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Abstract

This thesis explores common practices, expertise, values, attitudes and motivations
to teach among recorder teachers. It analyses links between society’s perception of the
recorder and its position in English music education. The research follows a mixed-methods,
exploratory framework comprising relevant literature, thematically analysed focus group
discussions with professional recorder player-teachers, mixed-methods survey data from

England-based recorder teachers and thematically analysed recorder tutor books.

This thesis triangulates views and perceptions surrounding recorder pedagogy to
reinvigorate and develop recorder teaching for the 21st century and beyond. This has far-
reaching implications for instrumental pedagogy in an ever-changing climate of music

education.

Key findings include that a lack of pedagogical development in recorder teaching
materials has led to the recorder in education existing within a musical subculture where
othering of social sections of the recorder-teaching community is present and social
perceptions of the instrument are negative. Findings present a new framework for the
teaching and learning of recorder technique, taking inspiration from informal learning
practices within a constructivist curriculum design in order to improve social perceptions of

the recorder in education.

Keywords: Recorder, teaching, social perceptions, instrumental pedagogy, music

education.
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Chapter 1: Introduction

This thesis is a study of contemporary society’s perceptions of the recorder in English
music education. It offers a contribution to original research in the field of music education
and instrumental pedagogy. | draw on concepts such as pedagogical practices in Whole
Class Ensemble Tuition (WCET), learning theory, teacher training and identity, with a
specific focus on the recorder. Whilst this research focuses on the beginner teaching and
learning of the descant (soprano) recorder, it is acknowledged that progression as a student
of the recorder includes playing instruments across the recorder family. | use a mixed-
methods research design to offer an exploratory study in an area that has received little

focused research.

This introductory chapter introduces and summarises the recorder as an instrument,
its use in education and schools and contemporary society’s perception of the instrument
through personal experiences and relevant sources from traditional and online media. It
discusses music education provision in England including the National Curriculum (NC) for
Music. Music education provision in England is contrasted with Scotland, Wales, Northern
Ireland and the United States of America (USA). This chapter introduces the National Plan
for Music Education’s (NPME) WCET provisions and the practicalities of delivering such
provision, providing arguments as to why the recorder remains popular in English schools.
The chapter will discuss the recorder’s situation in both amateur and professional contexts
as well as education, leading to an overview of the presentation of the recorder in popular

contemporary media.

The chapter ends by stating the research questions and an outline of the chapters

and their contents.
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Preface — My Recorder Story

As a musician, people regularly ask me: ‘What instrument do you play?’ When |
respond with ‘the recorder’, reactions are usually similar. More often than not people laugh
as if | had made a sarcastic joke. Equally as common is the retort: ‘Yes, but what do you

really play?’

In the early stages of my career, | found it difficult to find employment as a recorder
teacher. Potential employers would often ask if | played the flute or clarinet. On closer
inspection, they would see that | studied the violin as a second study and on multiple
occasions offered me work as a violin teacher and gave recorder teaching to flautists with no
recorder qualifications. To me, this implied that the recorder did not require a specialist

teacher, whereas orchestral instruments did.

Every professionally trained recorder player | know faces daily discrimination by
ignorant colleagues and the general public who think we play a plastic toy that comes free
with Peppa Pig Magazine at the local supermarket. However, we read in five different clefs,
transpose at sight and improvise elaborate Baroque ornamentation. We live in a world where
most of the general public can recognise a recorder but has probably never heard of the

oboe.

A report by Keele University stated that: ‘Learning to play the recorder at school puts
children off music for life’ (O’Neill et al., 2001). However, in the past ten years, there has
been a renaissance in the recorder world, with the recorder coming to the forefront of the
media with provocative headlines such as ‘Can the recorder ever be sexy?’ (Hewett, 2014)
printed in The Daily Telegraph on 30th April 2014, and young recorder players have reached
the final of BBC Young Musician of the Year in 2012, 2014 and 2020. These events have
contributed to a new interest in the recorder at a national level (BBC, 2013). Despite the

media hype, the recorder still struggles to shake off its negative image. The Daily


https://www.zotero.org/google-docs/?AiA3IQ
https://www.zotero.org/google-docs/?1Pvzox
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Telegraph’s opening statement predictably reads that learning the recorder is tortuous and

commands the same respect as a football being tossed into a sports cupboard.

Robert Ehrlich, recorder professor at the Guildhall School of Music and Drama
(GSMD) and former principal of Hochschule fir Musik Hanns Eisler Berlin, says that an
‘indication of the instrument’s humble position in the pecking order of children’s music
making is the crude superficiality of many [recorder] tutors [books] (Ehrlich, forthcoming, p.
75). Ehrlich blames ‘the general awfulness of the school recorder and the way it has been
employed in elementary musical trainingt’ as the main reason for ‘the recorder’s unattractive
image’ and dislike by pupils, as demonstrated by the Keele University study (Ehrlich,
forthcoming, p. 77). He goes further by explaining that ‘children learn the recorder from the
age of six or seven, either in small groups or in a full school class from non-specialist
teachers... The recorder is commonly taught by persons lacking a command of its basic

technique, unthinkable for teachers of other wind instruments’ (Ehrlich, forthcoming, p. 76).

I had a typical 1990s musical education within the English state-education system.
When | was seven years old, the Local Authority (LA) music service came to give a
demonstration concert during assembly. The recorder was absent. Instead, | fell in love with
the violin, took a letter home and the next week | was provided with a free instrument and
free, small-group lessons with a specialist violin teacher within school. | was in the string
orchestra, symphony orchestra and chamber choir. After being caught playing the piano
rather than being in maths lessons | was given two options for my punishment: sorting out
orchestra folders or going to recorder club. | chose the recorder club and was hooked! Clubs
were held at lunchtime, they were free to attend and attendees were given a free instrument

to borrow and take home.

On transferring to upper school and setting my sights on a career in music | asked if
the school had a recorder teacher. The response was simple: ‘The music service doesn’t
teach recorder and we can't find a private teacher.” My middle-school music teacher, who

was not a specialist, agreed to continue teaching me the recorder. She made it clear that


https://www.zotero.org/google-docs/?fAi2fs
https://www.zotero.org/google-docs/?fAi2fs
https://www.zotero.org/google-docs/?mtLKmP
https://www.zotero.org/google-docs/?mtLKmP
https://www.zotero.org/google-docs/?0t7rwU
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she wasn't a specialist and we would have to work it out together. So that is what we did; we
had a fingering chart to help us with the notes, an exam syllabus to find exciting new

repertoire and ourselves to teach each other.

My violin lessons, however, were strikingly different. My teacher trained at the Royal
Academy of Music and my lessons were full of technique and studies. During half-terms, |
was put in a string quartet and we had strict chamber music coaching. Three times a year
the County Youth Orchestra beckoned. Here we played the great symphonies of the canon:
Mabhler, Sibelius and Stravinsky were personal favourites. We diligently marked up our parts
with bowing and sectionals were stern, scary occasions where people were frequently told
off for using ‘incorrect styles of bowing’. Martelé, détaché, sul tasto and sul ponticello: we
were expected to master them all. Bedfordshire Youth Orchestra was a carefully constructed

conservatoire boot camp.

Yet at the same time, | couldn’t tell you how to play dynamics on the recorder or even
how to play in tune. | didn’'t know anyone else who played the recorder and there were no
ensemble opportunities for me and my recorder. Why was this? Was my enthusiastic but

uninformed school recorder education an anomaly or was it typical?

Current Practices in English Music Education

All children in England are entitled to a free place at state school between the ages of
5 and 16. In England there is a mix of how this provision is presented: state schools run by
LAs and then academies and free schools that are independent of the LA. There are also
academically selective grammar schools, state boarding schools, pupil referral units and
special educational needs schools. In addition, there are private, fee-paying schools. This
research focuses on music education in non-selective, NC-delivering state schools, whilst
acknowledging that music, and within that instrumental music, is offered at the vast majority

of educational establishments across England.
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Today, there are two intertwined music education programmes that run concurrently
in England.” The first is statutory for all LA-run primary schools in England (but not
academies or free schools): the NC for Music. The second is optional: a series of
opportunities offered to schools by local Music Education Hubs (MEHSs). Schools usually
have to pay to buy in the services of the MEH to their school. MEHs are generally connected
to local councils, supported by Arts Council England (ACE) funding and provide specialist
music support and provision to all schools within their designated area. With the introduction
of the NPME in 2011, MEHs have to offer at least one term’s worth of WCET to all primary-
aged children via schools (Department for Education, 2011a). The idea behind this is to give
all children the opportunity to experience playing a musical instrument, at which point MEHs
and schools are recommended to provide appropriate progression routes. These initial
WCET classes should be at no cost to parents or carers. MEHs have to offer the programme
to schools and, although there is no statutory requirement for schools then to offer it to
pupils, a 2017 report by Music Mark showed that all schools surveyed did so (Fautley et al.,
2017). The majority of these projects are presented to pupils as compulsory provision. The
Model Music Curriculum, published in March 2021, explains that children in English primary
schools should receive at least one hour of music a week. It goes further to explain that
children should have access to rhythmic and melodic instruments and that when they reach

Year 3 they should be engaged in WCET in addition to their NC music lessons.?

One of the most obvious differences between the two programmes is that the NC for
Music focuses on general music skills® to be gained and developed throughout children’s

school life, whereas MEHSs focus on acquiring instrument-specific skills. Learning a musical

" This research does not include Sistema England as it is a charity and not an initiative from the
Department for Education. It does not include In Harmony as this is a programme only available in
Liverpool and Newcastle. The research focuses on national music education initiatives.

2 https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachment_dataffile/
974366/Model_Music_Curriculum_Full.pdf page 4.

3 Gaining experience of performing, listening, composing, reviewing and evaluating, and developing
an understanding of music.
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instrument in English schools is therefore supplementary to the more general music

education offered by the NC for Music.
The NC for Music at Key Stage 2 says:
Pupils should be taught to:

¢ play and perform in solo and ensemble contexts, using their voices
and playing musical instruments with increasing accuracy, fluency,
control and expression;*

e improvise and compose music for a range of purposes using the
interrelated dimensions of music;

¢ listen with attention to detail and recall sounds with increasing aural
memory;

e use and understand staff and other musical notations;

e appreciate and understand a wide range of high-quality live and
recorded music drawn from different traditions and from great
composers and musicians;

e develop an understanding of the history of music. (Department for
Education, 2013)

Immediately notable about this list is that the first item requires pupils to already have
core instrumental skills to engage with and fulfil the requirements of the curriculum. Though
all the other objectives on the list can be taught by someone who can teach general music,
for pupils to gain the skills necessary to ‘play and perform in solo and ensemble contexts’,
this requires the input of a specialist in a particular performance discipline (e.g. voice,

recorder, piano, etc).

Garnett explains that there is a ‘fault line’ in music education in England, where the
music curriculum taught in schools and universities ‘considers musical learning to be

essentially to do with cognitive development’, whereas instrumental learning through MEHs

4 Many schools use Wider Opportunities schemes to fulfil this particular section, if not all of the
National Curriculum.
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and conservatoires ‘consists of becoming proficient in a range of musical behaviours or

skills’ (Garnett, 2013, pp. 161,175).

Garnett defines traditional, classical, instrumental learning as the transmission of
definitive musical behaviours, where the transference of musical skills is passed from
teacher to pupil and not with the pupil’s own creative or cognitive abilities. The typical
learning experience in the classical tradition is focused on the transfer of skills from teacher
to pupil in the style of an apprenticeship. The learner acquires a set of taught behaviours
from the master-teacher and these behaviours are copied and relayed on demand. The
assumption is that there is very little time made for free exploration of the pupil’s instrument
and not much value is held in free improvisation or play. Garnett’s article argues that it is
more beneficial to design music curriculums around developing students’ competencies and

understanding rather than focusing on what learners can ‘do’.

These theories are proved by the graded examinations set by exam boards such as
the Associated Board of the Royal Schools of Music (ABRSM). According to the current
woodwind syllabus published by the ABRSM, a typical graded exam from grades one to
eight has four sections, including the rendition of three set pieces, with the exact copying of
editorial dynamics, phrasing, tempo and articulation (ABRSM Shop, 2018). (Whilst this
research acknowledges the role of the instrumental examination system in English music
education, it focuses on beginner recorder teaching and learning.) There is also a
presentation of set scales and arpeggios, which are to be learnt by memory, followed by a
test in sight reading and finally an aural test. The latter exemplifies a gap in traditional
classical music learning where the learner’s free will and creativity could be explored and
used in the learning process. Instead, as predicted by Fautley and Garnett, it is a precedent

of behaviourist learning styles (Garnett, 2013).

Garnett clarifies the nature of constructivist learning in terms that relate strongly to
child development that will be discussed later: ‘the nine levels of attainment set out for music

in the 2000 curriculum... provide a continuous model of progression that describes a


https://www.zotero.org/google-docs/?ICyxFr
https://www.zotero.org/google-docs/?2frpPN
https://www.zotero.org/google-docs/?lti9Ku
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continuum of cognitive-music development that is loosely connected with age’ (Garnett,
2013, pp. 169).° Assessment in NC music lessons is largely based around ‘ascertaining the
stage of cognitive development that has been reached by students, rather than their ability to
perform a specific task’ (Garnett, 2013, pp. 169). For example, it focuses on foundational
cognitive skills needed for music performance rather than on music performance itself. The
updated NC for Music was updated on 26th March 2021 and the pedagogical structure and

demands remain the same, through a Kodaly-inspired curriculum model.

Instrumental Tuition across the United Kingdom and the USA
As mentioned above, England has two concurrent music curriculums. In Wales and
Scotland, music in the primary school is framed within an expressive arts curriculum
encompassing music, drama, art and media. Northern Ireland, as with England, presents
music as a discrete subject. Instrumental tuition is an additional provision alongside school
curriculum music lessons across England. This system could be changed and improved. |
will draw contrasts between approaches here and in other countries for which there are

governmental reports and academic studies available.

A 2020 report into Welsh Music Services (lead providers of instrumental tuition in
schools, similar to MEHs in England) separates out music education and musical
experiences. The report explains that short-term, free at the point of delivery for pupils,
whole-class musical experiences are popular in primary schools. The reasons cited for this
are that they are simple to plan and budget for. In addition they give children a musical
experience with a perceived musician in place of a school music specialist. However, the
report raised concerns that young ‘enthusiastic’ people are commissioned to undertake the
teaching of these musical experiences who do not have any teaching and musical

qualifications. These concerns are shared with Scotland’s WCET provision.® Furthermore,

5Whilst the NC has had revision over the years, the model of performing, composing and appraising
remains.

6 https://www.gov.scot/binaries/content/documents/govscot/publications/advice-and-
guidance/2016/05/instrumental-teaching-in-scotland-guidance-2016/documents/instrumental-
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the report details concerns that in Wales, whole-class musical experiences are coming to
replace continued, long-term music education. Whilst musical experiences were initially
designed to supplement the primary music curriculum, they are now being used to fulfil the
curriculum. The report quotes music teachers who explain that they are frustrated that they
are meeting pupils who have no enthusiasm to continue with instrumental learning because

their initial WCET experience has deterred them.’

Scotland’s 2016 report on instrumental learning reported similar themes, whereby
WCET puts children off continuing with musical engagement. One of the recommendations
of the report was that Scotland’s providers of instrumental tuition should aim to change

perceptions of music and improve the subject’s effectiveness and social status.®

The USA has a well-embedded WCET system across the country. As with the UK,
these programmes are not always thought of positively. As a reaction to traditional teacher-
directed instrumental tuition, there is a growing Modern Band movement (Powell, 2019, p.
42). Modern Band uses electric guitars, bass guitars, drum kits, keyboards and singing to
utilise commercial popular music in the classroom. Learning is student-led and the teacher
takes on a facilitating role. A study in 2004 showed that there was a 49.52% reduction in
students taking music classes in secondary schools in California (Music for All Foundation,
2004). It explains that this is because in many cases, pedagogy in WCET has not developed
for the past seventy years, and this has led to a stale curriculum that is not always fit for
purpose. It explained that in schools where the teacher takes account of students’ pre-

existing musical knowledge, and students take a leading role in their learning, programmes

teaching-scotland-guidance-2016-pdf/instrumental-teaching-scotland-guidance-2016-
pdf/govscot%3Adocument/Instrumental%2Bteaching%2Bin%2BScotland%2B-
%2Bguidance%2BMay%2B2016.pdf.

7 https://gov.wales/sites/default/files/publications/2020-01/music-services-feasibility-study-final-
report.pdf.

8 https://www.gov.scot/binaries/content/documents/govscot/publications/advice-and-
guidance/2016/05/instrumental-teaching-in-scotland-guidance-2016/documents/instrumental-
teaching-scotland-guidance-2016-pdf/instrumental-teaching-scotland-guidance-2016-
pdf/govscot%3Adocument/Instrumental%2Bteaching%2Bin%2BScotland%2B-
%2Bguidance%2BMay%2B2016.pdf.
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flourish. Student autonomy is a crucial part of Modern Band curriculums; in compulsory

WCET, the recorder is not always chosen by the students.

The Field of Debate: Why ‘Choose’ the Recorder?

What are the costs of the recorder relative to other instruments in WCET ensemble
tuition? Table 1.1 shows the recorder as the fourth most frequently taught instrument

through the government’s WCET scheme.

Table 1.1: Cost of nine most popular instruments taught in whole classes in primary schools (Fautley
et al., 2017, p. 24)

Instrument Individual Price Class set of 30

1 Violin £49.00 £1,470.00

2 Trumpet/Cornet £139.00 £4,170.00

3 Clarinet £140.00 £4,200.00

4 Recorder £2.00 £60.00

5 Ukulele £19.00 £570.00

6 Trombone £190.00 £5,700.00

7 Percussion — Djembe Drums £12.00 £360.00

8 Guitar — Acoustic £45.00 £1,350.00

9 Flute £129.00 £3,870.00

For the academic year 2016/17 a total of 8,042,026 children were involved in the NPME’s
WCET (Fautley et al., 2017). According to the Music Mark report, this data refers to WCET
projects provided to school years 3 and 4 (Key Stage 2), for one year. This results in 8.84%
of school-age children per national population. 145,374 children accessed large-group tuition
that was not part of the NPME’s funded WCET. The report shows that the recorder is still

being taught widely in English primary schools.


https://www.zotero.org/google-docs/?kknlac
https://www.zotero.org/google-docs/?kknlac
https://www.zotero.org/google-docs/?V8JctE
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Cost is a main driver for the selection of the instrument ahead of a student’s initial
interests (Fautley et al., 2019, pp. 243-252; Hallam, 2019, pp. 229-241). The recorder is
cheap to purchase in comparison to other instruments. In June 2019 a plastic descant
recorder could be bought for £2.77 (chamberlainmusic, n.d.-a) whereas a plastic clarinet
retailed at £93.70 (chamberlainmusic, n.d.-b). All woodwind instruments are simple to store
as even when in their cases they are less bulky than for example brass or especially string
instruments. The recorder can be stored in students’ drawers in a classroom. From
experience, | can store a class set of thirty descant recorders in just one classroom drawer.
My class set of clarineos (plastic clarinets) need to be stored on shelving as they are too
large. With English class sizes rising within schools built for smaller numbers of students,
space is at a premium (Adams, 2018). The recorder’s easy storage could be a deciding

factor in choice of instrument for WCET.

Additionally, the recorder does not take up lesson time by having to be put together,
and there are no reeds to take care of. In contrast to string instruments, a violin for a
beginner on the same website costs £79.88 (chamberlainmusic, n.d.-c). String instruments
need to be tuned, and tuning 120 strings at the start of each lesson combined with rosining
and looking after bows is incredibly time-consuming at the start of a 30-minute lesson.
Therefore, with its cost efficiency, easy storage and lack of maintenance demands, the
recorder seems a logical choice for many schools and MEHSs that are involved in WCET. The
following section will detail how the recorder became synonymous with primary-school

education.

The Recorder Revolution
After great popularity during the Renaissance and Baroque periods, the recorder was
marginalised through the Classical and Romantic periods, with few being made, little new

music being written and few public performances taking place.
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In the 1920s, historically informed performances were bringing recorders out of
historical obscurity by presenting them at London’s concert halls. A few short years later, for
the very first time, recorders were being mass-manufactured out of plastic and brought into
wartime classrooms. This signalled the start of a long-held hostility between, on the one
hand, professional recorder player-teachers and on the other, amateur recorder players and
generalist music teachers that has lasted until the present day. The Society of Recorder
Players (SRP) was developed to support amateur recorder playing. This exclusive support of
amateurs shows that relationships between professional and amateur recorder players have
always been strained: ‘A degree of general impatience and irritation in encounters between

amateur and professional musicians is perhaps inevitable’ (Ehrlich, forthcoming, p. 79).

Recorder professionals such as the Dolmetsch family,® who had been key in the
renaissance of the recorder as an instrument of high art and antiquity in England, were
horrified that an instrument as serious and difficult to play as the recorder could be put in the
hands of untrained music teachers and foisted upon the general elementary-school
population. Very quickly, recorder tutor books were published and a new cohort of general

music teachers were crudely instructed in how to present the recorder to their pupils.

Contrary to Dolmetsch’s initial opinion, the recorder was and continues to be
marketed as something easy to play. Recorders do not suffer any degree of resistance
(unlike reed instruments such as the clarinet, oboe and bassoon). This means that at first
glance, as soon as you cover a hole with your finger, you can produce a note. It is a very
difficult instrument to play for those two same reasons: with no resistance, the pitching and
intonation of the instrument is difficult, and the lack of keys (with the exception of some tenor
and bass recorders) means recorder players rely heavily on tricky fingering patterns without

room for error.

9 The Dolmetsch family later changed their opinion on the recorder in education and manufactured
plastic recorders and recorder tutor books.


https://www.zotero.org/google-docs/?JivgWc
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The recorder started to be marketed as an instrument that can be self-taught through
a tutor book. When searching the term ‘recorder tutor book’, three out of fourteen books on
the first search page of amazon.co.uk present books with titles including Teach Yourself to
Play the Recorder, Step by Step Guide for Adult Beginners and Easy Recorder Tunes. By
contrast the same searches for bassoon (Amazon, 2020a), clarinet (Amazon, 2020b), flute
(Amazon, 2020c) and oboe (Amazon, 2020d) see no mention of ‘easy’ or ‘teach yourself’,

situating the recorder differently to orchestral woodwind instruments.
This can be summarised by Robert Ehrlich:

Perhaps the saddest consequence of the invention, exploitation and abuse of

the school recorder is the collateral damage caused to the cultural status of

the art instrument. The recorder’s unattractive image all too often acts as a

disincentive to further study: children demonstrating musical talent are

generally advised to switch to an instrument with a higher perceived worth.

