the first Monday of shenmer holidays. Teachers arrive
and open their new copy of the NCC repertoire, comparing songs and opiniq
the piecesSome they know and like, some thtentativelyskip pastTeachers sit
in their preferred section, sopranos or altos, before waruoprtg begin the
singing. The MDs lead the sigteading of the easier unison songs, although 1
all teachers can sighead. | support them on the piano, playing the melodies.
parts are swapped many times in t&od thregoart songs, to give soprasa
chance to sing the alto line, and vice versa. The MDs may single out difficult
sections, particularly those in harmony, and rehearse them many times.

There is a lunch break where teachers get to chat about the songs o
school life. Many experiered participants look forward to meeting fellow
members from all over Ireland, and reconnecting with each other. Some als
this time to check in with the MDs individually, and clarify difficulties with the
repertoire. Usually each day finishes witheafprmance of the pieces covered
that day and by midweek all the songs have been atterapleasonce.

There is often a visit from an external facilitator. It could be a conduc]
of another choir or a composer of one of the NCC songs. They teach the
participants some warm up activities and provide some tips to enhance their
rehearsals. They may also work on one/more of the NCC repertoire. This heg
break up the week and provides teachers with another role model to learn fr
One year, they wited teachers to step forward and lead the rest of the choir f
one song. This opportunity was only limited to a few participants, due to timg
constraints, who were brave enough to put themselves in front of their peers

The MDs teach and conduct an eguamber of songs each and only
rehearse their particular songs. They point out useful teaching tips, such as
repeated phrases, similar but not identical sequences, and tricky rhythmical
patterns. They also share some anecdotes from their own work iadheals.
The final day culminates with a performance of the entire repertoire by the
teachers, led by the MDs. Then, there is a short presentation regarding wha
participation in the NCC entails, including the key dates for registration and
rehearsals,ral a question and answer session where the teachers can ask th
guestions related to participation. Of course, during the learning of the reper
teachers often raise their hands to ask questions relating to the songs. | oftg
support them by playg the melodic line on the piano, with the choir then
singing back the troublesome melody.

Teachers leave the course each day tired from a day of singing, but
Friday it is hoped that they will be able to sing the entire repertoire and
participate compently in the NCC as a choir member, sharing that competer
with their classrooms in September.
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MD3 explains the dual aim of the summer course, attending to the practisa¢al,and
pedagogical aims of participation but also suggesting some extrinsic socpyahological
benefits for teacher:

Well first of all, | think it gives teachers an opportunity to meet each other. Because
teaching, as many of us woul d be awar e, can b
know, you're kind of in the classroom by yourselmetimes. So, | think it's a very
important experience to have the collegiality, coming together, sharing of experiences,
having just that opportunity for teachers. Th
Obviously, you know the role of it is equip the teachers with the skills to teach the
program, really equip the teachers with the skills and the tips, the little techniques that
work for specific piecesé to send them off wi
main goal. Butitdoeshawel | t hese ot her objectives as well
harnessing of different energies as well, and enthusiasm.
The extramusical significance of the summer course will be considered as part of other

dimensions opatrticipation, howevethe intervieve with participants and MDsuggesthat

participation is a legitimate method of learning that can result in a change of practice (as argued

by Lave (2009) earliertFr om t he aut hor s e x p e ecallimqtieee of summer

models of CPD as outlideby Kennedy (2005), it is suggested that elements of the summer

course are aligned with a training model. Considering this approach, teachers are trained to

participate in the NCC and any learning through participation is focused on this primary goal. As

Kennedy (2005) explains, the training model usually employs an expert (the MDs) and the learner

(teachers).

Teachers observe the MDs during the summer course, or at rehearsals and concerts, and

by observing these role models and participating themséhashegin to develop as more

competent and confident members inthe NCC (MM 1 expl ains how Ait's | iKk:¢
know if youbve sung it, itobés easier to teach it ¢
notgoingtostandupinfrontaf choir or teach unless they feel C (
webre trying to teacho. Therefore, the MDs presert

of Al earning by doingo (Wenger, 1998). Through ¢t
MDs at the summer course, it is suggested that teachers can learn how to teach the repertoire and

be better participants. Participation and learning in music have been linked in the literature

(Kenny, 2017; Pitts, 2007) and in this case, the evidence abowdleoMDs suggests that they

expect participation to lead to learning.

It is worth considering the limitations of viewing learning as automatically stemming
from participation. The literature argues that learning should be more than acquiring knowledge
ard skills or the reproduction of known traditions, but should allow space for new, transformative
practice instead of the reproduction of known traditions (Edwards, 2005; Lave, 2009). In contrast
with this view, MD2 commented on the efficiency of the summmerur se i n fimaking

[ participation/teaching] as easy as we can [for t
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and endorsed the process of observing and replicating practices, reinforcing the idea of MDs as
masters and teachers as apprentices (RaWenger, 1991), and praising the teskused nature

of the course. With this comparison it is important to note that many teachers may never become
true masters within the organisation, as the power and control that is held by MDs over many
aspects of th NCC is never passed on to apprentices (as will be explored under the theme of
power below).

It is acknowledged by the MDs and participants that the summer course does not or is not
intended to be a broad musical CPD coufsachervalued the didactinature of the summer
course as it allowed them to learn the repertoire in an intensive way and identify any problems
they may encounter when teaching it to the children. In short, teachers were happy to participate

in transmissiofbased learning activitiesnce there is a clear goal or outcome at the end.

Moving beyond the summer course, participants explained how they learned from the
resources, either using the CD to teach the repertoire (NCC CM) or using the repertoire to support
other noANCC activities such as school choirs (Charlotte). The MDs recounted teachers who
taught the repertoire using only the CD, rather than using the musical score. They outlined how
some teachers had no musical literacy skills and that the teaching resources (suchasdlyric
CDs) enabled teachers to overcome this lack of literacy and offer them a standard of music that is
arguably higher than what they would normally teach in their class. Doyle (2009) in her
discussion of a future national singing project, identifiedMi@C6 s di ssemi nat i on
providing resources to teachers as a useful model. The quality of the resources was acknowledged
by many as a way for both musically novice teachers to overcome or conceal a lack of musical
competence while also expanding kmowledge of musically literate teachers (Charlotte, Carol,
MD1).

The role of the NCC resources in making this high standard of music accessible was
valued by participants. Therefore, teachers suggested a link between the quality of resources and
supportoffered by the NCC, and their perceived musical knowledge or skills. Teachers such as
Carol and the NCC CM explained how participation had taught them more about choral singing,
voice techniqgue and musical g e n catlsarninghodwe v e r
skills development requires more than good quality resources; it requires contextualised learning
environments, dialogic, problefocused reflection, and consistent feedback (Gray, 2004;

Kennedy, 2005).

In summary, teachers reported ttieg summer course and resources made available by
the NCC offered a semblance of confidence and competence to teachers, developed a dimension
of their musical knowledge and skills, and enabled them to effectively teach the programme,
regardless of their peeived musical weaknesses. The formal scaffolding provided by the

resources emerged as only a minor element of the nature of teacher learning within the choir, with
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participants identifying the informal, dtbc learning that occurred through participatsfar

more significant and richer, as will now be considered.

4.2.1.2 Participation as Learning

Thus far, the formal, structured learning activities offered by the NCC suggest a training
or transmission model of learning, with the clear intention of enablauhés to participate in
the NCC.As was explored earlier, participants and MDs felt that participation was a legitimate
method of learning used to impress their peers and audiences, and the data suggests that repeated
participation by teachers does impegwractice within this narrow field of participation. Both
Charl otte and Hannah recalled anecdotes of | essor
participation, better preparing them for the next cycle. One example from Hannah explains how
she has able to usiee same choral teaching techniques over repeated iterations of the NCC,
adjusting to the new repertoire, which enabled her to participate more confidently and progress

within the choir:

| suppose | picked up a lot from you know, the musical directotkenourse as well.

And I've always been really interested in choral singing from being in it myself. | always

really wanted to get to that level. So, the second time around, | really pushed myself and

then | went for the assistant musical director. Smdss it's just a testament that anyone
could do anything as long as you put your mind to it, and you practise, and you want to
do it.

Here, Hannah demonstrates the clear link between participation, practice, and learning
(Blankenship & Ruona, 2007; Wengd®98). The skills and practices that were modelled at the
outset of her participation, through her attendance at the summer course, are continually refined
through repeated participation. From this, she has progressed her learning within the field of the
NCC and has aspired to the goal of becoming an AMD, a role she now occupies. Similarly, Paul
tells us that after the concerts, he and his colleague sat down to reflect on the logistics of staging
the concerts, with the aim of avoiding the same mistakéf®inext cycle. These could include
the layout of the seating, the planning of supervision or the timeline for booking and organising
different elements of the programme. These are only two examples of the rdamy ladrning
events and reflection pointisat participants valued and were part of participation. The learning
therefore can span musical and extnasical dimensions, engaging teachers in the organisational
and logistical challenges of facilitating a group singing project of this scale, imoaddi the

musical ones.

It is argued that many learning events through participation emerge from observation of
an expert master (usually the MDs) and this did lead to collaboration on a local level. For
exampl e, Carol explai msomeaoewimygouldlkle dirwany svapich k nt
whil e Paul explains how he felt that the NCC is &

observing another teacher doing something and yol
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Charlotte recounts watching alvusing their hand to denote the higher and lower pitches and
this Areminded [her], 6Oh yeah, | need to do
of skills that she may have forgotten, encouraging that link to her musical lifeworld iaghe p
(discussed further under the theme of identity below). Therefore, participants valued the lessons
learned through repeated participation, the mistakes they had to respond to and the practical
nature of the learning. This type of CPD for teachers throudit eacher tal ko has
by Tarc (2012) due to the contexth nature of learning that takes place among colleagues. In
this way, the fAshared histories of | earningo
participation strengthen the kibetween participation, learning and the community (Wenger,

1998, p. 86). The importance of conteixt learning inside schools and classrooms, in particular

|l earning that draws on personal experimnces a
the literature, and the data here illustrates how teachers value observation, collaboration, and the

on the job, reactionary learning that stems from participation.

These examples reinforce the earlier preconceived notion that the nature of teacher
learning in the NCC aligns with an apprenticeship, transmissive model of professional
development focused on developing skills and knowledge required for participation, through
learning by observation and modelling (Kennedy, 2005; Lave & Wenger, 1991)chApties by
Paul of teacher learning at a regional rehearsal illustrates the efficient but limited nature of

| earning focused on Areproducing task perform

The first [rehearsal] is normally a bit of a panic, because, thiexe's always something
that's been taught wrong, you know, or some schools have gone on to song eight and

more schools are stil/l on song three. So,
MD] was conducting our concerts, and she took the rehksa because it gave the
teachers a chance to scurry off into the ¢

on with this? What's going on with thathvhriably there will be parts that are being
taught incorrectly or you know parts that neetiédorushed up on and things like that.
So, the support, from the actual logistics of the teaching, it is very useful to be honest.

Paul explains that the MD models the correct

|

the corner 0e (tPhaautl )t heoi re nsscuhro o | is following ttF

acknowledged by teachers who appreciated the certainty of the CD and showed little desire to
deviate from the MDO6s reading of the rtAspert oi
was not clear from the participants, except whereby teachers explained their trust in the choir and
given the difficulty of the repertoire, there
being taught i ncor rseachefdpas nofethBt particigaataiplaged hudeh e r e
importance on the CD recordings and there is a possible simplistic understanding of the CD as a
teaching resource, which neglects any other informal learning engaged in through observation and

t e a ¢ h e musiéteachimg and learning experiences that they draw on in participation. Hoban
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(2002) argues that this narrow focus on achieving a particular standard or outcome, can lead to a

lack of longterm vision for teacher education.

The possibility of teachdearning beyond the resources and confines of the NCC system
is not considered, either by the organisation or by teachers. As Paul notes above, the support
of fered through participation is really for #@Athe
contributing toward a more holistic or ambitious musical learning outcome. Conversely, the
significance of cluster rehearsals like this in facilitating networking and collaboration between the
teachers, whereby the sharing ideas, solving problems togethereagiorih cultivating
opportunities to learn is noteworthy and commendable (Lave & Wenger, 1991). In this scenario,
learning occurs through the interactions of master to apprentice, and informally from apprentice to

apprentice.

Therefore, there areelementf Kennedy6s cascading model or mi
learning evidenced in teacher accounts of participation (see Table 1.2). One of the MDs did
comment on her desire to be freer to act in a 0 me
available to spport teachers, however they currently rely on passing on practices on to members
due to the scale of the programme (MD3). The data suggests that currently MDs, AMDs and other
experienced members work by fAcascatearmng or di ssemi
with colleaguesd (Kennedy, 2005, p. 240). Whil e |
teachers, it is a useful strategy given the scarce resources of the organisation and the current small
structures of the NCC hierarchy. It is argued thaile the structure, scale, and success of the
programme has proved sufficient for participants thus far, there is a lack of any further
devel opment of teachersé | earning beyond replicat
breadth of learning exgrienced by participants, one thing that they all reported was the building

of confidence through participation which will now be discussed.

4.2.1.3 Building Confidence

As outlined earlier, teachersd perceived | ack
key harrier to effective music education at primary level (Biasutti et al., 2015; Hennessy, 2017,
INTO, 2009; Mills, 1989; Seddon & Biasutti, 2008). From the findings it emerged that teachers
and MDs believe participation in the NCC can help foster confidemedadthe structured nature
of participation within the narrow domain of learning explored above. MD1 explains how the
organi sational structures and efficient, predict:

confidence to grow as they become expert padrds.

As was discussed earlier, the summer course is very valuable in the promotion of
confidence in participation. In addition, MD1 explains other ways in which teachers use the NCC

to enhance the music education they facilitate:
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If you're there in youclass and you're not particularly musically literate and you want

toé you'd |Ilike to do something, and you ju

a huge thing in everything. | think [the NCC is] like having scaffolding, so you might

have said yo wanted to do it, but couldn't do something like this on your own if you're

not particularlyé even if you are particul

pack it comes with when you sign up is an amazing support to you. | think woriting w

others, we all know the benefits of team teaching, and you have that in relation to this.

Maybe the team is a few miles down the road or whatever, but when you come together

and you've had the meetings or whatever it is, that brings a huge amousntirag si

skills | suppose.
This example demonstrates how the NCC develops confidence through the use of support
material which aims to make a difficult programme like this attainable. As discussed earlier,
teacher confidence can be affected by a lack péeance teaching music or a sense that music as
a subject is outside of their skill level (Hennessy, 2000; Holden & Button, 2006; Kraay, 2013;
Partington, 2018). The support material was referred to by many as being key to promoting
confidence in particigtion, particularly for musically novice participants. Charlotte recalls her
first year where she prai sedresolreedtéaching r emel vy w
mat erial sd6. She also explains how t hteachersof es s
that are clear in the outcome expected of them, which she felt was important when teaching the
programme: fi[children] will suss you out 1in a
tal king about, theyodre wgeriyngoichi s obgoausdoy
what yo @d.r eT hadwadudtofelt & was important to be confident in teaching the
repertoire and participating, for themselves and for the chil@iénar | ot t eds appreci i
highly-structure nature gfarticipation, which she feels provides a sense of certainty and control
over participation, des raise questions about power implications of learning that will be explored

later in this section.

Recalling what Charlotte and Carol spoke about earlieticfpation can assuage a
perceived lack of musical competence, and therefore foster confidence in teaching music within
the supports and structure of the NCC. This implies a problematic balancing act for teachers and
schools, whether teachers with limiteshfidence and musical knowledge embrace a musical
activity intensely (e.g., song singing through the NCC) or aim to facilitate a variety of musical
learning experiences, valuing the process of learning rather than the outcome. In this study,
teachers valed the preparedness and perceived confidence that came from repeated participation,
as Charlotte and others alluded to above, and

predictable outcome.

Beyond the supports, MD1 outlined how teacher confidena&l be fostered through
collaboration with nearby schools and at NCC rehearsals. The relationships developed between
teachers and other NCC members were viewed as being central to developing confidence and

sustaining participation, particularly in ther'lgastages with the choir. Susan and Mary both spent
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time observing their former colleagues who had experience participating in the NCC before they

took over as full participants. Susan expl ains: f
about, fom the beginning of the year to the end of the year with that other teacher, it gave me the
confidence to come home and do it [in my new schc
apprenticeshitike model of learning in her own school, within the widgprenticeship of the

NCC. As discussed earlier, this approach to teaching and learning is a very useful method of

developing competence and confidence in a narrow range of knowledge and skills (Kennedy,

2014).

In addition to feeling largely positive albiiothe confidence building opportunities of the
NCC, participants acknowledged a broader lack of teacher confidence among their colleagues
regarding the teachinof music education. Charlottiescribes the current situation and status of
music in her schd@and how learning through participation in the NCC can challenge perceived

negative mindsets:

A lot of people when it comes to music, and it shocked me when | went into teaching,

[feel] "Oh, no, | can'té | caArdditspdrtyat hat . No,
confidence thing. | understand becaosesic[notation]is like another language in a way.

And if you don't have that background, you may feel a Hitle.[pause] but a lot of

teachers use that as an excuse, 'Oh, no, | wouldn'itdéoado that. So, | won't do it.'

Charlotte's comments support the divide that exists among teachers who view music as a
specialist subject and therefore outside of their remit as the classroom teacher (Partington, 2018;

Holden & Button, 2006). She felat the structured, predictable nature of the NCC would guide

her colleagues into music making, which it did for one colleague working in her school:

Class Teacher, School Bl suppose | was a bit nervous in terms of what was expected of
me and what I'the able to contribute, as | say based on my own maybe shortcomings as
regards music...

Researcher:Well as you say, as it's gone on you feel that maybe...

Class Teacher, SchoolBY eah, well youé certainly because,
do and how otér people operate, say especially as | said the likes of [Charlotte] and the

likes of our MDs who've come in, and you get a sense...Now, I'm not saying I'd be able to

do what they do but I'm just saying you get to see how they operate...and it giveatyou th

bit more confidence... You do... like, I'm a visual learner... learn by seeing people do

things. And the next time it comes around | certainly wouldn't be putting myself into kind

of a role like [Charlotte] might have now but, | would feel more confidéout

facilitating it with the boys, if that makes sense.

In this example from Charlotteds coll eague, one ¢
participation and the resulting confidence development. The class teacher identifies as being
nervous irthe beginning, unsure of their role within the NCC andisielfitifying as lacking

confidence in music. Through observation and the structured nature of the programme, they now

feel more able to contribute to a repeated cycle of the programme, havingeolber MDs, their
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coll eagues and the programme in its entirety.

colleagues on the programme also developed confidence and collaboration.

The data suggests that repeated participation alongsidmiliided othes can allow
generalist teachers to grow in confidence, en
accounts, alongside the work of Shiel (2008) and McCarthy (198@ever, it is important to
recognise the limitations of this confidence. All particigamrported confidence in teaching the
NCC programme and in their learning from participation. The transferability of this learning to
other areas of music education is outside the remit of this study but is an important consideration
when critiquing the nare and significance of teacher learning through participation. While the
evidence in this study demonstrates that repeated participation in the NCC improves teacher
confidence and knowledge, the improvements are arguably limited to musical activieeisttn

the NCC programme or the choral singing space.

Furthermore, the intensity and highly structured nature of participation means that
teachers learn through observation, implement their learning in their classrooms, and receive
further support (and @sibly feedback) from the MDs, their colleagues, other NCC members and
the children they teach. This cycle of learning is rarely experienced in general music education at
ITE or in-service level, with the focus more on selflection, agency, and creatiyi(Bond,

2017; Burnard, 2008; Kelly Mtlale, 2013). The need to build confidence quickly to ensure
participation is successful acts as both a motivator for learning and as an inhibitor to alternative
musical trajectories. As alluded to above, the podilaif transferable and transformative

learning may exist but does not emerge as the primary goal of teacher participation. This could
represent a missed opportunity for the choir given its prominence within the Irish primary school
music landscape. Thigstion will conclude by considering some of the other limitations of

teacher participation in the NCC as a form of teaching and learning.

4.2.1.4 Limitations of Participation as Teaching and Learning

The evidence above suggests that repeated participation ilCeah foster a
semblance of confidence in participating teachers, while also demonstrating how teachers want to
feel competent and confident when teaching and learning music, or risk, as Charlotte terms it,
being fisuss[ ed] o utedarduead thatkthe nature af thia lsasngis narfotv, h a s
given the clear focus of the summer course and other activities on participation in the NCC. In
this section, some other limitations of participation as a form of teaching and learning will be
considerd, including the focus on a musical product rather than process and the nature of the
learning being accessible rather than inclusive, due to the predefined standards, focus and
outcome of the programme. Finally, the poor provision of CPD in music fuirties the depth

of teacher learning that can occur through participation.
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The clear aim of the summer course, as outlined above, is to develop confident teacher
participation in the NCC. All further learning opportunities, both formal and informal, all
contribute to this aim. Therefore, it is argued that the nature of teacher participation as learning is
focused on the preparation of a product (i .e., a
concert), with minimal consideration of the process thé&ildas during participation. As
menti oned above, Paul praised the fAtask basedo afy
for the yearo. This implies that music educati on
asked about the potentially problematature of viewing music education in primary school as
being product focused, Paul replied ii f anybody sat in on those conc
guestions about iit, they would have no doubts abc
therefore thathefinal concerts are very valued by membansl are cited as a justificatifor the
narrow range of musical activities explored through participation and the lack of teacher and child

autonomy in the teaching and learning process.

Hannah explains #t during an NCC year, the motivation of teachers and students does
falter, with many questioning the process they had signed up to. But she admits that this is a
necessary fAhurdle to get acr oss 0 foduednproduet r eapi ng t
over processeinforces the argument thizie NCCis a training model of teacher learning, aimed
to produce a valued outcome (KeNMjcHale, 2013; Kennedy, 2005; Spruce, 2015). For both
teachers and children, the musical learning through participaton a ki n t o t he #fAmusi cal
mo d e | proposed by Bowman (2008) earlier, which f¢
guite common in music conservatories (Kingsbury, 1988; Nettl, 1995), valuing only musical
products is a significant limitation od&rning through participation, particularly evident in
participantéendorsement of the NCC concerts as the measure of success for music education that
year. Therefore, the difficultgf participation and the high standard of repertoire empowers
teachersd continue with the product over process mindset of music education. The outcome
focused approach to music teaching and learning achieved through participation leads us to

consider another limitation, i.e., the accessibility rather than the inclusiiigri€ipation.

Each teacher spoke very positively about the
and students who were part of the NCC, viewing the provision of such opportunities and access to
music making as a key aim of primary music educaiibe.need to providgreateaccess to music
education has been long advocated (Gol, 1999a; Pitts & Robinson, 2016; Sheil, 2008), however
throughout the research, there were times where t
(Charlotte, HanngtPaul) however their description of the inclusive nature of participation suggests
accessible is possibly a more accurate term. Charlotte praises the opportunity afforded to all
children (in a participating school) to participate in a choir like the N@te Paul mentions that

the choir places children on an fAequal footingéar
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Participants explained that the NCC was inclusive as it had children participating with a
variety of Special Educational Needs (Carol MD2) and because it wasnot
MD3). However, as far as this research can report, participation was not altered for children who
had additional needs or desires. Spruce warns of the temptation to view the opportunity to
participate ilmusi ¢ education as meaning inclusion: f
socially just approach to music education is taken to be the opportunity for students not only to
Oparticipated in music educat i &8).,nthe case ofithiss o t o
study, participants viewed presenteeism as being inclusive of all learners, however it is argued that
there are missed opportunities here for more meaningful differentiation of musical experiences,
attending t o ,odedslam backyrounds (Bond,201@; &Miyslale, 2013).

It is worth noting that participants did comment on the challenge of children who, despite
being part of the programme, ifall t hrough t
explainingher role, MD1 explored the challenges of including all children in a programme like the
NCC:

You're gonna have a certain amount of kids in that class that do not like singing. Haven't
had the experience of it, and just aren't into it in the same waydsaye in other subjects

that they may not | i ke. And you're forcing
very important; that it's a fun day and it's an enjoyable day, and that they will get something

out of it. That there'll be one song, i6itnly because they love doing the actions. And that
happens that you will find that there might only be one song, where the others are getting

a lot more out of it. But | think it's important that they get that song.

Whatemerges here is an appreciatidrihee challenges for children who do not enjbis type of

choral singingexperience and the responsibility of the MDs and others in trying to engage them,
while maintaining the uniformity of the programme. Another interestingension is the language
here: fAforcing them to do thisd. Wi thout infer
some musical activities emote negative emotions for some participants, in contrast with positive
connotations regarding t heredfbymugiomakingrréfarrgddo a n d
earlier. Mary and Paul did express concerns regarding the lack of child voice in areas such as the
repertoire selection and focus on song singing (which will be discussed throughout this chapter),
however participants offed few alternative options or opinions. The implied lack of student
agency throughout participation is problematic and potentially limits the inclusive nature of the
choir. Arguably,there aremissed opportunities for learner agency which will be explaratie

recommendations of this work, while still maintaining the choral singing structures.

In the NCC, and this study, teacher and child learning are often considered together, as both
parties are participants and therefore learners in the choir. Titegilims of participation identified
here, which include an absence of agency, meaningful inclusion, or differentiation affect both the
children in the choir, and the teachers who teach and learn through it. There is little flexibility in

how schools partipate, suggesting that teachers (and children) are expected to participate
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homogeneously and that gaps in their learning can be filled through observation, imitation and
repeated participation as outlined earlier. Once again, participants were positieeactessible

nature of the programme for teachers, but the problematic correlation of accessibility and inclusivity
is significant given the need expressed in the literature to place the learner at the centre of music
education (Bond, 2017; KeHyicHale, 2013; Spruce, 2015). The researebommends deeper
examination of how participation can be inclusive and leazastred for both teachers, and
subsequently children.

In summary, for teachers participating in this study, learning through particijratios
NCC is considered an efficient, enjoyable process, enabling them to address perceived issues of
confidence through the accessilegductfocus nature of the programme. The NCC summer
course, resources and informal support from members refitgsipantdpractices and enables
them to become better participants in the NCC. However, the transferability of musical skills
learned through participation is questionable and the nature of teacher learning is primarily
transmissive, occurring through @pgation and triaknderror. The choir, alongside other
programmes, is arguably masking the poor provision of teacher learning opportunities by policy
makers, at ITE and igervice level, which provides a space for the type of learning described
here. Itis significant therefore that in the absence of meaningful actions from the DE and other
stakeholders, teachers are content in the knowledge and skills they have learned from their
participation in the NCC. The link between teacher participation in the &@dGhe model and
approach to musical teaching adopted by teachers will now be explored through the consideration

of the NCC as a model of music education and form of primary school curriculum replacement.

4.2.2 Music Education through Participation

Given thescale and time&onsuming nature of participation, it is important to consider the
possibility of the NCC as the main form of music education for participating children and as a
teaching methodology used by teachers. Earlier in this dissertation, thelimetisional aims of
music education, including the musical and extigsical benefits and rationale for the inclusion
of music in primary schools were examined. Coupled with this was a consideration of the
different pedagogical mindsets employed by teexthden teaching music, ranging from a

musical trainingnodel to a more chikted and holistienusic education.

Therefore, this section aims to examine how participation in musical activities can be
viewed as synonymous with music education questionitegdher participation in the NCC is
used by teachers t o, in their eyes, cover the cur
how patrticipation in the NCC aligns with the musical and extusical aims set out in the Irish
music curriculum for 8and @ class. In doing this, the discussion explores the significance of the

NCC operating as a curriculum replacement, the resulting aims and outcomes of this participative
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form of music education, and considers where participation in the NCC alignernvdeviates

from the objectives as set out in the current music curriculum.