(Ehrlich, forthcoming, p. 82)

This is also reflected in the disconnection between the professional recorder world
and the recorder in education that can be seen clearly in 2023 in England through the
disparity between skills required in professional training for recorder at music college and the
recorder instrumental exam systems such as ABRSM. The recorder is a consort and
transposing instrument where notation for different instruments makes use of different clefs.
As such, recorder players must learn to read multiple clefs, not dissimilar to horn players,
cellists or trumpeters. Neither the ABRSM nor Trinity College London (TCL) music exams
reflect these skills in their recorder examination system (ABRSM Shop, 2018). To contrast
this with other instruments requiring similar skills, the exam system recognises that horn
players have to transpose and cellists have to read in the bass, tenor and treble clefs. What
is apparent is that recorder players reach the highest levels of the graded examination
system devoid of any of the much-needed skills needed to be a professional recorder player
except the ability to play in C and F fingering systems. Thus, examination systems neglect

the fundamental skills required to play the recorder and leave vast amounts of further
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knowledge left to be accrued at conservatoire level. This research aims to fill gaps in missing
knowledge about where the recorder is taught. This thesis will analyse how the recorder’s

role in education has influenced society’s perception of the instrument.

The recorder was made redundant by the growing aesthetic for louder instruments
with an evenness of tone throughout its chromatic capabilities, and as such was
overshadowed by instruments such as the keyed clarinet and the metal, Boehm-system
flute. The recorder is synonymous with amateurism and this permeates public performances
of the recorder alongside its relationship with primary-school education. The recorder is the
fourth most popular instrument taught in WCET, yet arguably the most synonymous with

primary-school education.

By contrast, professional recorder performances are seldom broadcast in traditional
media and can be hard to spot in social media. When | typed ‘violin’ into YouTube the first
link to appear was Top 50 Best Classical Violin Music. For trumpet and clarinet it was an
information video about each instrument by the Philharmonia Orchestra. Finally for recorder:
a tutorial for children to learn to play Oh When the Saints, with colourful music notes and
fingering diagrams. The first video on YouTube for each instrument in the top four most
popular WCET instruments was a professional recording; only the recorder had an amateur,

play-along tutorial. Except it wasn’t a recorder, it was an artificial computer sound.

Contemporary Society’s Perceptions of the Recorder

| have already examined comments about the recorder made by the mainstream
broadsheet media, but casting the net wider, there are vast amounts of recorder vitriol in the
UK’s media, both traditional and online. Here is an example from Victoria Coren Mitchell
printed in The Guardian newspaper in 2014. It is about her experience of whole-class
recorder lessons as a child:

It was a roomful of nine-year-olds, all obliged to play London’s Burning on the

recorder. At the same time. Can you imagine what that sounded like? How

could anyone take it seriously? (Coren Mitchell, 2014)


https://www.zotero.org/google-docs/?rZtwUH
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Even less well-known independent bloggers have the same negative images of the recorder.
Jessica Peresta’s blog ran this headline in 2016: ‘Does My Child REALLY Need to Learn the

Headache Inducing Recorder?’ (Peresta, 2016).

Negative slurs are commonplace across the internet. YouTube is full of audio-visual
material where you can hear sounds of incorrectly played recorders. Most videos that |
reviewed for this research have over one million views. The popular YouTube channel Shitty
Flute includes an ironic, badly played recorder cover of the classic 80s song Take on Me by
A-ha. Ironically, it is called Shitty Flute but is exclusively about the recorder: therefore, they
have even got the name wrong of the instrument they are using.'® They are representing the
recorder as if it were not a real instrument. On 20th January 2016, the video had amassed
10,734,412 views and had over 604,000 subscribers (shittyflute, 2016). The images below
demonstrate how the recorder is negatively presented in contemporary media and its

ubiquitous links to education, parenting and childhood.

Image 1.1: Example of YouTube video by Shitty Flute (shittyflute, 2016)

= E3Youlube* shitty flute Q

» >l o) 145/340 .

A HA - TAKE ON ME - SHITTYFLUTED

8,616,267 views il 176k @I 3K . SHARE Tp SAVE  aes

0 Technically the recorder is a ‘duct’ flute, but this is not a commonly used phrase.
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Image 1.2: Example of YouTube video by ‘Why We Were Forced to Play the Recorder’ (Great Big
Story, 2016)

=  EYoulube™ Search a

THE INSTRUMENT THA

MeKESYOUREARSHUR‘

A GREAEBIG STORY

Why We Were Forced to Play the Recorder
1,343,064 views i 185 ) 839 4 SHARE = SAVE

Image 1.3: Example of a recorder meme no. 1 (‘Issaquah Connect’, n.d.)

Just when you
think parenting
can’t get any
harder...

your kKid

comes home
with a recorder.
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Image 1.4: Example of a recorder meme no. 2 (Parrilla, 2015)

|

So, | used to be ali
teacher. | taught 't

Are you guys fa
Satan's little flut

If there is musici
| assure you, itis
on a recorder.

R NUCATION

It taught me how to summon Satan with Hot Cross Buns.
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Image 1.6: Example of an oboe meme no. 1 (‘Makameme.org’, n.d.)

MY,0BOE REED'SOUNDS
TERRIBLE

%
3

EORIA

makeamemereiy

L= E

These images contrast how memes related to the recorder exist within a paradigm of music
education, parenting and primary schools, whereas oboe memes are related specifically to

instrument and repertoire specific subjects.

In summary, traditional and social media paint the recorder as a primary-school
educational tool, and this view is widely popular, as proved by the amount of Google search
results containing humorous memes on the topic. The recorder’s image in popular media

was used to situate this research and formulate a research plan.
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Research Questions

The recorder is still taught in the majority of English primary schools and is offered at
seven UK conservatoires.' This thesis will explore the recorder’s role in music education
and evaluate the disconnection between professional and amateur recorder player-teachers.
Despite the recorder being such a familiar sight in recent music education and recognisable
by children, parents, teachers and professional musicians, no specific research exists

surrounding how the recorder is taught in England.
This research will aim to answer the following questions:

1. How is the recorder taught in 21st-century England?

2. How do the views on the teaching of beginner recorder technique compare between
professional recorder player-teachers and the wider teaching community?

3. To what extent has the recorder’s role in education affected society’s perceptions of

the instrument?

To answer these questions, this research will seek to investigate the role of the
recorder in music education throughout the 20th century. It will review the role of the
recorder in educational history in order to ascertain trends in recorder teaching and learning
and society’s perceptions of the instrument over time. The literature review will build on the
research undertaken by Alexandra Mary Williams in her thesis: The Revival of the Recorder

in England 1879-1941 (Williams, 2005).

There has been limited research on beginner recorder technique and there are
currently limited resources available in England that specifically outline the nature of
recorder technique for beginners. In light of this, a focus group comprising current and
alumni students and professors of recorder at GSMD was established to discuss

professionally trained recorder technique and what might be important for teaching

" Undergraduate and postgraduate degrees in the recorder are offered at the Royal Birmingham
Conservatoire, the Guildhall School of Music and Drama, the Royal College of Music, the Royal
Academy of Music, the Royal Northern College of Music, the Royal Welsh College of Music and
Drama and Trinity Laban Conservatoire of Music and Dance.
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beginners. The interview data from the focus group has been transcribed and the data

analysed. The findings will be presented later in this thesis.

To ascertain if Ehrlich’s thoughts regarding the superficiality of recorder tutor books
and the ‘general awfulness’ of the way in which the recorder is introduced is accurate or
widespread, an analysis of beginner recorder technique was undertaken as it is presented in
tutor books. The research investigated which recorder tutor books were currently available
using online searches and communication with publishers. The information derived from this
desk research was cross-referenced with information provided by recorder teachers through
an online survey where they were asked what tutor books they use. The relationship
between the technical advice set out in the recorder tutor books and the techniques

described in the focus group were analysed.

The online survey asked for information about teachers’ qualifications both generally
and musically, and specifically in relation to the recorder. My aim was to see whether there
was any relationship between teachers’ qualifications on the recorder and the way in which
they teach the instrument. Survey data detailed where the teachers teach, their income and
what they include in their beginner lessons. It sought to uncover whether Ehrlich’s statement
that recorder teachers are largely non-specialists on the instrument was accurate. This
research aimed to investigate if recorder teachers are regularly accessing continuing
professional development (CPD) opportunities. It will also find out where recorder teachers

are employed to ascertain how and where teachers access CPD.

The survey aimed to establish the perceptions that recorder teachers have of
recorder teaching, with a focus on the learning of beginners in terms of technique, repertoire,
pedagogical philosophies and ideas, and the teaching of the recorder for musical

engagement throughout the lifespan beyond the learning of the descant recorder.
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Scope of the Research

This research focused on beginner recorder teaching and learning within England. In
January 2015, the majority of MEH WCET projects were presented as compulsory provision
to pupils between school years 3 and 6 (Key Stage 2). In addition, from my personal
experience of teaching in schools, the recorder is most commonly taught to children of
primary-school age, typically between the ages of 6 and 11. Therefore, this research was
framed within the English primary-school educational environment, focusing on beginner
recorder teaching and learning. The research focused purely on beginner recorder teaching
and learning; the thesis does not make explicit reference to or comparisons with the teaching
and learning of any other woodwind instrument. This is because techniques required to play

other woodwind instruments are not directly comparable with recorder technique.

Chapter Summary

The structure of this thesis is as follows:

Chapter 2 presents issues around subject speciality in music teaching, music teacher
identity, formal and informal learning, and learning theory to demonstrate an up-to-date
picture of instrumental music education in contemporary England. The literature presented is
used to argue that the tutor-book model has relegated the recorder to being devoid of
pedagogical development across the 20th and 21st centuries, which in turn has reflected

badly on society’s perceptions of the instrument.

Chapter 3 details the mixed-methods approach to the research, explaining processes
of literature and data collection through surveys, focus groups and tutor-book analysis. The
following three chapters present the data which is used to answer the research questions.
Chapter 4 presents survey data, detailing recorder teachers’ experience, qualifications,
employment and views of recorder teaching, and draws conclusions on recorder teaching in
21st-century England. It shows a largely underqualified workforce with little training in

recorder pedagogy or performance. Chapter 5 presents findings from a focus group of
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professional recorder player-teachers who gave their views on the teaching of beginner
recorder technique. It presents findings from thematically analysed transcript data leading to
an approach to teaching the recorder with an awareness of the player’s body. Chapter 6
shows analysis and comparisons of recorder tutor books. This chapter introduces learning
theory and shows data from thematically analysed tutor-book data, taking account of general

layout, intended audience and instrumental technique.

The final chapters compare data from the previous three chapters and draw
conclusions regarding the recorder in contemporary music education, linking these

conclusions to educational theory and recommendations for the future of recorder pedagogy.
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Chapter 2: Review of Practice and of Existing
Research Literature in Music Education and the
Recorder

Introduction

Chapter 2 reviews existing scholarship on the recorder in education, highlighting
gaps in current research. Acknowledging the gaps in scholarly literature specifically about
the recorder in education debates around instrumental teaching will be discussed, such as
music teacher training and qualifications, specialist vs. non-specialist music teachers,
teacher identity, social identity theory, online memes, the concept of othering, pupil choice in
music education, formal vs. informal learning, learning theories, enculturation in music
education, mentorship in learning and enculturation. In England, there is no recognised
Qualified Teacher Status (QTS) for instrumental teachers.'? As it is an unregulated industry,
instrumental teachers are able to teach instruments in which they are not specialists or have
qualifications in. In addition, generalist primary-school teachers teach a range of subjects,
including music, and within this, the recorder. Many schools, however, choose to budget to
buy in a musician to teach music and the recorder, instead of the generalist class teacher
teaching music to their class. This connects to reflecting on teacher-training processes for
music and the recorder, teachers’ perceived confidences and how teachers identify their role

within music education.

The recorder has been used in the primary classroom since the Second World War,
and therefore it can be perceived that current teachers and parents have memories and

connotations of the recorder in education from their own past experiences. These memories

2 The Royal Northern College of Music runs a Postgraduate Certificate in Education course which
leads to QTS, but this is to bring music-college graduates into classroom teaching, not necessarily to
teach WCET. ABRSM and TCM have a Level 4 Certificate for Music Educators, but this does not lead
to QTS. These courses are optional; there is no requirement for QTS or a music educator’s
qualification to teach instrumental or vocal lessons in England.
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can be linked to the content of online memes which directly reflects the recorder’s social
position in education, schooling and parenting. Issues around the recorder being presented
as compulsory provision link to comparing and contrasting pedagogical theories in formal
and informal pedagogical framing, and these are put into the perspective of the recorder in
education. This in turn links to developing an understanding of how WCET is presented in

English schools and its relationship with learning theory and instrumental pedagogy.

Specialist vs. Non-Specialist Music Teaching
This thesis will make reference to four cross-sections of music teachers who teach

the recorder:

1. Generalist primary-school teachers (with QTS, employed by primary schools to teach
the NC across multiple subjects, including music).

2. Music specialists — a catch-all term to describe any person who self-identifies as a
music teacher. This could also include generalist primary class teachers who may
have specialist musical training.

3. Recorder specialists — teachers trained to tertiary level in the recorder.

4. Non-specialist recorder teachers — teachers that teach the recorder without a tertiary-

level training in the instrument.

Since the 1980s there has been a debate whether curriculum music (and
instrumental/vocal teaching) in primary schools should be provided by generalist class

teachers, generalist music teachers or instrumental specialists (Holden & Button, 2006).

Generalist Primary-School Teachers and Music Teaching

Robert Ehrlich states: ‘Typically, children learn the recorder from the age of six or
seven, either in small groups or in a full school class, from non-specialist teachers’ (Ehrlich,
forthcoming, p. 76). Holden and Button verify Ehrlich’s statement regarding ‘non-specialist’
teaching by reporting that there is an expectation that general, non-specialist primary-school

teachers teach music in English schools (Holden & Button, 2006). Ehrlich’s comment about
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recorder learning happening in full groups is confirmed by Hallam’s report that the recorder
is usually taught through WCET in year 3, as a warm up to learning another instrument, later
in their school life.(Hallam, 2019, pp. 229-241). According to Hallam, the recorder through
WCET is a starter instrument and not an instrument that is carried on past WCET

programmes.

Teacher Training and Teacher Confidence

Biassuti et al. cite literature from the past thirty years suggesting that non-specialist
generalist primary-school music teachers feel that music is the subject they feel least
confident teaching (Biasutti et al., 2015). Hallam et al. echo a disparity of musical experience
and training in primary-school teachers when they note that in England there are
apprehensions that generalist primary-school teachers do not have the skills to deliver the
NC for Music (Hallam et al., 2009). This is exemplified by Beauchamp’s study that 77.2% of
trainee primary teachers in 2010 had no qualifications in music (Beauchamp, 2010).
However, this is unsurprising, because these teachers were on a generalist, primary-school
teaching course, not a music- or arts-based teacher-training course. It could instead be
argued, however, that the reason for generalist primary-school music teachers’ lack of
confidence and expertise in music teaching could be due to Beauchamp’s observation that
trainee primary-school teachers do not have any assessment in their music teaching practice
(Beauchamp, 2010). This is in stark contrast to other NC subjects such as English and
maths, for which a GCSE pass grade is required in order to gain QTS (Department for

Education, 2020).

Research shows that generalist primary-school teachers ranked music as the NC
subject they were least confident in teaching (Holden & Button, 2006; Henley, 2017). The
NC requires children to experience learning a musical instrument. It would be an advantage
if generalist primary-school music teachers felt confident in playing a musical instrument in
order to teach it. Hennessy suggests that perceived confidence in music teaching is linked

with a teacher’s perception of their own expertise in the subject (Hennessy, 2000). This links
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with Ehrlich’s view that recorder teachers are largely underqualified and lack expertise on

the instrument.

Where lack of confidence, connected to lack of training and qualifications in music, is
known, some schools elect to pay to ‘buy in’ perceived specialist music teachers to teach
music lessons in lieu of the generalist primary-school teacher (Holden & Button, 2006). It is
widely accepted that in addition to low levels of confidence and a lack of adequate music
teacher training for the generalist primary-school teacher, there are not enough music
specialists to provide high-quality provision in all English schools (Miliband, 2004). This
supports Ehrlich’s theory by saying that beginner recorder players are taught by non-
specialists due to a lack of appropriate training. There is much work to be done in order to
provide better long-term training, support, subject knowledge and confidence among non-
specialist, generalist primary-school teachers in order to improve standards of music
education in English primary schools (Holden & Button, 2006). Seventy-five per cent of
trainee generalist primary-school teachers had no qualifications in music prior to starting
their Initial Teacher Training (ITT) and only 69% of trainee teachers had some music training

during their ITT (Holden & Button, 2006).

Book-Based Music Resources and Non-Specialist Music
Teachers

Ehrlich (forthcoming) explains that many non-specialist recorder teachers use a tutor
book to guide their lesson planning. This is echoed by data explaining that 47% of non-
specialist, generalist primary-school teachers use musical textbooks and teacher guides,
whilst 69% of the same group of teachers use published music schemes and books (Holden
& Button, 2006). It is likely that the popularity of the tutor book is correlated with, and

perhaps consequent on, the lack of adequate music-specific teacher training.
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Initial Teacher Training and Continuing Professional
Development for Music Teachers

According to a Music Mark report, the recorder is still a popular option in terms of
WCET (Fautley et al., 2017). Hennessy quoted a teacher, when they explained their
reluctance to teach music themselves was entirely due to the fact that their school had
bought in a music specialist (Hennessy, 2000). Generalist primary-school classroom
teachers presume that because the bought-in teacher is, unlike themselves, a specialist in
music, they are as a result a specialist in the instrument they are teaching. However, there is
no current data on the levels of qualifications held by recorder teachers or their levels of
training in recorder playing and pedagogy. A survey analysed in 2019 concluded that the
most frequent response from instrumental teachers was that they believed that the minimum
qualification for teaching an instrument should be Grade 8 (level 3) (Norton et al., 2019).
This is in contrast to school-based teaching whereby the minimum level of qualification is an
undergraduate degree (level 6) (Department for Education, n.d.-a; Department for
Education, n.d.-c). In fact, a report from the ABRSM found that 94% of instrumental and
vocal teachers they surveyed in the UK had a tertiary-level qualification in music, or higher

(ABRSM, 2014).

Robert Ehrlich points out that for professional recorder teachers, the underqualified
recorder teacher is more than an annoyance: ‘teachers are especially vulnerable to
undercutting from underqualified... competitors... A considerable number of people have
made money from teaching the recorder without being able to play it’ (Ehrlich, forthcoming,
pp. 79-80). However, as already discovered, there has been a longstanding debate within
primary education regarding whether receiving an education from a music specialist is more
or less beneficial, notwithstanding that they may not be an instrumental specialist: Mills
(1989) reported that employing specialist musicians to teach primary classes does not

improve the subject’s image. Moreover, Henley argues that generalist primary-school
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teachers need to have the skills, knowledge and experience to teach music in an ‘authentic’

way (Henley, 2017).

In addition to the disconnect between what instrumental teachers deem an
appropriate qualification for teaching music and what the classroom-based profession
demands, there is also a lack of clarity over how to define a profession. Furthermore,
Furlong et al. explain that interpretations of ‘professionalism’ and how to define a ‘profession’
have been academically and ideologically debated within the context of broader teaching
and education, aside from music. Furlong et al. have drawn attention to the difficulty of

defining ‘professional’ (2000).

The Music Mark report explains that 77% of MEHs provide training in how to teach
WCET; no accurate data exists surrounding the qualifications of recorder teachers in
England. Ehrlich suggests that most teachers teaching the recorder have had no specific
training in recorder performance or recorder pedagogy. Given the understandable lack of
confidence among primary-school classroom teachers and the apparent lack of relevant
training among bought-in specialists, there is clearly a lack of confident, trained recorder

teachers.

The need for furthering skill development among generalist primary-school teachers
was noted by Hallam et al. when they said that there is a critical need to improve ITT and
CPD for primary-school teachers in music (Hallam et al., 2009). This was echoed in 2009
when the Office for Standards in Education, Children’s Services and Skills (Ofsted) rated the
majority of music provision in schools to be inadequate, found that teachers were not kept up
to date with developing trends in music education and that teachers lacked appropriate

opportunities for continuing professional development (Ofsted, 2009).

Hallam et al. (2009) do not mention instrumental teachers’ training in their report: if
generalist primary-school teachers are passing on the responsibility of music teaching to
what they perceive as experts, then generalist primary-school teachers may not feel the

need for continuing professional development in the subject, whereas they would be likely to
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welcome such additional training in subjects in which they are not a specialist but which they

are frequently required to teach.

Both the NC (Department for Education, 2013) and the NPME (Department for
Education, 2011a) demand that every child should have the opportunity to play a musical
instrument. Yet in 2005, 45% of music specialists who went into generalist primary-school
teacher training reported that in the third year of their degree, they had not seen musical
instruments being used in school during their teacher training (Barnes, 2005). Nearly half of
music specialists studying to become primary classroom teachers saw no instrumental
teaching during their training (Barnes, 2005). If this is the case then one can assume that a
large majority of newly qualified, NC, specialist, primary music teachers have never seen
instruments used in the classroom. Teaching Standard Three (the set of standards all

qualified teachers in England must adhere to) states that teachers must:

o Demonstrate good subject and curriculum knowledge;

e have a secure knowledge of the relevant subject(s) and curriculum areas, foster and
maintain pupils’ interest in the subject, and address misunderstandings;

e demonstrate a critical understanding of developments in the subject and curriculum

areas and promote the value of scholarship. (Department for Education, 2011b)

However, whilst musicians are being welcomed as experts, we need to problematise
how expert they in fact are in the task they are being hired to carry out. Whilst classroom
teachers in the maintained sector all have to hold QTS, the instrumental music teaching
industry is largely unregulated (Norton et al., 2019). Parkinson explains that ‘instrumental
teachers... rely on tacit knowledge built up experientially, and on teaching strategies
understood to be “commonsensical’, rather than learned through formal [teacher training]

education or underpinned by research’ (Parkinson, 2016, p. 241).

Millican builds on this theme when he states that it is largely presumed that just
because a person is proficient at playing a musical instrument, they will automatically

become ‘good’ teachers, even though without sufficient pedagogical knowledge and
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experience this will not be the case (Millican, 2013). Shulman explained that successful
teaching is less about subject knowledge and more about knowledge for teaching (Shulman,

1986).

The literature highlights that primary classroom music is frequently left to people who
have training in music but rarely have any training in pedagogy and are also frequently not
expert in the specific aspect of music which they are teaching, as in the specific case of the
recorder which is the focus of the research. This could highlight a wider-reaching debate
about the CPD of music teachers across different settings. If music specialists are not
demonstrating appropriate knowledge and skills, including teaching skills, would a generalist
classroom teacher be better able to fulfil the NC demands if prepared with better ITT and

supported with adequate CPD?

This is in stark contrast with other subjects, but Garrett explains that music is similar
to maths in that it is ‘socially acceptable’ for adults to admit to being ‘rubbish at maths’ in the
same way that adults profess to be non-musical or unable to sing. However, regardless of
whether generalist primary-school teachers initially think they are ‘rubbish at maths’, there is
no option to transfer the responsibility of teaching the NC for Maths to a maths specialist

(Garrett, 2019).

Aside from generalist primary-school teachers, Ballantyne reports that early-career
specialist music teachers felt poorly prepared for the realities of teaching. Her survey
concluded that after their specialist music teacher training, early-career music teachers still
felt that they were ‘unprepared’, ‘learning on the job’ and that transferring from being a
trainee teacher to being a professional teacher was a ‘shock’ (Ballantyne, 2006). She reports
that the teachers she surveyed felt there was a disconnect between what specialist music
teachers were taught during their training and how that training related to the jobs they were
employed in after graduation. They reported that the training they received did not translate
well to a real-life classroom environment and they were left feeling unconfident. Similar to

general, non-specialist primary-school teachers, the teachers surveyed by Ballantyne
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explained that they needed more pedagogically specific training because they currently
relied on published schemes of work and tutor books (Ballantyne, 2006). This is consistent
with Ehrlich’s observations that tutor books are popular with recorder teachers, particularly if

Ehrlich’s claims that recorder teachers are underqualified is true.

In summary, the dependence which Ehrlich indicates risks leading to a lack of
imagination and individual input into lessons, an inability to offer more than scripted answers,

and thus a reduced ability to respond to specific situations and individual pupils’ needs.

Teacher ldentity

Garrett (2019) explains that negative perceptions of music education held by
teachers could link back to the teachers’ own experiences of learning music at school. She
goes on to hypothesise that this unconscious bias towards the subject can permeate the way
in which the teacher then introduces the subject to their pupils. Sachs explains that a
teacher’s own experience of education can form their ‘teacher identity and heavily influence
their own teaching opinions’ (Sachs, 2001). This view is shared by Connelly and Clandinin,
who explain that the building blocks of teachers’ philosophies, ideas and viewpoints follow
into the architecture of teachers’ identity (Connelly & Clandinin, 1990). Therefore, if
generalist primary-school teachers have had a negative past experience of music and
recorder playing whilst they were at school, have been insufficiently trained in how to teach
music and then not given the opportunity to develop their own confidence in the subject (as
confirmed above), this leaves little opportunity for positive subject development in music in

general and (given the nature of primary-school music) recorder pedagogy in particular.

Similarly, Isbell reports that specialist music teachers also construct their own identity
as a teacher through past, lived and learnt experiences. Specialist music teachers have
developed an ‘apprenticeship of observation’ throughout their lives as learning musicians
themselves, and this is carried on into their professional lives as music teachers (Isbell,

2008). He goes on to say that musicians are conservative and resistant to change about how


https://www.zotero.org/google-docs/?hQIYZp
https://www.zotero.org/google-docs/?xo54Ny
https://www.zotero.org/google-docs/?cwuKuU
https://www.zotero.org/google-docs/?i57Tuw
https://www.zotero.org/google-docs/?g2fraX
https://www.zotero.org/google-docs/?g2fraX

48

and what they teach (Isbell, 2008). Instrumental teaching is an unregulated profession in
England: Ehrlich remarks that most recorder teachers are underqualified. The evidence
above shows that most music teachers deem Grade 8 (ABRSM) an appropriate level of
qualification to teach a musical instrument. This is three levels below the qualification level
required to become a classroom-based primary- or secondary-school teacher, and only 77%
of MEHSs delivering WCET provide their teachers with appropriate CPD. Therefore, if
instrumental teachers’ only qualification in music is Grade 8 and they have not received
appropriate CPD, then, as backed up by the literature from Isbell (2008) and Connelly and
Clandinin (1990), such teachers will be relying on past experiences of their own learning to
deliver their own lessons and teach their own students. Relying on past experiences rather
than formal training as a vehicle for developing one’s own identity and value system as a
teacher is further confirmed by Nias (1996), Hargreaves (1994) and Sumsion (2001), who
explain that the personal lives and experiences of teachers are intrinsically linked to the way
in which teachers carry out their professional duties in the classroom. In addition,
Kelchtermans notes that it is not only a teacher’s past personal experiences that influence
their professional duties but the social, cultural and institutional community in which they fulfil
their professional roles (Kelchtermans, 1996). This has important implications for the
recorder, as the introduction to this thesis observes informal and popular signs that the

recorder has a negative image within popular culture.

Social Identity Theory of Music Teachers in Online Memes
Browne explains that ‘identity is about how individuals see and define themselves
and how other people see and define them’ (Browne, 2011, p. 10). Tajfel (2010) categorised
Social Identity Theory (SIT) as the way in which people self-define their identities in terms of
their social groups and how that identification works to enhance self-identity (Islam, 2014).
SIT is a theory that argues that identity is based on membership, e.g. class, ethnicity, faith,

age, gender, sexual orientation, hobbies and pursuits, profession, etc., not the individual.
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This is why it is relevant to include it within the debate of recorder teacher qualifications and

identities (Bryant & Vorderer, 2006).

Whilst Garrett (2019) acknowledges that past experiences affect the way in which
teachers approach their music teaching and that these may include negative past
experiences, the role of the negative presentation of the recorder in the media in additionally
providing negative connotations to recorder teaching and learning in schools cannot be
overlooked in teacher identity. Salavuo asserts that Social Networking Platforms and online
activity are indispensable to music students’ lives (Salavuo, 2008). Pan et al. explain that in
2012, people spent an average of 6.5 hours a day on social media connecting with,
socialising and sharing with members of their social network (Pan et al., 2017). In 2014, 87%
of the adult American population were connected to the internet, and within this group, 74%
admitted to regularly using social media (Stets & Serpe, 2016). Furthermore, online,
professional and special interest communities and social networking platforms bring together
people with similar interests and cultivate comradery between groups (Pan et al., 2017).
Blumler recognised that ‘little attention has been given to how people identify themselves
and their roles in society through what they see, read and hear in the media’ (Blumler, 1985,
p. 50) Even within an increasingly connected web of social groups online, SIT is a relatively
new psychological theory in terms of how frequently it has been used to analyse the effects
of media usage in relation to how people identify themselves to and within a social group
(Bryant & Vorderer, 2006). In 2014 Shifman said ‘we need to take Internet memes
seriously... Internet memes may help us decipher contemporary political, cultural, and social

processes’ (Shifman, 2013, p. 172).

This is particularly relevant in assessing the effects of social media memes, as
presented in chapter 1, about the recorder in education. Eschler and Menking explain that
memes are an important part of online social groups that can help the work of social identity
research (Eschler & Menking, 2018). They define memes as images accompanied by titles

or phrases that illustrate an image, consisting of one or more images accompanied by
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‘cultural artefact, member of a community, or shared experience’ (Eschler & Menking, 2018,
p. 2). The memes presented in chapter 1 fit this description, yet to date, there has been no
research assessing the effects of social media memes on music teacher identity or social

perceptions of musical instruments.

Eschler and Menking also identify memes as having negative effects on social
groups. Massanari argues that memes lead to toxic technocultures that result in othering of

social groups (Massanari, 2017).

Othering in social identity of music teachers

‘Othering’ is a post-colonial theory first identified by Spivak in 1985 by examining the
social constructs of power within British Colonial India. Spivak identifies three dimensions of
the post-colonial theory of othering that | will summarise below in Table 2.1 (Spivak, 1985, p.

254).

Table 2.1: A summary of Spivak’s three dimensions of othering within Social Identity Theory

The Power Dimension The Superiority Dimension The Master of Knowledge
Dimension

‘Making people aware who they | Constructing the other as ‘The master is the subject of...

are subject to’ by making the pathological and morally knowledge.’ (Spivak, 1985, p.

lesser party aware of who superior. 254).

holds the power and is the

most powerful. Knowledge is the property of

the superior and not to be
shared with inferior persons.

Drawing on the controversial but influential work of Spivak, Holliday argues that
othering is ‘constructing or imagining a demonized image of “them” or the Other, which
supports an idealized image of “us” or the Self’ (Holliday, 2011, p. 69). Othering has been
criticised for being too binary and that because of this it can fail to see social groups that fall
outside of this binary categorisation (Baumann & Gingrich, 2004; Soja, 1996). However,

Tajfel discovered that affiliation to social groups leads to people discriminating against each
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other (Tajfel, 2010). These social groups can be extended to include social networks where

online memes are shared.

By its very nature, music teacher identity in English primary schools can be
categorised into two groups: teachers that are generalist primary-school teachers that teach
a wide range of NC subjects, and instrumental and vocal teachers who may teach in schools
but are not always directly employed by schools and do not always have QTS. The
generalist primary-school teacher commissions ‘others’ (specialised music teachers) to
teach music in their school, thus creating a divide between the two roles and styles of
teaching. Johnstone (2016, pp. 40—41) clarifies that both groups of teachers (specialised
music teachers and generalist class teachers) feel othered by each other: she rationalises
that generalist primary-school teachers in English primary schools feel that the presence of
bought-in specialist music teachers ‘affects their professional status and places them in a
lower position to the instrumental teachers, as a person without music knowledge’ and that
the same feelings may occur, in the same situation, to the specialised, bought-in music
teacher (Johnstone, 2016, pp. 40—41). In this case, both parties display both the ‘Superiority’
and ‘Master of Knowledge’ dimensions of othering. In a link to Hallam, Johnstone determines
that the ‘sharing of knowledge and better CPD for both parties could bridge the gap in each

group othering each other’ (Johnstone, 2016, pp. 40—41).

Delving deeper, recorder teachers can also be grouped in two categories: those who
consider themselves specialists due to their status of having studied at conservatoire or
university level as a specialised recorder player and/or teacher, and those recorder teachers
deemed to be ‘non-specialists’. Abrams and Hogg explain that SIT refers to ‘group’

behaviour that includes discrimination against outlying groups (Hogg & Abrams, 1988).

Ehrlich identifies this type of othering in the recorder community when he says
‘amateur players (and teachers) can be vocal in expressing their independence from, and
occasional distrust of, professionals’ (Ehrlich, forthcoming, p. 79). This would fit within the

‘Superiority’ dimension, with amateur recorder players believing that recorder activities
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should remain in the realm of the amateur. Ehrlich continues this sentiment with quotes from
eminent professional recorder performers; Briggen, Linde and Staeps ‘agreed that the
“recorder movement” (by which they meant the school recorder; “the youth playing the
instrument”)... had little in common with the professionals who see the recorder as a historic
instrument or, in some cases, as a modern instrument like any other’ (Ehrlich, forthcoming,

p. 79).

This is consistent with recorder memes entirely linked to the recorder in education, in
comparison with other orchestral woodwind instruments such as the oboe as demonstrated
in chapter 1. The clear distinction between the ‘distrust’ between ‘recorder professionals’ and
‘amateurs’ as described by Ehrlich and its consistency with the difference between recorder
memes and other woodwind instrument memes shows a clear structure of othering between
the ‘professional recorder community’ and other members of the educational and musical
community, each ‘community’ othering each other. Relating the concept of othering to
Ehrlich’s observations of professional recorder players’ views surrounding amateurs, this

would fall into the category of the ‘Master of Knowledge’.

Lack of Autonomy in Pupil Choice

In American band programmes, taking part in WCET provision is elective for students
and schools have a ‘band’ teacher as part of their staffing. The Music Mark report shows that
the recorder is commonly taught as part of compulsorily presented provision to pupils in
primary schools. Pupils do not always get a choice in what instrument they learn to play
when it is compulsorily presented to them at school. This can link to SIT, as the process of
compulsory WCET recorder instruction can be a prominent memory of music education for
previous generations of school pupils who are now teachers and parents. This memory
helps to form an individual’s social identity and helps to construct an individual’s perception

of the recorder in education.
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Relevance in pupil choice has been seen to be important in creating positive musical
relationships between school music-making and pupil engagement. Green (2002), Folkestad
(2006), and Vasil (2019) have shown that pupils rarely choose the instrument they learn in
WCET and that instead schools choose their instrument for practical reasons. It is because
of this the recorder remains popular in schools. Ehrlich explains that non-specialist recorder
teachers use a tutor book to guide their lesson planning. Holden and Button explain 47% of
non-specialist, generalist primary-school teachers use musical textbooks and teacher
guides, whilst 69% of the same group of teachers use published music schemes and books
(Holden & Button, 2006). Large numbers of primary music teachers are relatively
inexperienced, and the recorder is chosen not through ‘musical’ or pupil choice. Tutor books
could be a comprehensive resource in terms of repertoire and technical advice. This could
aid the inexperienced teacher in physically teaching the recorder and also to expose children
to a wealth of musical styles. Chappell (1999) and Ehrlich (forthcoming) have written that the
tutor book is not always the most positive method of learning a musical instrument,

particularly with an inexperienced teacher.

Ehrlich notes that it is not only the unskilled teacher that can give the recorder a
negative reputation. As already cited, he argues that one of the reasons the recorder could
have a low social perception is ‘the crude superficiality of many [recorder] tutors’ (Ehrlich,
forthcoming, p. 72). Many unskilled recorder teachers will look towards a recorder tutor book
for guidance in technique and pedagogy. Ehrlich asserts that since the 1930s, unskilled
recorder teachers have depended on recorder tutor books for guidance in technique and
pedagogy, but that popular Tune A Day tutor books lack such guidance. Ehrlich argues that
as a result, recorder technique has been taught ‘without reference to how to physically play
the instrument, leading to bad habits that inhibit progress and discourage learners from
continuing’ (Ehrlich, forthcoming, p. 72). As a result, there are generations of teachers and
parents who have negative previous experiences in learning the recorder that can, in turn,

dissuade them to take an active role in undertaking further training and development to
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broaden their instrumental pedagogy skills. Linking back to the theory of apprenticeship of
observation in the identity and development of instrumental teachers, Ehrlich’s claim of a
stagnation in recorder pedagogy development for ninety years leads to a shared
understanding of what recorder teaching and learning looks like, and this is prominent in the
shared comedic material in online recorder memes. If parents identify as not having a
previously positive experience learning the recorder themselves in compulsorily presented,
whole-class, primary-school provision then this identity formation may go some way to

explaining low levels of continuation in instrumental learning past WCET projects.

Anderson and Barton-Wales note the value of parental autonomy in the continuation
of instrumental lessons after the initial experience of WCET has ended (Anderson & Barton-
Wales, 2019). Fautley et al. explain that there is only a 28% level of continuation with
instrumental learning past the primary school (Fautley et al., 2017). A lack of choice in the
instrument that whole classes of children learn during WCET is one factor of this decline in
engagement (Anderson & Barton-Wales, 2019). Hallam et al. explain that instrument choice
in WCET comes down to availability of instruments relative to the school they attend, the
cost of said instruments to the MEH and whether size is practical for schools (Hallam et al.,

2008).

In terms of ‘who plays the recorder’, the instrument is not specifically gendered, with
the recorder having an equal spread between male and female participants across school-
aged children and between Key Stages (Hallam et al., 2008). This differs from instruments
such as the clarinet and violin which are largely female-gendered and the electric guitar and
drum kit, which lean towards the male gender (Cantero & Jauset-Berrocal, 2017). This could
be because the recorder is presented compulsorily, in whole classes, rather than an
individual choice, and data points towards the recorder not being continued after these

WCET projects.

American band programmes show that instruments of the woodwind family are more

female-gendered than brass. SIT is of larger consideration in American band programmes
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as these classes are ‘electives’ (Hoffman, 2008). Hoffman explains: ‘In addition to choosing
to enrol in band, these students further identify themselves through musical choices. For

instance, a sixth-grader may come to self-identify as a flautist, saxophonist, or percussionist’
(Hoffman, 2008, pp. 1-10). In summary, where there is greater pupil autonomy, instruments
show gendering; with the recorder, where there is less gendering, this confirms that there is

less autonomy.

Formal vs. Informal Music Learning

Lack of pupil autonomy has also been cited as an important factor in formal music
tuition. This could be a reason for the recorder’s negative image. Keith Swanwick believes
that ‘music education is not problematic until it surfaces in schools and colleges; until it
becomes formal, institutionalised’ (Swanwick, 2002, p. 36). He reports that introducing Orff-
style instruments into the classroom resulted in the creation of a ‘musical subculture’ of
school music. This is because Orff created special classroom instruments with specific
repertoire for use in schools only (Swanwick, 2002, p. 37). However, children naturally
approach music in an integrated way, and many children choose for themselves what
musical instrument to learn to play (Ross, 1995). In our media-centric 21st century, there are
many genres and forms of music and musical activity just a computer-click away, not just
Western Classical Art Music (WCAM). Hallam et al. highlighted a need to develop an
informal music-learning approach to emulate the way in which popular musicians learn as a
possible way to raise levels of engagement with music into and throughout secondary-school
learning (Hallam et al., 2017). They argue that continuing levels of declining engagement
with music at secondary school have been historically blamed on ‘poor’ teaching and
therefore teachers need to look in new pedagogical directions by taking a more informal
approach to music education (Hallam et al., 2017). According to the aforementioned Music
Mark report, there are low levels of children continuing with learning an instrument in school
following compulsory presented, teacher-directed WCET lessons where the recorder is

frequently the choice of instrument (Fautley et al., 2017).
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Searching out new pedagogical directions contrasts with the dependence on past
experiences of teachers’ own learning and the apprenticeship of observation which we
discussed previously. Elements of informal musical pedagogy include giving students more
autonomy over the instruments they elect to learn and the style of music they elect to
perform. This is also in contrast to the manner in which the recorder is currently compulsorily

presented to children who learn as part of WCET.

The conclusion to current research suggests that most musical learning occurs
outside of institutionalised settings such as schools, where there is no teacher and the
intention of the activity is not explicitly to learn about music, but to engage with it by playing,
listening, dancing and socialising to music (Folkestad, 2006). A 2011 study into children’s
participation in music concluded that learning the recorder puts children off learning music. It
stated that 85.7% of children in Year 6 listen to music on tapes or CDs outside school,
59.1% of the same children dance to music at discos or parties, 53.9% use a computer to
make music with friends and 58.5% of the children surveyed play a musical instrument with
a family member (O’Neill et al., 2001). In addition, it has been reported that 96% of children
actively use social media (O’Keeffe et al., 2011). Children experience music both in and out
of school, and both of these musical settings are likely to influence the way children learn

music (Byo, 2018).

Goran Folkestad comments that a music teacher will never meet a pupil who is
musically uninformed (Folkestad, 2006). Children already know lots about music and the
type of instrument they would like to learn to play, and therefore a key pedagogical focus in
informal music learning is pupil autonomy and pupil choice over a compulsory provision in
choice of instrument and repertoire. Karlsen and Westerlund expand this viewpoint when
they say that most teachers were taught through WCAM repertoire in a notation-based
format and this tends to inform their own teaching (Westerlund & Karlsen, 2015). They go on
to emphasise that musical diversity is extremely important for today’s students, who rarely

live in monocultural communities and are exposed to a globalised community through their
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media and technology usage. They explain that a curriculum rooted in a notation delivery
that uses exclusively WCAM is in opposition to the way in which young people experience
their life. They report that many music teachers are institutionalised and resistant to
changing their views and opinions on pedagogy and repertoire (Westerlund & Karlsen,

2015). This could stem from a lack of ITT and CPD.

Ross’s article ‘What’s wrong with school music?’ explains that many children choose
to teach themselves to play a musical instrument with which they are already familiar
because they like the sound and the repertoire of the instrument (Ross, 1995). They learn by
a method of ‘trial and error’, listening to the songs that they enjoy and trying to figure out how
to play it, aurally, without the aid of a teacher, usually in a non-school environment. It is
reported that seating plans, set by teachers, are popular in primary schools and these can
be seen as unpopular and as an ‘injustice’ by pupils (Adderley et al., 2015). By comparison,
in ‘informal music-making pupils work with their friends, using informal peer assessment to
help each other in the learning process’ (Ross, 1995). This is in contrast to WCET, which is
a teacher-led learning experience by the very description that it is delivered by teachers

bought in from MEHSs.

Garrett explains that music is thought of as ‘elitist’ by students because they see a
disconnect between the music they study at school and the music they engage with outside
the classroom. They are not enculturated into the music they learn at school (Garrett, 2019).
Clauhs and Cremata build on this idea when they too explain that teachers have a
‘responsibility to make sure that what the music teachers are presenting in classrooms can
be related to students’ wider experiences outside of the classroom’ (Clauhs & Cremata,
2020). The recorder is not a popular and regular feature in British popular culture, and
children are unlikely to see a recorder in traditional or contemporary media outside of an
educational paradigm. In addition, recorder repertoire does not feature in canonical

symphonic or operatic repertoire and therefore can often be left out of populist WCAM
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programming. The Classical FM 2020 Hall of Fame compiles a list of 300 most popular

WCAM pieces, voted for by their listeners: the recorder does not feature (Classic FM, 2020).