Before beginning, I wish to clarify the terminology used in this section. The aims of the
primary school curriculum (Gol, 1999a, p. 12) are broad statements of intent, focugkdtdhe
curriculum hopes children will experience. This is in contrast with the content objectives, as
outlined for each class group, which list the types of activities children will engage in that
contribute to the broader aims. Thomas & Hodges expldinat an aim refers to
overarching purposed whereas the objectives o
series of statements or issues (2010, p. 39). Therefore, when considering the data relating to the
NCC, the term aim will besed to reference the curricular content objectives, considering which
curricular objectives participants feel the choir supports. The curriculum aims are more holistic
and therefore viewed alongside the broader vision and rationale of the NCC, as aqutlmed
document sources and from the preliminary gdi@seThe curriculum aims and objectives were
aligned with interviewee responses to explore where participation in the NCC supports the
engagement of learners with specific content objectives whieimiusic curriculum, or where
fulfilling an objective is incompatible with participation in the NCC. This comparison and
analysis is presented in Appendix H and will underpin the analysis and discussion of the data in
this section.

4.2.2.1 Teaching Music using he NCC: Musical Aims

The aims of the NCC are articulated by primary sources and NCC publications, through
interviews with the three MDs and NCC CM, and the six teachers at the centre of this study. The
choirds ai ms i n crusichleaims) Wishid@awslparadetsdo the aimsroatlined
in the Primary Music Curriculum, as discussed in Chapter 2. The programme from the initial

NCH concert in 1985 contains a statement of t
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Aims to further the cause of music in
Primary Schools.

THE NATIONAL CHILDREN’S CHOIR
Aims to heighten awareness of music
during European Music Year.

THE NATIONAL CHILDREN'S CHOIR
Aims to expand the repertoire of songs
currently taught in our schools.

THE NATIONAL CHILDREN'S CHOIR
Aims to highlight the importance of music
in the social and intellectual development
of children.

THE NATIONAL CHILDREN'S CHOIR
Has already been formed. It has 4,500
members nationwide. They are drawn from
fourth, fifth and sixth classes in Primary
Schools.

SEAN CREAMER
Sean Creamer was bomn in Mullingar. He was
educated at C. B. S. Mullingar, Colaiste Einde
Gaillimh, St. Patrick’s College of Education and
U. C. D. (Hons. B. Mus.).

He was appointed Music Inspector with the
Department of Education and now has charge of
music in Primary Schools.

He founded the Celtic Singets in Sligo, the Park
Singers and Cantairi Avondale in Dublin. He also
conducted Cor Chraobh an Cheitinnigh.

He has travelled extensively with choirs to Music
Festivals and on Concert Tours to Britain, Europe
and US.A.

He initiated experiments in mass singing for
children in Sligo and Dublin.

He is a Director of Cumann Naisiunta na gCor and
represents the Department of Education on the
National Committee for European Music Year.

Cor Naisiunta na nOg

The
Netlioral
Childdvers s
Chos

National Concert Hall

Saturday 8th June 1985
3 and 8 p.m.

National Address.
Mr. SEAN CREAMER

Director

These children are currently being taught
an extensive repertoire by 120 National
School Teachers in the Athlone, Cork, 2 < . %
Dublin, Limerick, Meath, Waterford and S Sunday 9th June

Sligo Regions. Primary Branch 3 p.m.
Mariboro Street
DUBLIN 1

Figure 4.1:1985 NCC Progrenme

From these aims, we can again see a dual focus of perceived musical and extrinsic

benefits from participation. On the one hand the
Pri mary School sd and to fiexpand rt hsec hroeop esrot,o iwhe | oef
al so aiming Ato highlight the i mportance of musi c

childrend (NCC, 1985). As discussed earlier, gi Ve

1979; Herron, 1985), the focus onimproving he caused or status of musi c
expansion of repertoire is unsurprising. Therefore, the initial aims of the choir focused on
enhancing the musical landscape within primary schools in thd ®&@@s, aligned with

Creamer 6s r o ledorsugporing mugisin primaryrschqols.

The more recent iteration of the aims on the NCC Website (NCC, 2020) emphasises the
musi cal aims of the choir, aimng to fifoster a |
education of t rfefmedécumithe mlisicat ainis of th& their were endorsed by

the MDs in their interviews. All the MDs mentioned exposure to a wide range of musical genres

through the inclusion of fAgood choral songso ( MD:

opporturity to sing in a large group, bigger than their school or class. MD1 believes that

participation teaches children chor al etiquette

abilityo. Teachers here agreed whedotgsingmg MDs, i der
strand of the curriculum and participation in the NCC. Susan describes the NCC as a choir

focused on providing Agood quality chor al Ssingi ng
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singing with a mass a moewhbjectives fistepuademtHe Sang Singing e x a
strand (Appendix F), it can be argued that al
the NCC, with participants such as Carol arguing that participation goes beyond the scope of the
curriculum in ths regard. In this way, teacher participation in the NCC as a form of teaching the

Song Singing strand in their classroom is an effective methodology, comprehensively covering

many of the content objectives i ncolfudsionngg spoe rafr
performing fias part of a group, arrangements
har mony partso if26ol, 1999b, pp. 71

Continuing with the Performing strand of the curriculum, MD3 believed the choir gives
children the opportuniy t o | earn At he rudi ments of music |

(MD3). On the other hand, MD1 distances the choir from the curricular literacy somewhat, saying

that Aitds not that the [NCC] is oadttowhiegg out
youbre doing ito. Teachers in this study agre
l' iteracy and musi cal concepts Aincidentallyo

knowledge and experience, rather than a genarabathe choir. Susan explains how, in her
school, the children are provided with musical scores which enable the teaching of musical
literacy:

So, we can actually point out these things [in the score], like it's not as if they're going to

be musicallyiterate leaving National School, but at the same time, there are things that

you can point out to them and time signatures and strong beats and, dotted rhythms and

whatever it is, that you can have it there in front of them and it means lots more to them.
Hannah similarly uses the song she is teaching to teach musical concepts such as dynamics,
tempo, rhythm, etc., which she feels is important to broaden the curriculum coverage, given the
time-consuming nature of participation. However, these teacheristeditinat this incidental,
informal teaching of musical concepts may not occur in every school. Participants explained that
the extent to which literacy could be taught was dependent on the level of literacy the teacher had,
and that it was up to indiviéds whether they addressed this area of the curriculum through
participation. Therefore, in my examination of the Literacy strand unit (Appendix H), | found that
most content objectives would be marked in amber or red, indicating that they were neither
conprehensively covered nor uniformly covered through participation in the NCC. The depth of
this strandds exploration depended on the tim
experience level and their level of musical literacy. Therefergg, t her par ti ci pati on
enough to ensure the area of musical literacy was taught, suggesting an imbalanced experience of

participation as a form of teaching and learning depending on individual teachers and schools.

Considering the central placéthe repertoire in defining the aims of the NCC, teachers
commented on the benefits of exposing children to a wide range of repertoire, outside of what

they would normally consider school musi c. Ec
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(MD2),teca hers cited the presence of pieces from the
AGl oriad and Handel 6s fAHallelujah Chorusodo) as ver
curriculum in the senior classes. Susan explains how the repertoire and perfazamdribate to

the exploration of the Listening and Responding t
performance with an orchestra, listening and performing music in different languages and styles,

and the inclusion of body, vocal percussion, and actioadimited number of pieces. Teachers

also valued the difficulty of the repertoire and
knowledge of these culturally valued styles of music (Charlotte). Examining the curriculum

objectives, again there are apfunities for teachers to use the repertoire as a catalyst for

exploring sounds and responding to music in a variety of ways to music, however this did not

emerge as a deliberate aim of the NCC programme and teachers in this study gave little

explanatorof how it would be done, only to report that
Listening and Responding strandd when you partici
participation in the NCC all ows chsipyren and teac

perform, a variety of musical styles appears limited.

Finally, the data suggests that the Composing strand of the curriculum seems furthest
from the intended aims of the NCC, and therefore is labelled in red in the analysis (Appendix H).
Carolackm wl edged that it is a fAbig criticism of the
wor ko but concluded that if composing was to be i
the repertoire would have to decrease, and she personally felt thatgtimarily a singing
activity. MD1 also recognised the absence of the Compaosing strand but felt that it was only for
one year and that, considering the quality of the
over o. Paul wo n dhe dicdnbt esjdy peddrming hnid that missed owt on the
composing element of music during an NCC cycle, particularly those children who enjoyed small
group wor k. But again, he wasndét owywarhaijureconcer nec
of partidpation. Therefore, the tirémited nature of the programme was viewed as a justifying

factor in the temporary pivot to NGClkased music education.

In summary, considering the choir's aims and the data from participants, the learning
outcomes of the chofor children currently resides almost exclusively within the Song Singing
strand unit of the curriculum, providing the opportunity for teachers to comprehensively cover, if
not surpass, the requirement of the curriculum to engage children in this anesverdhere is
|l ess evidence to support the NCC6bs use as a curri
through composing, or develop musical literacy. These objectives are not impossible to address
through participation but depend on a varietyamftérs. Some teachers suggested the
development of a broader teaching resource which could expand on the musical concepts within
selected songs, while others felt that their own musical skills and experiences strongly influenced

the type of teaching anddming that occurs through and alongside participation. The data
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supports the Ilinks between teachersd | ifework
(Edwards, 2005; Lave, 2009; Stakelum, 2008a). However, temetimpassing, time demanding

natue of participation may mean that realistically it is not possible to expand the curriculum

coverage of the current NCC programme, and a mone#ohing redesign would be required to

align it completely with the current curriculum content.

4.2.2.2 Extra-Musical Aims of Participation

As has been discussed, music has often been included in education systems-for extra
musical aims and benefits including personal and social (Pitts, 2005), cultural and political
(Folkestad, 2012; Walsh, 2016), societal (McCarthy, 2@b8 psychological (Lonsdale &
Stewart, 2016; Ritchie & Williamon, 2011). The rationale of music within education as being
more than developing musical knowledge and skills has also been referenced (Mills, 2005;
Swanwick, 1988; Welch et al., 2014). As whe case for teachers, the MDs also outlined the
extramusical benefits of participation for children. MD3 explained how the NCC enabled
children to Alearn and grow as peopl eéin the
philosophers,aspoetsn t he br oadest senseéas team playin

MD2 explains the possible aims for children in the choir:

[The NCC] just gives [the children] this confidence and gives them this huge sense of

pride that they can actually...To dbeir faces, when they're standing up there... That

they have got through all these songs, and they have sung them all, and it's just amazing

to see. It's a fantastic thing to witness. And I think it gives them this love and this passion

andéwhenalylbiung eabout mindfulness and ment a

good for them. The children out there who might not be gifted in any other ways, who

aren't great at anything else. They suddenly find that they can sing in a choir... They don't

have to ke a solo singer, but they can sing and it's just amazing to see the transformation

in [them].
MD26s account of the wellbeing benefits of pa
original Asoci al and i n tchol dndalgnhswithlthe braadeenusipo me n t
curriculum aim of -asteem and setondiderice threughgarticipatiohsn s e | f
musi cal performanceo (Gol, 1999a, p. 12). MD3
opportunityo tgor oiw eaasr np eaonpdl €0 t hrough chor al mtu
explain how it provides a group singing experience and a sense of collaboration, on a different
level to what is possible in their classroom or school choir. Therefore, the facilitatios of thi
altruistic experience of group singing in the NCC is valued by participants who feel it benefits
childrenbés ment al health (MD2; MD 3workBkdlsi 1 ) , co
(Hannah; Paul). While it is difficult to measure these bengfédjcularly given the assumed
varying levels of interest and engagement among the groups of children who patrticipate, the
perceived use of the choir as a vehicle to foster ewrtrsical aims through participation is

referencedy the participants here aattends to many of the broader objectives within policy
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relating to fostering childrends well Goli ng and c
2017, 2021; NCCA, 2020).

Notwithstanding the limitations of the accessibility of the NCC, Carolatinelrs felt

positively about the inclusion of all children in the choir. Carol explains how over the past 30

years s

chool populations have evolved, yet the NCC continues to be accessible to all:

ltdéds for all kids. | t 'atevernAmd | thinkyyotw kndwpr t he best
increasingly, as schools have diversified and taken on more children with special needs,

autism units, and all that, there would be a very different kind of demographic of pupils in

the National Children's Choir, then therewdd have been when the thing started out in

the beginning. But that's just because of the structure of schools, and the kind of

inclusivity of schools nowadays, as opposed to 30 years ago, but they've just run with

that. They don't care if you've got kisvith Down Syndrome, or autistic kids, or

whatever, they're all part [of it]. And they're all welcome. And that's a difficult thing to

keep going. And | think that is obviously one

Carol felt that the choir responds to the chagglamographics by being accessible to all

chil
chil
particip

dren. Similarly, Charlotte explains that fAev
d] is just fantastico, enabling children of

ate togther. MD2 also emotionally relayed an anecdote of a child with a hearing

i mpairment who was part of the NCC, where the ch

and the entire choir an insight into the life of someone with a hearing impairmérg. In

l iterature, Turino endorses Athe inclusion of pe
performance [ as] i mportant for inspiring partici
participation may simply be understood as participatrahthe mixing of various demographics

through group music making is a welcomegrgduct of participation (Welch et al., 2014).

However, as noted above, the inclusivity of the NCC as a form of music education, with

meaningful differentiation for each chjldid not emerge in the interviews and this is problematic

when o

4223

particip

ne considers participation in the NCC as a form of curriculum replacement.

Participation as Curriculum Replacement

Thus far, the musical and exdnausical aims of the NCC, as experiencattigh

ation, are viewed as positive by participants. As has been suggested previously, the scale

and demands of the programme often means that there is little time for other musical activities

during the school year, or at least until after the N©GQcerts take place. This suggests that

particip

curricul

ation in the NCC, as a form of teaching and learning, replaces music lessons based on the

um. Many participants concurred with this statement, acknowledging that the scale and

time that participationlemands means there is little time for any other music making outside of

t he

NCC. This section considers teachersdé opinio

explores the significance of this.
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As was argued through the examination of the cullarcobjectives above, the activities
of the NCC primarily support the fulfilment of curriculum objectives within the Song Singing
strand. As Carol, Paul and Charlotte explain, one of the main anecdotal criticisms of the NCC is
that it neglects musical ag such as composing, literacy and instrumental performance. It is

Paul 6s view that there are children who are i
really enjoy the composing strando of itathe cur
narrow, intense focus often occurs in many 1in
backburnero and that this is part of the bal a

explained how she had agreed with her principal that the W&Che curriculum for®class (in

her context) and that she, like Paul, waatent in the tradeffs given the timdimited nature of

the programme. Mary references a similar example regarding sport in her school, mentioning her
principal whotakeshhe cl ass t o basketball t Whilethecaments wh
literature argues that teacher autonomy is key to effective and dynamic music education (Kerins,
2019; Walsh 2012), teachers in this study viewed their autonomy as being able to dedide whic

type of musical experience to pursue, despite understanding that participation focused on a narrow

range of the primary music curriculum.

In the first phase of the study, a Principal from School A gave her view on theffade

involved in viewing the KLC alongside the music curriculum strands, particularly composing.

Researcher:l suppose...would you say that [the NCC] fits in well with the music

curriculum or is it kind of a separate thing?

Principal, SchoolA Ehél suppose t he.neansthabitistef t i me
only music you're getting done. So, your composing is probably the strand that gets

dropped off a little bit there...

Researcher:And how do you feel about that?

Principal, School A: 1 wouldn't be confident that composing happass regular

occurrence anyway.

This principal, while not teaching music in a classroaatepted thah reality it is
difficult to teach all the strands of the music curriculum as well as teach the NCC programme. She
continued to describe how she feke tRCC address¢he Performing and.istening and
Responding strands of the curriculum: Al think
[the children] are responding to those pieces
A). As the kader of her schoadheexpresseboth a confidence in the NCC as an integral part of
the school 6s music educat i otheghbsercgaf @mamewusaad we l

activities fromthe curriculum(in this case composing).

MD1 reported an pposing viewpoint regarding the teaching of composing, feeling that
creative work in classrooms was plentiful and
in favour of less formal teaching of singing, an expectation of quality singing that hezetofo

would have been strongero. However, reflectin
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accompanied the establishment of the NCC, the former and current Irish music curriculum (Gol,
1971; 1999a) aimed to broaden the range of activities offered in grimagic classrooms,

perhaps to encourage generalist teachers with limited confidence to engage in various musical
activities and to embody the chiteéntred, broad nature of the wider curriculum redesign.
Thereforea problem emerges, as alluded to egrbetween balancing a desire to narrow and
specialise the curricular focus through intense participation in a programme such as this, and
allowing time for the pursuit of a broader range of musical activities as advocated by the

curriculum.

As reported edier, participants deduced that many areas of the curriculum such as
Listening and Responding, Exploring Sounds such as body percussion, and Literacy are attended
to through participation in the NCC. Carol notes the opportunities for listening and regptndi
the variety of musical genres in the repertoire, while Susan reports exploring musical concepts
such as tempo and dynamics, through performing the repertoire. As alluded to in the previous
section, and without observation of the rehearsals, it ipasstible to ascertain the extent to
which curricular aims and objectives are attended to through participation. However, the data
does suggest that the full coverage of any curricular strand beyond Song Singing is not
commonplace, and more problematicathyat some teachers understood participation as covering
a wide range of curriculum content. I n summary, |
was fAjustifiedo given the high standard of the ol
by pragrammes such as the NCC was rationalised by their primarily unfavourable views of the

current curriculum, as will now be outlined.

The literature review argued earlier that music education and curriculum provision in
Ireland has been under the scrutinypolicy makers and academics for the past century (Benson,
1979; Grennan, 2017; Herron, 1985; INTO, 20d@8Auliffe, 2004; McCarthy, 1999a; T. Walsh,
2016). Despite teachers in this study having a strong musical background, they were critical of the
Awi sy hyd nature of the current primary musi c cul
too broad and doesnét push the boundaries of what
claimed that, in her experience, some teachers could continually teaamteesong from third
class to sixth class, something which she felt the NCC addresses through its difficult and changing
repertoire. Patrick explains how the NCC defines the focus for this staff, as they know that
participation is the primary musical adgtivfor 5" and & class that year. Coupled with the view
that the primary music curriculum was sufficiently attended to by participation in the NCC, many
participants criticised the ambitious breadth of the musical activities and content in the current
curriculum, as well its general implementation. The findings imply that little progress has been
made from the historical critique of the music curriculum during tffec2@tury where

curriculum and practice did not align (Grennan, 2014; Walsh, 2016).
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Findly, regarding the wider implications and significance of participation in the NCC as a
curriculum replacement, Susan r-edicméhsi Gralng .
of the NCC within the wider curriculum when visited by the Inspectpbateshe reported that
the inspectors were Abamboozledodo by a perform
subsequently had no problems with the provision of music education during the Whole School
Evaluation. This suggests a wider acceptance ofthedha f ocus on song singi
management and those within the DE network. One could argue that given the choir's origins
within the DE, there is a recognition of the benefits and accompanyingaffadavolved in
participation. Furthermore, theported poor curriculum implementation and status of music in
schools is a significantly damaging finding in this research and is worrying for any future
developments in primary music education. Charlotte, in her role as music coordinator worries
aboutthepr ovi si on of music educat i onsidalineddhibny her s

some of her colleagues:

| think that, to be honest, even in my school, | would worry about how much music is
being done in classrooms, thatidsomectassaams,r yi ng
it's not really done all that much. So, | think it's really important to actually have

something that does take up the year.

Charlotte igherefore happy that the NCC mandates the participating classes (and their
teachers) to engagn music making due to the need to perform in the final concert, further
endorsing the musical training, proddictused mindset discussed earlier. Carol similarly viewed
participation as a way of ensuring addvat <chil d
d o n $heexplains:

Therebs an awful l ot of inspectors out the
andthgwoul dnét really knowé and if you said
performance and rhythm and listening, whatever it happerstobt hey 6 | | probal

yeah thatoés granddéé You have to compromi se
because it's so much better than the curriculuhink that the curriculum is going to be

l i mi tedél donébutn ltehsisn kt htehysiit vutkidd désahoal, aathodyn

is going to come out musidglliterate at the end of primary school, because the
curriculum doesnét allow for thateél think
farther and it pushed the standard much higher.

Echoing thecomments made by the princigdlSchoolA earlier C a r oiéw&are significant in
demonstrating how principals can view the curriculum and how this could impact the types of
musical experiences facilitated in schools. Carol is a confident musiciadeootschool, and

this excerpshows that she is satisfigdth the type of learning and participation experienced in
the NCC.

Participantghereforeacknowledgehat the NCC as a curricular replacement is better than
thar perceived poommplementatiorof the curriculum  or i n Car ol 6s case bet
curriculum itself. Howevetrthis study argues that opportuniteedstwithin the curriculum and
through programmes such as the NC@ligning participation more holistically with the broad
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aims and ojectives of the primary music curriculutmportantly,howthe presence of thBICC,

and similar programmesiithin the primary schooldesgr e f i |l 1 i ng a gap in teach
teaching andkarning and whether a revised, more holistic music programmeleelsupported

by teachers and requires careful reflection and consideration.

To conclude, the musical and extrausical aims and objectives of the choir are endorsed
by many participants, and the narrow focus of the NCC on the Song Singing strand tischlogep
teachers but justified by the high standard of the final musical performance and the clear focus of
the initiative. Furthermore, teachers feel that the current curriculum is too broad, leading to poor
implementation in their school contexts compaemh@dy the poor confidence and status of music
among some teachers. This rationalises their participation in the choir further by ensuring
participating children are engaging in some form of music making that teachers feel addresses
most of the objectivesithe curriculum, and therefore teachers accept the choir as an adequate
curriculum replacement for that year of participation. In short, the nature of teacher participation
as a form of teaching and learning suggests the provision of accessible, chésatienusic
education primarily covering the Song Singing strand of the music curriculum, delivered by
teachers who learn to be confident and capable participants in the NCC, supported by resources,
training experiences and informal learning opportunitiesugh repeated participation, is a
desired and valued outcome from participation.

Synthesising the interview data thus far, the negative view of primary music curriculum
expressed by some participants, weakened by its poor implementation and CPD djsrtuni
rationalises teachers' participation in programmes which are resourced, highly structured models
of learning. It is argued that this form of music teaching is limited in its consideration of creative
music making experiences and its developmentashkr agency across all curricular strands, as
acknowledged by the participants andlinedby the contemporary music education literature
earlier. Furthermore, given the perceived complexity of music education among some teachers,
participants opportutye subscribe to this efficient, structured programme that allows them teach
music competently and confidently within the confines of the programme, rather than outsource
music education as often happens within partnership models of music education @Cdrny,
Partington, 2018).

What emerges is a conceptualisation of teaching and learning through participation that
sacrifices child led, inclusive musical experiences (that admittedly are difficult to facilitate in a
model such as the NCC) in favour of aiing model of musical learning for teachers. The
resulting high musical standard of the end product and difficulty of participation in the NCC is
lauded by participants and others, all within the context of poor curriculum implementation,
negative currialum perceptions, ambiguous musical aims, and the low status of music within

primary schools. In the final chapter, the possibility of embracing contemporary perspectives on
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music education which encourage agentic, creative and culturally responsivipgiashiicusing
informal learning approaches (as outlined by Bond, 2017; Burnard, 2008; Green, 2008; kelly Mc
Hale, 2013 and Spruce, 2015 earlier) for teachers and learners will be recommended,
notwithstanding the limitations of the choral classroom mod&ieNCC as it currently exists.

4.3 Teacher Participation as ldentity

The section will explore the nature of teacher participation as a form of identity,
considering how participation impacts the formation and negotiation of identity. From the data in
thisg udy, the various influences on teachersdé m
their previous musical lifeworld to their sqlérceived identity as musicians and teachers. The
discussion will begin by exploring the musical habitus of théigiants, considering the link
bet ween teachersé backgrounds and their part.i
co-existing identities that emerged from the interviews will be discussed, examining teacher
musician identity in conjunction i the influence that participation has on participants own
personal and professional identities. Then, the link between identity and the development of a
sense of community and belonging through participation will be explored, considering the
significanceof t hi s as part of teachersod | ives out si
of teacherds various identities as participan
and discussion of the various forms and trajectories of teactimigetion, culminating in the

consideration of the multiple levels of participation by teachers in the choir.

431 Teachersod6 Musical Habitus

The link between early musical experiences and identity formation is well established in the

literature (GeorgiHemrming, 2011; McCarthy, 1999a; Wenger, 1998; Woodford, 2002). Building

on the strong links between learning and participation discussed in the last section, Wenger

(1998) writes that learning through participation and identity formation are also closedy réiat

is argued that oneb6s identity influences thei
through participation can also further shape one's identity (Wenger, 1998). As discussed, learning

is a contextual process, with past experiencesantting current and future practices. This
consideration of participants6 backgrounds or
traditi on, founded on the belief t hat Al ndi vi
i n whi ch ¢eubaeerethli20¥,0. 94)NIo consider the links between teacher
participation in the NCC and participantds de
asked them about their earlier musical experiences to construct a picture of theirdfabitus
participation. I n doing so, I sought out thei
for music that would influence participation and their sense of identity (Bourdieu, 1977, p. 214 as
cited in Throop & Murphy, 2002, p. 187).
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As outlinedearlier in the methodology chapter, the six main participants all had previous

musical experience that was largely positive in nature and therefore linked their backgrounds with

participation in the NCC. Paul, Charlotte, and Hannah explained that tiheduation to music

came from instrumental music lessons in a music school or conservatoire. Despite all three
coming from differing musical backgrounds (Irish traditional, classical piano and musical theatre
respectively), their previous experiences gidnan confidence in approaching music as a primary
school teacher antbnsequently as a participant in the NCC. Hannah explained how having
compl eted her grade exams and having music
in the NCC. SimilarlySusan Mary andCarol previouly sang as part of thesiecondary school

choirs andriewed music positively frortheir postprimary education, which they feltas

advantageous when taking part in the choir. Charlotte felt that her early involvement in music

inspired by her mother, was a central part of her career as a primary school teacher. Her mum was

a previous teacher partizint of the NCC, and Charlotte acknowledged following in the footsteps

At ui ti

of her mum as a participant. Therefore, the data sugdestdst parti ci pantsdé previ ou:

experiences positively disposed them to enter

pre-existing musical skills and knowledge benefited them during participation, advantaging them

as members of the NCC.

Whenreflecting on their musical lifeworlds, those who had experience of the NCC as
children felt that it had shaped their musical background (among other influences from family,
community, etc.) and therefore it could be argued that participation at anytéexadler or child,

has an effect on oneds identity and habitus.

working on the repertoire at home, and despite not participating herself as a child, felt that she

wanted to take part as a primary school teadlany participants desired to pass this experience

to those that they teach, as Hannah reflects:

par

Char

il

feeling and the same sense of achievement that I

opportunityhadn't | said that | ww wHotike daonah wasalso&i mi | ar |y

child participant, explains the impact participation has had on her musically and now as a teacher:

exposed to some of the music that | was and.

Therefore, some teachers attribute their involvement in the NCC back with their participation as a

child which, in their view, positivg impacted their musical lifeworld.