Folkestad describes the field of research surrounding the informal versus formal
debate as taking into consideration not only the formal, teacher-directed learning in schools
and institutions but also learning that happens informally outside of such spheres (Folkestad,
2006). With the renewed interest in learning, situations have come to a shift in thinking and
focus among music educationalists from teaching to learning and, as a consequence, from
teacher to learner. The interest that surrounds the topic of learning styles is that of how and
why children learn as opposed to how and why teachers teach (Folkestad, 2006). A more
formal learning style would be teacher-directed learning: the teacher chooses the topic and
the repertoire for the lesson and directs the children to what they need to learn. The child
watches and copies. Schweder acknowledges that students’ loss of motivation for learning in
school can be linked to the pre-eminence of teacher-directed learning where the students’
autonomy is ignored (Schweder, 2020). A more informal learning style would be a child-
centred approach where the child discovers learning through playful and explorative
activities. Informal learning encompasses what Knowles in 1975 described as self-directed
learning (Knowles, 1975). The debate is less to do with praxis but more to do with the

process of learning.

Folkestad describes four different ways of defining informal and formal learning: the
situation refers to where the learning takes place; the learning style refers to the character of
the learning process (a formal learning style would be to learn through notation, an informal
style would be by aural transmission); ownership refers to the ownership of the musical
activity (is it didactic teaching or self-regulated learning?); and intentionality refers to whether
the intention is focused on how to play or just to play (Folkestad, 2006). Folkestad notes that
these delineations are not incompatible but that the difference between the informal and

formal music making can sometimes be intertwined (Folkestad, 2006). Cawley explains that
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whilst traditional Irish music lessons organised by Comhaltas Ceoltéiri Eireann' are
organised and led by a teacher, they can be characterised as informal music learning as
they regularly feature learning by ear as opposed to learning through notation, they happen
extracurricular to school, within a community context and do not include formal assessment
(Cawley, 2013). In terms of WCET recorder lessons, these are taught at school, directed by
a teacher: 52% of said teachers agree that children in these programmes must learn to read
music, in contrast to 31% who disagree, whilst only 32% believe that instrumental technique
is important in WCET lessons and 93% disagree that WCET is purely about learning to play
an instrument (Fautley et al., 2017). Whilst there is no data on the repertoire learnt in WCET,
only two out of the top ten most popular instruments taught through WCET are not part of
traditional WCAM instrumentation (Fautley et al., 2017). Small explains that complete
dependence upon written notation is exclusive to performers of WCAM (Small, 1998). It can
be concluded that WCET recorder lessons occur within a formal setting whilst presenting as

formal pedagogy.

Vasil echoes Folkestad, explaining that informal pedagogy intertwined with popular
music can be used in the formal sphere of the classroom (Vasil, 2019). What Vasil and
Folkestad describe is similar to lessons run by Comhaltas Ceoltéiri Eireann in the field of
traditional Irish music. Folkestad goes on to say that it is simplified and misleading to say
that formal learning only happens in institutionalised settings and informal learning only
happens outside of these institutional settings (Folkestad, 2006). In the formal sense of
music-making, the learning activity is always predetermined by a ‘teacher’ who takes the
lead in such activities. In the informal sense of music-making, the learning activity is not
predetermined; it is the activity itself that determines the learning experiences in the present
moment. However, there is also the difference of ownership in informal learning: the content
of the learning material is self-chosen and learning is a voluntary experience. WCET

recorder lessons are an involuntary experience. In formal learning situations, the teacher

13 Comhaltas Ceoltéiri Eireann lessons happen across the world, including England.
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chooses the material. In schools, practicalities can come ahead of pupil choice; this could go
some way to explaining why the recorder is the fourth most commonly used instrument in
WCET yet it is by far the cheapest option to resource. It is also the smallest-sized instrument
on the list (Fautley et al., 2017). This is not to mean that pupil choice has to be excluded
throughout the learning process. Folkestad clarifies the boundaries by saying that if a
teacher directs the learning, then it is a formal learning situation. He goes on to say that
teachers can create opportunities for informal learning processes to happen (Folkestad,
2006). ldeas for teachers in recorder lessons could include allowing children to choose who
they work with, allowing children to choose repertoire and including learning repertoire

aurally instead of exclusively relying on notation.

Green notes this way in which people engage with music in a naturally integrated
way and has discovered that popular musicians approach music via ‘enculturation’ (Green,
2002, p. 22). Green reports that in contrast to levels of continuation after English WCET
projects that are presented via formal learning, young people are more likely to continue
playing music throughout their life if they acquire their musical skills and knowledge through
informal learning practices (Green, 2002, p. 56). Green makes clear the differences between
the formal and informal learning spheres and the correlation to continuation into later life by
explaining that, in general, people are not as encultured into WCAM as they are with
Western popular music, and this is especially true with children who are learning WCAM
(Green, 2002, p. 56). It has already been mentioned that the recorder is not a regular feature
within popular culture, and children are unlikely to see a recorder being played or hear a

recorder outside of school or an educational context.

O’Flynn also picks up on the theme of enculturation in the way young musicians in
Ireland learn traditional Irish music. He notes that everyone he interviewed had learnt music
aurally, either in a group, through one-to-one tuition, or by learning traditional tunes from
recordings or friends (O’Flynn, 2011, p. 263). He develops this by explaining that ‘the

influence of the family and social group had the most influence in enculturating children into
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the music they played’ (O’Flynn, 2011, p. 260). McCarthy builds on this point of enculturation
through informal learning situations as she explains that the success of music education in
Ireland has traditionally been located outside the formal education system, where music
learning commonly takes place informally in the family and local community (McCarthy,

1999).

Cawley notes that many of her participants learnt the tin whistle as a starter
instrument, in whole classes through formal music education whilst in primary school (in
Ireland), but the repertoire was not focused on traditional music or culture (Cawley, 2013).
One of her participants reported a common experience of learning nursery rhymes on the tin
whistle for a year with a generalist primary-school teacher. Of her participants (based in
Ireland) in a study into enculturation in music education of traditional Irish music, the tin
whistle (like the recorder, an end-blown duct flute without keys which is cheap to purchase
and easy to store) was regularly used as a ‘starter’ instrument, taught by generalist primary-
school class teachers, not dissimilar to the recorder in English schools. Her participants
acknowledged that they did not continue with tin whistle lessons formally or in school, but
instead developed their musical activity within social, family and community contexts where
enculturation was more present (Cawley, 2013). These musicians did not continue to

engage with music in school but had a bustling musical life in the wider community.

Similar to the way in which Green argues that popular musicians and Cawley argues
that traditional Irish musicians learn, Mok and On Nei Anniein explain that children who
regularly engaged with the learning of Chaozhou music (in China) did not learn this music in
school. Instead they learnt music in the home and with relatives and at informal music clubs
with members of their community. Latter and Thompson observe that they learnt through
methods of self-regulated listening and trial-and-error experimentation through aural learning

(Latta & Thompson, 2011).

These examples of non-WCAM repertoire and informal learning strongly suggest that

the roles of community, society and friendship are decisive in the learner’s experience.
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Participants and commentators acknowledge that school-based music education rarely
provides a positive environment for informal learning and that formal education can be

inhibitive of learning.

Introduction to Learning Theory within the Informal vs. Formal
Learning Debate

Informal learning practices demonstrate good examples of Dewey’s (Tan, 2016),
Erikson’s (Batra, 2013), Suzuki’s (Suzuki, 1980) and Vygotsky’s (Allsup, 2003) theories that
learning in a social environment through conversations, with support from friends and family,
supports and nurtures the learning process. In both cases of folk and pop learning, there is a
cycle of integrated and encultured learning in a usually informal educational setting. Learning
occurs through purposive or attentive listening, copying, arranging with peers or within social
musical settings, and performing. In both accounts of pop and folk, learning via notation
came secondary to learning by ear (Green, 2002, p. 96). Learning by ear results in an
explorative, improvisatory learning experience as recommended by Dalcroze (Choksy,
2001), Montessori (Edwards, 2002), Piaget and Suzuki. Yet classical instrumental teachers
have tended not to mitigate the disincentives to learning in this situation, and in general, ‘the

importance of musical enculturation seems to be overlooked’ (Green, 2002, p. 187).

The theory of behaviourism in music education'

Up to now, we have been looking at an essentially constructivist reading of the NC.
Garnett’'s argument is that the NC for Music in primary schools tends to follow a
constructivist approach to learning (Garnett, 2013). Swanwick identifies that the NC’s
combination of composing, listening, appraising and performing is an example of a
constructivist curriculum (Swanwick, 2002). This is further identified by Philpott and
Plummeridge (2001). However, several analyses draw attention to the behaviourist content

of English education. Fautley and Colwell declare that behaviourism is commonplace across

4 The following sections of this chapter will summarise approaches to learning that align with informal
pedagogical framing. Further literature on learning theory can be found in Appendix G.
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English instrumental (non-NC) music-education practices, where teacher-directed and
sequenced learning of a musical instrument consisting mainly of practice and refinement
tasks still prevail (Fautley & Colwell, 2012). O’Neill continues this theme, explaining that
behaviourist teaching and learning is prevalent within WCAM lessons in schools and

conservatories (O’Neill, 2012).

Pollard et al. explain that behaviourism was the most popular style and theory on
learning until the 1960s (Pollard et al., 2014). Skinner explained that the concept of
behaviourism in education was centred on the sorting and retrieving of information (Skinner,
1938). In 1939, music teacher Theodore Normann explained that instrumental teaching

required ‘a generous amount of rote teaching and imitative drill (Normann, 1941, p. 150).

Johnstone (2016) explains that in music education, behaviourism can be thought of
as a ‘traditional style of learning whereby large numbers of children are taught, formally, in
one class where the learning is controlled by the teacher who is the dominant person within
the classroom’ (Johnstone, 2016). Pollard et al. continue that behaviourism as a theory is
where knowledge and skills are explicitly taught by a teacher to passive, whole classes
where pupils respond to and follow direct instructions (Pollard et al., 2014). Johnstone
continues to clarify that a behaviourist approach to learning is commonly found in
contemporary WCET lessons in English primary schools due to their reliance on teacher-
directed instrumental skill development and notation reading (Johnstone, 2016). The teacher
is fundamental to a behaviourist-style curriculum, and Jarvis et al. go further by insisting that
‘the teacher seeks to control the students’ learning in order to produce the desired results’

(Jarvis et al., 2003, p. 30).

Ehrlich explains: ‘consistent lack of attention to the most fundamental necessities of
recorder technique has firmly established a popular belief that technique itself is
unnecessary’ (Ehrlich, forthcoming, p. 73). Chappell describes behaviourist learning styles in
instrumental lessons as based on tutor books and learning to read music (Chappell, 1999).

In the same article, Chappell is explicit on the after-effects of learning on a note-by-note
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basis at the loss of instrumental technique and seems to agree with Ehrlich when she says
that a book-based learning experience can lead to muscular physical problems that often get
worse as the student develops into adulthood (Chappell, 1999). This puts responsibility for
instrumental technique onto the teacher, but in the case of the recorder, where even the
tutor-book authors presume the teachers to be non-specialists in music, let alone the
recorder, this could leave ‘physical problems for pupils going undetected far beyond

childhood learning and on into adulthood’.

Haddon explains that due to the lack of CPD opportunities and an under-trained
workforce, behaviourist, master—apprentice-style lessons are most prevalent (Haddon,
2009). The tutor book exemplifies the master—apprentice model of instrumental learning. As
already mentioned above, the NC differs from traditional instrumental tuition as it does not
follow a master—apprentice curriculum design. Chappell is negative towards a master—
apprentice, book-based learning style not in terms of pupil choice and relevance but in

relation to instrumental technique, similar to Ehrlich’s criticism.

Behaviourist learning styles are prevalent with the descriptions of formal music-
education teaching and learning as described above by Green (2002), Folkestad (2006),
Vasil (2019) and Schweder (2020). Swann recognises that behaviourism has been criticised
for excluding creativity, exploration and play from learning processes and that behaviourist-
style curriculums are reliant upon teacher directions (Swann, 2012). Johnstone explains that
the pervasiveness of behaviourism in WCET (and in turn, recorder lessons) has been
detrimental to pupils’ learning within the programme (Johnstone, 2016). A behaviourist style
of learning, clearly still prevalent in English schools, is in opposition to informal learning

practices that incorporate peer mentorship, group work, exploration and enculturation.

The theory of constructivism
Constructivism is more aligned to informal pedagogical framing. Woolfolk Hoy
interprets constructivism with two main elements: that pupils are engaged and active in

assembling their own knowledge and that social interactions between fellow pupils and
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adults are a vital part of knowledge construction (Woolfolk Hoy, 2000). Dewey also believed
that pupils learn better when they collaborate with peers and adults, working cooperatively
together (Garhart Mooney, 2013, p. 16). Meade and Cubey acknowledge that in
constructivist learning environments, ‘teachers will create opportunities for children to
encounter the concept and explore it in groups’ (Meade & Cubey, 2008, p. 9). Emphasis on
cooperative learning with adults and peers is something that is at odds with the learning
practices in formal music education within the genre of WCAM; however, this is something
that often happens in the informal learning spheres of the folk and pop traditions through

mentorship and the sharing of knowledge.

The role of the mentor in musical learning

Whilst the role of society, community and friendship in the success of informal
musical learning cannot be ignored, the role of a musical mentor is also acknowledged within
informal learning. Mentors appear in popular-music learning situations, as noted by Green:
‘watching and imitating the actions of more experienced players are prime activities in the
enculturation and apprenticeship practices of many traditional musics and jazz’ (Green,
2002, p. 82). Mentorship relationships within informal music education also appear in the
ethnography of North Indian classical music practices, as Neuman explains: ‘a period of
intense training with a guru [as opposed to a formal teacher] is considered mandatory’
(Neuman, 1990, p. 50). This can link with Folkestad’s acceptance that informal learning
practices can coincide within a formal context such as a primary-school lesson. Cawley
explains that in traditional Irish music practices, family members, commercially available
recorded musicians, community members, peers and teachers can become mentors for
children and adults engaged in musical learning (Cawley, 2013). In a recorder lesson this
would mean that beginner recorder players would see people of all ages playing the
recorder. Waldron explains that musical mentors are not the same as music teachers:
instead of direct instruction where a student may copy a teacher, musical mentorship is more

concerned with a practice of sharing and exchange of knowledge and expertise. It is a
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reciprocal arrangement between mentor and mentee, with both parties equally involved and
engaged in the relationship and process (Waldron, 2007). Mentorship can include conscious
and unconscious learning, and the learning is not always predetermined as in a formal
teacher—student learning paradigm; this can be achieved in recorder lessons through

informal pedagogical framing.

Wenger explains that the mentoring relationship does not always have to be with an
adult guiding a child for the relationship to be valuable, and many peer-to-peer mentor
relationships exist within musical communities: ‘more experienced peers are not merely a
source of information... they represent the history of the practice as a way of life... They are
living testimonies to what is possible, expected, desirable’ (Wenger, 1999, p. 156). The
recorder being used as a starter instrument, in preparation for learning a real instrument as
described by Hallam, presents a problem of a lack of peer-to-peer mentorship in the
enculturation of the recorder and recorder learning in the primary school. As the recorder is
often learnt for one year, or even one term, with limited possibilities for progression, there
are rarely older pupils acting as role models, including playing outside WCET projects, and
rarely opportunities for informal learning. The recorder’s use as a starter instrument hinders
any opportunity for children to be encultured into recorder learning by not giving the
opportunity for children to see fellow school pupils engaging in the practice of playing the

recorder outside of WCET projects.

Dewey’s educational theory was founded on the view that ‘children learn best when
they interact with other people, working side by side and cooperatively with peers and adults’
(Garhart Mooney, 2013, p. 16). This is something shared by Vygotsky (1896-1934), who
similarly believed that children learn through conversations between themselves and through
creative, independent role play. Likewise with instrumental learning within popular and folk
traditions, he observed that social interactions between family groups, peers and teachers

are an integral part of the learning process (Topgiu & Myftiu, 2015). In recorder lessons this
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could be utilising recorder groups such as the SRP to bring together multigenerational

opportunities for recorder players of all ages.

Vygotsky acknowledged the role of teacher and mentor through his theory of the
Zone of Proximal Development. He noticed that some children preferred to learn
independently, some with help from adults and others with help from their peers (Daniels,
2002). Pound explains that ‘two children may have similar levels of competence but different
levels of success because of their differing abilities to benefit from the help of instruction
given to them by adults’ (Pound, 2009, p. 40). The Zone of Proximal Development is best
explained as ‘the gap between what a child can do alone and what they can do with the help
of someone more skilled or experienced’ (Pound, 2009, p. 40). According to Vygotsky, we
should allow children to do as much as they can alone, but we can stretch them a little by
‘scaffolding’ their learning. In a recorder lesson, giving children an opportunity to explore
their learning in small groups and on their own as opposed to wholly teacher-directed

instruction could provide opportunities for scaffolding.

Music educationalists Suzuki (1898—1998) (Hannon & Trainor, 2007) and Kodaly
(1882-1967) (Mapana, 2011) also acknowledged the role of adults and peer mentors in
children’s learning through the way children learn language from their environment, picking
up local dialects with ease, and learning and mimicking fluctuations in pitch during the
speech from their parents. Similar to the learning processes of informal music learning,
Suzuki and Kodaly were advocates for the benefits of enculturation in the learning process.
Suzuki believed in the role of the mentor and enculturation of the learning process within the
home and advocated that at least one parent should learn the instrument alongside the child,
as children want to do what adults do (especially mimicking their parents). Suzuki is quoted
as saying ‘nurturing is the basis for developing ability’ (Suzuki, 1981, p. 18). Suzuki’s
approach to instrumental learning requires both individual and group lessons. Children
should have individual lessons to nurture their innate talent and group lessons to inspire the

children and also to include music learning as a social, environmental activity. Maria
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Montessori (1870-1952) also noted children’s need to copy adults and older children:
children learn from watching, listening, copying, practising and repeating what they see their
primary caregivers doing (Lillard, 2018). This aligns with the processes found in informal

music-making.

Learning through conversation, social interaction and a flexible scaffold is something
not recognised in a behaviourist learning environment (Verenikina, 2008). The learning that
happens in this way cannot always produce a tangible outcome and is rarely something that
can be repeated or conditioned in the learner. Learning in a social, conversational
environment is something that is fluid and learner-directed; it cannot be a simple stimulus-
response mechanism. This, again, could be recreated through small-group work away from

teacher-directed learning.

Constructivism, like progressivism, harnesses the idea that children’s interests
should inform the basis for lesson planning and that education is a part of life, but unlike the
latter, the theory acknowledges the positive role of adults and mentors in the learning
process. Dewey was adamant that teachers should have strong subject knowledge and
spend time observing, planning, organising and documenting the learning experiences of

children, with specific regard to the interests of the children (Sikandar, 2016).

Although Dewey was a strong advocate of the child-centred approach to learning, he
was keen to point out that ‘fun’ as a stand-alone by-product of educational activities was not
enough when educating children. Garhart Mooney explains that ‘teachers can use Dewey’s
criteria to make sure the experiences they plan for children are not only fun but also build

children’s learning’ (Garhart Mooney, 2013, p. 27).

Enculturation in constructivism

The role of mentorship and learning through experimentation are not the only
constructs of constructivist learning that are present in informal learning. Enculturation both

through social groups and topics of learning are central themes in constructivism (Bachtold,


https://www.zotero.org/google-docs/?TcdN0N
https://www.zotero.org/google-docs/?cBr0T8
https://www.zotero.org/google-docs/?2TdT3l
https://www.zotero.org/google-docs/?XX7iz1
https://www.zotero.org/google-docs/?5RxPpN

69

2013). Dewey thought that children’s interests should inform the basis for lesson planning
and that education is a part of life; this is complementary to using a student’s choice of music

at the start of informal learning practices.

It was Kodaly’s belief that children should primarily learn music that is of their home
country, as this folk music is the purest form of music, and also because it was his belief that
children would be most familiar with folk music. Although folk music is at the heart of the
Kodaly method, it is not the exclusive genre; Kodaly believed that any form of high-quality
music was worthy of being used as a pedagogic tool. He despised the idea of music being
composed purely for pedagogical purposes, as this was not ‘authentic’ music (Houlahan &
Tacka, 2008). In the 21st century, it is no longer the case that traditional English folk music is
the most familiar form of music to most children of primary-school age; the idea of traditional
English folk music could be changed to familiar, modern nursery rhymes and/or topical pop

music.

The literature from Green, Swanwick, Dewey, Piaget and Suzuki suggests that in
order to be introducing pupils to the recorder in an integrated way (Bachtold, 2013), teachers
need to be presenting music from as many different backgrounds as possible. This is
highlighted in the 2021 Model Music Curriculum Pupils need to see a wide spectrum of
music in a way that does not create a musical subculture: pupils need to be able to see that
this music lives outside the classroom. Beach, Evans and Spruce point out that children
need to be able to see that what they are learning in school links to their everyday life, and
that the gap between school music lessons and music within wider popular society needs to
be bridged (Beach, Evans and Spruce, 2012). This links to advocacy in educational ideology
by Dewey and Montessori. This, they say, results in ‘integrated experiences’ (Matthews,
2010, p. 68). Green points out that when musicians ‘play music into which they are
encultured and with which they identify... enjoyment, commitment, even passion for a wide

variety of music run high’ (Green, 2002, p. 177).
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Dalcroze, Kodaly and Suzuki as examples of a constructivist musical learning style

The Dalcroze approach to music education is referred to as eurhythmics, the study of
music through movement (Juntunen & Hyvonen, 2004). Dalcroze (1865—-1950) believed that
the natural rhythmical processes of the body such as breathing and walking could be used
as an aid in musical education. The Dalcroze approach includes not only movement but also
solfége and improvisation (either through expressive body movements, or instrumental or
vocal). Mead says that ‘Dalcroze believed that in the study of music, students should
continually be cultivating a memory bank of aural, visual and kinaesthetic images which
could be recalled at any time for reading, writing, performing or creating music’ (Mead, 1994,
p. 5). It is a method based on musical and physical improvisation and experimentation which
correlates to a constructivist style of learning and could be a way to imbed informal

pedagogical framing in recorder lessons (Abril & Gault, 2016).

With this in mind, it is important that when introducing children to music they should
have the opportunity to respond freely to music using their bodies through activities such as
stepping, clapping, gesturing and dancing. Children should be encouraged to spontaneously
move in a way which is inspired by the music in whichever way they wish. In more directed
activities, teachers may introduce work songs or singing games with specific actions. The
main aim in Dalcroze eurhythmics is that children feel free to interpret music in a physical
way, creating a kinaesthetic memory that can be used as a basis for further musical learning.
The Dalcroze approach, with its strong emphasis on improvisation, could be used in a
constructivist-style learning environment as it embodies the free will of the learner in the
learning process. Childhood musical games often feature ‘hand-clapping, mimetic
movement, skipping... counting out... and ball bouncing’ (Marsh & Young, 2008, p. 290).
Children approach musical play both visually, kinaesthetically, aurally and from an
improvisatory angle: Marsh and Young note that ‘even apparently fixed forms are subject to

a continual process of creative change’ (Marsh & Young, 2008, p. 290).
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Table 2.2 shows common themes across constructivism, education theory, music

education theory and informal learning practices. | will use this to start to build a framework

as an approach to the teaching and learning of beginner recorder technique.

Table 2.2: Correlations between behaviourism, constructivism, education theory, music education

theory and informal learning practices

Learning Present in Present in Presentin Present in Presentin

Experience Behaviourism Constructivism | General Music-Specific | Informal
Education Education Musical
Theory Theory Learning

Practices

Experimentation X X X X

and curiosity

Play X X X X

Improvisation X X X

Movement X X X

Conversation, X X X X

social

interaction and

scaffolding

Independent X X X X

learning and

discovery

Learning based X X X X

on familiar

material

Mentorship X X X X

Enculturation X X X X

Summary

Whilst there is a distinct lack of recorder-specific literature in the field of education or

sociology, this chapter has concluded that the recorder is still a ubiquitous instrument in

primary schools. As part of WCET projects, pupils do not themselves choose to play the
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recorder. Schools elect to offer the recorder to their classes because it is cheap to purchase,

easy to store and perceived as easy to play.

Robert Ehrlich argues that ‘since the Second World War the recorder has been
commonly taught by persons lacking a command of its basic technique, unthinkable for
teachers of other wind instruments’ (Ehrlich, forthcoming, p. 72). This chapter has shown
that it is most likely that the majority of those teaching the recorder are non-specialist
recorder players, even though it is highly likely that those teaching the recorder are music
specialists. Among both sets of teachers of curriculum music, those who are music
specialists and those who are classroom generalists, opportunities for CPD are not readily
taken up by teachers. This literature review also uncovered a lack of music teacher training

both in ITT courses and through MEHSs.

Issues around how those that teach music view themselves and each other were
debated through the lens of SIT. Online memes from the previous chapter present the
recorder as an instrument inextricably linked to education and negative pupil experiences.
Negative past experiences can permeate a teacher’s own teaching. Within the teaching and,
more specifically, recorder teaching and playing communities, othering is present, whereby
each set of teachers is committed to their own social identity, be it generalist primary-school
teacher, general music teacher, recorder amateur or professional recorder player-teacher.
This divisive nature of music teacher identity/identities may underlie or at least worsen the

lack of collaboration.

In WCET recorder lessons children do not get a choice in whether they play the
recorder, and this is in contrast to informal pedagogical practices. Lack of pupil and parent
choice in instrumental lessons has been noted to be a dividing factor in low levels of
continuing with school musical involvement. Online, social media memes present the
recorder negatively, and social groups are particularly susceptible to pictorial memes shared
within their social network, therefore any enculturation children, parents and non-specialist

teachers are exposed to is likely to be negative. The recorder does not regularly feature in
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popular or contemporary society and children are unlikely to be encultured into the mainly

historical or avant-garde repertoire that exists for the recorder.

The low continuation rates for WCET projects in England could be the result of the
absence of adequate peer and adult mentorship. The latter is a key component of
enculturation within informal learning practices. The existence of an older peer network could
make children’s engagement with the recorder beyond WCET projects more likely. Without
an older peer network, children are unlikely to continue with engagement with the recorder

past these whole-class projects.

Ehrlich is resolute in his argument that the low social perceptions of the recorder are
due to the ‘class environment into which it is usually introduced, and the methods by which it
is taught’ (Ehrlich, forthcoming, p. 72). Behaviourist learning styles are still prevalent across
instrumental teaching and learning. This is in contrast to the structure of the NC for Music
and theories of educational and music educational theorists. Learning through
experimentation and curiosity, independent play, improvisation, social interaction and
scaffolding all appear in theories of constructivism and educational ideology but not regularly
in English instrumental teaching and learning. This overview of recent and older literature in
the field of learning theory provides material for a possible framework for the teaching and
learning of beginner recorder technique that encompasses informal pedagogical framing,
constructivist curriculum planning and embodied learning. Image 2.1 presents key elements
of a potential framework for teaching and learning based on evidence from this literature

review.
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Image 2.1 Word cloud showing elements of a potential framework for teaching and learning of
beginner recorder technique
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Chapter 3: Methodology

From the literature review it is clear that there is a gap in the research surrounding
contemporary recorder teaching and learning. In order to establish current trends in recorder
teaching and learning, a research plan had to be developed that would be able to obtain
access to a wide range of recorder teachers and also have the flexibility to discover key
themes in existing teaching material. Given the parameters of the subject matter | decided
that a mixed-methods research design, combining both quantitative and qualitative methods
of data collection, would be fitting to track emerging themes and codes throughout the data
but would also have the flexibility to permit cross-referencing across data sets to glean

thorough conclusions.
This thesis aimed to answer the following research questions:

o How is the recorder taught in 21st-century England?

¢ How do views on the teaching of beginner recorder technique compare between
those of professional recorder player-teachers' and the wider recorder teaching
community?1

o To what extent has the recorder’s role in education affected its society’s perceptions

of the instrument?

Bryman describes mixed-methods research as combining ‘quantitative and
qualitative research within a single project’ (Bryman, 2012, p. 627). | chose mixed methods
as a pragmatic option as no one method of data collection would be able to give a more
rounded answer to the research questions. Combining qualitative and quantitative data
collections through a mixed-methods approach enabled me to create a research design that

could answer all research questions thoroughly.

5 In the focus group.
6 Through the teacher survey and tutor-book analysis.
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The Empirical Elements of the Research

Data was collected through:

1. focus group interviews with twelve professional recorder player-teachers;
2. asurvey of 169 recorder teachers across school phases and educational settings;

and

an analysis of four tutor books from across the late 20th century to the early 21st century

used to teach recorder in primary schools today.

This research design used an exploratory sequential structure, where each

component contributed and was compared to the following round of data collection.

Ethical Considerations — Focus Group

The focus group was proposed to the GSMD’s Ethical Research Committee in 2015
and the research followed its ethical guidelines. A call for participants among current
undergraduate students was put out by Professor lan Wilson. Through my personal network
| recruited participants that were alumni from the Guildhall, and | also asked Professor
Robert Ehrlich (as a visiting professor of recorder at the Guildhall) to join the focus group as

a participant.

Participants were informed in advance that | would be facilitating the discussion of
the focus group and that it would last between one and two hours. This followed Principle B
of the American Psychological Association’s (APA) Ethical Principles and Code of Conduct
that refers to researchers’ ‘clarify[ing] their professional roles’ (American Psychological

Association, n.d.).

Ahead of the focus group, participants were asked to read and sign a consent form.'”
This consent form asked for their teaching experience and their level of recorder education.

The consent form showed the objectives of the focus group: ‘What are the fundamental

17 Recorder Technique Focus Group Consent Form — see Appendix A.
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aspects of recorder technique and how can we introduce these techniques to beginners?’
This acknowledged the boundaries of participants’ competence, and the limitations of their
expertise in order to ensure that these did ‘not lead to or condone unjust practices’

(American Psychological Association, n.d.).

In order to subscribe to the APA’s Ethical Principle C, ‘Integrity’, the consent form

explained what the findings would be used for. These were:
1. for the submission of a PhD thesis;

2. to produce a future handbook of recorder technique games, warmups, advice, etc. for
both specialist and non-specialist recorder and music teachers;
3. for use with small-group, large-group and individual tuition as appropriate,

4. to target the age group of between 7 and 12 years."®

As a researcher | used the consent form ‘to avoid unwise or unclear commitments’

(American Psychological Association, n.d.).

The consent form explained why participants had been asked to take part in the
focus group (see Appendix A). The text upheld APA’s Ethical Principle E, ‘Respect for
People’s Rights and Dignity’, by respecting ‘the dignity and worth of all people, and the rights
of individuals to privacy, confidentiality, and self-determination’ (American Psychological
Association, n.d.). The consent form declared that the focus group would be audio-recorded
and transcribed via conversational analysis and that all participants would be kept

anonymous when data would be reported.

Participants were asked to sign the form before the commencement of the focus
group interview. Participants were made aware that they could withdraw their consent from
partaking in the focus group at any time and that they could also withdraw their consent for

their data to be used, during or after their participation in the focus group.

8 Recorder Technique Focus Group Consent Form — see Appendix A.
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As the facilitator | also followed the ethical guidelines of the GSMD (which echo the
guidelines of APA) and this was approved by the School Research Committee. The focus
group interview lasted for one hour and fifteen minutes and was audio-recorded and then
transcribed after the event. Participants were not given the option to review the transcript or
comment on the outcome of the focus group. As professional colleagues, there was an
understanding between us of trust that meant that at the time of planning the focus group,
none of the participants felt the need to review the transcript. Participants were made clear
that their conversations were to be used in this thesis to draw conclusions about beginner

recorder technique based on their discussions in the room and at that specific time.

Ethical Considerations — Teacher Survey

As with the focus group, the teacher survey was approved by the GSMD’s Ethical
Research Committee. Participants in the online survey were assured that their identities
would be made anonymous and that they did not need their email address or any personal

information to take part in the study (see Appendix A).

The Rationale for the Choice of a Focus Group

As so little was known about current approaches to teaching, | wanted to find out
what professional recorder player-teachers thought about the teaching and learning of
beginner recorder technique, starting from existing literature about recorder technique. |

wanted to answer the following questions:

e What are the main points of technique that should be introduced to beginners?

e How can we introduce these techniques to beginner recorder players?

These focus group questions were in order to answer one of the three overall research
questions: How do views on the teaching of beginner recorder technique compare between
those of professional recorder player-teachers and the wider recorder teaching community? |
consulted with a focus group of professional recorder player-teachers to produce ideas on

what would constitute agreed good practice recorder technique in beginner lessons with
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specific focus on the development of skills needed to be a proficient player and musician
across all of the instruments of the recorder family. The data from this focus group would go
on to inform other empirical elements of the research design such as the teacher survey and
tutor-book analysis. The data about teaching beginner recorder technique could then be
compared with the data on teaching beginner recorder technique in the teacher survey and

then compared again with the information in beginner recorder tutor books.

Given the range of opinions surrounding recorder technique and the lack of literature
on these topics for beginners, there was a need to pinpoint the main areas of successful
recorder technique required for beginner recorder learners. One method of achieving this
could have been to use current recorder tutor books. However, my own experience of
recorder tutor books, as someone who has been trained in recorder at conservatoire level, is
that the technique advice set out within them is not always completely accurate. There are
also hundreds of tutor books on the market, and finding out which are the most popular
would have meant starting the research with the teacher survey. | wanted to start the
research from the perspective of the professional recorder player-teachers and then use this
information to build the following parts of my research. This is because it was presumed from
literature-review sources that the recorder is frequently taught by non-specialists. By using
specialist recorder player-teachers who were all experienced at teaching beginner recorder
players, there would be a benchmark for evaluating what teachers in the survey said."® This

is what created an exploratory sequential structure to the research (Leavy, 2017, p. 173).

Another possible method would have been to collect technical advice from historical
treatises such as Ganassi’s La Fontegara or Hotteterre’s Art of Playing the Flute. However,
these are historical documents that do not necessarily relate to modern recorder playing; for
instance, Ganassi’s treatise uses fingering that does not work on modern recorders. As a
more recent alternative, Walter van Hauwe’s The Modern Recorder Player could have been

adapted for beginner learners. As the most comprehensive guide to recorder technique

9 All focus group participants were experienced in teaching beginner recorder players in England.
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currently in print, it is also a set text for every recorder department in every UK
conservatoire. Walter van Hauwe is widely regarded as the seminal writer on contemporary
recorder technique. However, as this book was first published in the 1970’s a more modern
approach would have been needed to reflect more recent trends in recorder pedagogy. Any
adaptation would have had to take into account that his book is not a tutor book and does

not include the material needed to introduce technique to beginners.

However, because The Modern Recorder Player is a seminal text for professional
recorder players, it provided a suitable starting point for the focus group interviews. Volume
One is set out with a chapter heading for each area of fundamental recorder technique. It
was decided by the focus group that in order to discuss and understand what aspects of
beginner recorder technique needed to be taught and learnt, the focus group would start by

discussing the themes of each chapter.

The Membership of the Focus Group

Braun and Clarke explain that ‘focus groups are a method where data are collected
from multiple participants at the same time’ (Clarke & Braun, 2013, p. 108). They argue that
focus groups can be self-moderating, whereby the participants moderate themselves and the
group is guided by its members. Focus groups allow for participants to mimic natural
conversational patterns. As such, in a focus group, ideas are generated as a group rather
than just between interviewer and interviewee. Braun and Clarke also argue that due to the
social context of focus groups, they can provide more open and supportive environments
where participants feel able to use their own vocabulary to generate new and novel
knowledge. Focus groups can also ‘elicit a wide range of views, perspectives, or

understandings of an issue’ (Clarke & Braun, 2013, p. 110).

It was decided to select the participants of the focus group from a homogenous
source. Braun and Clarke argue that heterogeneity is good in a focus group as it brings

different views and can lead to a more thorough, diverse data set. However, in this case, as
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the main aim of the focus group was to establish a homogenised and clear ‘school’ of
recorder technique, it was important that the focus group participants were all trained in the

recorder at the GSMD.

Schools of instrumental technique are familiar in instruments such as the violin and
the piano but do not officially exist in the recorder. Whereas the violin and piano have rich
histories of pedagogical development, the literature review shows the recorder does not.
This is in part due to its extinction throughout the Classical period to the early 20th century.
As recorder players we cannot trace our pedagogical lineage. At the Guildhall there is a
clear lineage of a technique ‘family’. lan Wilson has taught all recorder students at GSMD for
fifteen years, alongside Pamela Thorby and Robert Ehrlich. lan Wilson was taught by
Pamela Thorby and Robert Ehrlich. In turn Pamela Thorby was taught by Robert Ehrlich who
was taught by Walter van Hauwe at the Sweelinck Conservatorium in Amsterdam. Walter
van Hauwe studied recorder with Frans Briiggen, who was one of the first professional
recorder-player superstars in the early 20th century. Therefore, there is a clear lineage of
technique for GSMD recorder students and alumni, following in the footsteps of closely

related playing styles.

On the surface, it seems like this set is homogenous; they are in fact heterogeneous
and give a good idea of current professional recorder practice both here and abroad.
Although the participants were all current students, alumni or professors from GSMD, they
included nationalities and experience of teaching from China, Germany, Holland, Ireland and
Switzerland. The lineage of focus group participants represents the playing styles as a result
of the European recorder revival and the emergence of the Early Music scene in the early
20th century. The age of participants ranged from 18 to 50 years; this meant that each

participant brought their own experiences of their recorder education to the focus group.

In addition, this lineage has had a large outreach, with GSMD professors and alumni
teaching and examining across some of Europe’s most well-regarded recorder departments,

including the Royal Academy of Music and Trinity Laban College of Music and Dance,
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London; the Cork School of Music, Ireland; the Musikhochschule in Karlsruhe, the
Hochschule fir Musik und Theater Felix Mendelssohn Bartholdy in Leipzig and the
Hochschule fir Musik Hanns Eisler in Berlin, Germany. Alumni and GSMD recorder
professors have presented papers and been keynote speakers at every Open Recorder
Days: Recorder Teachers Conference at the Amsterdam Conservatoire and are also on the
board of the UK’s branch of the European Recorder Teachers Association (ERTA).
Therefore, although coming from the same recorder ‘family’, the chosen GSMD recorder
player-teachers have had a meaningful impact on recorder teaching outside the GSMD,
influencing potentially hundreds of other recorder players across the world. Another possible
route of accessing participants could have been to go through ERTA, but it was not selected
because in 2015 ERTA in the UK was not a well-supported organisation. It only just became
well supported in 2019 with the appointment of a new president. ERTA, although technically
an organisation, was not active with its members, and it was impossible to involve them in

2015 as they effectively did not exist past its name.

The members of the focus group were selected for their wide-ranging teaching

experience, including:

o Whole-class primary-school recorder

e Individual beginner, intermediate and advanced recorder
e Adult recorder players

e Conservatoire teaching

e A mixture of state schools, academies, private schools and early years providers

Practically, it was easier to facilitate a GSMD-based focus group because with my
research based at GSMD | had access to current students and professors. The recorder
students at GSMD study recorder teaching skills and all of the current students were active
recorder teachers across MEHs, schools and private practices. Having studied the recorder
at GSMD myself, this meant | had access to the contacts of alumni through my existing

professional and personal network. Recruiting members to a focus group from
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conservatories other than GSMD would have been more difficult as | am not already
affiliated with those networks. Using a GSMD cohort was also more practical in ensuring that
everyone was in the same place at the same time, because most of the focus group
participants were based at the GSMD. Furthermore, the venue choice for the focus group

was central for all participants and easy to book and use.

It was important, therefore, that the focus group participants could work together to
collate data that would provide guidance on the teaching of recorder technique, although
Braun and Clarke explain that samples where participants know each other can ‘inhibit
closure and open discussions’ (Clarke & Braun, 2013, pp. 114—-115). This was an important
consideration when recruiting the participants, as some would be current students and
alumni and would be discussing recorder technique with their current or previous professors.
This may have inhibited honest conversation. However, as the main aim was to establish a
‘school’ of recorder technique, the limitations of inhibited speech were seen as less
important. The advantages of using a social and/or professional network of focus group
participants is also commented on by Braun and Clarke. They explain that friendships and
those with shared experiences can express similar points of views but also challenge each
other more openly and thoroughly in the knowledge of each other’s existing knowledge and

or views (Clarke & Braun, 2013, pp. 114-115).

| decided that a focus group was more appropriate than individual interviews as it
was seen to encourage debate among participants. | decided to act as the focus group
facilitator and present specific questions and ideas to generate discussion but did not form
part of the focus group. This is in line with Bryman’s definition of the focus group: he explains
that with the focus group method, ‘there is an emphasis in the questioning on a particular
fairly tightly defined topic and the accent is upon the interaction within the group and the joint

construction of meaning’ (Bryman, 2012, p. 501).

Bryman quotes Morgan when he says that a typical focus group comprises between

six and ten people (Bryman, 2012, p. 507). The intention for the focus group in this research
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was that it should have a maximum of ten people consisting of approximately two
professors, four current students (two undergraduate and two postgraduate) and four alumni.
Every member of the focus group was an experienced teacher, including undergraduate
students. As already discussed, undergraduates were key to the focus group because not
only were they involved in teaching skills modules as part of their degree, they were also
teaching the recorder in London state schools through MEHs. Undergraduate students were
also still young enough to clearly remember their school recorder experiences whilst also
engaging in individual recorder lessons at a conservatoire. This close timeframe between
them leaving school, joining a conservatoire and then teaching the recorder gives the
undergraduate students in the focus group a unique viewpoint. In terms of technique,
undergraduate recorder students at the GSMD concentrate vast amounts of practice and
energy into learning and perfecting their instrumental technique and therefore would be
experiencing physically (in terms of technique) and presently learning to play the recorder at

the time of the focus group.

Alumni were recruited who spent the majority of their careers teaching and were
invited to bring their wealth of experience of teaching beginners in different educational
environments. This included teachers with experience of teaching beginner recorder in state
and private schools, private practices, MEHs and outreach charities. All participants of the
focus group had experience of teaching both small and large groups and individual beginner

recorder lessons.

One of the major problems with focus groups is that people agree to participate but
then do not turn up to the agreed meeting (Bryman, 2012, p. 507). With this in mind, | over-
recruited by approximately 50% with regard to alumni students. This could have created a
problem if all of the invited people turned up, as there was a risk that the focus group would
be too large and discourage more reticent participants to speak. It would also be challenging
for the facilitator to respond to each individual's remarks, and the transcription stage would

be more labour-intensive and difficult. Current GSMD students were nearly guaranteed to
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attend, as it was part of their degree study timetables as an extra class. (This did not go
towards their degree, but they were encouraged to attend the focus group interview as they
could draw connections with their teaching skills module). The time and location of the focus

group was set by the Guildhall recorder professors to ensure students’ attendance.

The Operationalisation of the Research

Focus group participants were recruited through my professional and personal
network. They were told how long the session would last, where it would be and what it was
for. They were told that in the final write-up of the focus group, participants would be made
anonymous. Before the focus group started, participants were asked to read and sign a
permission document explaining all the above details, asking for information on their
recorder qualifications and teaching experience. The document also explained why they had
been invited to take part, information on data collection and a declaration of participation. A

copy of the focus group information sheet can be found in Appendix A.

Focus Group Discussion Themes

The headings of Walter van Hauwe’s book are concise and focus on specific areas of

technique:

¢ How to hold the recorder — balanced playing;
¢ How to move the fingers — the relaxed machine;
e How to breath — the sound; and

e How to articulate — ‘the speaking’ (van Hauwe, 1984)

As focus group facilitator, | asked the participants in the opening stages whether they
agreed with the headings or if, nearly fifty years later, they needed to be changed, and if so,
how? The headings also gave the opportunity to open out the conversation at the very start
of the focus group and set the discussion in progress. The headings also allowed the focus
group to be split into smaller groups to discuss each heading, thus cutting down the amount

of time needed overall. This could have had implications for the transcription of the focus
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group at the time when the groups split, but each subgroup gave their feedback to the entire
group at the end of an agreed timeframe, at which point transcription of their ideas was

made possible.

Analysis of Focus Group Data

The analysis of the transcription was based on thematic analysis. After transcribing
and reading the transcription, a list of themes generated by the focus group was constructed;
these were constructed by the focus group participants from the headings in Walter van
Hauwe’s book. From there, codes of repeating thematic material were extracted. Braun and
Clarke explain that coding ‘is a process of identifying aspects of the data that relate to your
research question’ (Clarke & Braun, 2013, p. 206). In the case of the focus group, the
aspects of the data relating to the research questions were codes around how to teach
beginner recorder technique. | undertook selective coding whereby | looked for recurring

incidences of phrases or words within each focus group decided theme.