Participants also acknowledged the influence of their musical habitus on their work as a
teacher, aligned with the research by Pitts (2005a) and Lamont (2002). $tptainedhat
Awhat we t each |psl5%yandheteaeherain @hi® stufy2alno th this view.

Many participants wished to pass on the experiences they had as children, with a desire to pass on

their positive musical lifeworld. Hannah and Charlotte acknowledge that they wanted toegive th

classes a similar musical experience that they had in school. However, like the theme of teaching
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and | earning explored above, the homogenous n

reconcile with a broader, more contemporary conceptualisatiowsic education. For example,
if teachers identify only with a choral singing, or view music education througtdie-class
sociocultural lens, there is little opportunity to reimagine their identity or lifeworld, with teachers

remaining withinanarow Al ear ni ng hor Habengétalw2Di9rethe agai ns

opening chapter.

It is significant also that no participants mention their popular music interests, with only
Paul integrating his experience of Irish traditional music with participafihe participants'
views of school music align with the work of Green (2002; 2006) whereby they ascribe greater
meaning and significance to school music genres, perhaps reserving popular genres for their
outside school interactions with music. Therefone familiarity enjoyed by teachers who are
comfortable within their habitus of participation is positive as it fosters their musical confidence
and maintains their musical identity, however it is also problematic whereby it may alienate

alternate valuedispositions, and musical identities or activities.

In short, the lasting impact of previous musical experiences both inside and outside the
NCC, and the desire to pass them on, was important to participants when they reflected on their
place withinthee hoi r. The complexity of teachersd mus

them on their teaching and identity has been well argued (Throop & Murphy, 2004; Stakelum,

2008; Wright, 2015a) . The data demonmusicat es a

backgrounds, their early musical influences and experiences, and their work as a teacher and
participant in the NCC. These musical lifeworlds will now be interrogated through the

consideration and for mat i on paticipatiomacher 6s mul t

432 AMul tiple 616 Positionso: Developing I c
I'n this study, teacher s 0-esstinganddergoing coastahted v ar
renegotiation. These Amul t i pateeachelsdindmeasingfuli ons o

and engage in (Akkerman & Meijer, 2011, p. 31

identities in this research are shaped through participation in the NCC and therefore participation
becomes part of their identity. Teachanr this study may embody various identities as musicians,
members of the NCC, school leaders, professional conductors, etc., which all interact with each
other (Akkerman & Meijer, 2011). In this section, lconsidex r t i ci pant sd i dent.
(teacher identity) and identity as a musician (musician identity). These are discussed separately,
but also as a composite identity as experienced by particigattskkerman & Meijer (2011).

Then the impact of participation on the personal and profesgiomahsions of participaris

t

identity are considered, before examining how

and practices.
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4.3.2.1 Musician or Teacher?

In the early stages of the data analysis process, this research sought to determine where
participants viewed themselves on a continuum from musician to teacher, as explored by
Woodford (2002) and Hargreaves et al. (2003, 2007; cf. Lamont, 2002), considering a possible
link between their previous musical experiences and their current identity abartparticipant
in the NCC. When asked, Carol and Mary responded
(and to a lesser extent Paul) reported that they were musical outside of school, and that this
influenced their dayo-day teaching. Hannah felt it wamportant for her as the teacher to
demonstrate her musicality to her classes as a s
l'ife for their studentso (Bernard, 2004, p. 295).
Amusic i sfaretadd.y [ her]

Charlotte had a more nuanced view of her identity, feeling that earlier in her career she
was a musician but over time her identity has gradually shifted towards teacher, as she explains:
Charlotte: 1 don't play the piano as much as | used tdar't do that. So [the NCC]
forces me to actually spend a bit of time and

it is great. Absolutely. And it definitely does develop and remind you of all of the musical
things that, you don't always practise h# time.

Researcher:|l suppose if | was to ask you, are you a musician or a teacher, where do you
position yourself on that kind of spectrum?

Charlotte: Oh God teacher. l'd sayél would have in t
said, more musician. But asng has gone on, definitely my confidence as regards, all of
that would have faltered a little bit more. But | understand, like, because | do have the
background that | have | understand why teachers would shy away from it a little bit.
Charlotte's intervie demonstrates how her musical background has helped facilitate
participation, but also how over time her teacher identity has grown stronger. This affirms the
inability to define conclusively whether one identifies distinctly as a musician or teacher, and
rather implies that teachers embody multiple coexisting identities (Bernard, 2004; Georgii
Hemming, 2011). Charlottebs participation in the
musician through the need to practise the piano for rehearsal. Howewvernitioally, her
comments could also be interpreted as the erosion of her musical identity through the all
encompassing nature of her role as a teacher and her narrow musical remit of replicating the
programme with her students. It is argued that thepromm on of oneds musi cian i d

participation is limited by the nature of participation.

Car ol gual i fies her primary teacher identity
musi cianship to class hersel f asheranembersafci ano whi |
the NCC saying that Al | ove [the NCC] but 1 &d&m not
interviews, both Carol and Susan spoke highly of those who played instruments and compared

themselves and their participation in the choir with those parformed in the NCC orchestra.
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The data suggested that they believed their musicianship experience as singers was less revered
than instrumentalists, and perhaps was less worthy of the musician identity (Plummeridge, 1991).
Nettl considers this hierarclamong instruments within the music conservatoire culture, and the

data here affirms this view of vocalists as i

Therefore, teachers in the study, despite the challenge and difficulty of the programme,
believed that thewere primarily operating as teachers when participating in the NCC, feeling
that the musician dimension of their identity was a contributing but not central part of
participation. This may be due to many factors such as the view that their musica/ idasatin
the past, was more evident outside of school, or that a musician ought to be an instrumentalist. It
is surprising given the musical background of the participants and their commitment to the chaoir,
that only Hannah was confident in her musicehitity. It is argued therefore that teachers'
musical identities are an important part of their initial motivation for participation, however
through repeated participation, interviewees become more skilled teachers in the programme,
identifying less anddss as a musician through participation

4.3.2.2 Professional and Personal Identities

Coupled with the internal dialogue between musician and teacher identities, participant
data also suggests how teacher 6s proohefssi onal
their identity, reified through their participation. Professionally in their careers as teachers, their

identity was intrinsically Ilinked to particip
own school , I  was t htlee NRC 8nél coordinating iel suppmsehcamel wa s
to be the face of it really around the place

Paul and Susan, also explain how as they continued to participate, they became more deeply
involved in the choirintegrating participation with their sense of professional identity. In the first
phase of data collection, teachers often refe
Aspecialistso, a title which ¢ ommasicaactiities,t at us
including the NCC, supported the different roles of teachers within schools which will be

explored later in this section.

Within the community, participating teachers were able to reach out and connect to others
usingthe NCCasacondu f or networking and career progre
from a professional point of view, one of the most beneficial things about taking part in the NCC
was just collaboration between ourselves and the other local schools you know, beczadly we
don't get those opportunities. o As identified
schools and rural schools represent a smaller proportion of schools who participate in the NCC.
However, for those who do participate, like Paul, theeelence arguably becomes a bigger part

of their school identity and their professional identity within the community.
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Building on the nature of teacher participat:i
principal from the initial data collectiorhpse explained how participation has influenced their

career in this example:

When it came to the point when | started to think about moving into a leadership role [and
becoming a principal], | had already had to do things like meet other schools. In a
df ferent capacity, I had Iinked in with other
conversations with people that enhanced my ow
personally and in your professional career. (Principal, School B)
This principal eplained that the NCC was something that she promoted in her application for
principalship, as well as using the community to learn about future job opportunities. In the same
vein, Paul felt that participation in the NCC had helped him to build a relatpowith his new
senior management colleague through participating collaboratively in the organisation of
participation, which he felt positively influenced their work relationship going forward.
Therefore, it is argued that teacher participation in th€ KN@intains a significant presence
within o n e dfessignal identity, through the status and role that comes with leading
participation in some instances, as well as the possible professional benefits that stem from
participati on. cdnbideredin thsaséction cohsilerspte aatuteiara n
significance of participation in the personal lives and identity of the teachers.

Campbell et al. noted At he most effective tea
| ove of musicol ¢200@, openkRB8) sewhi on considered t
this section considers the personal passions and motisafiteachers and how these impact
their identity as NCC participants. As discussed
participation easier, however her interview excerpt explains how participation motivates her to
practise the piano and integrates her personal enjoyment of music with her role and identity as a
teacher and NCC member. Many studies (Hargreaves et al., 2007; 089e Siveet, 2010) have
found that teachersd own personal interests and &
the types of activities they engage with. The data reveals that Hannah, Charlotte and Paul all
speak of their dseosniarlei ttyod barnidn gi Itohveeior ofifpemusi ¢ i nt
explains the link between her personal identity and participation in music in school and in the
NCC: Al suppose going back to where music and meé¢
this day, now'm [age], it's still a really big part of my life, and a part of who | am. And | bring it
into everything that | 'm doingd. Thus, Hannahos e

personally and therefore links her individual musical life with pigioon.

I n summary, teacher participation as a form o
habitus and musi cal |l i feworl d, and continually de
professional and personal motivations and identities, represented iiléiméity as a musician,

identity as a teacher, and identity as an NCC mer
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of the NCCO and a personb6és face is perhaps th

demonstrating the centrality of partictfwan in the NCC on the lives of teachers in this study.

Research by Lamont (2002) argues that school is a key place where musical identities are
formed. The findings are significant as they
as they prticipate in the NCC (teacher, musician, conductor, colleague, organiser, learner, etc.)
and the importance of teachers and schools in shaping the identities as students and teachers.
Teachersd identity theref or amisisal andexttangigiceld t hr o
desires and motivations, shaped by their previous musical lifeworlds and their personal and
professional identities which are further strengthened by a sense of belonging within the NCC

community which will now be considered.

4.3.2.3 Identity within the Community

As outlined earlier, Wenger 6sonceptsicept of b
engagementmagination andalignment(Wenger, 1998, p. 184). Through repeated participation,
teachers experience various modes of belonging threngagement with the choir, imagination
of themselves in various roles as NCC members, and through alignment with other members who
are working towards the common aims and outcome of the choir. Hannah positively recounts
what it means to be amemberwithi t hi s communi ty: AYoudre in it
friendliness and a real just sense of happiness and wanting to be there because everyone wants to
l earn the songsodo. These positive experiences
pari ci pants, which contribute to their Astories
(Wenger, 1998, p.187). Therefore, identity and community are interlinked, with membership of
the community influencing i dapimgthetcommundaynd e ac h

Hannah and Susan speak aboumi heéedd mpmambens
Hannah explains the kind of group the NCC i s
dedicated and want their classes to really thrive, toa@dth i n an environment wh
arené6ét taking [sic] a joke about itéLike itods
programmes operating in schools, which she fe
the NCC. It is possible th#tte shared vision and similar habitus of members, as emerged through
the interviews, enables tigentinued existence of the choir by members who share a common

identity within the community; a badge of identity as referred to earlier (Wright, 2015a).

Within the school community, the relationship betwpgencipak and teachers is
important | n her school , CHaticipaot ith gedydittlepnvolvemenbp al i s
the NCC, however #y support participation through facilitating the supeaonsof classes, the
organisation of rehearsals, and any administration that is required. Charlotte notes that

participationfitakes a lot of coordinatio@d [ a f de]sa$ and buyn from management and our
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principal who i Smiarlg n$cholDirgroPhase 2/ martidipation.was

organised by a previous principal and the current princgpairted beinp appy t o fAhand t hat
o v e r 0 SMclasstea¢hershaving very little involvement in the teaching offitnally, Caro]

as a retired pricipal, is proud to have reintroduced the NCC in her school, enthusiastically

enrolling another colleague to come on board and teach it with her. This relationshipd

Carol peripherally supporting participation alongside her colleague who led thenN@€

school as the choir conductdherefore,the data demonstrates how th& of principalsas

either lea@rs or facilitators of participatiais an important factor in determining the nature of

music education in schodisfluenced bytheidentity and experiencesf all involved(Bowe,

2016; Finnerty, 2017; Murray, 2022)

One example of the wide reach and | ongevity o
interview, where she recounts a story about her daughter, who was a child participant and is now

aprimary school teacher:

[ My daughterdés] al most 30, so she's out J[of t
went to college, a lot of the people that she met up with by default, they found out that

they had all been involved in the National Childré&twir. Now I'm talking about girls

that she met from [different counties]. And even in the photograph that [was taken] in the

concert hall, they were able to pick themselves out because they happened to-be there

theywere amused themselves. And, you kntdvey would say that when they get

together that they end up singing songs from Cér na nOg [NCC].

This example suggests the community of the NCC can continue past participation, and arguably

can evol ve. For exampl e, whredaedoMepeeicedad aught er me
strong sense of community or affinity with fellow choristers when she participated, the potentially
homogenous nature of primary school student teact
opportunity to reengage with an evolved coromity of NCC members, sharing songs, stories

and experiences. This was also supported by the NCC CM who valued the summer course as a

chance to reconnect with NCC teachers who, like herself, had participated as children. It is argued

that these teachersasle a common habitus as NCC members and possess a common capital

through the performance of the repertoire. Not only does this support the findings by Elpus (2018)

affirming the link between both music participation and third level participation in niugiejso

Wrightos views that Ahabitus is confirmed and r ey

beliefs and experiences (2015a, p.84).

Therefore, the data suggests that teachers share an identity as NCC members, past and
present, within the community,ritugh the engagement, alignment, and imagination of the

community. This sense of affinity to a community can emerge, and indeaderge, at different

stages of teachersodo lives. This may cultivate a ¢
haveas oci al connection with other members who are
(Susan).
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Therefore, participants not only have thei
their identity with the community of fellow NCC members. The sigaifice of this is both
positive and problematic: on one hand the community element of participation as a form of
identity ensures continuation of the organisation, and arguably contributes to the social and
enjoyable dimension of membership. Howevdienh i s group of NCC dAinsid
1998) are considered within an already homogenous population of Irish primary school teachers
(O Sullivan, 2019), it can result in a static community of participants where identity and learning
are not challenged or tiqued, but simply replicated.hEre may also be outsiders (Wenger,
1998), whether through differing musical experiences or sense of identity, who are alienated by
the homogenous nature of a community in which they feel they do not belong. The final
consiceration of identity through participation explores the forms and trajectories of participation

which result in the various levels of teacher participation within the NCC.

4.3.3 Forms and Trajectories of Participation

As outlined in the review of the literatyre Wenger 6 s (1998) CoP t he
model for describing and critiquing the nature of participation through the identification of four
forms of participation: Full Participation; Peripheral Participation; Marginal Participation and
Non-Participdion (p. 167). His theory also describes the various trajectories of participation,
being either inbound or outbound depending on the desired form of participation (represented
earlier in Figure 2.1). As alluded to in the methodology chapter, not alleiesaafithin the NCC
participate in the same way. There are teachers who teach and lead thiitipairticipants,
those who support or facilitate the programimeripheralor marginal participant}, and those
who have very little involvement with theqgramme jon-participanty. These roles will be
further interrogated in this section and conceptualised as levels of participation based on the roles
and responsibilities of participants. It is acknowledged thatpaoticipant is a problematic term
used ly Wenger (1998), however | intend its use to be for those members of the school
community who enable and facilitate participation, but for whom the outcome of participation as
a form of learning or identity is very minimal. Therefore, the forms of paatiicip considered in
this section depend on the practical roles and responsibilities of teachers within the choir, which

relates directly to their sense of identity and power.

Considering al/l the data in this study, as
observations as a fellow participant, this section aims to explore the various levels of participation
by teachers in the NCC, discussing how their role is important both to the overall operation of the
choir and where their role exists and interacts witter members. Given the link between
practice and identity, community and identity, and the personal and professional dimensions of

identity, the focus of this section is to describe the practical manifestation of identity through
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teacher participatiomithe choir. An exploration of the hierarchical and power implications of

these multiple forms of participation will then follow.

4.3.3.1 Full Participants and Non-Participants

To begin, | first examine the differences between full participants angamticipans.
Full participants are those who are responsible for teaching the programme to the children. They
are what Wenger (1998) refers to as insiders, participating fully within the choir. Their role can
include liaising with the NCC regional organisers and mittees, organising rehearsals,
attending the summer course and other activities directly related with teaching the repertoire to
the children and facilitating participation in their school. Often, they initiate participation in the
programme and affiliatheir school or class, although this is not always the case. All the teachers
from Phase 3 of the data collection, the six phenomenological interviews, are conceptualised as
full participants, with important roles and responsibilities within their scharalsthe NCC,
which are reflected in and a reflection of their multiple identities (musician, teacher, professional,

personal).

Alongside this group, there is a larger group of-participants. These teachers have
varying levels of interaction with tHell participants, but in the main ngrarticipating teachers
have very little direct involvement in the teaching of the repertoire. They support participation by
observing the rehearsals, acting as #dcr owd
and supervising the class of a participating teacher while they conduct the choir. For example,
Charlotte explained how she was teaching a junior class during the last NCC cycle and, as this
class level does not participate in the choir, her colleaguesavehthe teachers of the
participating children swap classes with Charlotte for rehearsals. Charlotte then teaches the
repertoire to the fifth classes in her school and her colleagues take turns supervising her class.
Both teachers explain that while tlissnot ideal, it is necessary for participation and is made

possible due to the support and collaboration of staff and management. Furthermore, as was

alluded to earlier, Charlottebs colleague (who

phase)ms happy to allow the expert Charlotte t

woul dndét be relying on my own competence 1in

beyond med (Class Teacher, Schopantwhé&xdasherTher ef or e,

colleague is a neparticipant who is removed from the teaching of the choir. Charlotte feels
encouraged by the learning she has experienced through participation, and this influences the

multiple positive identities that enable her trtiipate confidently and competently in the NCC.

The nature and significance of participation by other forms of participant (non
participating, peripheral and marginal) is important to consider, as they have an important role in
ensuring assédhodéolp@astseéepati on in the choir,

two people taking this on in the school, one person taking it on in a school, it needs to have the
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backing of the whole staffo. Shtenmuseel |l s us abo
what soever é[ but will] offer to welcome peopl e
you outo. Charl otte si minldarflryonm pdakd anhadutmama
explaining how participation is easier and more enjoyable wh#messtaff are involved on some

level. Paul explains how the involvement of staff in areas such as parking, organising seating and
even hospitality for visiting schools is necessary to ensure the success of the initiative. Therefore,

we can see the valud nonparticipants in the efficient and successful operation of the choir, with

their important extramusical, facilitative roles.

Recalling the discussion of learning and identity heretofore, there may be personal and
professional benefits and capitabaired through participation for all teachers, even those not
directly involved in the teaching of the programme. For example, during the Phase 1 data
collection, the principal of School D has been previously signed up to participate by the former
principal, yet they were happy to facilitate it for the benefit of the school among parents and the
wider community. However, the extent to which
fostered is limited for teachers who are not directly involved inghehing of the choir, perhaps
due to the | imitations of the choirds organis
remain outsiders regarding participation in the NCC in their school.

4.3.3.2 Peripheral and Marginal Participants

Perhaps the mostteresting forms of participation to consider are those peripheral and
marginal participants. In this context, peripheral participants are teachers who may or may not be
involved in the teaching of the repertoire or leading participation, but they areajactory
towards full participation. They are enabled by other members to learn the practices and
procedures necessary for full participation if they so wish. For example, Carol explains how in her
early years with the NCC she just taught one vocalgddhte songs, while a colleague conducted
the choir altogether. With time and practice, Carol had opportunities to act as the conductor and
thus a full participant. Similarly, Susan describes a colleague who assisted her in teaching the
repertoire while heusual teaching partner was absent from school. The extract below illustrates

Susands coll eague moving along this trajector

One year ago, one of my other friends, colleagues, on the staff decided to do the

[summer] course. And she has no background in music. She's a good singer, little sing
songs. But she wouldn't be able to read music. But she came along to the course. The first
couple of days of the course, shehaki nd of
people could actually sit down, sight read what's in front of them? And so, she was
absolutely scared out of her wits. Okay, but when we actually when the course was
finished, she admitted on the Friday she said she had never done a course that was a
enjoyable and she came home thené. the rea
one of the teachers that usually does it for me was going out on maternity, the following
year. So, she wanted to help me out. So, she was super happy. But she aigdda't b

what a good resource the CDs are, for teachers who haven't actually done it before. So, |
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think to even put your toe in the water the way she did, and to experience it and take the

fear out of it. She thought ardthefinislsedvery highb
product. And when she [saw] us with our vocal scores, and, the children would even get

[t hem] , she kinda thought; i Gos h, I me an, I c
she could do it.

Here we can see that through the NCC sunuuarse and its aim to prepare teachers to teach the
repertoire, Susandés colleague grew in confidence
alongside her, moving from a peripheral position to one closer to full particip@tieae

exampl es af(f2i0rln® )L ervei andeithesyy thaf o Wermgier 6es can Apul |l 0O
members up to the level of competence of other members. It also demonstrates the centrality of

Al earning by doingo and the fostering of confider
reinfr ces oneds identity as a c¢ dmadfieaterample, B C me mber
similarly recounts how he inherited participation in the NCC from the former principal in his

school, who introduced the choir and subsequently moved elsewhere:

It waskind of left up to us and we were left to our own devices. Now [my former

principal] obviously was organising another concert [nearby] and so wasn't too far away.

She was there in an advisory role for us and in the logistics of organising the concert and

all that. So, myself and one of the other teachers took the role of coordinator, basically.
These extracts show the importance of the supportive structures within the choir like the summer
course and the use of the wider NCC community to provide an opppfiumiearning and

identity formation through the progression from outsiders or peripheral participants to insiders.

It is noted that there is no established process for the mentoring or training of new
members in the NCC, besides informal networkirrgulgh the summer course and other
channels. Perhaps this represents another missed opportunity for a possible structured induction
programme, to allow teachers progress to full par
confidence and competend®at may be impeding full participation. Teachers did acknowledge
the support of the MDs who could be contacted for support, however given the scale of the
programme this is not always realistic, as MD3 admitted earlier. Therefore, the data suggests the
possible need for a more formal induction or mentoring structure to manage the development of
teacher participants within this peripheral space, formalising the learning and identity formation

that happens incidentally.

The final category that requires caesiation are those teachers who remain at the
mar gins of participation. Thispastwhepatipaot kei|]
either newcomers or lorgtanding members from full participation (Wenger, 1998, p. 167). From
the initial dda collection phase, some class teachers who were not teaching the repertoire did
report that they mainly had a Asupport roled and
of the choir. Class teachers from School A and D both reported that #iaiinwolvement in the

NCC was supervising other cl asses, meaning that t
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physically removed from participation in the ch@mnilarly, in School B, one participant felt

that there had to be a balance betwgen!l | owi ng younger teachers who
take a |ittle turno, while ensuring that <comp
It is unclear if this turdaking was limited to the teachers who taught the class groups or available

to any teacher in the school who wished to participate. Also, it is equally unclear if these teachers
progressed onto full participation or remained at the margins of participation. Susan identifies this
group of participants who remain at the fringeshef thoir and postulates why this may be:

You can see some teachers being very much into it, and very hands on and helping

whatever. And then you can see no, sorry they just come and they're there for the day out
when we go for the regional rehearsals,yole, a h. Someti mes | dve act
you took it from their perspective, it mig
much. It could be coming from the fact that they think that we know how to do it. So,

leave us to it, you know. So, | waln't fully blame them. But there might be an element

there of Osure leave it to them. It"'"IlIl hap
know it sounds a little bit But | suppose that goes on in everything. You say maybe you

know that some peopled gi ve it 100% participation and
much.

She suggests that this varying level of participation is inevitable, and Wenger (1998) would agree
that some members desire to be in a state cpadticipation by choice, like the pdipal of

School A. The swapping of subjects and classes among teachers was mentioned by many who felt
that rather than teachers fAfeeling that they
participating teachers could teach a subject they enjdyeslaligns with the notion of music as a
specialist subject outside the domain of some generalist teachers (Hallam et al., 2009; Holden &
Button, 2006; Seddon & Biasutti, 2008), further supporting the difficulties that teachers

experience viewing themises as musicians (Bernard, 2004). In the context of this study, these
marginal and noparticipating teachers are still classed as participants of the NCC in their
facilitation and endorsement of the programme with their class and the resulting capital an

curricular replacement that flows from participation.

It is reasonable to assume that there is a hypothetical group of teachers in schools who are
marginalised or excluded from full participation by other members. This, Wenger argues, can
becomeendemwi t hi n a community, l-paracigpation gvheteloythe pr ob | e
organisation is unable to conceive alternate trajectories for those who desire full membership. The
significance being that the organisation or community can become stifleds\stiatitc
membership and miss opportunities for reflection on their pradtieeconstant evolution of
these multiple forms gdarticipation igproblematic as while all communitiesquireexperienced,
confident participants to survive and pass omotigen i s a kriowletdde @nd practictheymay
also alienate possible new members with new ideas and varying identities. (Lave & Wenger,

1991; Wenger, 1998).
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While a group like this did not emerge from the data, organisations must be mindful of
the need toanceive different trajectories and ideologies, or risk marginal participants becoming
full non-participants removed from the organisation altogether (Wenger, 1998). It is possible that,
as cautioned by the literature (Pitts, 2012; Stakelum, 2008a;,38%8), teachers who fall
outside the socigultural field or habitus of the NCC, or whose sense of identity is not aligned
with others in the community, may be excluded from meaningful participation. In concluding this
section on participation as a formidéntity, these four forms of participation are now explored
alongside various participants from this study to illustrate the levels of participation in the NCC
ranging from full participation to full neparticipation.
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4.3.3.3 The Levels of Teacher Participatio

Full Participation

Full Non-Participation

First time _un-.ﬁn-_un.:m enter at any level here

Figure 4.2: The Levels of Participation in the NCC
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Echoing the beginning of this section, teachers participate at various levels in the NCC
depending upon their roles and responsibilities i
in the choir. In Figure 4.2, we can see the four formsadigpation aligned with the various
roles of participation at each level. Full participants who act as AMDs, regional rehearsal
organisers or teachers teaching the repertoire within their schools are at the top of the diagram.

Below, we see marginal paipantsliket eacher s in School B who get to
(Principal, School B) and help to teach individual parts (Carol). Then we have marginal

participants whose participation is notusical in nature, however their sense of teacher and

professioml identity as NCC participants is evident. These include teachers who assist in the

organisation of concerts or administration of the programme, as outlined by Paul and Susan

earlier. Finally, there are the ngarticipating teachers who are outside @ finactical operation

of the NCC. They may supervise classes, aid colleagues in classroom management or be in a

leadership role in the school whereby they have no direct involvement in the choir. These varying

levels of participation will be consideredrmore detail in the next section which explores the

power implications and resulting hierarchies.

In summary, this section considered the nature and significance of participation as a form
of identity, whereby t eac h egotated, and strerigtpeneslbyi dent i t i e
participation. Teachers expressed the importance of their musical habitus on participation which
evolved from their family backgrounds, school experiences and personal musical activities.
Teachers within the choir explaindtktpositive influence participation has had on their teacher
and musical identity, as well as their personal and professional idemR#iésipants identified
strongly as teachers rather than as musicians. Teachers also aligned wnitindikd othersn the

NCC community who shared a collective sense of identity and belonging.

Following this, the multiple forms and trajectories of participation were considered,
including the roles of all four forms of participation alongside thb@dnature of progregn for
peripheral participants who wished to move towards full participation, as well as marginal
participants who remain or desire to be excluded from participation. What emerges is an
organisation that has multiple members with various roles and lgivielgolvement in the choir,
however it is argued that the NCC has influenced their sense of identity regardless of the level of
participation. Having considered the mudtvelled nature of participation, the next section will
consider the movement anaeractions between levels more closely, using the theoretical
constructs of power and control and activity theory (AT) to critique the nature and significance of

participation.
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4.4 Teacher Participation as Power

In the main, teacher participation has beemsatered as a primarily homogenous construct
of learning and identity, experienced equally by participants. However, interpretation of the data
suggests a hierarchical dimension to participation whereby participants have different roles and
responsibilitis, and thus enjoy a corresponding status and level of power. As presented in Figure
4.2 above there exists a metaphorical glass ceiling that requires a perceived experience level
obtained through repeated patrticipation to progress further. This is rejeckby the dotted line
restricting new members from entering the organisation as a regional organiser or AMD, for
example. Therefore, the levels of participation discussed in the previous section are not available

to all participants and the movement be¢mw levels is atioc.

This section will consider the roles, responsibilities, and hierarchies of participation, first
by outlining the various roles of teachers and then by viewing the levels of participation as a
hierarchical pyramid of participation @school level and then on an organisational level. This
hierarchy will then be discussed alongside the exploration of the NCC as an AS using
Engestr°més (1999, 2001) CHAT theory. The con
in the conceptual frameork will be discussed in detail, beginning with the interactions between
subject, object and outcome, before considered the influences, tensions and contradictions that
occur between the hierarchical division of labour, the community, the mediatingttefsd the
multi-dimensional nature of participation as the outcdrimgally, the significance of these
interactions on the outcome of participation, particularly the narrow conceptualisation of teaching
and learning and the limitations presented bytileand community within the NCC will be

explored.

4.4.1 The Roles, Responsibilities and Hierarchies of Participation

Through the researcherds experience as a p
is proposed that teachers who participate irNG€ have particular roles and levels of power
depending on where they reside within the division of labour (Burnard & Younker, 2008). This is
presented as a hierarchical pyramid of partic
the uppertotheolwer | evel s of a hierarchical structur
NCC, the MDs communicate the content (repertoire), the tools (recordings and resources) and
knowledge (practical tips and tricks) to the teachers on the lower levelsd@amgithe levels of
participation as outlined earlier in Figure 4.2, full participants are supported within their schools
by other members who assist them to teach the repertoire and facilitate participation in the choir.
As discussed, the four levels gdrticipation on a school level include: full participants who lead
the teaching and participation of the choir, peripheral participants who support the programme
working alongside full participants, marginal participants who facilitate participationrduoa
involved in the teaching of it, and ngarticipants who have little involvement in the choir
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outside of operating within their schools. These levels of participation within a school are
represented hierarchically as seen in Figure 4.3 below:

A

Full Participants
Yy 2 U

Figure 4.3: The hierarchical pyramid of participating teachers at school level (Level 1)

4.4.1.1 Participation on a School Level
As discussed earlier, the researcher understands that full participants lead the choir

rehearsals, teach the repertoire, interact iaehNCC committee, etc. They are often a small

group ofteachers within the wider school community (within this study one or two members per

school). Thee full participantsisually control participation in their school, delegating tasks to

their colleaguednterestingdy, this was usually not the principal, unléssy werealsothe choir

conductor(such as Carol, School, B SchoolC principals in this studySusan explains hoshe

flexpecst hat al |l é every teacher inamy salyoolbowi lcloutrlse
Susan you can haveéc olathisveay, $usan ard ather flll partieipabth i s € 6 0

have a status within their school and have a level of control over participants within their school,

giving roles to lower levels of the hiechical pyramid.

This is in contrast to traditi@hhierarchies within schools, whereby the princigs
leader of the school may have a less prominent role within participation. However, as the
literature argueearlier,their endorsement and supporfpairticipation through the facilitation of
the NCC is an example of their influence and power on the school comr(Boite, 2016;
Murray, 2022) As described under the theme of idergigylier, principalsin the NCChave a
variety of roledepending on #ir proximity to participation and the level of autonomy the afford
to the full participant teacherBull participantsare suppded by peripheral participants who

assist in teaching small groups of the choir or work in their own classroolaaraimglyrics.
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They are often on a trajectory to full participation, acting as a type of apprentice observing and

modelling the work of the master full participants (Lave & Wenger, 1991).

Finally, the largest group of teachers within a school is usually the rabagid non
participating teachers. The marginal participants are those who support the choir but are not on a
trajectory towards full participation, for whatever reason, whilepanticipants are those
teachers who wish to remain outsiders within the canity and not actively participate. These
groups have limited power and control over participation and are akin to passive participants in
the NCC; aware of its operation but not activity engaged in the learning and community
dimensions of participation.sASusan described earlier, the 1pamticipating teachers may not be
involved in the teaching or organising of the NCC, feeling that the full participants are
experienced and in charge of participation. She stressed that she did not want to be digparaging
other teacher participants within the choir but acknowledged the different levels of involvement
by coll eagues. Her rationale that teachers ar
from the literature discussed earlier relating to tiffecdlties of operating effective partnerships
where teachers and arts organisations participate equally and do not simply outsource music
teaching to, in this case, the full participants within their school (Fahy & Kenny, 2021; Kenny,
2010; Partington,@18).

4.4.1.2 Participation on an Organisational Level
Having considered the hierarchical participation pyramid within schools, this discussion
now considers all the levels of participation of the entire choir; Level 1 encompasses participation
at a schoolevel, Level 2 represents participation on a regional or local level, and Level 3 includes
the senior members of the NCC and the national oversight remit of these members. These levels
of participation can be seen below in Figure 4.4. Also, the correspongjmgnsibilities of each
level are outlined in Table 4.Thereiscurrenttynagr eed descri ption of NC
responsibiltesand t he data below is drawn from the au
the NCC, as well as through thesdaptions of participation from interviewees in this research.
The roles below seem to have evolved organically, responding to the growth of the NCC over

time and the need for more organisational structures.

147



Level 3

: Level 2

Power and Decision Making

Figure 4.4: The various levels of participatn within the hierarchical pyramid of the NCC

Musical 0 Chooses and arranges the repertoire
Directors (MD) | 6 Records the teaching records which defines the
interpretation.
0 Selects and trains the AMDs.
0 Facilitates NCCSummer Course.
0 Conducts national performances and some regional performance
0 Maintains and promotes the aims and vision of the NCC.
0 Informally visits schools and advises teachers.
NCC 0 Led by the National Organiser@®hairperson.
Committees 0 Supports the decisions of the Musical Directors.
(Regional and 0 Collates and communicates with schools and teachers.
National) 0 Organises regional and national concerts.
0 Promotes the aims and vision of the NCC.
Assistant 0 Conductsregionalehear sals i nformed by
Musical 0 Informally visit schools anddviseteachers.
Directors (AMD)
Rehearsal 0 Organise cluster/regional rehearsals.
Organisers 0 Support regional committees in the operation of the regional conc
0 Organise ticket sales and peippant data.
0 Informally assist and recruit new members within their area.
0 Promote the aim and vision of the NCC within their area.
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Full / 0 Lead the teaching of the repertoire in their school.
Peripheral 0 Communicate with the local/regionaiganisers.
Participants 0 Observe the practices of a fully participating teacher/AMD/MD.
0 Promotes the aim and vision of the NCC within their school.
0 Informally mentor or support new members.
0 Facilitate the aim and vision of the NCC within their
school/classroom.
Marginal/ Non 0 Supervise classes during rehearsals (NCC aneN@@ classes)
Participants 0 Facilitate the teaching of the programme by a fully participating
teacher in their school/class level.
0 Observe the practice of a fully participating teacher

Table 4.1: Theresponsibilities of each participant level within the NCC

Firstly, there are some general points worth considering about the structure of
participation presented above. As was the case on a school level (Level 1), participants who hold
the most power ovehe workings of the organisation are located at the top of the pyramid (Saiti
& Stefou, 2020). Decisions flow downwards from the MDs and senior NCC committees, through
the AMDs who work with schools and the regional and local organisers, finally flowing t
schools and teachers on a local level. Secondly, as alluded to earlier, members usually enter the
choir on the bottom two levels of the pyramid as either full participants or peripheral, marginal, or
nonparticipants. The dotted lines suggest those glaitiags that stifle progression up through
levels for most members. Finally, there is no formal mechanism or procedure for regulating the
movemenbf memberswith progression occurring on an-adc basis, usually sanctioned by the

MDs interpretation ofthe needs of the chair.

Levell as it is described above is participat
members remain at this level for the duration of their participation. In this research, Carol and all
teachers in School C and D of the inifilase are on this level. Carol had taught the programme
as a teacher and princigalt never held the responsibilities of more senior levels. These teachers
receive the repertoire from the MDs and through the learning and training discussed above,
becomemore adept at teaching the programme efficiently and confidently. The benefits of
repeated participation are clear at this level. For example, Charlotte explains how she now knows
to begin early in September to have the repertoire taught in time whilegauhts the lessons
he has learned in organising rehearsals and staging the regional concert. Similarly, Hannah has
picked up tips and tricks from the MDs to take with her into the next cycle, enabling her to act in
the role of AMD using both her own niaal experience and the experience of the NCC.
Therefore, while there is learning and corres

there is also a lack of power and control.

Moving onto Level 2, four out of the six participants at thetreeaf this study are at this
level (Mary has ceased participation in recent years). Long standing members such as Susan and
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Mary explain how in their eyes the natural progression was to become a regional organiser,
working to organise the rehearsals amchl concerts and liaising with the national and regional
committees on logistical matters. Progression is accompanied by an increase in responsibility and
autonomy for regional organisers and committee members on a local level. However, the
operation of ehearsals and concerts is still very much within the inherited framework, as
established by the choirés founder and refined si
National NCC Committee, and the founding principles and procedures have chateyeuditt

the programme's lifespan (Carol). Therefore, these Level 2 participants enjoy autonomy related to
the practical aspects of participation, entrusted with more power and responsibility by the upper
level to organise regional rehearsals, guide newlmesrand pass on the vision and values of the
NCC through their work within the wider community. However, the responsibility for musical

and artistic matters remains with the most seni or

Progression beyond Level 2 is ramepresented by the red box in Figure 4.4. The MDs
have been in place sinR2807 and wereselected by Creamer, having all been known to him and
worked alongside him in various projects within and outside the NCC. The committees contain
many retired membemho have previously taught the programme, but also contain a small
number of newer members (Hannah in this study is part of a regional committee). The regional
committees are tasked primarily with arranging the cluster schools into groups for practices and
organising these regional rehearsals and concerts. These members have considerable autonomy to
decide the logistical arrangements of rehearsals and concerts, however always overseen by the
MDs and the National Committee. While some members do progrdss toghest level, as the
committee members and the MDs themselves have done, the criteria for progression is
ambiguous. One unifying trait is that all members at Level 3 possess a desire to preserve the
vision set out by Creamer and align with the aifithe NCC as outlined earlier. They are also
experienced participants of the NCC who have inherited the approach to teaching and learning
and embodied the identity as confident and competent members as discussed above. It is therefore
reasonable to assurtteat progression through the hierarchical levels is in some ways linked to
member sdé6 identification and alignment with the NC(

the current nature of participation as a form of learning, identity, and power.

In conclusion, these multiple levels of participation present an organisation where
participation is not equal. As was argued in the literature review, the NCC does not align with the
conceptualisation of a CoP (Wenger, 1998). While concepts such as prauticggtion, and
identity, alongside characteristics of shared repertoire and the mutual engagement of a community
are evident in parts of the NCC, the different roles and hierarchies of participation and the
corresponding power and control implicationse c hal |l enging to reconcil e wi
description of a CoP. I nstead, the conceptual fre
(1999, 2001) Cultural Historical Activity Theory (CHAT) as a structure to explore the
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rel ationshi p b estitwest parts, anth row tNeChierarshical yramid of
participation (or hierarchical division of labour as it will be referred to) impacts the negotiation of
tensions and contradictions within the system. The next section will outline the NCC as an
activity system (AS), considering the interactions and disturbances within the organisation,
followed by the interpretation of power as a mediating construct within the NCC.

4.4.2 The NCC as an Activity System

As outlined earlier in Chapters 2 and 3, conceptualisatidhe NCC as a CoP, using
Engestr°més 2001 revision of CHAT provides a
between various constituent parts within the organisation. Engestrom tells us that AT is used to
study collective, artefact mediatecsAhat encompass contradictions and tensions within the
system. Crucially, these disturbances present the possibility of transformational change in how the
AS operates, allowing participants to figuest.
(Engestrom2001, p. 137). These contradictions can emerge through the influences of cultural
and historical artefacts, such as the founding principles and vision of the NCC, or from the
Adivision of | abour in an act i vitidpantsfagtheé ch] cr
participants carry their own diverse historie
disturbances can manifest as a form of power and control within the AS, maintained by a
hierarchical organisation structured, or as a formmasfsformation, reimagining the teaching and
learning approach and identity negotiation that stems from participatienefore, to critique
and interpret the interactions, contradictions, and artefacts within the NCC, we begin by

considering the fundameal interactions within an AS: subjécbbjecti outcome.

Subject Object Outcome
MDs Teachers Participation in the
Teachers NCC NCC

Figure 4.5: Subject Object- Outcome Interactions

As shown in Figure 4.5 aboythe subjectsvithin the NCC ASare the MDs (alongside
other senior NCC figures) who interact with the teachéosvever, in a similar way the teachers
can be framed as subjects interacting with the NCC as an organi3&immpliesthat the
outcome from the AS is teacher participation when one considers the interactions between MDs
other NCC memberand teachex Theai m of t e a c hieto teadh thie progeammec t i on s
andto participateconfidenty and competeiy in the NCC However, this research argues that the
outcome of teacher participation in the NCC is madilthensional in nature, with participation

manifesting as a form of teaching and learning, identity, power, capital, and transformation. Once

151



again, the subjects hold more power and control over the interactions within the system,
particularly where one considers the responsibility held by the &8Rsibjects. In this way the
influences are primarily one directional, from MDs to teachers lower down on the pyramid of
participation. These interactions must then be negotiated through the lens of the mediating
artefacts which will now be considered.

4.4.2.1 The Mediating Artefacts and Tools

The termmediating artefacfirst emerged from early Vygotskian AT in which
interactions and learning between objects and subjects were mediated by concrete and conceptual
practices (Vygotsky, 1978, as cited in Engestron®12@elch, 2011). Within the NCC, these
artefacts encompass the theoretical concepts conc:e
habitus, capital, identity, in addition to the r
power within the ommunity (Bourdieu, 1986; Jensen, 2014; Van Manen, 2016; Wenger, 1998).
Coupled with these conceptual constructs, the act
and resources also impact the nature of the sublgett interaction and the resaty outcome

from participation.

As has been argued earlier, one of the reason
NCC is the importance of their past experiences and their musical habitus. Susan describes how
she currently teaches howthenumsiher secondary school taught her,
participation is based on her desire to recrbateexperience déarning and participating in the
NCC. Therefore, teachersd previous | earning and i
educatiorthat they value or have experienced, will mediate the nature of participation. For
example, if teachers have extensive experience singing in a choir and they are comfortable with a
chosen approach to music education, this will be brought into their patiii in programmes
such as the NCC (Stakelum, 2008

Another mediating artefact is the possession and valuing of particular social or cultural
capital by the teachers. As will be discussed shortly, the capital that stems from participation, in
additionto the capital that teachers already possess, influences the outcome of participation from
the AS. This is especially significant if the capital is valued and respected within the wider
cultural field of the NCC and society in general (for example WAM)jolighout the interviews,
participants identified various mediating artefacts including the repertoire, the prestige and
tradition of choral singing and the NCC, and the
a value pl aced nodh fitohpep ofiretxupreirti yeon caefof car ded t o chi |l d
many participants expressing that the NCC offered something that they would not be able to
access in the traditional classroom (Paul; Charlotte). According to Jensen (2021), the link between
capitalacquisition within AT and the structural inequalities within activity systems is clear. Early

indications in the data suggest similar inequalities regarding the NCC, and the impact of
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theoretical artefacts such as habitus and capital on participati@npeesontradiction when

viewed alongside the perceived inclusive nature of the choir. In this way, the power implications
of the mediating artefacts may affect other parts of the activity system, such as the community or
division of labour. Participantperception that the NCC is accessible to all schools and teachers
does not account for the limitations that these conceptual constructs may have on participation.

In addition to the theoretical mediating artefacts outlined above, there are also concrete
observable tools that the NCC, MDs and teachers engage with. The repertoire is an obvious
example of a mediating artefact, alongside the CDs, rehearsals, and summer course. These all
ensure control over the content of the choir and power over paiiticipathich influences the
nature of teachersb6 experiences (\demgkr, 2jof o me
artefacts within the cultural and historical fabric of the organisation, such as the carefully
constructed content of the repertoitee recordings defining the exact interpretation of the
repertoire and the organisation of the choir and the staging of the concerts, all objectify the
phenomenon of participation in the NCC. Therefore, as Vygotsky conceptualised in his triangular
diagramof mediated action (Bakhurst, 2009; Engestréom, 1999, 2001), the mediating artefacts and
tools will now be included in the emerging AS model presented in Figure 4.6 below:

Mediating Artefacts/Tools
-Habitus -Capital  -Identity
-Previous Experiences and Values

-Repertoire & Resources
-Models of Learning/CPD
-Approaches to Music Education

=H-1-5

Figure 4.6: The interactions between object and subject influenced by the mgdigefacts
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4.4.2.2 Labour, Community, and Rules

The final consideration before the NCC is critiqued as a complete AS, examines the
nature and significance 8fivision of LabourCommunity andRuleson the interactions and
outcomes opatrticipation As discissed in Chapter Zhe term division of labour refers to the
people who are involved in the activity alongside the subject. Figure 2.3, discussed previously,
represents the vertical and horizontal dimensions of the division of labour as outlined by Burnard
and Younker (2008). As was argued above, the
responsibilities within the choir imply that the division of labour exists along this two

dimensional plane.

The horizontal axis consists of members working withmmsame role, whether that is
conductor, supervising teacher, committee member, marginal participant, etc. Recalling the duties
of each participant level (Tab#el) , member s wor k together in a
for the same (Sudamn).rParticipastngividual reles ar® all focused on the
outcome of the activity, in this case participation. However, for every participant or subject that
takes part in the NCC, there are other memiabis are positioned with greater status amelle
of power along a vertical axis of the division of labour. It is argued that these more powerful
members may have a greater impact on the nature of the outcome. For example, long standing
participants such as Mary and Susan who are (or have beenjithatiregional and National
Committee level lead participation in their schools and communities, delegating the operation of
the choir orvariouslogistical, organisational and musical levels. Therefore, they possess greater
autonomy and decisiemaking pwer, when compared with other Full Participants who
di scharge the same duties as Mary and Susan
NCCO0 (Susan) within the organisation.

Thetheoreticakignificance being that this study buildsonBurrerdd Younker 6s
conceptualisation of the vertical and horizontal division of labloutdoing sodifferent levels of
participdion are organised hierarchicaltigcording to their roland responsibility within the

choir, and corresponding status guver asshown inFigure 4.7 below:
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National Level
Level 3
Status and Power
Regional Level
Level 2

School Level
Level 1

Hierarchical
Division of
Labour

Roles within the NCC

Figure 4.7: The Hierarchical Division of Labour

It is argued that participation in an AS, and in this case the NCC, is not homogenous or devoid of
power dimensions, and this therefore creates disturbancesthdthprts of the activity such as
the community and mediating artefacts, because teacher participation is accessible bubeay not

inclusive orequal.

Paul 6s description of a regionalforntroehear sal
learning, further lustrates the power dynamics mediating participation alongside the division of
labour. In his example, teachers at a regional rehearsal observe the MDs teaching the choir and
immediately gather to discuss and rectify any mistakes in their teaching ep#réoire. The
power and control that the MDs and others have near the top of this hierarchical division of labour
is noteworthy and removes any potential musical autonomy from teachers. In contrast with
contemporary discourse, participants felt that shigcture was necessary for the uniformity and
scaffolding offered by the supporting structures of the NCC, and teachers enjoyed the prescriptive
nature of participati omadv d hr & pearctheirrse c(i @hH aargl
and structurée of the choir (Carol) as a positive rat

In short, the power dynamics of the hierarchical division of labour endorses Lave and
Wenger 6s work on |l egitimate peripheral partic
learning strugglb et ween the transformative possibiliti
odt i merso (Lave & Wenger, 1991, p. 57). The de

latter scenario in this case, with members on Level 1 and 2 of the participationidabove
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reproducing and replicating what members higher up the vertical axis of the division of labour
have decided, rather than disrupting them with new ideas or practices. While their role in the
operation of the choir is crucial, their transfotimaal impact on the activity is limited by their
status and power, maintained by the hierarchical organisational structures of the choir. The
implication here is not to negatively judge these structures or divisions, but to acknowledge the

inevitable marfi e st ati on of power through participation a:

machinedo (Foucault, 1991; Peters, 2001). Thi
CoP framework as it doesndt capt ur eford, theese di

study finds that a contradiction exists between the various roles and responsibilities of members
and theperceived inclusive natuid the NCC as a community and organisation, as reported by

Charlotte, Hannah, and othensd as promoted by theganisation itself

Regarding community, participants use the word repeatedly to describe the workings of
the choir. Burnard and Younker (2008) write that community is strongest when subjects are
focused on creating the same outcome. On a surfacetl@gag clearly the case with the NCC,
as participants worked towards participation. Paul rationalised his participation as he valued the

clear Agoal o, Afocusodo and Aobjectived st emmi

explains how participato n i s a b o unmindédpepeld whaage all entkusiastic, as well
as yourself, about the choiro. Therefore, t
due to this shared vision of the outcome with others in the community (WeB88j, As was

alluded to earlier, participaritsense of identity, as teachers, musicians, and professionals within

s is

sturt

ng fr

he f oc

t he NCC, is reinforced alongside others comfortat

of experienceod c oapeaiedhparécipation amduinelpl tadbuild gonfidemoe and r
competence among members (Wenger, 1998). From the data, the community of NCC members
are united in their purpose attterefore are unaware of the power constraints on participation.
Therefore, the ar@bly homogenous make up of teachers in the NCC and other organisations can
result in members being not only comfortable in the habitus of participation but confined within

the field of the NCC. The significance of these tensions will be discussed shortly.

The final element of the CHAT model considered here are what Engestréom refers to as
rules. The NCC does not articulate any rules or restrictions on participation, besides limiting

participation to children in'%6™ class only. However, as is clear bywthere are many

constraints on the NCC repertoire, teaching approaches and rehearsal structures, some which have

their origins in the first iteration in 1985. As previously mentioned, some participants valued the
top-down approach, feeling that the pragmme offered a prpackaged musical experience that

was more impressive than what teachers themselves could provide. The structures and rules of
participation made it attractive, encouraging repepseticipation aparticipantdexpectations

are raisedhirough increased confidence and competence. There are also curricular constraints on

the content that is taught within schools, however as we have discussed previously, there is
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limited alignment between the curricular content objectives and the aim NC@edespite the

positive views among participants of the NCC as a temporary curriculum replacement. This
contradiction has been considered in detail under the theme of teaching and learning, but is also
noted here as an obvious disturbance within theFAlly, reflecting on the description of
participating schools in Appendix C, there may be particular school types that feel excluded from
participation due to their size, location, etc. In short, not all the rules or procedures of the NCC are
explicit, but they are internalised through repeated participation, presenting a problem for newer

members in the activity who may not understand the rules or question their existence.

Wider than the procedural rules of participation, are the cultural and histaritsraints
on the activity. As seen in the previous chap
(Mary) and has fistuck very much to its origin
are not articulated in any formal way, but it is@®ed that through participation one becomes
attuned to the expectations of the organisation and, consequently, the rules of the field. As Mary
explains when asked of the difficulties of other schools who wish to participate, she responded
that Aslbmej sshodondt get what the NCC was abo
the gameo (Wright, 2015a) can mean that cul tu
organisation results in school srviteesarda.iLikeghet h at
limitations of community and the division of labour, this can reduce any potential disruptors of
practice that Engedimfeelsar e necessary for fAinnovationd an
(1999, p. 135). It is important to noteat participants in this study did not advocate for changes
in the organisational structures or rules, instead noting the largely homogenous nature of

participation which they were happy to align with.

As a result, while the mediating artefacts, comnmyrnd rules of the NCC were viewed
as broadly positive by respondents, the interpretation here has noted the potential problematic
nature of constituentés interactions which <co
the AS. Therefore, therfal section considers the contradictions and tensions that emerge from

these interactions and their significance on participation as the outcome.

4.4.2.3 Tensions and Contradictions within the NCC Activity System

Engestron(2001)notes two places where contragios often occur in an AS: between
the mediating artefacts and the object, and the division of labour and object. This is also the case
here in this study, with the addition of further contradictions emerging between the community
and the hierarchical dision of labour, and the historical and cultural context which manifest
through the rules and mediating artefacts of the NCC. These contradidémiaged as lightning
shaped arrows as used in Engestrém (1999, pc8i)he seen in a revised diagram ef NCC as

an AS in Figure 8 below.
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Figure 4.8: The NCC as an activity system including contradiction
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These contradictionsoald impede the evolution of the dominant cultural and historical practices
and values within the systethyough the exclusion of dissenting voices and opinitins
maintainng the status go and hegemontructures whiclnfluencesthe objects and outcomes

of the systen{Henley, 2015; Welch, 2011). Furthermore, they limit the transformational
possibilities of teacher participation in various argash as teaching and learning, identityd a
capital. These contradictions will now be discussed.

Firstly, considering the interactions between the mediating artefacts and the object, the
presence of historical and cultural constraints on the artefacts, with limited new theoretical or
concreteag f acts being added over the organisati ont
Afconservative praxiso (2007, p . 175). The hab
the NCC is mediated through the historical, political, and cultural contex¢ ahitir (the yellow
box in Figure 8). Also, the previous musical lifeworld of participants and their school and
family context, which have influenced their i
mediating artefacts. The dominant capitat isaepresented by the repertoire will be discussed in
detail in the next section, however the preva
(MD2) is potentially stifling evolution in this regard. Also, the didactic nature of participation,
withthedj ect s in the activity operating as #fdinst
(Dolloff, 2013, p.11), ensures power is maintained by thevemeinteractions between the
subjecti objecti outcome (as illustrated in Figure 4.5 earlier). It is arghatlthis is problematic
whereby new membersdé tensions or disturbances
outcome of the activity system due to the staghant nature of the mediating artefacts. In short,
change within the AS is difficult and distiye (i.e., innovative) members can remainfon
participants or marginal participants, feeling restricted by the rules and mediating artefacts of
participation in the field of the NCC. The evidence suggests that the highly structured nature of
participationas described earlier, allows little teacher autonomy or transformational learning to
take place, despite the databds endorsement of

participation.

Building on this, the hierarchical division of lalvdofluences the power and control that
objects of the AS have over the outcome. The discussion relating to levels and trajectories of
participation earlier has identified the vari
tension arises whereby these@ | es ar e organised hierarchicall
responsibilities, and corresponding power and status within the NCC. In this hierarchical division
of labour, members are restricted to responsibilities on their level on the participation pyramid
(Figure 4.4), either by choice, systemic factors, or both. As Wenger explains, learning shared in
this way is fithrough a version of the same pr
participation whereby newcomers, struggling with the steep feamirve of participation, are

moulded into confident and competent replicators of practice. The concentration of power and
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control by a minority of people is often the case in organisational structures (Ball, 2018; Foucault,

1991, Saiti & Stefou, 2020) ti8, the influence of power as a construct of participation is a useful

point for reflection in any future reimaging of t
to note that participants felt that the structures within the division of lalpaibtexl the efficient

operation and longevity of the choir. However, by encouraging greater autonomy and

collaboration within and among members of the division of labour, new or existing participants

may be encouraged to deviate from accepted norms articpsatransforming the mediating

constituents of the AS.