The session began by asking the group if the main chapters from Walter van
Hauwe’s The Modern Recorder Player and the principal areas of technique with
corresponding titles were still relevant to modern recorder technique in relation to beginner
learners. Walter van Hauwe’s five main areas of technique are: how to hold the recorder, the
right hand, the left hand, the lips and fair distribution of weight. The four new themes
emerged after considerable debate. Overall, the thematic analysis revealed five main

themes in relation to recorder technique:

¢ holding the recorder;

¢ how to move the fingers;

¢ blowing and breathing;

e starting and ending notes; and

e sound and articulation.
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Holding the recorder was the only area of technique to remain without any question
or debate. It was within these five themes that, through selective coding, the codes were
established. The themes were the headings of Walter van Hauwe’s book; the codes were
the repetition of incidences of vocabulary and topics of conversation within those focus

group selected themes.

After selective coding, it became clear that within each focus group derived theme,
many of the codes were the same. For example, through coding each theme individually a
pattern emerged whereby the same phrases and vocabulary appeared across themes. The
focus group arrived at a consensus on an approach to an agreed ‘good practice’ of beginner

recorder technique. These repetitive codes across each theme were called categories.

Using a sequential exploratory research design, | decided to use this data as the
basis to build the remaining elements of the data collection for the thesis. | wanted to explore
how the views and recommendations of the focus group compared with the views of a wider
teaching population and also how these views compared with the technique advice set out in

current recorder tutor books. Figure 3.1 presents the sequential exploratory research design.

Figure 3.1: Building the data

Focus Group Findings
What experts think

21st-century

Recorder Teachers’ Survey recorder teaching
What wider teaching thinks and learning

S

Recorder Teachers’ Survey
What tutor books suggest
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Recorder-Teacher Survey

There have been four main surveys into general instrumental teaching: Gibbs (1993),
the Associated Board of the Royal Schools of Music (ABRSM, 2014), Music Mark by martin
Fautley et al., (2017) and Naomi Norton et al. (2019). Although the latter focused on WCET,
none of the surveys focused on recorder teaching. The ABRSM report shows that generally,
the recorder is the third most popular instrument learnt in the UK (behind the piano and
keyboard) for individual lessons (ABRSM, 2014). The Music Mark report shows that the
recorder is the fourth most popular instrument after violin, trumpet/cornet and clarinet in
whole-class instrumental tuition (Fautley et al., 2017). This contrasts with the ABRSM report
which shows the recorder was the most popularly taught instrument in whole-class
instrumental tuition (WCET) (ABRSM, 2014). Although Naomi Norton’s research is the latest
addition to the field, there is no information regarding specifically the recorder. Both the
ABRSM and Music Mark reports highlight some new data surrounding recorder teachers;
there is limited research and data specifically about recorder teachers. The only in-depth
data on how many recorder teachers there are can be found on music teacher search-
engine sites. A search on musicteachers.co.uk on 23rd November 2015 showed that within a
30-mile radius of London, there were 286 recorder teachers. Apart from this there is no in-

depth data relating to recorder teachers.

The ABRSM Making Music 2014 report states that instrumental teaching is an
overwhelmingly female occupation, with most teachers being experienced and well qualified.
The report showed that most teachers are between the ages of 45 and 64 years of age and
have either an undergraduate or postgraduate degree in music. Teachers reported that their
main inspiration to become an instrumental teacher was that they had always had a vocation
to teach. Gaunt’s research into conservatoire students could go some way to explaining why
the ABRSM reported an older cohort of teachers: ‘The students were nearly all oriented

towards careers as professional musicians’ (Gaunt, 2010, p. 195).
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Children are most likely to learn a musical instrument between the ages of 8 and 10,
and children between the ages of 16 and 17 are least likely to still be having instrumental
lessons or playing musical instruments. Woodwind is the fourth most popular family of
instruments to be taught, with strings the most popular, followed by brass and then keyboard
instruments. According to the same ABRSM report, teachers are most likely to teach in

primary state schools, where they report that 82% of children do not continue after WCET.

Studies in specific instrumental teaching have been undertaken for the piano
(Cathcart, 2013) and violin (Creech, 2010). Cathcart surveyed piano teachers in great detail,
including where and how they teach, their income, gender and age, etc. Creech’s study was
into how parents support their child’s violin learning. It highlighted the correlation between
positive parental support and positive student progress. No such data exists for the recorder.
Based on the lack of research on recorder teaching identified in the previous chapter, |
decided that more information needed to be obtained about current trends in recorder
education. To obtain this knowledge, a survey was designed to assess as many people

teaching recorder to children of primary-school age as possible.

Survey Methodology

The survey was undertaken by means of a self-completion questionnaire. Bryman
explains the advantages of a self-completion questionnaire (Bryman, 2012, p. 232): they are
cheaper to administer than structured interviews, they are quicker than interviewing
individuals, the absence of an interviewer can lead to a more honest response from
participants, and they are convenient for respondents. The main advantage for me was that

they are a practical and financially efficient way to collect data from many people.

Initially a pilot survey was designed, and a series of statements were developed with
pre-coded answers in the form of a Likert scale. This approach was adopted as the data
could be easily processed and analysed. The questionnaires were sent to members of the

GSMD'’s consort WoodWork and recorder professors Robert Ehrlich and lan Wilson.
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The feedback given was that respondents wanted to give more personal, in-depth
feedback. Bryman refers to this when discussing the disadvantages of designing a wholly
closed-questioned survey: ‘There is a loss of spontaneity in respondents’ answers. There is
always the possibility that they might come up with interesting replies that are not covered by
the fixed answers that are provided’ (Bryman, 2012, p. 246). Therefore a mix of closed pre-
coded Likert-scale questions and more open questions was designed. Bryman advises that
researchers should ‘consider using questions that have been employed by other researchers
for at least part of one’s questionnaire’ (Bryman, 2012, p. 264). He explains that the
advantages of this are that the questions will have already been piloted in advance of one’s

own study.

Some of the questions in the final survey were taken from Sally Cathcart’'s 2013 PhD
thesis, The UK piano teacher in the twenty-first century (Cathcart, 2013). These pre-existing
questions were mixed with questions specifically relating to the recorder. Questions that
remained the same included questions regarding qualifications, locations of teaching, age,
number of students taught and age ranges of students. Some questions were irrelevant to
the recorder, such as questions regarding piano technique. Examples of similar questions

can be seen below:

1. Is the piano your first study instrument?
2. Teachers’ academic qualifications

3. Employment status

4. Teaching venues

5. Lesson fees

6. Levels of teachers’ teaching experience
7. Age of pupils taught

8. Lesson content
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Distribution of the Survey

As the number of recorder teachers working in England is not currently known, it was
decided that an online survey via Google Forms would provide an opportunity for the survey
to be easily distributed to a large population of possible respondents. One of the reasons it
was decided to use an online survey instead of face-to-face distribution was that it would be
quicker to obtain larger amounts of data and for respondents to post the survey on online

social networks. The results of this survey were only accessible by me.

The survey was posted online via Facebook on the following music teacher and
recorder-related pages: Recorder Player 'n’ Enthusiasts, UK Recorder Teachers, The
Society of Recorder Players, Music Teachers, Primary Teachers — Resources, ideas, stress
relief!, KS3 Music — Hints and Tips, and Early Years Music. In 2015 Giebelhausen noted that
‘Facebook is easily the most widely used social media platform with 1.32 billion users’
(Giebelhausen, 2015). It was therefore thought that by using Facebook, there would be a
large catchment of recorder teachers to recruit to complete the survey. The survey was live
for three months and received 194 responses. The following musical and teaching
organisations were contacted to ask if they could also distribute the online survey:
Incorporated Society of Musicians, Musicians’ Union, Music Mark and the ABRSM. These
organisations were contacted to expand the range of respondents to the survey and collect
more data, but also to reach potential respondents who may not be members of online social
networks relating either to recorder interests or music education. Individual MEHs were also
contacted and asked to distribute the survey to members of their hubs. No MEHs or teaching
or musical organisations mentioned above responded to my communication and they did not

distribute the survey.

Survey Questions
At the start of my research there had been no research into contemporary recorder

teaching and learning. In order to compare and contrast the values of technique learning
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with the expert focus group, | needed to know the thoughts and values of the wider recorder-

teaching community. The teacher survey was designed to discover the following:

1. Uncover the recorder teachers of 2016: their demographics, qualifications and
experiences;

2. How and where the recorder is taught; and

3. Highlight commonalities across teaching practices, attitudes and beliefs held by

recorder teachers when teaching young beginners.

A full list of the survey questions can be found in Appendix F.

Analysing the Qualitative Data from the Teacher Survey

To analyse the qualitative data from the teacher survey, | used the same style of
thematic analysis that | used to analyse the focus group. However, when analysing the
qualitative data from the survey, the themes were not automatically generated from the raw
data. In the focus group the themes were automatically generated from Walter van Hauwe’s
book. These themes were decided during the focus group by the focus group participants.

With the survey, themes emerged from qualitative answers given in relation to the questions.

After | read through all the responses for each question, | coded each response and
then grouped the codes into categories. | went through this process again, but this time

created a mind map of recurring themes throughout each of the responses.

Codes were detected through recurring words or phrases throughout the answers to
the questions. | gradually grouped these into larger groups to create categories and themes.
The analysis started broadly, collecting every piece of data that was relevant to the research
question: this produced lots of data. | grouped related sections of data together as a code
before zooming in to bunch similar types of data together. | bunched similar pieces of small
data together to create a category where these related pieces of data around a certain topic

could be placed together. Based on the similar data, | created a name to describe the codes
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and this became the category. Taking a step away from the vocabulary used in the data set,

the theme became the broad topic that each code within the category was describing.

Thematic Analysis
Thematic analysis is a word-based analysis where a researcher ‘evaluates the
frequency and co-occurrence of particular words or phrases in a body of textual data in order

to identify key words, repeated ideas, or configuration of words in respect to other words in

the text’ (Guest et al., 2012).

Virginia Braun and Victoria Clarke explain that thematic analysis is the most
commonly used qualitative method of data analysis (Clarke & Braun, 2013). They explain
that in thematic analysis, after transcribing the data the next step is to code the data across
the entire data set. From the themes the researcher then searches for the themes and finds

links between the codes and themes.

After copying and pasting the transcript data from the Google Forms survey into
Word. | read through all the answers to each of the questions. | then collected reoccurring
codes; from here | put these codes into categories that would link together. Finally, | linked

these categories together under one theme.

Quantitative Data Analysis
The closed and Likert-scale questions were analysed using SPSS software, which
helped the researcher to present descriptive statistics. At a later stage, inferential methods

were used to test hypotheses.

Triangulation of Data Methods

In order to answer the broad research questions, comparisons were drawn between
respondents’ answers to questions. After this | was able to compare and contrast the views
of expert recorder player-teachers and the wider teaching community in relation to views on

the teaching and learning of beginner recorder technique. This formed part of the data
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triangulation. Braun and Clarke describe data triangulation as when ‘two or more methods of
data collection or sources of data are used to examine the phenomenon, with the aim of
getting as close to the “truth” of the object of study as possible’ (Clarke & Braun, 2013, p.
285). In this thesis there are three methods of data collection in order to answer the research
questions. After ascertaining the views of professional recorder player-teachers and the
wider teaching community, | analysed the technique advice set out by beginner recorder

tutor books.

Analysis of Beginner Recorder Tutor Books

As much of the analysis of the tutor books was built from the focus group and teacher
survey, only a brief description of methods and selection of sources will be described in this
chapter. A more detailed description of the methods used to analyse recorder tutor books is

presented in the tutor-book analysis chapter.

From anecdotal evidence and personal experience, it was presumed at the start of
the research that tutor books would be regularly used in beginner recorder lessons. From my
experience as a director of a music teachers’ cooperative, actively observing and mentoring
recorder teachers, the tutor book provides an important function. The first is that tutor books
provide a progressive scheme of work for teachers and pupils to follow. Secondly, tutor
books provide a bank of pupil resources all in one place, easily transportable from lesson to

home.

In order to select books to analyse, a question about what tutor books teachers used
was put into the teacher survey. This did not come out with a clear sense of the most
popular tutor books. Though the books of Sarah Watts and John Pitts came out as very
popular, it was not clear which other books were used. Music publishers were contacted to
ask for sales figures on recorder tutor books in 2017, but none responded. It was decided
that four books written in the 20th and 21st centuries that appeared on Amazon UK’s best-

selling list on Saturday 25th May 2019 would be used for analysis. These were:
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e Brian Bonsor: Enjoy the Recorder — first published in 1981
e Marlene Hobsbawn: Me and My Recorder — first published in 1989
¢ John Pitts: Recorder from the Beginning —first published in 1993

o Sarah Watts: Red Hot Recorder, Book 1 —first published in 2003

All the books were listed in the teacher survey, with the most popular being John
Pitts, Recorder from the Beginning, followed by Sarah Watts, Red Hot Recorder. Watts’s
Razzamajazz was also popular, but Watts clearly explains in the foreword to the book that

Razzamajazz is not a tutor book, but instead a book of recorder tunes.

From my experience as a recorder teacher, all of my recorder-teaching colleagues
use Sarah Watts’s Red Hot Recorder in their lessons. Anecdotally, my recorder-teaching
colleagues, who are aged between 20 and 35 years of age, all reported conversationally to
me that when they were at school, they learnt the recorder from John Pitts’s Recorder from
the Beginning. This is information that was not explicit in the data collected from the teacher
survey. It was also hypothesised that most of the current recorder teachers probably would
have learnt the recorder in conjunction with a tutor book; therefore they will have likely come
across at least one of the books on the list, either through their teaching or their own

learning.
The tutor-book analysis aimed to answer the following questions:

1. What are the most prevalent learning themes in recorder tutor books?

2. Are teachers finding specific areas of recorder technique difficult because these are
the neglected areas of recorder tutor books?

3. Does the technical advice in recorder tutor books match that of professional recorder

technique, as set out by the GSMD focus group?

After selecting a sample of tutor books, | wrote a page-by-page commentary of each
book, detailing what was presented to the learner and the teacher on roughly each page.

This provided a synopsis of content which functioned as a transcript for the analysis and
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provided an accurate insight into the pace of learning each book follows. This transcript
provided data on what topics were taught and presented throughout the book, which were
then thematically analysed. The transcript description of each book was then analysed to
find overarching themes within each of the books. Once the broad thematic analysis had
taken place, | then looked in more detail at each of the overriding themes to uncover what

was presented to the teacher and learner, and how, within each theme.

Matching themes across tutor books were compared and contrasted. This yielded a
set of data which showed the most prominent themes in recorder tutor books and what those
themes contained. The themes were then compared and contrasted with the themes from
the expert focus group. The themes derived from the focus group were contrasted with the
content in each book to evaluate the similarities and differences in approaches to the
teaching of beginner recorder technique. Data from the teacher survey regarding what
elements of technique are regularly taught were also contrasted with information in tutor
books, and comparisons were made with teachers’ qualitative data opinions on the teaching

of beginner recorder technique (see Triangulation of Methods).

Summary

In summary, due to there being a gap in literature and data surrounding who is
teaching the recorder, how it is taught and whether the recorder’s role in education has
affected its societal reputation, it was decided a mixed-methods approach to data analysis
was the best fit. A mixed-methods approach to research through focus groups, surveys and
thematic analysis of tutor books was designed to broadly review the recorder’s use in

education.

To draw conclusions about how the recorder is taught in 21st-century England, the
survey was designed using qualitative and quantitative questioning styles to fill gaps in
current research about recorder teachers’ approaches to teaching and learning, their

experience in teaching beginner recorder players and their working environments. Alongside
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evidence from literature, specific questions in the survey related to the teachers’ views on
the reputation of the recorder in order to find out to what extent the recorder’s role in

education affected its perception as an instrument in wider society.

Ultimately, by comparing and contrasting data sets from the survey, focus group and
tutor-book analysis, the methodology was designed to clarify how views on the teaching of
beginner recorder technique compare between those of professional recorder player-

teachers and the wider recorder teaching community.
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Chapter 4: The Survey of Recorder Teachers

Introduction

The survey was shared on recorder and music-teaching social media sites and
gained 169 responses via Google Forms in March 2016. The data from this survey will help
to answer the research question, ‘How is the recorder taught in 21st-century England?’ In
order to answer the research question, this survey draws conclusions around three key

themes:

1. Uncovering the recorder teachers of 2016: their demographics, qualifications and
experiences;

2. How and where the recorder is taught;

3. Discussing commonalities across teaching practices, attitudes and beliefs held by

recorder teachers when teaching young beginners.

Data Analysis
The questionnaire included open and closed questions. The data from the open
qguestions were analysed using thematic analysis. The data from the closed questions were

analysed making comparisons between different groups.

Background Information
Of the 164 respondents who answered the question ‘Is the recorder your first-study

instrument?’ 54% indicated that the recorder was their first instrument (see Figure 4.1).
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Figure 4.1: The recorder as first-study instrument

Recorder first instrument
Wye: Mo

When asked to respond to statements about their level of qualifications (n=162), 29%
indicated that they had a postgraduate qualification in music, 13% that they had a
postgraduate qualification but not in music, 15% had graduated from music college, 22%
had graduated from university in music, 14% had graduated from university in a subject
other than music, whilst 7% answered ‘other’ to the question (see Figure 4.2). A chi-squared
test for independence (with Yates’s Continuity Correlation) indicated no significant
association between having recorder as a first-study instrument and academic qualification

(x2 (5, n=162) =6.002, p>.05, phi=.306).

Figure 4.3 shows the highest level of qualification respondents have on the recorder.
Of the 162 respondents, 12% had an MA or MMus with recorder as their principal study,
13% had a BA or BMus with recorder as their principal study, 13% had a diploma in
recorder, 7% had a Grade 8 Recorder, 9% had Grades 5-7 Recorder, 2% had Grades 14
Recorder, and 9% had some other qualification in the recorder. 35% reported having no
qualification in the recorder. On the whole, the majority of the respondents (38%) had a
qualification in the recorder at diploma level or above. In order to explore a possible
association between having recorder as the first instrument and highest qualification in the

recorder, a chi-squared test for independence (with Yates’s Continuity Correction) was
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Figure 4.2: Academic qualifications
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Figure 4.3: Qualifications on the recorder
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undertaken, which indicated a significant association (x2 (7, n=160) =58.552, p<.001,
phi=.609). This suggests that those with recorder as their first-study instrument were more

likely to have achieved qualifications in the recorder.
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Figure 4.4 shows how many years respondents (n=147) had been teaching the
recorder. 10% had been teaching for between 0 and 1 year, 29% for 2 to 5 years, 18% for 6
to 10 years, 10% for 11 to 15 years, and the greatest number, 33%, for more than 16 years.

This suggests that overall the sample mainly consists of experienced recorder teachers.

Figure 4.4: Years teaching the recorder
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Figure 4.5 sets out the data on the employment status of the recorder teachers
(n=161). Only 6% taught the recorder full-time. The largest group of respondents taught the
recorder part-time (68%), although 11% replied that recorder teaching was their main source
of income. A considerable percentage (28%) replied ‘other’. Overall, there were few full-time

recorder teachers in the sample to date.

Figure 4.6 sets out the data as to where the respondents were teaching the recorder.
The most common location to teach the recorder appeared to be the primary-school setting
(64%, n=93), followed by working at the teacher’s own home (36%, n=52), the pupils’ homes
(22%, n=32), at multiple schools or other locations (17%, n=25), at a secondary school

(15%, n=22), for an MEH (Music Service) (14%, n=20), at a specialist music school (10%,.
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Figure 4.5: Employment of recorder teachers
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n=14), at a conservatoire (8%, n=12), at a private studio (6%, n=8), at an Early Years
provider (5%, n=7), and at a university or another institution for higher education (1%, n=1).

The percentages do not sum to 100% as teachers responded in more than one category.
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Figure 4.7 shows how much the teachers charged for individual recorder lessons per
hour. The responses revealed that there was a very wider range. 22% charged £0-5, 2%
charged £6-10, 20% charged £11-20, and the majority (32%) charged £21-30. 21%

charged £31-40 and 5% £41 and upwards.

Figure 4.7: Amount charged for lessons
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Through a closer look at the association between highest qualification in music and
fee charged per hour (see Figure 4.8), it is clear that the majority of teachers with no
qualification tended to charge the lowest fee and none reported charging a fee above £41.
On the contrary, teachers with graduate, postgraduate and diploma qualifications charged

high fees.
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Figure 4.8: Amount charged for individual lessons and highest qualifications in music
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Figure 4.9 shows how the teachers organised their lessons in terms of group size.
The majority (60%, n=96) taught individually, 30% (n=47) taught in groups of up to three
students, 27% (n=43) taught in groups of three to six students, 23% (n=36) taught in groups
of six to ten students, and finally 50% (n=79) reported teaching in large groups of more than
ten students. The percentages do not sum to 100% as teachers selected more than one
category. However, most recorder teachers (66.9%, n=97) reported that they did not teach
recorder First Access (Wider Opportunities) (see Figure 4.10), so one might wonder where

these teachers teach large groups of more than ten students if it is not through whole-class

ensemble tuition.
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Figure 4.9: Teaching individually and in groups
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Figure 4.10: Teaching the recorder First Access
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At the time of the survey most teachers (43%, n=68) taught more than thirty students;
20% (n=31) taught four to ten students, and 18% (n=28) taught up to three students. Few
teachers taught eleven to fifteen students (9%, n=14), sixteen to twenty students (6%, n=9)

and twenty-one to thirty students (4%, n=7) (see Figure 4.11).



106

Figure 4.11: How many recorder students the teachers currently teach

How many recorder students do you currently teach?

® 03
@ 4-10
1115
\ ® 1620
W @ 21-30

@ 30+

Figure 4.12 shows the twelve elements that teachers reported they may use with a
beginner recorder player during the first twelve lessons. The majority (89%, n=130) reported
using note reading as the most common activity in beginner recorder lessons. This was
followed by working on listening skills (78%, n=114); 78% (n=114) played games with their
students, indicating an attempt to make playing the recorder fun, and many gave
considerable emphasis on general musical skills through aural training (69%, n=100). To
support their teaching most teachers (84%, n=122) reported modelling playing the recorder.
Aspirational modelling (playing video or audio clips of professional recorder players to their
students) was adopted by 34% (n=49). Also, to support aural development, 60% (n=87)
taught playing by ear, 53% (n=78) sang tunes to be learnt on the recorder, 50% (n=73)
encouraged sight reading, and 18% (n=26) encouraged sight singing. 31% (n=45) reported
developing inner-hearing skills and just over half (53%, n=78) memorisation. A high number
of teachers reported focusing on instrumental technique (66%, n=77), whilst 64% (n=94)
reported using a tutor book. 65% (n=95) focused on playing pieces, and 28% (n=41) focused
on practising flexible fingering patterns. A smaller number (18%, n=26) of teachers taught
scales within the first twelve lessons. On the whole, a substantial number of teachers
reported focusing on musicianship skills (54%, n=79), whilst 42% (n=61) taught theory of
music, and 36% (n=53) taught musical knowledge and history. Some teachers promoted
creative skills through improvisation (49%, n=73), whilst 25% (n=37) worked on composition.