Finally, members in this hierarchical division of labour can limit the power of the
community to influence the system, creating further tensions between the community, division of
labour and subseently the object and outcome of participation. As the literature argues,
communities have been Aromanticisedd in their po\
struggle between preserving existing knowledge and practices while being open toowativie
ones (Avis, 2007; Levine, 2010y the case of this research, the community of the NCC is
reinforced by members with similar social and cultural values and expertantieermore, the
community may be Abl i nd and adatesnativepviewadchorai go f or t
practice or musical experience (Wenger, 1998, p. 181). This problematic view of community
within music education is well established in the litera{Draloff, 2013; Edwards, 2005; Kenny,
2010; Partington, 201&ndthe datdndicates that there is no formal communication channel
where contradictions and alternative trajectories can be addressed, nor was there a desire for such
a vehicle. Importantly, this may not be a deliberate omission on the part of the NCC or a criticism
of the organisatiorhowever it demonstrates how an AS that is very robust and well supported by
members, can be limited by design. The challenge therefore is to reconcile the operational
efficiencies of thalivision oflabour and rules of the system witterequiremenof CHAT to
embrace potentially transformative disruptions andourageubsequent innovation and

evolution of practice within the AS.

In summary, the tensiomdentified abovehrough the analysis of the data suggest a need
to consideif these disturbances provide an opportunity to evolve and transform practices and
participation within the NC(or if they maintain the status quo and exclude diverse views and
models of musical experiencEhese tensions provide a basis to critique gigdtion in the NCC
andconsider the possibility of reimagining the interactions and outcomes of thekf8acing
more contemporary music education principRarticipants' endorsement of mediating artefacts
constrained by t heicatruolesand phosedweas,lthe leveladnd berathies i st or
of participation, and the limited influence of community on the outcome of participation could be
argued as inevitable and unproblematic. However, the researcher suggests that the nature and
significan@ of power within the NCC emerges in the homogenous, hegemonic interactions

between subject, object and outcome.
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4.4.2.4 The Significance of Power within the NCC

The significance oparticipation as a form of power isreefold. Firstly, the aehoc
nature of remitment, support and progressievidenced through participati@ould encourage
the maintenance @tlike-minded, homogenous membleirswho sharespecificmusical values
and experiences, and therefore may lead to the alienation of members on loweManglof
the participants spoke about how lucky they are to participate and have the support of the
community (Paul), their school colleagues (Susan), or the NCC themselves (Hannah). Susan
explainshowi n her view, new membeéehe waeertte xprut enl
take the fear out of ito. While the use of th
the steep learning curve that participants must face in their early years of participation. Thus, the
data suggests the penged high expectations of the NCC, by those who decide and design the
programme, could exclude new members who feeljllipped to participate, despite perhaps
bringing fresh viewpoints to the organisation. Furthermore, the static nature of the rules and
mediating artefacts discussed above meanritatchange is on the horizon, due to the all
encompassing, time consuming nature of participafdsu, participant®possession of greater
power over the outcomes of participation is further limited byt of learning and the
challenge of the programme which restricts progression within the hierarchy. New teachers
grappling with the realities of teaching the programme may have little time to consider alternative

trajectories or progress to roles ofpessibility.

Furthermore, teachers as the leaders of participation in their schools embody a sense of
motivation and responsibilitfor participationthat may emerge from within themselves may
stem fromelsewhergfor examplethe principal The power d the principal as a participain
outlined by the principadf S c h o o | B : [Ouf schoal isldoimg fav thexyear. This is what
we want to do for the NCQMy role isappointing teachers that are going to be able to deliver the
program. Orwork i h a t eacher who wieachers dhaylbée enployediot 0 . T
placed in a class level to lead participation in the N€L@porting thenusicalvision and values of
the principalWhile teachers consulted in Phase 3 are all motivated, entlzip@sicipants within
the choir, there was evi denfalé ni n i Rieiacsll@agishs ¢ h o ¢

in agreeing to participation.

The findings suggest &h encouraging teachers to be agentic is diffitintited by the lack
of progressioralong the hierarchies die system, the challenge of participation and the sense of
responsibilityporne by teachers who must lead participation in their schbisl can lead teeacher
learningand a musical experience and education thahdtionalanddidactic which participants
know from experience will produce the product or outcome that they desire (Green, 2008; Kennedy,
2005; Tarc, 2012).
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In short, the preoccupation with participation at a school level (Level 1) means there are
limited opportunities to explore tensions and contradictions that arise on a more national level
within the AS. If participants spend much of their early years grappling with the practicalities of
participation, while maintaining the perceived high standasdstéculated by those in power and
in the community, there is little space for reflection or critique. Participants reported a sense of deep
satisfaction and pride near the end of an NCC cycle, when the children performed the pieces,
remembered the lyric®tc., suggesting a communal sense of success and achievement among the
community. This further reinforces participation in a type of feedback loop. These teachers who
have enjoyed a positive experience in the NCC, may have little desire for transforrdaspite
being aware of the limitations and tensions within the structures, and the incompatibility between
the typesof musical experience offered by participation in the NCC andetecommended by

somecontemporary music educatioesearch

This setion has considered teacher participation as a form of power that underpins the
interactions of the AS. Organisations often contain implicit rules and hierarchical structures which
govern their operation and participation in them (Ball, 2008), and icate of this study, these
have been outlined through the conceptualisation of the multiple levels of teacher participation in
the NCC. What emerges is a hierarchical pyramid of participation, whereby teachers on a school
level are differentiated by theiaxious roles and responsibility, and more broadly, the NCC as an
organisation operates with decisions delegated from senior members (MDs and committees) to
teachers on lower levels. While this structure exists across many disciplines, it precludes
opporturities for reflexive and transformation practice within contemporary educational systems

and organisations (Liu, 2020).

Further exploring the model of participation as a form of power, the NCC was critiqued
as an AS and contradictions emerged betweendiverpheld by the hierarchical division of
labour alongside a community of likeinded members. In addition, the historical and cultural
constraints placed on the mediating artefacts and rules that underpin participation are difficult to
reconcile with thenclusive, childcentred approaches to music education advocated by some in
Chapter 2. Finally, the significance of power as maintained through the steep learning curve of
participation and the absence of a systematic induction for new members, ledvesstaacking
on a school level in a replicative, product focused musical endeavour which, while valued and
lauded by many in this study, arguably lacks sufficient space for reflection and innovation within
the 2F century primary school context. The negttion of this chapter is closely linked to the
power of participation, and considers the resulting capital that is exchanged, preserved, and

valued by teacher participants and the NCC as an organisation.
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4.5 Teacher Participation as Capital

Building on theprevious section relating to participation as a form of power, the concept of
capital as theorised by Bourdieu and others in the theoretical and conceptual frameworks also
emerges as a significant outcome of teacher participation. In this section,ighesdcultural
capital that stems from participation will be discussed, with a particular focus on the repertoire as
a form of cultural capital. Following this, the possible positive and negative consequences of
enculturation through participationwileb consi dered to explore the s

musical field, habitus, and capital on the nature of participation.

4.5.1 Social and Cultural Capital: The Advantages of Participation

As has been discussed under the themes of identity and power abaugbiarn in the
NCC enables teachers to embody social capital through their collaboration with otmeinkilesl
members within the community, which has a meaningful impact on their professional and
personal lives, while also offering possible social atlvges as a result of participation. The
possibility for teacher participation in music education to provide positive social outcomes such
as sociamobility and career progression has been evidenced in the literature (Kingsbury, 1988;
Nettl, 1995; Perkins2013b). The school leaders consulted in this study, including principals
(Carol; Paul; Principals, School B & C) and other members-stihmol management teams
(Charlotte; Susan) alluded to the link betwearticipation anadoordinationof programmesigch
as the NCC and their careers. While it was not possible from the interviews here to determine a
direct link between participation and the accumulation of social capital, it is likely that the
prestige that some participants associate with the NCChartaknefits of repeated participation
manifests as form of socialcapital that benefits members in their personal and private lives.
Also, the accumulation of social capital by some within an organisation or community could
perhaps exclude others who miat identify with the capital or values of the NCC, as will become

clearer through the exploration of cultural capital as an advantage of participation.

Considering the NCC as an organisation more broadly, MD1 reported that she was
concerned thatthe progga mme coul d be xlawsdiastiiatmivedl e wh
the initial data coll ection phase -slada 9ds t @t o dil
(Class Teacher, School B). Asnsidered in the analysis of NCC participants (@mpx C) the
data relating to school representation did not link secmnomic status with participation, with a
similar percentage of DEIS schools participating in the NCC when compared with the national
statistics. However, there wasslightover repesentation of schools from urban areas, those with
a Catholic ethos and dimale schools. This may suggest a particular social capital that is more
valued by some types of schools. Conversely,

the choircould help to challenge the stereotypical ideologies of disadvantaged areas, mobilising
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that school into a more elitist (Hannah) social group through the exchanging of capital among

fellow NCC schools.

Considering the cultural capital that stems fromtipigwation, the study reconsiders
Bourdieubs three different subtypes of cultural c
p. 17). These three types of capital are all evident as advantages of participation emerging from the
interviews. Regaréhg the embodied capital, or changes in dispositions or mindset stemming from
participation, the NCC CM explained above how participating in the choir as a child and as a teacher
has impactedhem positively, withtheir continued participation a result tdfe experience and
knowledge (i.e., capitallhey consolidated from taking part. Similarly, Hannah and Charlotte
outlined earlier how music has impacted on their own personal, professional, and teaching
identities, and that the capital they received atdamd through their earlier musical experiences

was instrumental in their decision to become teachers and facilitate the NCC in their schools.

Following this, the institutional capital from involvement in the NCC was also evident in
the data. Participaniscluding Hannah, MD1 and Mary differentiated the NCC from other
musi cal programmes and actoipveirtaiteisn,g aorng uai ndg ftfhearte nt
(MD1) with Ano comparisondo (Mary) to other organi
institutional capital of the organisation, and the resulting social capital from involvement in it.
Like the mediating artefacts considered above, this capital is evident through the repertoire, the
structures and supports of the choir, and the cultural andibidtpractices of the choir. Separate
to other participants, Hannah refers to the prestigious and elite nature of the organisation,
comparing the NCC with other musical and singing initiatives she is aware of. She valued being

part of an institution thah her eyes embodied these attributes:

NCC is more elite. And | think it's great that it's that, because it gives the chance for the
people who are dedicated and want their classes to really thrive, to do that in an
environment wher e ytaking [sichaojoketabdrtdatd Lke its taken e n '
serious]ly]...I think that's what's special about NCC. And again, why is NCC different to
somewhere [sic] else? Because you're taking it on, you're wanting your children and your
school to be part of it. Beaae it's a bit more elite. It's a bit more prestigious. It's not your
run of the mill school choir. And that's what makes it so special.

Therefore, the data suggests diverging opinions from teachers who on the one hand valued the

prestigious and exclusiveature of participation, while also wanting it to be more representative

and larger in scale. In short, the embodied and institutional capital that emerges from participation

is valued by teachers, but could be problematic if, as some suggest, it alidinetgsotential

participants who do not possess or identity with the cultural capital that the NCC values. As

Grenfell (2012) argues, the gains possible from cultural capital can be very influential in future
careers, with many lmgngdkeyradedn theirlives asiteachersc api t a l p
However, the existence of (208,p.8échndeddstoamb et t er cul t t

unequal distribution of capital (the insiders and outsiders) which limits the possible capital
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advantages from partation to a narrow cohort of teachers. In this way, it may not be enough

for teachers to possess cultural capital, it must also be the desired type of capital, with schools and
education systems historically valuing more traditional, civilising valuepeaddices (McCarthy,

2010; Stakelum, 2008b; T. Walsh, 2016). This leads to the consideration of arguably the most
distinct type of cultural capital that members exchange and preserve as part of participation in the
NCC: the choir's repertoire.

4.5.2 The Repertdre as Capital

Participants cited the repertoire as one of the main reasons for their initial and continued
participation in the NCC. Theata suggesthree important points to considegarding the NCC
repertoire Firstly, the rationale for the repent@iand how it is chosen is reflected on, implying an
attempt to balance the various genres and resulting types of capital exchanged through the
programme. Secondly, the repertoireds relianc
characteristic oftte NCC (as discussed in the analysis of the choir in Appendix C). The capital
embodied by the genres of choirds repertoire
of the music, and this capital influences the nature of participation. Fitlalgignificance of the
repertoire as a form of capital that is transferred to teachers and children through participation and
the perceived benefits of acquiring this capitalasigs the appealability of the repertoire is
considered.

4.5.2.1 Rationale for the Repertoire

The MDs as curators of the repertoire reve
rich chor al masterpiecesd and fisongs that are
the forefront of their minds when they were choosingépertoire. The following extract from

MD3 gives an insight into how the repertoire is compiled:

It's quite an interesting process. | suppose our key aims in choosing the repertoire would

be that we would be a nice balance of Amhrain i nGaeilge. And ithe ¢ us are very

fortunate that we are very much on the same page. That our own Irish national language is

of paramount importance and needs to be treasured and cherished, so we always ensure
that we haveémodern ver si ovae]alsdleamingthes ongs
traditional Irish songs, but that we also have some songs that are just coming out i
nGaeilge [in Irish]. But itds very importa
look for is balance. We look for songs that are speifigoing to appeal to children,

that we know are going to be hooks for the
like spinach...You may not like it initially but it's good for you. We always put those
O6spinach songs o6 i nthbelietelaemusicadipeetors, as musiianb,asc a u s
teachers, we have a responsibility to the children to ensure that they are being exposed to
songs that will challenge them musically and challenge them mentally. And challenge

them from a team singing point okew. So,we don't take the easy road. We could go

down the road of doing things that are just popular and appealing to children and
appealing to audienceséWe deliberately pl a
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The extract here illustrates several poielating to repertoire selection and the resulting capital.

Firstly, there is an attempt by the MDs to appeal to the various stakeholders and participants

within the NCC. There are songs that the teachers may enjoy, which may include some from

previous repeoires or ones that they can link to curricular areas, such as songs in Irish or with a

hi storical theme. Also included are songs that wi
perhaps as a break for children while ensuring their perseverahalemore difficult songs. In
addition, MD1 explains that #dlikeability for pare
how many fAparents [go] to sit through a concert
maybe their ideal Friday nightib So, there is an element of making sure that that works as well

for themo. Therefor e, the breath of the repertoir
participants and consumers who will interact with it, including children, teacherstgarten

Hence the conceptualisation of capital as an outcome of participation can be problematic,

balancing the desires of pleasing audiences and parents alongside the aim of exploring various

musical genres and teaching and learning musical challengirigw

Also, MD3 above outlined the deliberate focus on the Irish language, which correlates
with the notion of national identity and | anguageé
context as shown in the CHAT model earlier. The promotion aeskpvation of national ideals
through music was discussed in detail earlier in the thiglsid(liffe , 2004; McCarthy, 1999a; B.
Walsh, 2016), and continues to be a key consideration today, albeit focused primarily on the
promotion of an Irish identity wiitlittle inclusion of choristers in broader cultural contexts.

Hannah and Carol endorse the presence of Irish language and Irish folk music repertoire,

outlining how the MDs are fistaying true to I|ike,
everyrepet oi re, just to make sure that the I rish | an
(Hannah). This aligns with Pittds conceptualisat.i
preserving repertoired, mai nt aisicalworksthahceudc api t al t

be lost if not passed on (Pitts, 2005, p. 142). While there are concerns relating to the authenticity
of performing various genres of music through a Western, choral aesthetic, the inclusion of Irish
language repertoire and Irish kadongs is valued by participants and the MDs feel it's their duty

to protect this type of cultural capital.

Therefore, considering the participant data relating to the repertoire, there appears a clear
intention to include songs that are complex and ehgihg in the repertoire, avoiding what MD3
terms fAthe easy roado. MD2 explains how, in their
good choral songs that every child should get exj
such as fAdefiNaei ¥eramo as examples of these fichc
implication being that there are particular genres or songs that children should sing as part of any
chor al experience. We may understand these piecec

referred. Her comment regarding these songs is significant, and the metaphor of spinach provides
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an interesting image underpinning the rationale of the various songs in the programme. The MDs

as designers of the repertoire aim to ensure an adequate diet Gfthgsé nach songso wi
repertoire, using their experience and knowledge to choose pieces that they regard as essential
learning for children. In this way, these pieces represent valued capital that is promoted as worthy

of acquisition due to their cultal, historical, social, and musical significance. This point

regarding the hierarchy of cultural capital will be addressed later, but the data suggests a struggle

for MDs and perhaps teachers between appeal of the repertoire for the many stakehotters and
simultaneous aim of fAexpanding the repertoire

inclusion of these fispinach songso (MD3).

4522 AChor al Ma sCorsstrugtingehe Bepertoire

As is clear by now, the participants in this study view the difficoftthe music and the
breadth of genres explored as a defining characteristic of the NCC. Every member, when asked
about the aim of the programme, referenced the repertoire in some form. Teachers often singled
out pieces from the WAM tradition for partian praise. These, participants felt, raised the profile

of the programme when compared to other programmes, as Carol explains:

The music is the key thing that's different. [It] isn't just popular music, or, you know,
trendy music or music thatthe kidsgrint | i keé They don't | i ke al
we don't like, you know what | mean? But, it's not about that. It's about exposing them to
different types of music at all levels from ancient classical Baroque, to modern to pop to
whatever, and to diffidt music, and it's a challenge. Because [the children] sing music
that is challenging. And they have to put their back into singing it.
Affirming Carol 6s views, MD1, Mary and Hannah
organisations operating within primyaschools, citing tht the repertoire of the NCC represamt
greater range of genres degel of difficult than other comparable programmés.many ways

the repertoire defines the NCC, which participants feel is unique and largely positive in nature.

However, there are some problematic and negative views regarding the mix and treatment
of repertoire. The interviews suggested that participants view the repertoire hierarchically,
especially when they spoke about the inclusion of popular music in theaN€Gther
programmes. The data suggests that popular genres are possibly included for the benefit of the
audience, as fAdAitdés i mportant to put in someth
for the children as a fD8pThik esonates withatherfindiagsaf t h e i
the literature reviewhich described the tensions between popular music and WAM within
formal schooling (Green, 2002, 2006; Jaffurs,
findings of Jaffurs wherebshe suggsts the presence of popular music within music education is
Aisimilar to giving a child candy: You know it
them too mucho (20 thefood petaphbrhére is inte@estingeandaagpeopriate
given that the bulk of the NCC programme is made up of healthy WAM, alongside folk music
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arranged in a choral style, with a sprinkling of popular music. Interpretation of the data suggests a
hierarchy exists whereby the dominant capital embodied witkinegpertoire is valued and

promoted by the MDs, and to some extent the teachers who participate. This contrasts with
contemporary music discourse whigdlues théoroad and authentic selection and treatment of

music genres as part of music education irstsh(Hargreaves et al., 2007; KeNjcHale, 2013;
McCarthy, 2015; Spruce, 2015). While the quality of the supports and repertoire have been
referenced extensively here, it is significant that popular and folk music is arranged in a choral
style which maybe problematic when viewed within the cultural context of the song, as alluded to
earlier by Nettl (1995) and Barton and Riddle (2021). For example, the arrangement of an Irish
traditional song, designed to be sung unaccompanied, but notated for thneeaipp@arts is

arguably impressive but may | ack the authenticit)

The perceived imbalance between traditional school music genres and more popular
musical styles familiar to the children was cited by Mary as a bregkiimg for one school within
her area. She explains:

Now, [this particular school] were a huge support to me and they were fantastic. They
were an alboys school and they began to think that the repertoire was not suiting the
boys, i t wa sherohyearshtiey reallyskind ofhlaoked at it and they just felt
that there could have been more modern music and something that the boys would
appreciate. This is how they felt. And | know there's lots of other choirs with boys. And
they knew that, andhey accepted all that. But it just stopped working for them. Maybe it
was their clientele of boys. And they just felt it was a chore. It really was getting harder,
and harder, and harder and harder to motivate the boys to do it. And they're huge into
music This school now is really big into it. And they pulled out. That was a big issue.
Not a big issue. But that was a big disappointment really.

This extract suggests that the NCC repertoire can be exclusionary and subsequently, it may
become increasingly fflicult for children, and by extension teachers, to relate to the choice of
repertoire. This presents a challenge to the accessible, inclusive nature that participants in this
study ascribe to the choir and represents an important contradiction witis titds argued

that some present and potential members may not identify with the capital being offered through
the repertoire and therefore are isolated from participation. Mary also explains that, despite her
commitment to the choir, she understands tifia above example is not unique. While the focus

of this study has focused on the experiences of teachers who participated in the choir, it is
acknowledged that the voices of schools and teachers who have never participated and who hold
different valuesegarding the objective capital on offer from the NCC are not represented and
would provide further guidance and opinion. The consideration of these both positive and
problematic issues relating to the rationale and composition of the repertoire will fioléo

discussion of the significance of the repertoire as a form of capital.
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4.5.2.3 The Significance of the Repertoire as Capital

The significance of the repertoire within the NCC is considerable from the viewpoint of
those outside of the organisation lookingand for the participants who are insiders. The focus of
the repertoire on difficult, mulpart works that may not always be to the taste of teachers,
children or schools isnderstood to be bothpositive and negative attribute of the chaoir,
dependingn the viewpoint one takes. It is a key rationale for participants such as Charlotte,
Carol and Hannah. However, it is problematic for Mary and Paul, alongside others in the initial
phase of data collection, who feel that the challenge of the progranaheiigble but limiting in

a curricular and inclusive sense.

Reflecting on patrticipation as teaching and learning discussed above, music in Irish
schools historically consisted of hymns, folk songs and in some cases choral works from the art
music traditionMcCarthy, 1999a). The repertoire in Irish music education has pivoted from the
civilising WAM of the pre1900 curriculum to the focus on Irish language and culture in the mid
20" century (McAuliffe Ryng, 2005). Thus, the musical genres align with tetical, political,
and cultural values of the time. However, it is argued that a substantial part of current repertoire is
out of sync with the current cultural context in Ireland now, which includes more diverse cultures,

ethnicities, levels of need,adtities and pressures within our schools and societies (NCCA,

2020). MD2 defends the relevance of the reper
say that we do a lot more, maybe contemporary or modern [music]. And, you know,

experimentingwh songs tooéthat there's a | ot more so
and/ or movement in themo. More specifically,

contemporary choral music and modern arrangements of songs, alongside some film and musical
arrangerants. Therefore, while the songs themselves and their origins have changed over the
history of the programme, the perceived broad nature of the repertoire may lack authenticity and
be outside the musical lifeworld of the children. Furthermore, the reseancjued that given the
changed landscape of primary schools over the past almost forty years (NCCA, 2020),
organisations such as the NCC and others need to keep pace witbudteal trends. In short,

the data suggests that the focus of the reper@mains on teaching modern arrangements of

di fficult pieces within what Spruce (2015) re

Having considered the evolution of the repertoire over time, the capital that emerges as an
outcome of participationreveatsu c h about teachersé own val ues,
regarding the types of songs children should learn and be exposed to (Welch et al., 2010). In this
study, teachengecognise the benefits afmusic education curriculum and experience that widens
the perceived narrow range of genres that children currently engage in. According to Charlotte
and Carol, the NCC is a vehicle to broaden the repertoire experienced by children and to engage

with genres and styles that would not ordinarily be part of agsyimchool music lesson.
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Significantly, participants valued the NCC repertoire as being a defining feature of the nature of
participation and their successes in teaching and performing the repertoire positively impacted
their sense of identity and learnitigat stemmed from participation.

One participant, Mary, did admit to enjoying one musical tradition while advocating for

childrenbés consumption of another: Al 6m not big i
at Madame Butt amfdl val Il tthsatreibaue mwowl d | go to see
gave me free tickets? No.O06 In her case, she expl e
repertoire and challenge of the WAM works, this ¢

in her personal life. Therefore, Mary is content in passing on capital to the children in her class,
despite not always enjoying the consumption of this capital herself. This further supports the

healthy diet metaphor used earlier, and the correspondingdtigrair cultural capitals that

separates some genres taught in schools (0Ob6Tool e,
not | i ke [a particular song] initially, but it is
(2005) who viewed music teachersanth i | dr en as often fAcurriculum con

repertoire consumers. Concepts such as appealability, autonomy and agency are difficult to
reconcile alongside the dominant form of cultural capital represented by the repertoire,
particularlywherone refl ects on the I|iterature and some p

In conclusion, the repertoire places the NCC and its participating teachers in a powerful
position as curators of the musical genres and resulting capital that is promotedsadiqn in
schools, supported by the hierarchical structures of the AS through the tensions explored above.
This is supported by the social capital that stems fromnlikeled communities working together
within an organisation, and the prestige of pagrtition that schools and teachers aspire to. What
results is an absence of child, and indeed teacher, voice in the selection and design of the
repertoire. The choral classroom setting itself was identified in the literature as particularly
didactic, giverthe centrality of the conductor (Dolloff, 2013). This field is constrained by a
hierarchy of musical genres, whereby WAM and songs prepared and performed in a Classical,
choral style remain dominant, limiting the inclusive and culturally diverse possbibit

repertoire as a form of capital and teacher participation more broadly.

While this may be problematic, the repertoire equally represents an objective form of
capital that can advantage people. Teachers explained how they used their experiences,
knowledge, and habitus to affect their own position within school and societal hierarchies, with
their motivations being to also advantage the <chi
Alexander, 2019; Prior, 2013). As Charlotte explains, in hdials school, she hopes that
participation will present music and singing as a desirable subject and activity for her students as
they progress to secondary school, having the capital to access the types of music experiences that

still underpin much of formachool music curricula (Green, 2002; Stakelum, 2008b). Therefore,

170



while this study acknowledges that the repertoire is a defining characteristic of the NCC, and
therefore does not suggest abandoning its current construction, the critique of it provides a
reflection point to consider the positive and problematic nature of the repertoire as a form of
capital exchanged, preserved, and promoted through teacher participation in the NCC.

4.5.3 Enculturation through the Musical Field, Habitus and Capital

This final section explores the possible link between teacher participation in the NCC and
a corresponding process of enculturation of p
and capital. I't considers how 8dthusthicenbés t hr e
viewed as a positive or problematic process of inculcation into the dominant cultural and societal

capitals and practices through participation.

As has been argued thus far, capital is both an advantaging and problematic concept
within the field of education (Campbell, 2011; Valenzuela & Codina, 2014; Wright, 2015a,
2015b). By extension, enculturation through the field, habitus, and capital of music education, or
indeed any other subject, will influence the nature of participatiorfferelnt ways. As
previously discussed, all the participants had primarily positive musical experiences in their early
years. They engaged with music at all levels of their education and they were motivated to bring
their own positive experiencesof musictt o t hei r careers as teachers
musical lives and practices draw heavily on their own experiences of education (Stakelum, 2008a)

as well as on their social experiences and communities (Ward, 2009).

From the data, Susan explains helw valued the music educatitratshe received from
the nuns irhersecondangchooland invitedd hem as guests to her NCC c¢
of their [l abour and] what they have taught u
how ther previous musical lifeworld, identities as teachers and musicians and existing capital
influenced their work as teachers. This led them to pass on musical values and practices that
aligned with their own experiences to their students. McCarthy defilsa®groduction of
culture, or as she terms it fAenculturationo,
knowl edge, skills and valueso (1999a, p. 14) .
programme and their own musical experiences, tesigle comfortably within the habitus and
field of participation, confident in the capital benefits that they have acquired and desire to pass
on. The inheritance of social and cultural capital from their parents (in the case of Charlotte),
teachers (Susamprevious participation with the NCC founder (Carol), or from their colleagues

(Paul, Mary, and Susan) all advantage participants within the field of the NCC.

The process of enculturation through participation is evidenced further with the current
cohortof teacher participants, including Hannah and the CM interviewed here, who were child

participants and have returned to the choir to replicate their own experience in their work as
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teachers. Teachersod6 own habi t usrtiapatidgteacheree r st andi n ¢
can maintain the status quo, while those with dif
the inner circleo (Pitts, 2012, p . 90-knit Hannah de
communityo who snewmemeees]atheitmentberowhe are dedeated and up to

the challenge of the prestigious phenomenon she ¢
who found entry to the field of the NCC difficult suggest that they perhaps lack the capital or

experiere necessary to become encul turated: A[ some s
waso (Mary). However, the data also argued that ¢
been experienced, teachers become confident and comfortable in the hgtsttisipation and

seek to replicate it. Therefore, it is suggested that through the community of the NCC, maintained

by the multiple levels and hierarchies of participation, members can accumulate cultural and

social capital through participation, supgatoy others in the dominant cultural field who reside

in a similar habitus to them. Subsequently, participants desire to pass on and maintain this culture

within its own field, offering the advantageous capital that stems from participation (McCarthy,

2010; Prior, 2013).

The problematic side of the possible enculturation of participants emerges whereby the
reproduction of capital and habitus through replicating familiar experiences can lead to teaching
and learning that is static in nature. Dewey andrPétss war ne & dafc att h & e®mipossi bi l
of maintaining festablished customso and only tr e
to be worthwhile (1916, p. 79; Becket, 2019, p. 2
preoccupation with thieechnical challenges, logistical hurdles, and eventual successes of teaching
the repertoire in its current form. In participating to completion, the reproduction of these works is
seen as a valuable and worthwhile form of capital to aspire to. All pariisigpoke about the
lessons learned from earlier experiences of the choir, and through repeated participation became
expert replicators of thesef pausdadd esr,o cari alnende b(yP a
With participation being inextricably lked to producing a product, there was little desire for

change, with teachers remaining within their HAcor

The significance of enculturation through teacher participation is twofold. Firstly, the
outsiders or those on tineargins of participation may be prevented from full participation and
therefore remain in a form of Arestricted partici
how in a previous school which was set in a disadvantaged area, participation in theoNGC w
be, in her view, impossible given the very different starting point of the children and demands of
the choir. Li ke Maryds anecdote, there appears t ¢

on the margins due to a lack of capital; those margiadicipants (Figure 2.1).

As identified under the theme of power, Wenger (1998) and Foucault (1991) both explain

how communities and cultures are not always explicit or even aware of the constraints of their
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structures, but that these rules are inelétalhen considering participation within a social

system. Therefore, despite warnings from the literature (Bresler, 1998; Kingsbury, 1988;
McCarthy, 1999a; Wright, 2015b), a hidden curriculum of valued experiences and genres of
music continues to be trangtad through the enculturation and reproduction of the dominant
cultural capital, limiting the possibility of any transformative changbetulture of primary

music education. As argued under the theme of learning, the enculturation of teachers through
participation leads to an accessible view of music education whereby teachers are initiated into a
musical culture and field that values traditional socially and culturally valued capital, rather than
working in a space where the capital and content wioctila and programmes responds to the

various lifeworlds of the participants.

In this section, teacher participation as a form of capital has been explored. The data
suggests that teachers do accumulate social and cultural capital through partiripgh8ddiCC,
and that these capitals can be advantaging in
previous musical experiences and practices. However, it can also be problematic in so far as
teachers that reside comfortably in the habitus of ppdiicin may seek to replicate and
reproduce practices which they feel benefit them and the children that they teach. The repertoire is
an important form of objective capital that stems from participation, and the significance of its
composition on the typef capital exchanged and preserved through participation is noteworthy.
Participants valued the repertoire as a defining characteristic of the NCC and the data aligns with
the hierarchical view of musical genres which values WAM over popular genres. These
arguments were synthesised in the consideration of participation as a process of enculturation for
teachers (and by extension children), whereby those within the musical field who are comfortable
in their habitus of participation, reproduce dominant caltpractices and neglect to critically
examine the type of capital being exchanged. Participants viewed the community and shared
experiences of other likminded members positively and the perceived positive benefits that stem
from the capital acquired thugh participation justified the current operation of the NCC, despite
the contradictions posed by contemporary music discourse anetehiickd pedagogies which
form much of the current literature. The process of enculturation that exists througipgotici
in any organisation has both positive and negative outcomes, and this study finds that participants
who are conditioned into the culture of the NCC are comfortable in the habitus of participation,
content in the field of the choir and conscioushef tapital that is valued, exchanged and

desirable.

4.6 Teacher Participation as Transformation

The final domain of teacher participation considered is the possible transformational

potential of participation. This section draws on the preceding ones wriexpihe nature and
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significance of participation as a construct that can overcome some of the challenges and
problems of participation identified thus far, eliciting from the data the potential transformative
possibilities of participation across the @insions of teaching and learning, identity and
community, and power and capital. This section will also draw together some of the missed
opportunities for transformation alluded to earlier, which will inform some of the

recommendations that stem from tresearch in the conclusion chapter

4.6.1 Overcoming the Challenges of Participation

This section considers three main challenges to participation identified by teachers which
impedes patrticipation. These include the musical challenges to participatiosug®slating to
the poor status of music and the mindsets among some teachers and schools, and finally the
conceptual and theoretical challenges that emerge when participation is viewed alongside the
literature and data. In addition, possible ways fotigipation in the NCC to overcome these
challenges, from the perspectives of teachers, is also considered. With the aim of teacher
participation as transformation being to foster ¥
motive of the activityare econceptual i sed to embrace a radicall
(Engestrom, 2001, p. 137), the nature and significance of these challenges and how teachers
potentially overcome them is explored.

4.6.1.1 Musical Challenges and Transformations

Teachers andenior NCC members all acknowledge the musical challenges of
participation, especially the challenge of teaching this complex programme and repertoire to
primary school children. Mary explains that part.i
it 6 s n oWhile¢ha BIQs delt that any teacher with an interest in joining the programme,
regardless of their previous musical background, could participate effectively, the participants did
not al ways agree. Car ol dégeee ¢f musitahlitetacythatnotallci pat i on
schools have access too while Hannah admits that
NCC colleagues is invaluable, she feels that there should be at least one person within the school
with musical knowledg and skills to enable successful participation in the NCC. Therefore, some
participants viewed a lack of musical knowledge as a barrier to participation that could not be

completely overcome alone.

However, as alluded to earlier, many participants felt the challenge of participation
becomes easier through repeated cycles as Paul explains:

| suppose once you start, you know, there is such work involved in it that, you know, it's

not really something that you would just take part in once, and thelegust you know,

because there is a lot of work into getting it set up and started. Now, | know, a lot of
schools, you know, schools do that to kind of delve in and out of it you know, every so
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often. But I think there is so much work involved that, yoow, a lot of the groundwork
is probably done in the first concert or two. So, | think, you know, it is kind of a pity to
leave it.

The steep learning curve alluded to, both here and earlier, is both an obstacle for those wishing to
participate and a sensésatisfaction and encouragement to those who have persevered. Carol
explains how she never received musical CPD a
CPD youdbre going to get actually, because [te
challenges of teacher confidence and perceived lack of musical knowledge, opportunities for CPD
are often hailed as a key solution (INTO, 2009; Biasutti et al., 2015; Hennessy, 2017). However,

the very low number of CPD summer courses relating to mustagdno discussed earlier

(Usher, 2022) leaves teachers acquiring their musical knowledge and skills from organisations

such as the NCC. Furthermore, the genergfistialist debate discussed above may mean that
generalist teachers with little musical cileihce may be drawn to programmes such as the NCC

to fill the musical gap in their teaching.

In response to these challenges, the data relating to participation in the NCC demonstrated
that, from the point of view of the teachers, there was much leagrpegienced through
participation. They repeatedly recounted the
rehearsals (Paul), the efficient manner in which the summer course teaches the repertoire quickly
to teachers (Charlotte), and the contextaion of the learning that takes place while observing
the MDs and other teachers (Hannah). Reflecting on the spegifistalist debate in primary
music education, historical reports have advocated for music specialists to act as consultants to
supportteachers in the provision of music education (Benson; 1979; Herron, 1985). It is argued
that the NCC operates a limited model of this, through the distribution of experienced members

throughout the country.

Furthermore, amentionedoy MD1 earlier, the KC allows generalist class teachers to
access and facilitate a musical experience with their classes that would generally be beyond their
musical confidence and competence prior to participation, and the numbers participating is
growing every cycle. Intsi way, the NCC can transform teach:¢
competence and confidence, becoming experts in facilitating group choral singing of this nature in
their practice. Significantly, in the &bsence
learning from policy makers, the NCC and other organisations provide a veil of confidence and
competence for those who seek to address their perceived musical weaknesses. As mentioned
earlier, the challenges of the programme may be off putting fordome¢, f or t hose who
toe ino (Mary) and persevere, the structured
the musical challenges of participation and arguably has resulted in transformational mindsets for

some teachers who heretoforeuhd have lacked confidence to teach a repertoire and programme
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as difficult as this. Also, while not evidenced by participants in this study, participation may also

lead newly competent participants taking further steps to improve their musical skills.

4.6.1.2 Mindset Challenges and Transformations

Emerging from these musical challenges is the-stagding concern regarding the poor
status of and mindset towards music within primary schools (Benson, 1979; DE, 1995; Herron,
1985; INTO, 2009). Participants repeditthat some of their colleagues expressed a negative
attitude to participation, possibly due to their perceived lack of confidence in teaching music or
lack of interest in music education. Returning to the initial data collection phase, class teachers in
School A and D compared their role with their fpdirticipant colleagues feeling that musically
they were very limited, that they lacked confidence and that their expert colleagues were much
better placed to teach music in general, and the NCC in partidiiese teachers provide very
honest accounts of their own perceived shortcomings in music, admitting that they, like many
other schools, default to their school expert for guidance on the provision and organisation of

music education.

Further evidencef this problematic musical mindset comes from Charlotte who feels that
Aimusic is one of those subjects that | al ways f ec
that one art subject that you can kind of get away with not doing becaus#y reaimoknow

whet her you're doing music in your class or noto.
among policy maker s, wheotwelbfynded.lt'ereallydbadly fundedat A[ t he
And it's really badly funded by the DepartmehEducation...They don't put money into the arts,

they don't value the arts and it thrives anywayo.
regarding the lack of CPD opportunities in music education, the abolition of the DE Music

Inspector service anddaHack ofoversightfrom the DE on participating in programmes such as

the NCC and others within curriculum time. This gap in the provision of music education is

masked by the success and prestige of a performance such as the NCC concerts, wdtith emin

figures in Irish music education (see Appendix A) have supported. Furtieetheoe seem® be

limited information about the future of music education from a departmental or curricula

viewpoint, with few alternatives to programmes such as the NCC proposed.

In summary, participants and the |iterature no
that is perpetuated by the uneven provision of music education countrywide, changing policy
targets, and financial barriers to music making, all of which leathioy teachers neglecting or
outsourcing music education in their classrooms (Stakelum, 2008a; INTO, 2009; Shiel, 2008).
These challenges, coupled with the perceived lack of ownership or engagement by some in
facilitating musical experiences, can mean expipthe transformational possibilities of

participation are often overlooked by teachers, schools, and systems (Partington, 2018).
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Countering the perceived low status of music in schools, the evidence in this chapter
suggests that participants value anpbg being part of a community of NCC members. These
members are spread across varying levels of participation and can be advocates for music in their
schools and local areas. Therefore, the collective mindset of the staff can be enhanced through the
Abdaywo (Charlotte) of the entire school commun
argued that the aéncompassing nature of participation (both the time and resource demands of
the choir) can make musi c mor e neiadiondvitlethei n s ch

programme and the presence of the choir within the wider school environment.

As mentioned earlier, Charlotte notes that sport has always taken priority inimetell
school, and she praises the NCC for enhancing the status ofimtigcschool, even if it is just
the single class level that participates. Paul similarly comments on the focus that participation in
the NCC gives to schools, establishing it within the school calendar and as part of the whole
school plan for the acadeecni year . Furt her more, he comments t
PR exercised to promote and i mprove the statu
building links with other schools, and providing a pathway for potentially transformational
ot comes in teacherods personal and professiona
some NCC participants the extrausical benefits identified earlier may be equally, if not more
valuable than the musical outcomes. The school leaders stulig presented participation as a
positive initiative in their schools, due to
operation. In this way, participation can become a tool to enhance the status of music within
schools, facilitating tezhers of all levels to at a minimum observe, interact with and experience a

choral singing programme in their schools.

While the different selexpressed identities of teachers as musical and unmusical will
continue to be problematic in the outsourcingnofsic education (Hargreaves et al., 2003, 2007;
Woodford, 2002), participants in this study are advocates for the NCC and the promotion of
music education in their schools. The importance of advocacy in the domain of music education
has previously beenferenced (Hallam et al., 2009; The Arts Council, 2020), and the data here
affirms the importance of musical organisations and participation in transforming mindsets and
improving the status of music among primary school stakeholders, ensuring music isanae

niche for certain teachers or schools to explore.

4.6.1.3 Conceptual and Theoretical Challenges and Transformations

The final section considers the conceptual and theoretical challenges to participation and
the possible transformational potential of f#p&tion in any future reimagination of the NCC
and similar programmes. As has been argued, the potential process of enculturation facilitated

through the continued dominance of didactic, reproductive musical experiences and the value
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placed by teacherswdhe efficiency, practicality and predictability of participation is

incompatible with the contemporary perspectives of music education explored earlier.
Participation in the NCC for teachers and children can endorse a téatheapitalrich, product
focused experience of music education. This approach is lauded by participants, but arguably
remains disconnected from the reairld musical lives of the children (Green, 2002; Spruce,

2015). While performanekased music education does exist within pringhools (e.g., Music
Generation), the music teacher guidelines note that they must not replace tverinéd,

activity-based curriculum (Gol, 1999b). This study reinforces many of the problematic concepts
which have been evidenced in music educasach as teachers remaining comfortable in the
habitus of participation (Stakelum, 2008a), teachers acknowledging but feeling unable to break
reproductive cycles of musical teaching and learning which align with the dominant cultural
values of WAM (Wright2015b), and the difficulty in moving beyond musical training towards a
creative, culturally responsive music education that is inclusive of all learners (Bowman, 2018;
Kely-Mc Hal e, 2013). Teachersd prof essinedbgl and
participating in the likaminded community of the NCC, and through consideration of the
organisation through the lens of CHAT, the research has identified the tensions and contradictions

that emerge from participation that can limit the possibitihtransformation.

However, as has been discussed throughout this chapter, there are opportunities for the
disturbances that emerge in the consideration of the NCC as an AS to lead to transformative
outcomes for teachers, whether they be in the domaeaohing and learning, identity, power, or
capital. The literature presented an alternative view of music education which could spark the
reorganisation of the NCC, or a restructuring of participation to greater support the curriculum
now and into the futre. Furthermore, while the inevitable hierarchies and power structures of the
NCC are typical of many organisations, there may be opportunities to involve teachers and
children in the decision making of the choir. These findings will inform the recommiemsia
the final chapter, but the theoretical and conceptual implications of this study not only indicate

why the NCC operates as it does but provides some signposts for its reimagination.

In conclusion, many possible opportunities exist to integratéi¢kds of formal and
informal music in schools alongside the musical lives of participants inside and outside school
(Green, 2008; Hargreaves et al., 2007). In doing this, the study suggests a reconsideration of
teacher and student autonomy within a ehprogramme such as this, reimagining the NCC for
the 2% century school. Some of these possibilities of participation will now be considered in the

final section of this chapter.
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462 Teachersd6 Possibilities of Participatic

The teacher interviews revealsny glimpses of transformation as an outcome of

participation throughout this study. Teachers reported that participation positively benefited their
career progression and professional relationships. In the initial phase of data collection, the
principalof School B explained that in her view, the NCC encourages teachers to work together
and |l earn from one another, and fitake on scar
identity, the principal also linked their professional participation in the NGICthveir decision to

move into school management. Paul similarly acknowledges the role of the choir in building the
relationship between his other management <col

taught us a lot about ourselves and our workirggl at i onshi péand | think t
has stood to uso. He reflects and affirms wha
encourage teachers who may have Apotenti al | e

on a lochor regional level, which facilitates collaboration, networking and is viewed positively in
career opportunities. Therefore, the significance of participation in the NCC on the career
trajectory of some members is noteworthy and offers a possible traasfior outcome from

participation beyond the final concert or performance.

Teachers also reported the possibility of participation to shape their sense of job
satisfaction, instilling a sense of pride in their work with the NCC. As was discussed dwlier,

mindset regarding music and the arts in primary schools has often been challenging, however

Susan admits that since the pandemic, she sur
teaching careeréand | 6m gladreerthhak 1t bBbat sto
passionate about ito. As a retired principal

reintroduced the choir in her school during her tenure. While having her own musical life outside

of school, her s c bhoiowadasgrest sourteiofcsatigfetion amchmofivationt h e

| think it gives you a great kind of job satisfaction, that you're able to give kids that
confidence, that they will take that memory, and that confidence, that seed that you've
sown, and they'll bild on it. And it mightn't be for 10 years, or 15 years. But they'l
remember, they will remember that.
For teachers like Carol, the perceived impact and outcomes of the NCC programme in the initial
months after participation are arguably not as impodarhe seemingly transformative aspect of
participation that she can see reflecting on her career and former students. This affirms the link
between school participation in music and positive influences on adult life found by McQueen
and Varvarigou (201Gnd Stalhammer (2006), with Carol feeling that only when the programme
is finished, and with the benefit of hindsight, do teachers and children appreciate the impact of
participation. As evidenced by Marydiews daught e
earlier in this chapter, the longevity of participation and sense of affiliation among members are

arguably a source of comfort and celebration for teachers that sustains their participation and
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enhances their careers. The significant impact ofgiaation onlongs t andi ng parti ci pant

identity and mindset was expressed by all experienced teachers in this research.

Beyond the professional possibilities, teachers spoke personally about how patrticipation
transformed their relationship with studeimntghe class and their personal engagement with their

careers as teachers. Drawing on her own experience as a child participant, Hannah explains how

iit brings a different | ayer to [teaching] becau:c
makeschild en t hi nk that things are possibleodo. She can
al ways really wanted to teach it and, you know I ¢

connection Hannah has to the NCC allows her to speak more écdhgmtbout the experience

as she understands the childrenbs point of view.
relationship changing from AOh the principal is i
to sing! d. She e nclioowith the children, whietrissofiem eale asiamt e r a

administrative principal, and these positive personal and professional interactions lead to positive
relationships and influences between participants (Stakelum, 2008a). Therefore, the possibilities
for pesonal and professional identities and attitudes of teachers to be transformed through
participation is evident in the data, however there is more scope for teacher autonomy and
creativity to really embed transformational change as an outcome from aditicipnd reflect

this change onto the other dimensions of participation.

Finally, teachers in this study all commented on the link between the NCC and their own
musical interests, passions and motivations, which has been well established by the literature
(Campbell et al., 2007). The interview data suggests that the NCC allows patrticipants to bring
their own interests into their school lives which can transform the nature of their musical selves
and their teacher selves. As explored earlier, Hannah, @eaatttd Paul speak of their desire to
bring music into the classroom as a personal motivation for choosing teaching as a career and
incorporating part of their personality within the classroom. As referenced earlier, many studies
(Hargreaves et al., 200HAargreaves & Marshall, 2003; Lave, 2009; Sweet, 2010) have found that
teacherdés own interests affect their teaching anct
and the possibility of participation to transform musical mindsets and the perspa@dlised
nature of music (Hallam et al., 2009) is a positive finding which could be further developed in

future reiterations of the choir.

As MD3 mentioned before, the NCC summer course and participation more broadly,
al |l ows t e ac h e rogefilfiftheirfl @wnogsgelo.to beurefilied with musical fire in
some wayo. This suggests that teachersd own per s
through participation and that participation has a personal and psychological significance for
teaclers, transforming their sense of identity as musicians, teachers, professionals, and

community members. Therefore, the NCC could be envisioned as fulfilling the musical desires of

180



teachers, motivating them to continue to participate in music within thsyrlives and reifying
them in their choice of musical experiences i

their own personal values and motivation regarding music.

As suggestedbove, there are many possibilities of participation that haga alluded to
by participants, the literaturand from my own interpretive standpoiRarticipation as a form of
transformation is generalfyromotedas the most desirable goal of organisationssangttures
such as the NCC, and there is evidencetttiatis possible through a reconsideration of
participation (Engestrom, 1999; Henley, 2015; Liu, 2020). These possibilities include the possible
transformation of teaching and learning approaches through participation, the reimagining the
power and hierahical structures that govern the choir, thexamination of the capital that is
valued by policy makers and society, and the possible personal, professional and musical
transformations that could, and arguably should, stem from participation. Thaesgdindl be
reflected upon in the final concluding chapter which will consider the key recommendations and
implications from this study.

4.7 Conclusion

This chapter has explored, interpreted and critiqued the-dioignsional nature and
significance of teadr participation as evidenced by the participants data and informed by the
empirical and theoretical literature. The consideration of participation as a form of teaching and
learning discussed the musical and extasical aims and benefits of the choirigvhare lauded
by participants, while an examination of the current curriculum suggested the NCC resided
primarily in the Song Singing stramd the curriculum which narrows the focus of the primary
music curriculum for the participating groups. Teacheris studyconcluded that the choir is a
flawed but adequate replacement of the curriculum due to the high standard of performance and
clear focus of participatiwashyas (oQ@lparsieat tte) tr
curriculum. Similarly teacher learning through participation is effective in developing confident
and competent participants within the narrow confines of the programme, yet the nature of this
learning is informal and addoc. What emerges is a conceptualisation of teachicgideanning
through participation thateems taverlook childled, inclusive musical experiences in favour of
a training model of musical learning and a product focused outcome for teachers and children.
Importantly this exists within the context of an opplar music curriculum at primary level, a
policy environment of poor curriculum implementation and ambiguous musical aims, and the

continuing low status of music within many primary schools.

The influence of parti ci pgettation reinforcementaadc her s
challengingof participantémultiple identities has been outlined. One noteworthy finding
concluded that teachersgeneral did not view themselves as musicians, despite the confidence

and experience level of participants.waver, they did recognise the influential impact of their

181



musical backgrounds and personal and professional identities on participation, with some
members identifying as the fiface of the NCCO
influence on oa's identity and encouraged the maintenance of their familiar habitus of

participation, with participants happy to align and belong within a community eirikded

members. It is argued that while this sustains participation and the longevity of thetchay

also stifle possible alternate trajectories and opportunities for reimagining the possible outcomes
of participation.

Combining the themes of identity and power, the multiple levels of participation were
considered alongside the correspondingspiesponsibilities, and hierarchies of these levels.
Whatemergedrom the analysis of the daitaa hierarchical division of labour whereby a small
number of members (MDs and NCC CM) retain much of the control and power within the
organisation, and varus forms of participants (full, peripheral, marginal, and-participants)
inherit and reproduce these practices within the structures of the NCC AS Hogiegtom 6 s
(1999, 2001 CHAT, many tensions emerge from the conceptualisation of the NCC as an AS
including the disturbances caused by the hierarchical division of labour interacting with the
shared habitus of the NCC community and the limitations of the cultural and historical constraints
on the rules of the NCC field. It is argued that these inhtiikei development of possible
transformational approaches to music education or the evolution of the mediating artefacts. The
significance of teacher participation as a form of power is that teacher autonomy adddhild
creative pedagogies are stifledtieysions between the labour, community, and rules of the AS.
This suggests that possible progressive mediating artefacts that accompany potential disruptive

subjects entering the system cannot meaningfully influence the outcome of the system.

Following ths, teacher participation as a form of capital was discussed suggesting that
participants do accumulate and exchange social and cultural capital through participation in the
NCC. Furthermore, this exchange of capital can be empowering and advantagorgdor s
culturally dominant groups, while potentially alienating others who value different forms of
capital. The NCC repertoire emerged as an important form of objective capital that is preserved
by the organisation. Analysis of the data concludes that wea@lhers viewed the repertoire as
broadly positive, a hierarchy of musical genres exists that values WAM and music in the classical,
choral aesthetic as the dominant form of capital desired by participants. These arguments were
synthesised in the considéam of participation as a process of enculturation for teachers and
students, whereby members comfortable in the habitus of participation may reproduce dominant
cultural practices and fail to critically reflect on the types of capital being exchanggcipBats
viewed the capital within the community and the shared experiences of otheiritted
members positively, neglecting to consider alternative, more inclusive forms of capital as

advocated by contemporary music discourse. The implication beihgapital can be both a
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transformative as well as restrictive outcome of participation (more the latter in the evidence

discussed here).

The final section considered teacher participation in the NCC as a form of transformation.
Some of the key musical, miset and conceptual challenges that emerged from the research were
explored, followed by an examinatiofthe possibilities of participation to be transformative.
The potential to address the poor status of music in schools through the facilitation of an
impressive musical experience in their schools (despite its limited nature) was discussed. Also,
the alignment of the data with the key theoretical and conceptual ideas of the study was
noteworthy, with the conceptual framework not only adding to theratadaling of the NCC as a

system but pointing towards the potential innovation of tensions emerging from the choir.

To conclude, the research argues that the outcome of teacher participation as a form of
transformation ought to contribute to the natiatiatourse relating to music education and
singing within the primary school curricul um,
teachersd personal, professional, and musi cal
programmes suctsahe NCC within schools. The findings of this chapter will be summarised in
the final chapter which will outline the key implications and recommendations of this research for

teachers, the NCC and the wider music education landscape.
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Chapter 5 Conclusion

5.1 Intro duction

This chapter will summarise the conclusions of the research. The key research findings will
be presented, bringing together the data that was critiqued and discussed in the previous chapter.
Following this the recommendations and possible impticatof these findings will be discussed.
The possibility for further research building on this study will then be outlined, before a final

concluding comment will close this dissertation.