Few teachers engaged their beginner students in ensemble work, for instance in consort
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(8%, n=11), whilst over half (52%, n=76) played duets. The percentages do not sum to 100%

as teachers responded in more than one category.

Figure 4.12: Activities in beginner recorder lessons
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Figure 4.13 shows which instrument of the recorder family was introduced to pupils
first. Overwhelmingly, the descant was introduced first (70%, n=99). Only 13% (n=19)
introduced both the descant and the treble first. No respondents introduced the tenor, bass,

G alto or voice flute, but 17% (n=24) indicated that another instrument was introduced first.
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Figure 4.13: Instrument first taught
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Figure 4.14 shows the level of agreement or disagreement with the statement ‘grade
examinations are a regular feature of my teaching’. 34% of respondents (n=51) either
agreed or strongly agreed with this statement. A quarter (26%, n=39) were undecided, whilst

the majority (40%, n=60) either disagreed or strongly disagreed.

Figure 4.14: Attitudes towards graded examinations
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A one-way discourse between groups analysis of variance was conducted to explore
the impact of highest qualification in the recorder on level of agreement on grade

examination as a regular feature of teaching. Subjects were divided into seven groups
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according to their level of recorder qualification (Group 1: MA/MMus principal study recorder;
Group 2: BA/BMus principal study recorder; Group 3: recorder diploma; Group 4: Grade 8
recorder; Group 5: Grade: 5-7 recorder; Group 6: none; Group 7: other). Categories Grade
1—4 recorder (n=3) and missing cases (n=6) were eliminated because they had a variance of
0. There was a statistically significant difference at p<.01 level in agreement scores for the
seven groups: F (6, 139) =3.65. Post-hoc comparisons using the Tukey HSD test indicated
that the mean score for Group 2 (M=3.61, SD=.979) was significantly different from Group 6

(M=2.41, SD=1.186).

This suggests that teachers with a BA/BMus principal study recorder value and
promote graded examinations in their teaching more than any other groups of teachers with
qualifications in the recorder. Teachers with other qualifications do not include graded exams
as a regular feature of their teaching, probably because they themselves have not taken

such exams themselves.

Almost all of the teachers (94%) taught C fingerings (see Figure 4.15), although 66%
taught F fingerings. Much smaller percentages taught D (14%) or G fingerings (15%). 7%

indicated otherwise.

Figure 4.15: Fingerings taught
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Figure 4.16 shows when the respondents taught multiple clef-reading skills. Overall,
44% (n=61) taught multiple clef-reading within the first five years of learning. Very few did so
immediately (4%, n=5), within the first year (7%, n=8) or within the first two years (15%,
n=21). 32% (n=44) reported never doing so. Perhaps unsurprisingly, only when considerable

expertise had been developed were learners taught to read multiple clefs.

Figure 4.16: Timing of teaching multi-clef reading skills

When do you teach multi clef reading skills (treble and bass etc.)?

@ Immediately

@ Within the first year
Within the first two years

@ Within the first five years

@ Mever

Most respondents regularly taught breathing techniques. 40% strongly agreed that
they did so and 39% agreed. Of the remainder of respondents, 15% neither agreed nor
disagreed, 4% disagreed and 1% strongly disagreed (see Figure 4.17). This suggests that

most teachers recognised the importance of controlled breathing in playing the recorder.

Figure 4.17: The teaching of breathing technique
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Similarly to breathing, most teachers regularly taught articulation (see Figure 4.18).
51% (n=81) strongly agreed that they did so and 39% (n=61) agreed. 9% (n=14) neither
agreed nor disagreed. Only 1% disagreed or strongly disagreed (n=1, respectively). This

reflects the importance attached to articulation which emerged from the expert focus group.

The teaching of articulation
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Figure 4.18: The teaching of articulation

Respondents also overwhelmingly either strongly agreed (37%, n=57) or agreed
(48%, n=75) that it was important to have a balanced playing technique. The remainder

neither agree nor disagree (see Figure 4.19).
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Figure 4.19: Balanced playing technique
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A one-way discourse between groups analysis of variance was conducted to explore
the impact of highest qualification in the recorder on level of agreement on the importance of
having a balanced playing technique. Subjects were divided into seven groups according to
their level of recorder qualification (Group 1: MA/MMus principal study recorder; Group 2:
BA/BMus principal study recorder; Group 3: recorder diploma; Group 4: Grade 8 recorder;
Group 5: Grade: 5-7 recorder; Group 6: none; Group 7: other). Categories Grade 1-4
recorder (n=3) and missing cases (n= 6) were eliminated because they had a variance of 0.
There was a statistically significant difference at p<.01 level in agreement scores for the
seven groups: F (6, 143) =3.17. Post-hoc comparisons using the Tukey HSD test indicated
that the mean score for Group 3 (M=4.55, SD=.605) was significantly different from Groups 5
(M=4.00, SD=953) and 6 (M=4.00, SD=673). This suggests that teachers with a diploma
value having a balanced technique more than teachers with Grades 5—7 or other

qualification in the recorder.

However, there was much less agreement that there was a specific recorder

technique, although 33% (n=51) strongly agreed and 27% (n=41) agreed that there was.
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29% (n=46) neither agreed nor disagreed, 9% (n=14) disagreed and 3% (n=4) strongly

disagreed (Figure 4.20).

Figure 4.20: Specific recorder technique
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A one-way discourse between groups analysis of variance was conducted to explore
the impact of highest qualification in the recorder on level in agreement with the three
statements presented above: ‘I regularly teach breathing technique’, ‘I regularly teach
articulation technique’ and ‘I believe there is a specific recorder technique’. Subjects were
divided into seven groups according to their level of recorder qualification (Group 1:
MA/MMus principal study recorder; Group 2: BA/BMus principal study recorder; Group 3:
recorder diploma; Group 4: Grade 8 recorder; Group 5: Grade: 5-7 recorder; Group 6: none;
Group 7: other). Categories Grade 1—4 recorder (n=3) and missing cases (n= 6) were
eliminated because they had a variance of 0. There was no statistically significant difference
in agreement scores for the seven groups. This suggests that regardless of music
qualifications in the recorder, all recorder teachers who filled in the survey tend to agree that
they regularly teach breathing and articulation techniques and that there is a specific

recorder technique.
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Figure 4.21 sets out the responses to the question asking which tutor books
respondents used. 36% (n=50) used Recorder from the Beginning, 22% (n=31) used
Razzamajazz, 9% (n=13) used Recorder Boppers, and 4% (n=6) used Suzuki Recorder
Book 1. The majority used another tutor book (49%, 69), and 20% (n=28) reported not using

a tutor book (see Figure 4.21).

Suzuki Recorder Book 1 4 SD?::.
Recorder Boppers (Moses and Sebba) 9.30%

| don't use a tutor book | 05

Razamajazz (Watts) | 21.40%
Red Hot recorder [Watts) | 22.10%
Recorder from the beginning (Fitts | 35.705%

Figure 4.21: Tutor books used

The majority of teachers either strongly agreed (39%) or agreed (43%) that their
students regularly played with other recorder players. Only 1% strongly disagreed, and 4%

disagreed. The remainder were unsure (13%) (see Figure 4.22).
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Figure 4.22: Extent of pupils playing with other learners
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The majority of teachers taught pupils between the ages of 6-8 years (73%) and 9—
12 years (75%). A smaller number 34% (n=48) taught those of 20 years and over, followed
by 33% (n=46) who taught students aged 13—-16 years and 21% (n=29) who taught 17- to

19-year-olds. Only 19% (n=27) of the sample taught 2- to 5-year-olds.

Figure 4.23: Age of pupils
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Related to the previous question, Figure 4.24 sets out at which grade level
respondents taught. 66% (n=92) taught pre-Grade 1, 55% (n=77) taught Grades 1-2, 57%

(79) Grades 3-5, 36% (n=50) Grades 6-8, 18% (n=25) diploma level, and 9% (n=12) taught
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in higher education. As expected, the majority of learners taught by teachers of the survey

were at the lower levels of expertise.

Figure 4.24: Level of teaching
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Just over half of the respondents indicated that they had received training in how to
teach the recorder (52%). The remainder (48%) had had no training (see Figure 4.25). This

is clearly a major concern.

Figure 4.25: Training to teach the recorder
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In order to explore a possible association between having recorder as the first

instrument and having received training in teaching the recorder, a chi-squared test for
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independence (with Yates’s Continuity Correction) was undertaken, which indicated a
significant association (x2 (1, n=157)=8.185, p<.01, phi=.232). This suggests that those with
recorder as their first-study instrument were more likely to have received training in teaching

the recorder.

Following on from the question about training, respondents were asked if it was
socially acceptable for a person to teach the recorder without any recorder-specific
qualifications. Opinion was divided on this issue. 14% (n=22) strongly agreed, 27% (n=42)
agreed, 22% (n=34) neither agreed nor disagreed, 21% (n=33) disagreed and 15% strongly

disagreed (n=24) (see Figure 4.26).
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Figure 4.26: Acceptability of teaching without training

A one-way discourse between groups analysis of variance was conducted to explore
the impact of highest qualification in the recorder on level of agreement on being socially
acceptable to teacher recorder without any qualification. Subjects were divided into seven
groups according to their level of recorder qualification (Group 1: MA/MMus principal study
recorder; Group 2: BA/BMus principal study recorder; Group 3: recorder diploma; Group 4:

Grade 8 recorder; Group 5: Grade 5-7 recorder; Group 6: none; Group 7: other). Categories
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Grade 1-4 recorder (n=3) and missing cases (n= 6) were eliminated because they had a
variance of 0. There was a statistically significant difference at p<.001 level in agreement
scores for the seven groups: F (6, 143) =5.24. Post-hoc comparisons using the Tukey HSD
test indicated that the mean score for Group 3 (M=2.15, SD=1.182) was significantly
different from Groups 5 (M=3.62, SD=.961) and 6 (M=3.58, SD=.929). This suggests that
teachers with Grades 5—7 or other qualifications in the recorder tend to agree more with the
statement that no qualification is needed to teach the recorder, as opposed to the teachers

with a diploma who express a stronger disagreement.

Finally, teachers were asked if they encouraged students to progress onto another
instrument other than the recorder. Figure 4.27 sets out the details. 16% (n=24) strongly
agreed with the statement, 20% (n=31) agreed, 38% (n=59) neither agreed nor disagreed,

14% (n=22) disagreed and 12% (n=18) strongly disagreed.

Figure 4.27: Extent of encouragement for students to progress to another instrument

Progress to another instrument

70
&0 38.31%
50
40
20.13%
30
4 =13

14765 15.58%
20 11.69%
) .
0

Strongly Disagree Disagree Neither Agree or Agree Strongly Agree
Disagree

A one-way discourse between groups analysis of variance was conducted to explore
the impact of highest qualification in the recorder on level of agreement regarding

encouraging the students to progress to another instrument. Subjects were divided into
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seven groups according to their level of recorder qualification (Group 1: MA/MMus principal
study recorder; Group 2: BA/BMus principal study recorder; Group 3: recorder diploma;
Group 4: Grade 8 recorder; Group 5: Grade 5-7 recorder; Group 6: none; Group 7: other).
Categories Grade 1-4 recorder (n=3) and missing cases (n= 6) were eliminated because
they had a variance of 0. There was a statistically significant difference at p<.001 level in
agreement scores for the seven groups: F (6, 143) =6.96. Post-hoc comparisons using the
Tukey HSD test indicated that the mean score for Group 1 (M=2.26, SD=.991) was
significantly different from Groups 5 (M=3.85, SD=1.608). This suggests that teachers with
Grades 5—7 encourage their students to progress to another instrument more than teachers

with MA/MMus principal study recorder.

Overall, these preliminary data offer some insights into the nature of recorder
teaching in the 21st century. The following data analysis will include thematic analysis of
qualitative data and comparisons of the responses made between different sets of
respondents with different characteristics, including level of recorder qualifications, location

of teaching and age of pupils.

Analysing the Qualitative Data from the Teacher Survey

To analyse the qualitative data from the teacher survey, | used thematic analysis. |
printed off the responses to each qualitative question in the survey. After | read through all
the responses for each question once, | coded each response and then grouped the codes
into categories. | went through this process again, but this time created a mind map of

recurring themes throughout each of the responses.

What do you find most challenging about recorder teaching?
There were 133 responses to this question out of a total of 169 complete

respondents to the survey. Thematic analysis showed the following broad themes:



Table 4.1: Themes relating to ‘What do you find most challenging about recorder teaching?

120

Codes

Categories

Theme

Adjudicators’ perceptions

Ignorant examiners’ reports

Parents’ perceptions

Society’s perceptions

Colleagues’ perceptions

Colleagues’ inability to play the recorder

Negative perceptions and the
low social status of teaching the
recorder

Perceptions

Articulation
Tonguing/articulation
Breathing

Fingering

Intonation

Left-hand thumb
Left hand on top
Dexterity

Teaching accurate fingering
Covering the holes
‘Internal’ techniques
Blowing too hard
Control

Support

Instrumental technique

Actual
teaching
practice

Differentiation

Behaviour management

SEN

Forgotten recorders

Unwanted blowing

Class engagement

The sound of multiple recorders together
Left hand on top

The challenges of teaching
large classes

Whole-class
instrumental
teaching

Taking the recorder seriously

Supporting practice

Negative views of recorder

Lack of motivation/support

Pressure to move on to a ‘real’ instrument
Pressure on teachers to start teaching
children that are too young

Issues with parents

Parental
support

Ability to afford quality resources
Finding quality resources

Finding and affording
appropriate teaching resources

Availability of
recorder-
teaching
resources

Teaching children who have difficulties with
fine and gross motor skills

Teaching children who struggle using their
‘working memory’

Accommodating children with
special educational needs

Teaching
children with
special




121

Teaching children with special needs in educational

general needs

Behavioural issues

Differentiation

Underfunding of music programmes Issues with workplace Music

General lack of ensemble options and environments education

opportunity for students institutions

Specific lack of ensemble opportunities

within systems such as schools and music

services

Music services ‘selling’ the recorder as a

‘pre’ instrument

Workplaces encouraging progression onto

another instrument

Children using low-quality instruments Quality of instruments Availability

Tuning of instruments and sourcing

Sounds of instruments of appropriate
instruments

Students not practising Practice Student

Parents not encouraging practice practice

Parents’ pressure to move their children on Progression How to ‘keep’

to a ‘real’ instrument students

Losing students to other instruments playing the

Music services ‘selling’ recorder as a ‘pre’ recorder

instrument

Ensemble opportunities

Judging pace and progression of students

Three codes linked to special educational needs; four codes surrounded concerns

with workplace environments leading to the theme of music education institutions.

Perceptions of the recorder

The most recurring theme for this question was that recorder teachers find society’s
view of the recorder the most challenging aspect of recorder teaching. Comments showed
that parents, other teachers, musical and pedagogical colleagues, examiners (from the

ABRSM) and adjudicators do not value the recorder as a ‘real’ instrument.
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the following:

o ‘The most challenging part is getting the students to see it as something other than a
“toy instrument” because of the wider opps programmes in schools’ programmes in
schools and the poor teaching associated there — with the instrument’s reputation

has [sic] been tarnished.’

o ‘Trying to persuade students, parents and other teachers (and the world in general)

that the recorder is a “real” instrument.’

e ‘Challenging perceptions of those who wrongly believe it is just for primary students

and cannot sound nice.’

Negative perceptions of the recorder also link to progression on the instrument, with

some respondents explaining they ‘lose’ their pupils to ‘other instruments’:

e ‘Often... the child will have lessons for a year or two, then go onto a “real” instrument.

It's hard to lose your best students to the saxophone teacher down the hall.’

The survey also gleaned that perceptions from the professional music community

were also a challenge for recorder teachers:

¢ ‘Making adjudicators and others accept that the recorder is not simply a stepping
stone to something “better”.’

e ‘Working with an instrument that even musicians think that they don’t need to know
[or] play very well to teach, or they don’t know how to teach.’

e ‘ABRSM’s silly comments about dynamics!’

Comments linked to the low perception of the instrument were commonly also linked
with parents’ views on the instrument. This has led to ‘parents’ becoming a theme on its

own, and more will be discussed later.
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Technique

There were twenty-five comments relating to instrumental technique. These are split

into eight categories.

Articulation was the most popular technique that teachers found challenging. The
word ‘articulation’ was most frequently used, followed by ‘tonguing’. The comments around
this area of technique were not expanded upon, which makes fully understanding what

teachers find challenging about teaching articulation difficult.

Issues surrounding breathing were the next most mentioned. Here, respondents
were more vocal with their opinions but largely comments were limited to ‘breathing’. ‘Breath
control’ was mentioned frequently, alongside concerns of children ‘blowing too much’.

Although not always linked to breathing, tone quality was also a theme within breathing.

Next popular in the coding of themes in technique was fingering. As the recorder
does not (for children in the elementary stages of learning) have keys, this was not a
surprise. Teachers expressed challenges with general ‘dexterity’, in particular with the left-
hand thumb, accuracy with fingerings, and at its most basic levels getting children to

physically cover the holes in order to produce the correct pitch.

Intonation was briefly mentioned by a small minority of respondents, and in even

less measure, but linked to intonation, was ‘listening’.

Many teachers expressed that the internal nature of playing the recorder was
challenging, as many aspects of recorder playing cannot be seen, such as breathing,

articulating, etc.

A common theme was that many teachers found the teaching of general technique in

groups difficult, which led to the third broad theme of ‘teaching large classes’.

From the codes collated from the theme of technique, there were only six areas of
technique teachers find a challenge, with one of them teaching technique in large groups:

articulation, breathing, fingering, intonation and internalisation. One person mentioned
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flutter-tonguing but there was a distinct lack of challenges related to more specific areas of

recorder technique within each subtheme. Examples will be given below.

Articulation: with the exception of one respondent who said they find teaching
flutter-tonguing challenging, no other comments were any more specific than using the word
‘articulation’ or ‘tonguing’. Specific areas of articulation technique were wholly omitted.
These could include, and are not limited to, double- and triple-tonguing, vowel sounds within

articulation, and developing flexible use of the tongue, accented playing and staccato
playing.

Breathing: comments regarding overblowing were common, as was the comment of
‘breath control’. No other details were matched with these solitary comments, so it is difficult
to interpret what the respondents really mean. The following areas of breathing commonly
utilised by recorder players were not mentioned: use of hot and cold air and slow and fast air
to aid production of pitches, use of breath in intonation, adaptation of breath pressure to
create dynamics alongside alternative fingering, adapting breath when playing smaller and

larger instruments, and vibrato.

Fingering: comments attached to fingering were limited to covering the holes, issues
with the left-hand thumb, and dexterity. None of the respondents mentioned teaching
different fingering systems, teaching different instrument-model fingering (i.e. Baroque
fingering is different to Ganassi fingering, for example), alternative fingerings, adapting to
smaller and larger instruments, flattement or trills. Although dexterity was mentioned,

coordination was not.

A small minority of teachers mentioned intonation, but again this was a very separate
statement and was not linked to fingering or breathing, which is how intonation on the

recorder is changed. Intonation is intrinsically linked to fingering and breathing.
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Teaching large classes

Thirteen respondents to the survey expressed that teaching large classes of recorder
pupils was what they found most challenging when teaching the recorder. Within this theme

emerged five codes:

Differentiation and accommodating pupils with special educational needs: eight
respondents explained that planning for differentiation in group recorder lessons is the most
challenging aspect of their teaching. Behaviour management including ‘tricky children’ and
‘unwanted blowing’ was a very common theme. This was linked with engagement and
keeping children ‘on task’ in large classes. Some teachers noted they didn’t know what to do
when pupils learning in large groups had forgotten their recorder. Another common
subtheme was that teachers found reinforcing the left hand at the top a challenge. Finally, it
was noted that some teachers actually find the sound of multiple descant recorders and

the physical noise levels difficult when teaching.

What do you find most rewarding about recorder teaching?
There were five broad themes in response to this question. In order of popularity this
is what was extracted from the data: seeing pupil enjoyment, seeing progression, ‘light bulb

moments’, and seeing and hearing students play in duets, ensembles and consorts.

From these five broad themes, subthemes were extracted from ‘progression’. Within
progression, teachers commented that the recorder is an accessible instrument due to its
size and relative financial cost, and this meant it was inclusive and versatile which meant
that students could progress relatively easily. The data extrapolated came out with that
statement, although it is hard to interpret. Do the teachers mean it is easy for them to
progress onto a larger instrument? Or an instrument that is more expensive to purchase and
maintain? Included within ‘fast progress’ was that teachers felt the recorder was easy to ‘pick

up’ and a good stepping stone to another instrument.
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Why did you start teaching the recorder?

The data provided four broad themes within the responses to this question. The most
popular reason for teachers teaching the recorder was for financial gain. Second most
popular was that the recorder was a part of the job description they were applying for as part
of a job within a music service, MEH or school. Third was that the recorder is a cheap
instrument and therefore they could recruit more pupils for financial gain. Lastly were those
teachers that teach the recorder because they love the instrument, trained in the recorder
during their higher education or loved playing the recorder as a child and wanted to pass on

the love and enthusiasm to the next generation.

What training have you had to teach the recorder?

There are four broad themes in response to this question: a music education or
pedagogy module during a degree programme; a pedagogy-specific style of training such as
Orff, Suzuki or the ABRSM diploma in teaching; self-taught or based upon teacher/colleague
observations; and lastly, music service, MEH or employer-funded CPD. The responses to
this question suggest a lack of recorder-specific training available to recorder teachers.
There was a more varied response and a variety of answers to the question ‘What do you
find most challenging about teaching the recorder?’ Then there was the question ‘What do
you find most rewarding?’ This suggests that teachers need broader and more available
forms of continuing professional development in recorder teaching. The most popular
response was that teachers undertook a module during their music degrees; depending

upon the age of respondents this could have been many years ago.