5.2 Research Findings

This section synthesises the discussions, casqnd interpretations explored in the last
chapter addressing tlset u degearsh questioiVhat is the nature and significance of teacher
participation in the NC@ The findingssuggest thathie nature of teacher participation has both
positive and prol@matic dimensions. Through the consideration of teacher participation in the
NCC as a form of teaching and learning, identity, power, capital and transformation, the research
providesinsight into the empowerment teachersvho participate in the NCC, batso reveals
the restrictive ature of teacher participatia@ue to thedlominance ofNVAM andtraditionalmusic

education idealwithin thestatic,hegemonic power structures of the organisation

The following sectiortonsiders the significance of teachparticipation in the NCC as
part of a 21 century school, reflecting on the context in which it operates and the anachronistic
nature of the phenomenon within teolvingcontemporary music education landscdpe.
considers where systemic and policyif@js in the area of music education and teacher learning
creats a space for programmes such as the NCCtooperats. Thgni f i cance of the NCC
structuresteacher8 t h o u g ht s and thedprinoap/ imasic edacation landscapkesiand
todayare eplored, signposting recommendations for future policy makers, teachers and the NCC

as an organisation

5.2.1 The Nature of Teacher Participation as a Multidimensional Construct

The key finding that arises from the interpretation and discussion of thes tizttie
nature of teacher participation is complex and nrdiftiensional As was discussed in the
literature review, participation as a construct is often influenced by its social context and it is the
rich context of the NCC and its members that |eatthé multiple domains and outcomes of
teacher participation discussed here. In this study, the data indicates that participation is all
consuming and that particular dimensions of participation emerge as positive and problematic as

will be argued below. fie key findings, both in terms of the positive effects of participation
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(pluses) and the problematic implications of participation (minuses) are summarised in Figure 5.1
below.

+ Builds confidence through predictability and stability of
participation.

- Linear, training-based learning.

- Absence of growth or innovation.

- Acts as a curriculum replacement.

- Inconsonant with contemporary music education philosophies.

+ Strengthens Lifeworld/Habitus.

+ Positive impact on professional, personal and musical identity.
+ Positive sense of community and belonging.

- Participant experiences are largely homogenous in nature.

- Conservative, static communities focused on affiliation.

+ Multiple levels of participation — roles and responsibilities.
- Hierarchical and hegemonic power structures.

- Disempowering for innovators of practice.

- Absence of teacher agency and autonomy.

+ Accumulation and preservation of culturally and socially valued
capital (repertoire; choral etiquette).

+ Social mobility and status through capital.
- Reliance on WAM and music in the choral aesthetic.

- Reproduction of capital at variance with contemporary music
education pedagogy.

+ Transformations possible in response to CHAT tensions.

+ Musical, professional and personal mindsets transformed.
+ Potential for transforming systems, structures and society.
- Potential for transformation to be linked to enculturation.

Figure 5.1: The MultiDimensional Nature of Participation
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The research argues that teaching and learning are perhaps the mostalicmuss of

participation in the NCC for both teachers and the children that they teach. The data suggests that
teacher |l earning is evident in teachersod interact
restricted to facilitating the programme, teachtimg repertoire, and building confidence in

participating. Teachers valued the structured, predictable nature of the NCC and flettithat

participation furthered their musical knowledge and exposed them to a wide range of musical

genres. The support offed by the resources and the summer course were very positively viewed,

however they are limited in the transferability and breadth of learning facilitated. The nature of

the learning is aligned with a training or transmission model of CPD (Kennedy, 200&),

focuses on developing action happens and the transfer of knowledge, rather than encouraging

deeper reflection and critique of practice. Teachers and MDs agreed, feeling that the summer

course was not intended to be a broad musical CPD courseaandtt eacher sé | earning
takes the form of observation and imitation of the practices of the MDs, AMDs and other

experienced NC@emberslin summarythereappearso bean absence of growth and innovation

in the learning through participation, whicelies heavily on repeated participation from loyal

teachers who desire the replication offered by the programme. This neglects the requirement of all
learning theories to encourage dynamic cycles of progress and innovation by all members of a

learning ommunity.

Participationin the NCCwas also found to be usedasrmof musicpedagogy (i.e., the
use of choral classroom methodology) &ssoncontent (i.e., the repertoirayhich often
repla@dthe curriculum in schools for the duration of thegyeonme. Participants reported mixed
views regarding the current music curriculum, feeling that it was too broad and was being poorly
implemented. They felt their participation in the NCC was a response to this and they valued the
high standard of musicakperience (i.e., the final performances) that stemmed from
participation. Teachers reported positive links between the curriculum and the nature of
participation in the choir, however an examination of the curriculum objective$ forcbd
class suggés that participation greatly limits the breadth of curriculum coverage during an NCC

cycle.

Furthermore, the focus of teacharghis studyon theoutcome of participation and the
lack of learner agency and creativity evidenced during the teachingamihlg process, suggests
a musical training approach to music education, primarily focused on performance. This is
incompatible with contemporary music education philosophies and implies that teachers (and by
extension children) are consumers of a paldicproduct, which provides for a level of musical
activity in schools but is anachronistic in its conceptualisation of what music education looks like
in schools. It is argued that teaching music through the lens of participation can develop teacher
confidence, despite their musical backgrounds, but also masks a lack of musical skills through the

streamlined, efficient nature of participation and quality of the final performance. Therefore, the
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curriculum consumed by learners is attractive, historicallycutturally valued, but ultimately

lacks the depth arareadthunderpinningcontemporary music education philosophies.

The data also finds that teacher identity is impacted by participation through thentonsta
renegotiation of participasdmultiple idert i t i e s . In I'ine with the 1| it
musical experiences and habitus directly influence their work in the classroom, and in this study,
those teachers whose musical lifeworlds aligned with the choral, WAM aesthetic of the NCC
were positvely disposed to participation. The data showed how participation had a positive
i mpact o proféesgoaat dne per8amnal identities, with the interviews suggesting a deep
affiliation and veneratioof the choir. Participanfgdentities are strengthed further by their
sense of belonging within a community of NCC members, most of which sharenaitited
approach to music teaching and learning, enriching their identity in the habitus of participation.
However the research is critical of the stattonservative nature of the communities which may
confine participation, therefore maintaining the status quo, and alienate those who identify with

differing views and values.

The similar lifeworlds and habitus of the participants in this study suggeshthNCC
may be homogenous in nature. While the number of participants consulted makes it difficult to
generalise the findings to all teachers in the NCC, thestmgests that the community of the
NCC may be stifled by A cpoivsS,amdthatideas, pracicesandi s 0 (
identities are constrained by the cultural and historical context of the organisAtion
consideration of the multiple identities of teachers revealed that many viewed their own musical
expertise as inadequate amteservingf the title musician. Consequently, participation can
reinforce a subservient sense of identity as merely a teacher among particgthatshan

encouraging a composite musicigacher identity (Bernard, 2004).

Drawi ng on Weorkgpos padiGgpationlirbadC8p, theastudy conceptualises
four forms of participation in the NCC, disti
Peripheral, Marginal and NelParticipants. These categories of participants are used in the
consideratin of the NCC as a hierarchical activity system (AS), with teachers in this study
considered along a horizontal and vertical axis of labour (Figure 4.3), corresponding with their
choir roles and responsibilities and levels of status and power respeciivelgtudy organises
teachers on a hierarchical pyramid of participation (Figure 4.4), which is divided according to the
level of power commanded by participants in the NCC on a school, regional and national level.
Refl ected thr ough )EHATethe tesearahdosind (hdt hé rdediati2g0 0 1
artefacts, rules of the field and the influence of the community reinforces the status quo, supports
the efficient, attractive nature of participation, while also limgithe transformational power of
activity members to consider alternate trajectories of participation and practice. The study

concludes that participation is unequal in nature, and that power and decision making is
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maintained on the upper levels of the participation pyramid through hegemantarsgs and

mindsets of senior NCC members (Figure 4.7). The progression of members along this hierarchy

isadhoc, but is often |Iinked to teachersod experien:

practices of the choir. Therefore, the current N€D@ctures are disempowering fastential
innovators or disruptors of practice, aheére exists a missed opportunityfoster teacher agency
or autonomy in the process of participation. These findings, like the theme of teaching and
learning, present eéhchallenging task of reconciling the positive benefits of the highly efficient
and structured nature of participation with the problematic hegemonic nature of participation
constrained by the cultural and historical dimensions of the AS which focusegroducing the

practices of previous iterations.

Consequentl vy, Bourdieubs concept of <capital [

nature of participation. Capital in the form of musical works, practices, institutions and mindsets
are a significant dcome of participation, evidenced through the accumulation and preservation
of social and cultural capital by NCC members. Teachers valued the accrual of valued capital,
which include the experience and knowledge of WAM and other revered genres of hausic, t
chance to sing in the choir and develop choral etiquette, and the possible social mobility
opportunities stemming from participation which may enhance one's professional and personal
identity now and in the future. However, it is argued thatpotentil exclusivereliance on

WAM, coupled with the narrow approach to music educatioanigjuatedvithin the current,
contemporary education landscape. Furthermore, it fails to consider feanexd, informal,

creative or integrated approaches to mudigcation and attend to the culturally diverse needs of

|l earners and society whi ch h dovteyeaehistory. Capithi consi der ¢

acquisition and its subjective nature is inequitabith some participants suggesting that the

NCC ma not be suitable for all schools given their socioeconomic status (Carol) or their

differing musical mindsets (Mary). In this way, it could be argued that the NCC as an organisation
is accessible in theory, but exclusive in practice. Participation iN@, while respected for its
prestigious history and challenge of participation, aims to reproduce and replicate dominant forms

of capital that have long been problematic within the music education sphere.

Reflecting orthe datathe researcher arguestthe practice of participatiocanbe a
powerfulform of transformation. Through the lens of CHAT theory, the research aims to see
beyond the contradictions between the hierarchies of the organisation and the rules and cultural
constraints that impedesithange, to explore the possibility of more inclusive, culturally
responsive practices and artefacts becoming
musical learning, the NCC as a system and the broader area of music education. All participants
spdce proudly and sincerely of the impact participation in the NCC had on their musical,
personal, and professional lives. Notwithstanding the problematic nature of participation

considered in this section, participants acknowledge the significant influean®&&C has on
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their teaching and learning, their sense of identity as teachers, their exposure to musical capital

and their work within their schools and community contexts. Therefore, whisithernotes the
conservative, static nature of participationterpretation of the data suggests thetsformative
opportunitiesarising fromparticipationexist, as well as the possibility for the NCC to be part of a
grander reimagining of music education and musical attitudes in primary schools. There is

evidence of participation in the NCC to be transformational for teachais asCarol, who says

she takes figreat pride in the fact thtts we di
thatparti ci pation fAhas definytewhyg admi thedl mipau:
years to it...But | loved it. And | still doé
participation contributes to and responds to the parallel research question underpinning this study
which will be nowexplored: What is the significance of teacher participation in the NCC in the

21st century?

5.2.2 The Significance of Teacher Participation in the 2% century Primary School

As has been argued previously, teacher participation in the NCC is significant as it
revealsparticipantdopinions and experiences of music education and contributes to the wider
primary music education conversation. From exangjmarticipation in the NCC by teachers and
interpretingthe data through the conceptual and theoretical $episthis studyseveral significant
and meaningful issues for teachers, schools and policy makers have ewlgidedre now

considered.

As outlined in Chapter 2, many of the issues and challenges for music education in
primary schools have been well ftgegl by the literature, including the reproduction of practices
by teachers drawing on their own experiences (Bresler, 1998; Wright, 2015a); the troubled
development of music education in primary schools and curricula in the Irish educational context
(Kerins, 2019; McCarthy, 1999b; Walsh, 2016); the influences of the historical and cultural field
and the dominance of particular cultural and social capital within school music programmes
(Stakelum, 2008b; Wright, 2015a); the perceived lack of confidence apniomary school
teachers due to poor teacher education opportunities (Biasutti et al., 2015; Grennan, 2017,
Hennessy, 2017; INTO, 2009); and the poor status of music and the arts across the education
systems (Grennan, 2017). These factors represent thengjes to music education in the'21
century primary schoathich the NCC addresses or compounds in different ways. Furthermore,
the literature review considered contemporary perspectives on music education which would
respond to these challenges. Thesduide the need for creative, culturally responsive
programmes that are inclusive of the diverse range of students, experiences and musics within
21st century classrooms (Bond, 2017; KéllgHale, 2013; Sharp, 2004; Spruce, 2015) and the
realignment of teehers as cparticipantsalongside learneiis music education (Green, 2002;
2008).
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As outlined above, the data indicates that t h
sense of confidence and impacts their professional, personal, and musical idéhttiespact of
the choir on teachers6 careers and sense of |job ¢
schools, is broadly positive. The choir enables teachers with limited musical confidence and
technical knowledge to learn and teach a cemphnge of songs, through the resources and
encouragement of the organisation, in a manageable, efficient manner. It also exposes them, and
their classes, to a broad range of musical styles, albeit through a primarily WAM, choral lens.
Participation als@rovides children with the opportunity to sing in a group and in venues which
hold status and pride in the minds of the participants.

The significah presencef the NCC within thanusic education has been acknowlatjge
as the choir has beennotedaspeinian exempl ar f or group singing in
2019, p. 15), praised for its facilitation by primary teachers themselves, with the support and
direction of a relatively smal.l group of |l eaders.
histary of Irish primary music education were the national musical talents of classroom teachers
tapped with such effectiveness as thWwkilehave been
the creativity of the choir is questionable in light of the datssitlered herehée positive mindset
among participants is encouraging given the current policy narrative in support of further
partnerships being established within primary music education (Fahy & Kenny, 2021; Flynn &
Johnston, 2017; Gol, 2017; Partingt@318). Thecontinuinglegacy of the historical and cultural
context of the choir makes it popular and trusted among schools, teachers, and arguably the DE
themselvesThe research acknowledges the signifigaesencef the programme in the primary
schl sector in Ireland and the possifilkure place of the NCC in responding to some of the

challenges facing music education

However, it must be acknowledged that much has changed over the past four decades in
Irish primary schools, with teachers now igating vastly different curriculum demands,
classrooms, student populaticarsd societal environments (NCCA, 2020). Considering the NCC
within the contemporary primary school context, interpretation of the data suggests that the
narrow, performancécusel nature of participation in the NCC and the training of teachers to be
replicators of a predefined musical experience is in many ways atated approach to music
making. While some participants claim that the NCC does not aim to replace the currtbelum,
all-encompassing nature of participation means that it largely makes other forms of music making
in the classroom impossible. Fundamentally, teachers in this study understand and accept the
limitations of the NCC, but felt thatitimately participation was a positive music education
initiative.

It is proposed that theomplexpolicy and contextual space outlined at the outset of this

thesishas arguably prevented teachers and schoolsdrobracingcontemporary music
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education philosophies. Compound®dthe learning and identity limitations of teachers outlined

thusfar, their attraction to the high standard and quality of the repertoire reinforces the continued
preference for music to act as a particular form of capital in education (McCarthy 20050,
Significantly, this capital is regarded as th
and preserved tihroo u(glhh arelaccthteer) fiabnudy parti ci pant
literature argues, still value the reproductad™’VAM music and choral singing as a worthwhile
educative activity. This may be due to the re
facilitate access to |ifelong engagement i n m
and idently (Brandstrom, 1999; Elpus, 2018; Pollard & Alexander, 2019; Wright, 2015a).

Crucially, the research uncovers a music education discourse within primary schools that favours

the accessibility of music making over inclusivity. This approach misses thiblposs

opportunities fotensiondn the system relating to the inclusion of diverse student and teacher
demographics to be transformative for the organisalimadeimg their musical values and

worldviews. These findings are significant considerationswdre reflects on who participation

in the choir is for, who benefits from it and what it reveals about music education in primary

schools in Ireland today.

Arguably the most striking finding regarding the place of the NCC within thie@itury
school isthe participant®deep respect and revereriocethe programme and its founder. Many
historical figures from the Irish music education landscape have praised both the choir and its
founder (Appendix A and B). Not surprisingly, in this study Creamer coetino be a key person
within this historical and cultural phenomenon, even after his passing. Carol recalls the

significance of Creamer on her music making:

clearly where it starts off, because | knowthefee ct t hat é | have the higl
Creamer, but | know the effectthathesilgle ndedl y had on my | ife. o T
to Carol ds own participation in Creamerds cho

an adult chaster and teacher. Nettl (1995) writes about the relationship between student and

teacher within music conservatories as a type of heritage or identifier. In this study, members such
as Carol , Susan, Mary and Hannmaér i(tass@&, chol ldo-
the vision, tradition and actions of Creamer. Through their dedicatiopaatidipation the

teacheraffirm the historical and culturélopeso f t he choir, especially t
the Irish language, inclusion of religis, historical and WAM repertoire, taught through the

chor al classroom teaching st yl galuesardstllalfral mmar vy ,
todayin teachers who embody the tradition of the N@ad those whbaveinherited it in 23
centuryscholsThe significance of one manés influenc:é
future developments in the NCC willalwaysc onsi dered within the cont

original visionof the choir.
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The research findings suggest that participargsaare of the contradictions and
tensions that emerge from viewing the NCC through a contemporary lens, however their concerns
aresurpassedy their trust in the programme, their desire to facilitate this type of choral musical
experience within theirchools, and the perceig@oor level of music education and curriculum
implementation among generalist teach@&lss is significahin understanding the choices
teachers make within the classrowiith regard to pedagogy and lesson contemtsideringhe
balancing act of teaching the current wide range of curricular subjects.

Also, while hierarchical structures are not unusual for organisations such as théhCC,
conclusions drawn from this research implies tlegjemonic nature of the choir which indes
the dominance docially valuedtapital, the maintenance of control over the pedagogical and
philosophical underpinnings of the choir, and ¢kaic, replicative nature of the learning through
repeated cycles cannot be ignored. Paradoxically, tte®&@ hi er ar chi cal structur e
and historical traditiopare both its greatest asset, in guaranteeing its longevity and popularity,
andchallengein impeding its evolution. The significance of programmes such as the NCC in
shaping and definindghe music education in primary schools requires the attention of policy
makers and researchers working in the field. The choir is clearly an important part of the
Afitapestryo (Charlotte) of many schoolssmdyacr oss | r e
however the COVIBL9 pandemic pause presents an opportunity to consider the implications of

this research and present some recommendations emerging from the study.

5.3 Research Recommendations

In this section, the implications of the research findieggmrding teacher participation in
the NCC will be considered, with reference to the railtiensional nature of participation
described earlier, alongside the findings relating to the NCC as an organisation and a historical
and cultural phenomenon. Thesearch implications and recommendations emerging from the
critical examination of teacher participation in the NCC will be discu§d@d.research suggests
implications formany parties involved in the area of music education, namely tepatt@ipants
in this study and beyond ihe NCCand other similar organisatioraend the wider music

education policy and curriculum space.
5.3.1 Recommendations for Teachers

The research demonstrat es tleamingandecapdghser sé musi
well as their personal identities are enriched through participation. This participation is
particularly valued by teachers whose habitus aligns with the field of the NCC and whose identity
is supported and reinforced through participattdowever, suggesticcemerg from this study

which could transform t e a,ahldéenchidganddearmng.i t vy, musi cal

192



1 The researchecommendshatteachers in this stugdgnd in primary schools more generally,
shouldreflect on their identities and musicalhtusandchalleng their musical comfort
zones. This would facilitate a broader exchange of capital, repertoire and values through their
teaching and learning.

9 This study acknowledges the respect and trust that teachers place in the NCC as an
organisatdn, however it would be beneficial for them to reflect critically on their
participation within the organisation and to consider if the experience offered by the NCC is
replacing rather than completing the current music curriculum.

1 Following on from thigoint, this research recommends that teachers should be encouraged to
critically examine their practices and consider alternative ways to facilitate music education
and music making more holistically. They should be empowered to incorporate more

innovative, progressive and contemporary music education philosophies.

5.3.2 Reimagining the NCC

As has been previously noted, this rese@ceiotan evaluation of the NCQather it aims
to critically and comprehensivelyxplorethe practice of teacher participationotithstanding
participantsd primarily positive views of the
NCC provide for the maintenance of a homogenous, replicative vision of musical experience and
music making, which igaconsonant wittmuchcontemporary research and policy. This research
recommends that an opportunity exists for the NCC to reimagine the organisation across three

areas: design, operation, and the musical approach of the programme.

Considering the current design of the NCGgramme:

1 Many participants in this study natéhe potential for the current model to be more
Afexplicitly Iinked to primary schoolandurri ct
proposedomeadditiorsto future NCC cyclecluding

o Composingaccompanyingopstinati.

o0 Playing percussion instruments.

o0 Producing dextbook or teaching manual that expknausical concepts and features
of musical notation aligned with the curriculum and choir repertoire

o0 Isolating a smaller number of songs wherstugical conceptand curriculum
strands could be explored in depth

o Digital resources and repertoire archives to facilitate greater engagement of a wider
audience with the various historical and current repertoire.

1 Regarding the repertoire, the study recands a consultation with teachers and students
with regard to the genres represented in the repertoire, with a view to ensuring it is relevant,

appropriatelychallenging anduitablefor all 21st century schools and singers.
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1 The study recommends the exgaition of a revised or additional summer course @eirvice
CPD course linked to participation, that would support teachers meaningfully in their musical
learning and expand their knowledge, experiences and skills in music education through
choral singilg, other musical activities and potentially digital technologies.

1 The NCC as part of a potential National Singing Project (Doyle, 2019) could collate and share
the resources produced thus far with schools all over the coblattipnally, schools could
thenperform the repertoirsupported by system of mentoringased on aenhanceanodel

andprovision of AMDscountrywide.
Consideringhe operation of the programme

1 The research suggests that NCC leadmmnsider the tim&onsuming nature of
participation One option could be to move the choir to outside curriculum time, ensuring it
does not replacthe content of the curriculum. Another optmuld involvereducingthe
workload of the programme through less complex or numesongs

1 The structuresf the NCCcould evolve andbecome decentraliseeincouragng more
autonomy and feedback from teachers, schools, and regfichss way,local schools and
regions could be empowered to have more ownership over the musical and pedagogical
aspects of pastipation.

9 The current regional committatructurescould evolve from their current role as
implementation mechanisms fierhearsals and concerts,embodya moreconsultative role
The establishment of communities of practice which respond to thenleeds$ of teachers
and schoolsind share good practice on a school (Level 1), regional (Lgvah@ national

level (Level 3)couldbevery empowering and agentic for teachers.

Finally, regardinga potential transformation of the musical philosophy andehoiithe choir, the

following recommendations emerge from the research:

1 Thechoir muldestablisrach i | d r e woinmittels; @With oversight of aremsuch as
repertoire, interpretation, performances, &tds wouldestablish the NCC aschild-centrel
or child-led organisatiorandwould respond to some of thensiongelating to power and
learningthat emerged from the dator exampleGreed €002; 2006) informal learning
practicesvould allow the learners to legarticipation with the assistamof teachers,
through the choosing, interpreting, composing,
repertoire.

1 The research recommends that revisions of repertoire and structures be explicatgith
culturally responsive and inclusive lens (KellicHale, 2013; Spruce 2013)his would
ensure thamusical success in a choir (and music education more brosdig) only
measured bparticipation and presenteeisbut throughengag@ment byall learnersn

inclusive music making opportunitiefransfomaive participation should lead to the
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performance oéll music genres (e.drish traditional or ethnic world musgiin a culturally
sensitive and authentic way, rather than through a WAM or choral filter.

1 The findings suggeshat the choishould reféct onthe hierarchical, highly structured nature
of the organisation and considehether disruption and innovation is welcomed and
encouraged through the engagement of a diverse range of particigatsinghe ideas and
disturbance of newcomers withe desires of okimers

9 The choir could create an alumni community to connect with students as they progress into
secondary school and beyond. This may serve as a recruitment tool for future primary school
teachers and/or choral music practitioners.

1 Ina possible future transformation of the organisation, the resesmmmmend engaging
with expertpractitionersn the fieldof child-centred and childed artsbasedactivitiesto
explore how best to synthesibe formality of and excellence achievagthe NCC, and the

natural creativity and intrigue of children

The researcher acknowledges thadmgein any organisatiorsiproblematic (Fullan,
2006), and the participants of this study were ambiguous in their stance on the future of the NCC.
It couldbe argued thahe choir is of its time and therefore cannot be forced into a framework
philosophyof music education so distant from its origins. However, the researcher argues that
given the current redevelopment of the primary school curriculume th@n opportunity to
reimagine the NCC, its nature and significance, and ultimately its contribution to music education

in the 21st century.

5.3.3 Recommendations for Music Education in Primary Schools

The final section of the study providesaderrecommendationsacrosghe areaof
teacher learning and CPBwsic curriculun design and implementation, policy makamy the

broader philosophical question of the purpose of music education.
Considering the recommendations feacheldearning and CPD in mus&ducation:

1 The research concludesatithe teachetearning evidenced in this study is largalytiquated
andi s heavily influenced by t eaclbadingdahe own exp
replication ofinheritedpractices It recommends that futermusic education initiatives and
CPD programmes must challenge and expand the musical lifeworlds of teachers.

1 The study identifies a gap in the teacher education continuum whereby teachers have little
experience of music#&arning outside ofTE. This hould be rectifiedhrough the provision
of a wide range o€PD opportunities in the ar@h arts and musieducationwhich aimto
develop the musical confidence and competence of primary school teasheed|, as

expandinghe breadttand depthof their musical knowledgand skills.
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1 Teacher learninghould encouraggr e at er i ntegration of teachersbo
lives inside and outside school, in addition to utilising informal teaching methodologies and
shifting the mindset of teachers andrfesasfrom curriculum consumers to curriculum-co
creators (Dolan, 2012; Green, 2002; Spruce, 20Ibjs would develop more culturally
responsive and creative music classrooms and allow teachers and children more agency in

their music making.

Regarding crrent and futureurriculum and policylevelopmentén the area of primary school

music educatiom Ireland:

1 The reported dissatisfaction angparent patchy provision of tleirrent primarymusic
curriculum is concerning and this research recommendgegerzgagement between DE, the
Inspectorate and schools to constructively address the reasons why teachers are unhappy with
the curriculum and how to support the implementation of it.

9 Future curricular revisioand inservice trainingnustconsidercontenporary perspectives on
musiceducation, moving beyond the traditional approach evidenced in this study. This would
encourage best practice in primary school music, underpinned by creative, culturally
responsivand inclusive practices and pedagogies.

T Itis recommended that teachersd identity, teacher
acknowledgednd challengeth any future curriculum revision.

1 This research recommends that futtmasiccurricula shoulde-examine the prposeof
choral music witin classrooms, reflecting on its place as one of the many musical activities
available to teachers in their music lessons.

1 The study recognises that teachers continue to feel stressed and overwhelmed by the current
curriculum and the data suggests thathers desire efficiency, predictability, and structure
in their teaching lives. The research recommends that policy makers consider the impact of
curriculum overloagdteacher stress and the consequeddictionof the curriculummand
narrowing of the learimg outcomes fochildren.

9 Education officials shouldhonitorthe current implementation of the prescribed curriculum
across the primary school system as we#rasung that teachers are supported in changing
their methodso meaningfully affect practicga schools.

1 This researckupportghe important role of outside arts organisadiomthe provision of
music in primary schools amdcommends the continued involvement of musical groups,
artists angrogrammesn partnership with schools and teachétswever, the research
concludes that partnerships that operate as curriculum replacements continue to be

problematic and require careful consideration and monitoring Isyaddéholders.
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The study recommends that any future music education policiesjectsravorkwith
programmes such as the N@Lascertain the optimum role of externalsical organisations

asoptioral curriculum content or extreurricular activities.

Finally, regarding the broader theoretical and philosophical implicatibtie stug:

1

The research recommends the use of CHAT (Enigastt999, 2001) in the critique and

reviewof organisations working in education and music education. The addition of the
hierarchical division of labour to theaimework could be theorised furttierbecane a new
constituent within the activity system model (i.e., power).

The study affirms thpossible limiting naturef capital and habitus in music education, as

well as the potential problematic power implications of teachers and/or organisations as
curriculum custodians. The research recommends that capital acquisition and the
transformation of habitus and field is a desirable outcome from formal music education,
through the engagementtefichers and learndrscreative, culturally responsive practices

and participation, and that this argarrantsfurther investigation.

Theplace of the researcher as an insider within the NCC could viewed as limiting, however
this research affirms the importance of practitioner based, interpretive research that
acknowedges the biases and preconceptions of the human condition, yet can enlighten the
field with meaningful data and conclusions for many different stakeholders in the NCC and
music education more generally. It is recommended that research such as thie dortim
encouraged in music education, as the epitome of reflective practice and reflexive research,
with the researcher at the heart of the phenomenon looking from the inside out and the outside
in.

This study recommends thalt involved in music educiin reflect on the philosophical

question explored in the opening chapter: What is the purpose of music education in primary
schools?The research argues that policy makers, teachers and schools need to reflect on the
desired aim of music education, thddweing of the potential musical and extraisical

benefits from participation, and the place and rationale of music education within schools
today.

Finally, the data suggests that there remains a preoccupation with the production of a musical
productandon the facilitation of access to music education. It is recommended that teachers,
policy writers and the NCContinually questioiif this narrow focugs sufficientto engage

and encourage each teacher and child to develop their musical learning, idapttgland

practicein a holistic, inclusive, and ultimately transformative nature.
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5.4 Areas for Further Research

There are three main ways this study could be developed or inform further research: through

continuation, replication or extension. Firstlye teachers consulted within this study, or a similar

sample, could be part of a longitudinal project to measure the changes or others in the nature and
significance of their participation. Replicating the study with a larger sample would be useful to

chdlenge or further support the findings of this research, contributing to the recommendations
proposed above. Al so, with initiatives such as Cr
review on the horizon, a continuation of the study in the futuredogeld very different results.

Crucially, a useful follow on from this study would be to explore more deeply the implications of

the research for the NCC as an organisation, reimagining its place withirf'tbendry school

and aligning more closely ti contemporary music education discourse.

The options to extend or build on the study are many. By extending the research focus to
include more musical partnerships within schools, one could compare the nature and significance
of teacher participation awss a range of activities. Also, a future study could consider the
children of the NCC through the use of observational methods and ethnognagphiiy and
consider the possible link between child participation and musical learning or aptitude (cf. Welch,
2012 ; Wel ch et al ., 20009) . The i mportance of teac
examined, through the studying of teachersd | if e\
education and educational experience have on their practicecdiild be conducted using a life
study or narrative enquiry lens whereby the focus would be on the participants rather than the
phenomenon. Also, building on the use of AT in this study, a further investigation may consist of
examining two ceexisting AS,the NCC and the curriculum, to identify similar or contradictory
tensions between teachers' interactions. Finally, the question posed above relating to defining the
purpose of music education in primary schools has been considered by many (Fautley & Murph
2015; Mills, 2005; Pitts et al., 2015; Stakelum, 2008b), however | would argue that taere is
increasing urgency to address this question convincingly and comprehensively iparatestic

primary school music curriculum.

5.5 Conclusion

This thesis hasxplored the nature and significance of teacher participation in the NCC through

an interpretive | ens informed by the researcher 0:¢
perspectives of musical educationalists and policy makers in Irelandsanchele, and through

the theoretical and conceptual frameworks of participation outlined earlier. The research

concludes that participation is a complex phenomenon and-dimkinsional construct. In the

NCC, teacher participation emerges as a lineardwairding form of learning, reinforcing a

positive sense of teacher identity within a homogenous community of members, governed by
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hegemonic power structures and historically dominant forms of capital that underpin an efficient,

attractive yet anachronistarganisation that teachers happily support and affiliate with.

The study finds that the nature of participation is both positive and problematic, and that
the current context of music education in Irish primary schools provides a gap in provision that
organisations such as the NCC are occupying. The study has highlighted the impact of power and
conservatism within participation, while also pointing to the possible transformative potential of
participation to change the mindset and narrative suringmalusic in schools and to impact
teachersd | earning, identities and otheories a l i n
of music education already articulated in the literatlir.e si gni fi cance of the
insider, narrator and critiof the phenomenon is key to the depth of the analysis and reflective
nature of the work which points to many positive and problematic dimensions of participation,
which one hopes will inform future developmentghia organisation and imusic education
more generallyThe work of the NCC in bringing musical participation to many thousands of
schools, teachers and children must be acknowledged and celebrated, and the participants in this
study advocated for its continued presence in schools. This reseepoiimends that all within
the NCC community build on the strong foundation that currently exists and reimagine a choir
which represents all members, teachers and children within the 21st century primary school.

5.6 Coda

The late Lawrence Stenhousa o t is thefteathers who, in the end, will change the world of
the cl assroom [1975wsacites m KRaddookd1088,q0. 3538 @achemyself,

and through my critical examination of the construct of participatinaw feelthat | have gair

a deeper understandinfithe world of the NCC through the eyes of the teachers in this. $flydy

own participation in thehoir, and subsequently in this research has been transformative. My

work with the organisation has always been fulfilling, giving an avenue to practise my own

piano playing and to sustain my musical life as a primary school teacher. As someone who came
from a slightly different soci@conomic background to the traditioldssical pianist, | have
participated in music and teachithrough alternate pathways and accumulated a lot of
experience performing with various ages and o
will testify, it is difficult to summarise the learning that occurs throughout a research process like
this. This study has enabled me to explore a wealth of understanding regarding participation in the
NCC and with the kind agreement of the participants, an understanding of their personal and
professional lives. Also, the historical and cultural context of enediication in Ireland and

elsewhere, and the literature around teacher learning and organisational framieswat,

contributal to my constantly evolving identity as a researahesicianteacher.
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My hope is that the work conducted during this Ph@, suymmarised in this thesis, has
recognised the cultural and historical significance of the NCC, representing the first significant
enquiry that has been carried out on the organisation. Also, it aims to contribute to the wider
discussion around musicedut i ond6s pl ace in primary schools, to
functioning and impact of musical partnerships between schools and outside organisations, and
provide food for thought for any possible future reimagining of the NCC.

On a personal level, yrdodoral journey has challengeahd transformedy own
understanding and values of the purpose of music education; my judgement of what a high
standard of music education does, and could, look like; and my approach as a refeaacher
2021a, 2021b)l hawe broadened my conceptualisation of music participation and music
education, while also acknowledging my own musical journey and context, and can now

appreciate a rainbow of possibilities from musical participation.

The participants in this study wereeef r ed t o during the research p
in the balconyo (referring to the NCC teachers wi
concerts). Therefore, | aimed in this study to peek behind the NCC and examine what | termed the
real partigpants, the teachers. However, in doing so | also investigated and critiqued my own
habitus and capital and have developed a fuller balcony view of musical learning, identity, capital,
education, and participation. | trust that this study is just mydanstribution into the rich field of
music education discourse and that my work with and in music education can continue the wishes
of Saunders, Varvarigou and Wel ch: AHopefully we

singing is for the few rather thaneth many o6 (2010, p. 80).
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Appendix A: Primary Document Sources

Appendix A contains primary sources collected as part of this research project. They include
personal communications betwetbe NCC founder, Sean Creamer and others in the Irish music
education scene.

Document 1:Original NCC Programme, NCH Performance €89t June 1985)

Document 2:Letter from Kenneth Mills, Church of Ireland College of Education to Sean
Creamer (10th Jun1985)

Document 3:Letter from Gemma Hussey, Minister for Education (18th June)1985
Document 4:Letter from John Harris, Department of Education (18th June 1985)

Document 5:Letter from Joseph Groocock, Educator, Composer, Conductor and Organist (June
9th 1985)

Document 6:Letter from Pat Cox, President of the European Parliament to Collette Hussey,
National Organiser of the NCC (September 2004)

Document 7:Letter from Aloys Fleischman, Director of Cork International Choral and Folk
Dance Festival (14th &y 1985)

Document8L et ter from Michael O6 Sionad$§8i s, Depart
Document 9:Article on the European Day of Music (2lune 1985, The Irish Times
Document 10:Poem and Drawing from the NCC Choir of Loreto Convent, Foxroek)(n

Document 11:Excerptsfromi Thank You For The Musico: The Na
celebrates 30 years of singingJune, 2015)
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Document 1:0Original NCC Programme, NCH Performances (8th & 9th June 1985)

wd g

“ounp: 16 Aepuns g

»

wdg pue g

mwmh : aunp y1g Aepinjeg

it

[1eH 1a2u0) jeuonepn

e

bou eu epunisigp 199

£

SRt

T

JRVA

f

V

VYA

L NIN8Na g
jpang oloquepy
youeag Adewtlg
uoneINp3 jo Juswiiedeq
Hoyg 5,UsIplLyY jeuoneN
403084

YTWVIID NVAS T
‘SSaIppY Jeucrient

“reax amsnpy ueadomg ._& 231U EUOTEN
a4} uo uoneonpy yo jusunaedaq sy spuasaidas
Pue 1033 g BJUISIEN UUBIN) JO Jojoau( € S1 off

: ‘wjqng pue o31[§ ur uaIp[ryo
.Smmim:_mwmnE:_mEuE_bnxa _H.B.ﬁ.:ao:

v , V'S pue
adomy ‘ure)g 0) oy, 1130U0Q) U pue s[EAsag
QTR 03 STOYD Yim A[PAISUAIXS PafjoAe) sey aff

“YBUURIaY) UE YqoBIy) 107 pajonpuod
OSE 3H "GIqnQ  UT A[EPUOAY TEJUE) put s1afulg
Hed oy ‘odyg w sppfug sy sy pepunoy oy

'S]00YIS ATEUrL] Uy JISK

Jo a81ey> sey mou pue uoyesnpy jo jusunsedag
Y} M Jopdadsup osny pojurodde sem am«a
.A.wn—E .m— ‘mGOE .Q .U .:.‘.”.,.

pue uoneonpg jo afafjo) sed IS ‘qunyes |
apury Asielo) JeSumpy S ‘g ‘D, 38 pajesnpa ||
Sem 9 JedUIfnpy Ul Woq SeM JaWal) Ueag |
YIWNVITYI NVAS

suoifay osg
PUE PIOJISJEM ‘WIBIW “Nouauwrr] ‘ungng
‘4100 ‘SUOY I} U SIYSEIL [0OYIS
[euoneN Q71 £q amopiadal aasualxe ue
JySne) Sutaq Apuaund oJE URIPMIYD 959Y L

seoyas

ATeunrg up sasse[> IXIS pue Yy ‘ypnoy
WIOIJ UMBID 3J8 A31 ], "OPEMUOIIBU SIdqUIaW
005‘y SeY 1J "PoUNIO] UG ApPEAIE SEff
HIOHD S.NIHATIHI TYNOILYN FHL

"UulIpqiya Jo

Jusurdo[aAap [ENJOS[IAJUI PUE [EIN0S YY) UL
a1snur yo douerodur ayy ySqySiy 03 swiry
HI0HD S.NIHATIHD TYNOILVYN FHL

*s]ooyas Ino up JySne) Apusrimo
sSuos Jo amopsadar oyy puedxs 03 suny
YIOH3 S.NIHATIHD TYNQILYN FHL

“1ea X oisnjy ueadong Supap
JISNUL JO sseualemE UdySIBY 0) Sswy
YIOHI S.NIFHATIHD TYNOILVYN FHL

‘sjooysg A1ewng
ur JIsnur Jo Isned Iy} Idylny 0 swiy

Y9, Ty,
i & 7

226



*307)8 eu BpUNISIEN uuEWy) JO SJeIIE UE St

YD AP TN YL

“MVAA JISNH NvVAd0dand
0} uopnquiuod juadguew € C

*3ISNW PUB YIno£ Jo UOHRIGI]AD 3213 e st

TY Dy Y D TN

“UIAIS
2q os[e I seourwojrad [euoidey JIO

"[eARSa ] [BI0GD) Y10 21}
Jo Suruado oy; ut ajedronred [[Im JOYD AL

‘Teoyos Surjedroniied 1949 pue
suorgay e upuasexdar usIppyd Qs jo dn
9pEW 3q [[I4 UOISEDI0 SM} J0} IOy oYL

“$861 ‘UI6 PUE
i ounf uo ‘uriqn( ‘[EH M4oUC) [EUOHEN
a1} je seoueuirojad 9} Ul SJRUFWIND [IM
IOV S,USIPIIYD [PUCHEN SYi JO HIom YL

‘SUOOUIS)JY ABpLIf
s uoytg ururefueg pue sfuog Sumuny yYsu]
‘gyRUO)) juEsBag S.yoeqd ‘S ‘[ judsaId TIm

BTy G R ATIY D TTN” T

SeoupWII0)13d

uogjesnpy Jo aSa[joy) pue[dI] JO y2INYY) ‘JudPIsAg
INTIN X

< ode-[ooyas
Areurrd JO USIP[IYY SSAJOAUI JI asnedaq
onfea osuawrw Jo ST juawdorsAsp ST
'sTeaf JuUsdaI Ul spunoq pue sdes] Aq pe
-dojaAsp SBY PUB[AI] Ul AMALOR [BOISO,,

1078 BU BIUTUSIEN UUBUIN,) JUIPISALT I “UOF]
NNYWHOSIZTI SAQTY 105S3j014

« TEARS2,] [BIOND
330D §861 ey jo Suuedo oy 03 won
-NqIUod S IOYD 91} 0} pIemIo] SunOo] ure
1 ‘Surdurs [eI04d JO JUSILTY pue Aof oy
01 ualpqyo Surdurig ur dejs jea1d v,

vonEsTIERIQ SI31Ea L, EONEN YSH] JUPIsalg
ATTANNGD HOL NHOL

-.Hmdpo
ue 1e 9 YjeI umng uuesIigy BU L0
wwess 1EYY) SNE [IEROIYJ B 08S Iew ypreyde
Ie W0 WIO SEYIR IOf 9§ UUBAND

"§5900MS
puE {3013 POnUTIUCD I UYSIm pue IOUD
§,UBIP[IYD) JEUOEN B JO JUSWYSHYEISS 913
swooam 1 1oy} ansesfd Jears yM ST 1L,

[Iouno;) §)ry 1039241
ATTANNNKW NVIIQY

« $861
Ieo OISO U pawoo[em Aqeradss 2q 0}
“Juanrdo]aAap [RUOHEONPI *I[qEN[EA V,,

$861 Jea) JIST 0] SN0 [BUCTIEN
a1 §0 UBULIEY) 3
AFSYD MNVHA TN

i «Ydasuod
Jupoxe pue oAneurdern ue ST 3]

“IB3 X OISO 10J 93O

[euonep sy} Jo Hoddns a1y pus SupyoEq iy
ey} sey IOy SUPIYD [EUOHEN SUL,,

uonpEonpy 10y IajsMuIp

AASSNH YANID
(. oouruLoyrad
s JIONo oy} Surresy o} PIEMIOY YOO} |
“Ied X OISny

weadoing — G861 S1BIR[90 0} Aem QATIEAID
pue Su1joXs Ue pUB[AI] JO UAIP[ID [0OYDS
31} $19}J0 3] ‘1IOYD SUIPIAD [FUCHEN B JO
jdasuos ay; Jo eroxdde Apysnolony [,

227



Document 2:Letter from KennettMills, Church of Ireland College of Education {10une
1985)

Coldiste Qideachais Faglais na BEireann.
Bothar Rithmaoinis Lacht.,
Bale Athe Cligth, o
Tel: 470033

Chircie of brelwnd College of Educarion,
Upper Rathmines Road.,
Duklin 6.
Lol Wila3
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Document 3:Letter from Gemma Hussey, Minister for Education(18ne 1985)

ipiy AN Are Omowsones

Bajvz Arsa Cooary |

Mr. Sean Cremer,
34 Abbey Yiew,
Mamlkstown,
B8lackrock,

Co. Dublin.

\% June, 1985,

Dear Senn,

I praised you and your Mationel Chilaren's Choir sincerely and
wholehesrtedly on Saturday evening. That was before the shcw; if 1 had
weiled to speak until afterwards t would have 5Sesn difficult to find worcs
to praise sulTiciently such @ superb perlusmanve,

Please cunvey my appreciacion and my congralulelions Lo all who had a buod
in the pruject - children, percnts, teachers, helpers and, of course,

to your marvellous accompanist, Ann (uinlan.

Seme Scouthsiders Lell me Sundoy's performance sven surpassed bthal of
Saturday. T wonder!

Dest wishes.

Yours sincerely,

i T Kj
"6// ) LN J -;74./"-4/115...{-;»‘:)

Gemma Hussey, T.D.,
Minister for Education.
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Document 4 Letter from John Harris, Department of Educatiori(1&ne 1985)

Oiric AN AIRE OIDEACHAIS
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?- . by Mo ANallinol Cliode.s Clair. Bom Beabana
e ;._7-“,7 mm«:.% %m Wie L%w?

7, ,?
PG Py TRt g mee lebectiso loppy, s
Pronst , Gnnct Mﬁ,% bt on Candpl . o Ll T, cvoo

Rorcefln A .

el AR e ok ——=r .

el
4

230



Document 5:Letter from Joseph Groocock, Educator, Composer, Conductor and Organist (June

g 1985)

Junge 9th

Uzar SHean,
Thenk you for Lhe
Ucreen anc I enjoyed

-

I toel 1 have o wr

Frasn, Suraly
in this country. We ca
thaz

{ano w= realise

se sp skilled, =0 hign

2z¢ Lower Kilmacud fioad,
Srcatshoun,

Juslin la,

ccmplimentary tickots for the ceoncerf lash night,
it emorrously |
ite at ornce while the memory of it is =till]

this iz one cof the most momentous happenings in music

raat dnderstand how orm esarth so many children

=

was anly a sample 07 the whole offFert) could

ly polishad. Houw Mir it is entirely hatflin:g,

Y

I rm jowting down & Faw of Lae wmany Lhoughts that this concert
arcused in ny minc t=

Mo Irpish soncs uers

aluays anjoyed Lne L1
not remembering the co

I have aluays thouchi
gome other cougtries,

g big vrowd. Many zre

praved that 2 bhing crow

wonrdarul

Wwizh

ciie yrournd flcory they
wilh ne of any pq
nenzye Lo scund Like =
The 3ritten scngs u
clevermess in wuoiltirg

[

drligatiul, pleasznily contrasted. I have

Sle Red Fex. (Forgive this old Sassenach for

ing

ot

of the Iri

o

rrect z

P

tragitioral scnes, unlic<e those

lend thomselues to singing by

did not always

sg porsonal. But last nighz's parformance

d of singerc car put across traditional sorgs
Siziing wiere we were, towards the back af
cavn Acrose 25 3 nmarvallows blended sourd,

azsenc=rs oseing carried ! Fow feu aduly cholrs
Tis.

ar= = real ‘oy to near. I reelised Exitten's

simple, =axbtremely vesal anc easily memorzblo

uoaorn. Jhen, when
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I only wish ths. 211 the conductor

6% all <hz caoral sncicties in

0]

the mourczry could nave been present —o haar Lhis conzart 1 1 hope
# recorcing was wade (tlough o recaorcing could hardly co justice to
“he s=eer impact of all thau scund).

1t must nave doon a gresl example and irsairation te teacners whe

]
[l

heard the ceoacert. proved what Xocdaly and 8ll otasr sensihlie

musicians who took an intorest e music For Lhe young always main-

‘Lalned, namely that children ceo nnk caly learn goed music, but

very clearly can enjoy learning gnod muasic, and zlsg that children
can be sxpeched to pecferon cuood music upg Lo 3 wvery higa standare

o7 scrfeclion, Obviously yug have Aaer able e piclk the wast musicsl
and the rost vocel voungsters from zo many schoals, oubt this greas
gffors ought T fthink to.act 3s a shining examplas to many humble

out painstaking teachers to do more and more For music in Lhgir

schools. I dun'bt know vhetssr I cuor -old ynu a stary of &n Grigren,

Tarmonfaching many yearc ago, 1 uwas coirg bhuere overy Thursday far
nery Waeks, ir ooder to do somz isFornal sircing with whatever ladiey
Fappered Lo be attending one of the T.C.A, coourses Lhere, Nind ara
woes toE Werden - 1F chat ues qer title - had brought in somo B

girds Trom the local primary scheool Lo Jein in, I sert round 4ne

song=-books, and averybody enjoysc singing scre Yaore's Melac

Tren sanz izcy =i3g 2 =zong by themnerluns

cirl, and Mary saic taoy

sauld. They =t

8]

2d UD arc E&%y one versg o

toun. We axpressed our thanks 3 I turned Lo fAery ord acked asr Lkotler

Lhey would nobt sing some nuire woress of Shw zcng. "0ur fteacher anlv
tangh . us tho ano verna, i 1 aps . L osuggastad ohet Mey miohs
3 a sacond scog o UT0us b ol Lz Lthe iz.®
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ne wanzed, the more cemplex narmonies stood cut with marvellous contr
énd — as does mot always hepperm in my exparience, - thz singers were
steady as a rock in intenatien in soite of some of thne ciscords in
the accompaniments. And the words ! How on earth can so many childrer
=ing so many songs, not only with perfect memory for all the details,
but with such crystal=clear dicticn 7 Irknouw that it is usuelly
necessary hn yat singsrs to oo on workirg st words long after tney
know, or feal Lhat they <nou, the songs. Anc yot this obuviously
Fugas amount of work did not result in any sense of staleness @ rethe:
the songs came across uitnan air of spontaneity, which must be s5._
very hard to achiave, It was a good id2a to repeal the canonic one
45 an encore.

W2 loved your Peasant Cantata, It was a splondid idea to bave
groups singing recitatives azc. I gic that wizh fand=2l oratorios
at 5t.Colunba's sometimes, And I krow that it is oftan vary difficul
Ly get a well-simdd result that do2s nct sesm ostilted ard artificial
Thay vere all enormeusly successful. Those children will rever forge
Lh= charce you nave them ¢ as menbers of fulure audicncas they uill
urderszand Vessish or St.Fataeuw Passion in g much more vivid way
<han deo meny wembers of auciencas who heve nover Fac such an experisz
¢f singirg something similar ir style. The boys were s0 good § lNutur
sheral socimties way nave a few terors and basses wilh good luck,
Ne this movement uAizh you have ctected grous {can it ?) leif us honc
that mora boys are found intaresied and able to take part.

You askec for some fairly fast speeds in some of the ruvbess,
and they rose ta Lhe challenge solendidly. The words uere as far &s

I coulg tell (and I knouw the wors prebty well) almost 100% clear.

Again, Lhis iz not always the case with aguli choirs (an undepgtaton
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Pleass du not initiate any nfficial accion on this mateer : it nappensc
a cood many years ago, and ha Leacher inm guostion iz oropbably ro
longer thare, But it does point a very interesting contrast betueen
uhat may well have been the minimum lip=service paid to music in
achool a feu yaars ago, and this cemonstration of what can be done
by schoolchildren in 1985 1

I also have momories of the time when I wes comehou on Lhe committ
of Cor Fheile na 5col (forgive the misspellings please]) in Dublin,
and andured the most nghastly cerfornances of =onus ard accorion
pieces atc in the nlc Metropdlitan Hzll. All Lhe audience soaTed
Happy about it = -ha teachers on the committee appearad gererally to
ke n~appy aboaut it. But the stardard {(thics disuppose uas 20 or &0
yeary aco) was diabolical ! Mow we oo Farvard, You cbviously have
a vision of something far greater than has yet bteen found poesible
in.youpg children. fiay you succeed in raising the uhole concept of
music for schooldhildran until schoul music in Iradand i; the envy
o? the world !

Frankly, I had nsver imagined that you could get so many children

25 sound sc bezufiful t Frem Doreen and mys2lf, hearty congratutatli

How nice it is to have wicdened my circla al friands, =ranks to yo

irvization %o conduct Lk2 B Miror. Several teachers, membeTs 07 your

choir, cene up to T8 last night znd nadga Lhemsalyezs known to mo,

{Also, T must Lell you that “ram -ime Lo tira some charming yourd

o irl speaks to me, znd tells ne how much she anjuyed sincing Measie
Lhat ar enormous privilege znd responsitbility it is, vhebher th

are children or adults, Lo direct such craups nf singers !

gfhmﬂ Jiw ey

i <% Gﬂ'«'ff“"{“
_J Dﬂ..
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Document 6:Letter from Pat Cox, President of the European Parliament to Collette Hussey,
National Organiser of the NCC (September 2004)

To; Colette HUSSEY
National Orgariser
National Children's Choir

Seplember 2004

Tast year | had the pleasure to attend the final concert of the National Children's Choir at the
National Concert Hall, Dublin. I was especially pleascd (o be there in a small and simple way to
acknowledge and celebrate the contribution of Sedn Cramer fo music and song in freland
especially among the young,

On behalf of the Europeen Parliament I presenied Sein with a special case set of three medals to
acknowledge and honour his unstinting commilment and dedicalion.

At an eatlier stage of my presidency of the European Parliament | was invited to Aors an
Uachtardin by President McAleese. On belall of the Parliament T presented to President with 3
similar set of medals ; all three represent an idea of Furope.

The first medal carried ths image of Luropa, derived from ancient Greek mythology and from
whenee the name ot our Continent, Burope.,

The second medal was in the image of Charlemagne, the founder and Emperor of the Holy
Roman Empire, a particular form of Lurope in the early medieval period.

The third medal carried the image of Robert Schuman, the French Foreign Minister who in Paris
on the 9 of May 1950 delivered a famous foundational speech as a call to action towards new
Furopean integration. His was a vision based net, like the preceding war, on the force of arms.
but rather based ou the force of reason and hurnessing the power of what he called "creative
reconctliation”,

I was honoured to be able to make this presentation w Scin Cramer, a man whom | met years
eariier when some of my own family members participaied in his National Chiidren's Choir,

[ remarked just as [ was pleased (o present # set of medals to President McAleese, Uachtaran an
hEireann, so to it was with greal pleasure as a mark of gratitude and respeet that [ presented to
Seén Cramer a similar set of medals in his rolc’as Uachtarén an Cheoil and master of the most
universal language of all, music.

£

ISRV
Pat COX
President of the Edropean Parliament (Jap 2002 - Juiy 2004)
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Document 7:Letter from Aloys Fleischman, Director of Cork International Choral and Folk
Dance Festival (12May 1985)

Cork Duternational
Cheral and Foll: Dance “Lestival

OFFICES: FESTIVAL OFFICE, METROPOLE 1IOTEL,
MacCURTAIN STREET. CORK, IRELAND
Telepaone + Cork 502221 14th May, 1985

Mr. Sefn Creamsr BE.Mus.,
34 Abbeyvisw Estate
Menkstown

CO, DUSLIN

e
Dear Sedn,

I deeply regretled on Menday night last not to have had o chance of telling
you how engrmcusly we all appreciated your marvellous initiative in satiing
up C8r na nlig and what a real pleasure, in fact an inspiration it was for me
to havs had Lhe privilege o~ conducting Lhen for the first time in public.
Thzy were absolutely delighiful, ard I have been receliving endless and
enthusizstic plaudits ever since, ard appreciation of what people generally
think tc be the best thing that has come out of the Furopean Misic Year.

I think a further word of ccngratulation is due to the organisation of the
choir, since 1t was to me quite miraculous Lo see Lhem coming on with such
cpecd, and leaving again in the same way. Would you thank the gentleman
who seemed fa be in charge of tais end of things - I fear 1 do nol kaow his
nzms.

With rerewed ccngratulations and very test wishes for the continued siccess
of the choir -

ALUYS FMCISCIMANN
DIRECTOR
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Document 9:Article on the Europeabay of Music (21 June 1985, The Irish Times
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