How do you ensure progression with your students?
There were 129 responses to this question out of a total of 169 complete
respondents to the survey. Thematic analysis showed the following themes, categories and

codes:
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Table 4.2: Themes, categories and codes from the question ‘How do you ensure progression with
your students?’

Codes

Categories

Themes

‘Mini-goals’

Formative exams (ABRSM, Trinity, Music Medals,

etc.)

Learning to play something the student wants to
play

Student- vs. teacher-led targets

Festivals

Working towards concerts

Testing

Summative testing: in-lesson questioning, short
quizzes

In-lesson teacher listening assessments
Working towards concerts.

Target setting
Assessment

Performances

Goal-oriented
teaching

Encouraging practice
Communication with parents

Use of practice diaries

Playing in ensembles & duets
Creating a community/social group

Communicating a
philosophy of
practice

Playing in
addition to
lessons

Lesson structures

Regular lessons

Diverse range of activities

Appropriate differentiation in lessons

Promoting ‘deep’ learning

Selecting appropriate repertoire

Appropriate levels of challenge

Keep lesson records (both student and teacher)
Suzuki

Kodaly

Lesson planning,
planning for
progression

Choosing the
most
appropriate
curriculum

Different genres

‘Graded’ pieces

Building upon levels of difficulty
Repertoire choices

Moving through tutor books
Finding appropriate resources

Learning to play
new music

Repertoire

Encouragement

Stickers

Commemorating ‘small steps’

Passing exams

‘Belts’ and other commemorative mementos

Rewards

Recognising
achievement

Using bigger instruments

Having fun

Inspiration

Speed of progression vs. fun lessons
Move onto another instrument

Knowledge about
the recorder and its
family

Encouraging a
love of the
instrument
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Teacher modelling

e Composition
e Singing
e Recording student performances

Musicianship

e Own teaching experience
e Teacher modelling

Teachers’
experience

The teacher

Following a thematic analysis, the following themes emerged relating to how

teachers ensure progression with their students. The themes are ordered, starting with the

most popular themes.

1. Goal-oriented teaching

2. Playing in addition to lessons

3. Choosing the most appropriate curriculum
4. Repertoire

5. Recognising achievement

6. Encouraging a love of the instrument

7. Musicianship

8. The teacher

Each theme will now be dissected into more detail.

Goal-oriented teaching

There were a total of thirty-one comments relating to using goal-oriented teaching

methods within lessons to ensure progression. Categories included the use of target setting

(either student-led or teacher-led), assessment (formative and summative) and working

towards performance opportunities.

Teachers commented that they utilise formal exam-board exams such as ABRSM or

Trinity College exams. The exams are graded from 1 to 8 and get gradually more difficult
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with each rising grade. Teachers explained that they use these exams as students have a
‘goal’ to work towards, with the rising of each grade incorporating more difficult repertoire
and technical skill on the recorder. One teacher said: ‘Using exams or other staging posts for

achievement to give them something to aim for.’

Alongside formative assessment procedures, teachers expressed how they use
summative assessment to ensure progression with their students: ‘We do regular recorder
playing quizzes in class.” Another teacher explained that they set ‘memorisation tests’, whilst
another commented that they listen ‘individually to students’ playing’. Working towards
performance opportunities was a popular method of ensuring progression with students. One

teacher said, ‘The promise of concerts’.

The goal of learning to play music that the students want to play was expressed by
many teachers — ‘Letting them choose repertoire, even if it is difficult for them’ — presumably
because this is a forward-thinking goal as, if the music is currently too difficult, then their
technical ability on the instrument will have to progress in order to play the chosen piece of

music.

Playing in addition to lessons

Playing the recorder in addition to recorder lessons and communicating a philosophy
of regular practice and playing was the second most popular theme extracted from the

question ‘How do you ensure progression with your students?’

The survey data suggests that many teachers use practice notebooks or diaries
within their teaching. General encouragement of practice was the most prolific code within
this theme. One teacher went into more detail: ‘Make sure that they [the student] understand
what practice is and why it's important and find a way they can do it regularly and

effectively.’

Communication with parents about encouraging their children to practice was also a

popular code, with many teachers commenting things such as: ‘Encourage practice. Try to



130

engage with every parent.” Another quote regarding parents is: ‘Make parents participate in

classes. So they respect pupils and help them to practice at home.’

Playing in ensembles and creating a community and social group of recorder players
also rank highly: ‘Measured steps between ensembles available, right up to a
quartet/quintet.’ ‘Involvement in ensembles. Keeping friendship groups together as far as

possible so that it [recorder playing] is a social activity.’

Choosing the most appropriate curriculum

Teachers commented that the choice of their chosen curriculum was what ensured
progression with their students. Suzuki and Kodaly were mentioned. One teacher explained
that their music service provided them with a scheme of work. Schemes of work and lesson
planning were predominant codes within this theme. ‘Termly plans, introducing something
new each half term.’ ‘| plan schemes of work in advance and record achievements for each
lesson.” Structuring individual lessons to play for the appropriate level of challenge was

mentioned by teachers.

Repertoire

Ten comments led to the theme of ‘repertoire’. These included selecting appropriate
repertoire to aid differentiation, choosing gradually more difficult repertoire to progress and
challenge students, enabling students to select their own repertoire and moving through tutor

books.

Recognising achievement

Recognising achievement was asserted by many teachers as how they ensure
progression with their students. One said ‘Simple rewards and encouragement’ whilst
another said ‘Stickers! It's such a cliché but all my kids go mad for stickers.” Recognising

achievement could also be linked to goal-oriented teaching.
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Encouraging a love of the instrument

Having fun and inspiring students to love the recorder and their lessons was a
popular theme. ‘I think the most important thing is that they enjoy playing their instrument.’
Another respondent said, ‘make it fun’. Some teachers explained that using bigger
instruments can help students progress in their playing: ‘To learn another instrument of the

recorder family.’

Musicianship

Musicianship was not very popular in how teachers encourage their students to
progress. One respondent articulated that composition helped her students, another

mentioned singing and another said they record their students’ performances.

The teacher

Some answers to the question ‘How do you ensure progression with your students?’
linked to the personality or experience of the teacher. One respondent said ‘40 years of
teaching experience.” Another explained: ‘Not being too nice whenever they fail to do their

homework. I’'m there to make them better players, not to be their best friend.’

What kind of training would you like to receive?
Out of 169 total respondents to the survey, there were 42 answers to this question.

These responses resulted in six themes.

Table 4.3: Codes, categories and themes emerging from the question ‘What kind of training would you
like to receive?’

Codes Categories Themes

Suzuki
Kodaly
‘Classical’ technique

Knowledge of
different ways to
teach the recorder

Curriculums

Tonguing
Extended technique

Technique

Beginner technique

How to teach
students to play the




132

Alternative fingerings

How to cover the holes

Tuning

Breathing

How to use the thumb

Hand position

When to introduce certain techniques
Teaching beginners

Advanced technique

recorder with correct
technique

Advancing own playing skills as a teacher
Conducting

How to play the
recorder

Advancing practical
recorder skills of the
teacher

Short courses
Workshops

Distance learning
Evening courses
General tips and advice

Teacher-training
courses

CPD

Modern repertoire

Where to find
resources

Teaching resources

How to make lessons ‘fun’
Games

Different styles of
teaching

The creative teacher

Community music
Building motivation
Creative teaching

There were six themes to emerge from the question ‘What kind of training would you

like to receive?’

Curriculums

Respondents expressed a willingness to know more about different, specific
curriculums to teach the recorder, such as the Suzuki method and how to incorporate Kodaly
into their lessons. One respondent explained that they were mainly a folk musician and

would like to know more about how to teach in a ‘classical’ style.

How to teach students to play the recorder with correct technique

This theme contained three categories: general technique, beginner technique and

advanced technique. Within general technique respondents wanted training in how to teach
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‘tonguing’, ‘breathing’, ‘tuning’, ‘hand position’ and ‘how to use the thumb’. Some were very
general in their comments: ‘practical techniques: how to tackle common problems’. Teachers
also explained that they wanted training in when to introduce certain techniques, for

example, ‘when to introduce certain techniques such as tonguing to a whole class’.

For beginner technique some responses were general: ‘how to teach beginners’'.
More advanced technique included extended technique and the teaching of alternative

fingerings.

Advancing the practical skills of the recorder teacher

Many respondents to the survey expressed a willingness to improve their own
recorder playing and knowledge of recorder playing. ‘My limited knowledge of the recorder is
to many people (and certainly my employer) enough to teach pre-grade 1-ers and probably
higher too. But it would be great to know more about specific techniques, particularly
regarding breathing and articulation.” Another response was, ‘I would like to enhance my

skills more to give them more.’

Continuing professional development

Respondents replied that they would benefit from attending teacher-training courses.
Some wanted short or evening courses or distance-learning courses. Others wanted general
advice and tips: ‘A short course with tips on how to teach the very young beginner and ideas

for games.’

The creative teacher

Codes within this theme include help with games, improvisation and how to make
lessons ‘fun’. ‘More ideas for integration of improvisation in group lessons.” One respondent
explained that they would like more knowledge of modern repertoire. Two people explained
they did not want any further training, with one person explaining they had been playing for

fifty-eight years.
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Summary

The recorder teachers of 2016 are an experienced cohort, with just under half having
taught for more than eleven years. The data suggests that most of the teachers are amateur
recorder player-teachers. The dictionary defines professionals as the following: ‘a person
engaged in a specified activity... as a main paid occupation rather than as a pastime’

(Google, n.d.).

The data shows us that only 11.3% of teachers surveyed have recorder teaching as
their full-time occupation. Added to this, just under half of the respondents charge below the
recommended rate for professional teachers as set by the Musicians’ Union and the

Incorporated Society of Musicians (Musicians’ Union, n.d.; ISM, n.d.).

This research shows that under half of the cohort have an undergraduate degree or
higher in music, and over 35% do not have any qualifications in the recorder. In spite of this,
54% of the teachers surveyed believe the recorder is their first instrument. These statistics
are in contrast with the dictionary definition of a ‘professional’. 41.29% think it is socially
acceptable to teach the recorder without any qualifications at all. The low cost of lessons
charged by the maijority of teachers could be reflective of their levels of competency on the
instrument. It could also be reflective of the recorder’s lowly public image, whereby the
recorder is not seen to warrant the Musicians’ Union recommended music-lesson fee. This
raises questions about the relationship between the recorder and amateurism, which will be

discussed in the concluding chapter of this thesis.

How and where is the recorder taught?

Relating to competence in understanding the recorder as a serious musical
instrument, 40.99% had either no opinion or disagreed with the recorder having a specific
instrumental technique. The recorder-teacher survey has confirmed that the recorder is
overwhelmingly taught in whole-classes or large groups in primary school, and very little

recorder teaching happens at secondary school. It has confirmed that nearly all recorder


https://www.zotero.org/google-docs/?46ECSH
https://www.zotero.org/google-docs/?u73okP
https://www.zotero.org/google-docs/?ZMD3ce
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teachers teach the descant (83%). Recorders using F fingerings are the next most popular,

but other fingering systems are rarely taught.

Although the cohort of recorder teachers are earning less than the recommended
union rate, most recorder players explained that they started to teach the recorder for
financial gain. This suggests that finding employment as a recorder teacher is easier than
other instruments, or that the majority of teachers are not professional recorder player-
teachers and are using recorder teaching for additional income. | make this conclusion

based on the findings regarding recorder teachers’ qualifications in the instrument.

What common teaching practices, attitudes and beliefs do contemporary
recorder teachers hold when teaching young beginners?

In general, most teachers reported using a tutor book in their lessons. Alongside this,
the top three activities in the beginner recorder lesson were not directly linked to physically

playing the recorder:

1. Note reading — 89%
2. Teacher modelling — 83.6%

3. Listening skills — 78.1%
Regarding technique, these were common factors between recorder teachers:

1. Articulation — 89.88%
2. Balanced playing — 85.16%

3. Breathing — 79.48%

When explaining what they enjoyed most, teachers said that they liked to see pupils
progress; this links with goal-oriented teaching being one of the most popular practices in
recorder teaching. However, standardised instrumental exams (such as ABRSM) were not
popular. This could be linked to the low social perception of the instrument. Teachers find
negative perceptions of the recorder difficult to deal with, which shows that individual

recorder teachers hold the recorder in high regard. Although 52% of teachers reported to
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have had some kind of training in how to teach the recorder, most teachers would like more
training and advice in how to plan their lessons and in actual teaching practice. They
reported that teaching children to physically play the recorder was difficult, and this is the

area in which they would like training.

Concluding Survey Comments
Most recorder teachers are not recorder specialists. Recorder teachers are reporting
using a tutor book within their teaching practice, yet they are still finding the teaching of

actually playing the recorder difficult.

The next chapter will uncover what expert recorder player-teachers believe is good
practice in terms of recorder technique. After this, tutor books will be analysed to find out
how they are exposing teachers to the teaching or technique (physically playing the

recorder).

Tutor books may not accurately show teachers how to teach the recorder; the
majority of recorder teachers are not specialists on the instrument and teachers are
requesting additional help. The teaching of technique, then the findings of the focus group,

become important in furthering the development of teaching and learning of the recorder.
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Chapter 5: Focus Group Discussions

Introduction

This chapter presents an analysis of the responses from the focus group interview
with recorder teachers. The focus group lasted for one hour and fifteen minutes, with twelve
professional recorder player-teachers. It was audio-recorded and transcribed after the event.
Ethics forms were filled out in advance.? Participants of the focus group gave their
permission to be audio-recorded and recordings of the focus group have been kept secure.

The focus group focused on two specific questions:

¢ What are the main points of technique that should be introduced to beginners?

¢ How can we introduce these techniques to beginner recorder players?

In selecting stimulus materials for focus group discussions, | decided to use the main
chapter headings of Walter van Hauwe’s The Modern Recorder Player. | chose to use this
as it is the current main text for recorder technique and all the focus group members were
guaranteed to be familiar with it, as it is on the GSMD’s recorder undergraduate reading list.

The headings are concise and focus on specific areas of technique.

| consulted with this focus group of professional recorder player-teachers to produce
ideas on what would constitute agreed ‘good practice’ recorder technique in beginner
lessons. This was with specific focus on the development of skills needed to be a proficient
player and musician across all of the instruments of the recorder family. The findings from
this focus group will be compared to the technique advice set out in recorder tutor books and

comparisons will be made between:

¢ What technical aspects recorder teachers find difficult and what they would like help

with;

20 See Appendix A.
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o What aspects of recorder technique do professional recorder players value in

beginner recorder lessons.

These comparisons will help to answer the following research question: How do the
views on the teaching of beginner recorder technique compare between professional

recorder player-teachers and the wider teaching community?

Outcomes of the Expert Focus Group

At the start of the focus group, the facilitator asked members whether they agreed
with the four elements set out by van Hauwe or if these needed to be changed, and if so,
how. The plan was that each of the four elements could be discussed by smaller subgroups,
reducing the time commitment of members. Each subgroup would then feed back to the
entire group for further discussion, setting out their thoughts and enabling the entire group to
critically discuss issues arising. There were five outcomes to focus group discussions that

concluded five fundamental areas of technique for beginner recorder teaching and learning.

Holding the recorder,;

e Moving the fingers;?'

e Blowing and breathing;

e Starting and ending notes;??

e Sound and articulation.??

Analysis of the Data

A thematic analysis was undertaken. After transcribing and reading the transcription,
codes of repeating thematic material were extracted. These were subsequently verified by
an additional professional recorder expert. Following initial discussion, the group amended

Walter van Hauwe’s four main areas of technique to:

21 See Appendix E.
22 See Appendix D.
23 See Appendix C.
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e How to move the fingers;
e Blowing and breathing;

e Holding the recorder;

¢ Starting and ending notes;

e Sound and articulation.

Holding the recorder was the only area of technique to remain without question or
debate. The four new themes emerged after considerable debate. Table 5.1 sets out the
themes derived from thematic analysis of the transcript. The following sections provide
examples of how the themes were derived from the interviews. These four areas of recorder
technique intrinsically connect with what recorder teachers find difficult about teaching the

recorder and would like further training in.

Examples of How Themes Emerged for the Transcript

Below are extracts from the transcription detailing how some of these themes
emerged. The details of how the remaining themes emerged are in Appendices C, D and E.
The full transcript of the focus group can be found in Appendix A. The example below
demonstrates how the initial themes arose during the focus group. The focus group used the
headings from Walter van Hauwe’s book as a starting point.

GMC: [same as in WVH’s book]. So, holding the recorder, I’'m going to put blowing

versus breathing [sound of pen drawing].

IW: Do you mean versus or do you mean...

CF: Blowing out.

IW: Blowing out.

GMC: Yeah, blowing and...

IW: Sounds like you have a, err [laughter], struggle to overcome [laughter].

GMC: Articulation... What have | missed?

JT: What to do with the sound.

Focus group reply in unison: What to do with the sound...
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Table 5.1: Themes derived from transcript data

How to move Blowing and breathing Holding the recorder Starting and ending notes Sound and
the fingers articulation
Closing the Internal action needs external | Determined by child’s hand span — right Internal action needs external What to do with the
holes help thumb either behind 4th or 3rd finger help tongue: Tonguing
‘Tu ti’; articulation

Stopping the Hissing Right-hand technique in other What to do with the tongue? Sound and articulation
holes instruments use similar hand position ‘Tonguing’. is heavily linked to

Use of language, phonics and starting and ending

: notes

developing recorder language
Opening the Control of air speed and flow Flexible thumbs. Left-hand thumb needs | Use of ‘tu’ and ‘ti’ as an Recorder language and
holes to be flexible to produce octaves. Right- introductory form of articulation. instrument-speak

hand thumb will need to be flexible when
moving across instruments of different
sizes. Both thumbs need to be flexible to
avoid tension

Depending on the mother tongue
this may change to ‘doo’ or ‘di’,
etc. The use of recorder language
to produce sound on the
instrument

Natural status

Inhaling and exhaling

Little finger on the top of the foot joint for

Articulation = producing sound =

Representation with

of the body: balance creating a recorder language physical motions
Alexander
. Flash cards and
Technique .
drawings
Games and External aid needed to help Walter van Hauwe Language and vocabulary Listening to teacher/
exercises internal actions, e.g. drinking professionals/each

straw or tissue to use in
games as recorder is
unfamiliar

Robot exercises. The use of imagery to
explain finger movement. Fingers should
be efficient

other
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Language and
vocabulary

Blowing and breathing are
related

Bring the recorder to the body, not the
other way round.

Position of instrument in relation to the
body

Games and exercises

Representation of pitch
and sound

Find out what the student
already knows and does not
know

Holding a hamburger could be a way to
explain to student an ideal hand position

Natural status of the body:
Alexander Technique

Being aware of sound

Find the correct feeling. Not
too much, not too little

Where does the thumb go?

Marker for right-hand thumb. Could this
be a sticker, Blu Tack, thumb rest?

How to end notes is just as
important as starting notes

Play the action

Language and vocabulary

Natural status of the body: Alexander
Technique

Use of pictorial and visual aids

Peer mentoring

Natural status of the body:
Alexander Technique

Natural status of the
body: Alexander
Technique

Use of visual and pictorial
aids
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IW reply: What to do with the sound.
IW: What to do with the tongue.
JT: Yeah, what to do with the tongue.

GMC: How to move fingers [writing on board], how to move fingers, what to do with

the tongue.

CF: Instead of articulation.

JT: [in agreement] yeah, instead of ar...
IW: Starting and ending notes.

[The sound of writing on the board]

GMC: Yep.

Emerging Theme — Holding the Recorder

Walter van Hauwe’s chapters The Right Hand and The Left Hand became redundant
during the discussion and instead ‘how to move the fingers’ became a theme. The
discussion indicated that the right and left hands would be incorporated into the themes of

‘holding the recorder’ and ‘how to move the fingers’.

During the concept stage of finalising the main themes of recorder technique, it was
decided that adjectives were not necessary and instead it was important to concentrate on
the very clear action of technique.

RE: There are two things | don’t agree with here. One is the adjective ‘good’, | think

it's too early to define that.

GMC: Yep.

RE: It's to get them thinking about sound. | think it’s too early to be thinking about
sound and the other thing is, what to do with the tongue. | can imagine that it would
be possible to start and end notes without using the tongue, so | think that’s also...
erm, something that comes later. So therefore, | think it’s starting and finishing notes

and it’s not tonguing yet.
LG: Really? Do you mean the word or the action?

RE: Erm, | mean the word at this concept stage.
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IW: Oh, | see, yeah yeah.

The Emerging Themes — The Fundamental Five

How to move the fingers — ‘describing fingering’

The first thing to be mentioned in how to move the fingers is about obtaining as
natural a playing technique as possible. This shows an overarching theme of naturalism in
playing the recorder.

HSCF: Errrrrrrrm. Yea, we came up with lots of words that we thought were good for

us to get in there early. So relaxed and tension-free, natural hands, or efficient,

gentle fingers, erm.

Directly after this statement more information is brought out in relation to preparatory
games and exercises and another theme that is apparent across all areas of recorder
technique.

IW: We like the idea of numbered fingers, you know, whether that’s a bit contentious

or whether we should really already start numbering, you know thumb 0, 1, 2, 3, 4, 5,

6, 7, but erm that that could be incorporated into some games. You know where you

have to, you shout a number and children maybe tap that hole. | don’t know. Erm it's

nice.
GMC: | really like that.

IW: To sort of think, maybe further down the line, that concept of really knowing

which fingering goes.

GMC: We do finger maths so like 1 plus 2 equals G and teachers really like that
because | do that as a starter. So, if I'm doing wider opps and everyone’s there, | just
put fingering maths on the board. Which sounds really bad! I'll write that down

because I'll forget that | did it.

IW: And sort of, fingers belonging to a hole erm that there’s a sense that.

Wrapped into this game, however, is where the fingers go in relation to the holes on
the recorder. Circles that are coloured show holes that are meant to be covered for each
note. Here we see the contradiction in themes between using pictorial aids to explain internal

techniques such as articulation, blowing and breathing and the visual act of putting fingers
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on holes. Here it is suggested that a numerical system would be better than a pictorial aid.
Given the overarching theme of using pictorial aids one may suggest that using both a
numerical and a pictorial system in explaining the placement of fingers on holes may be a

more holistic way of teaching finger placement.

Natural status of the body

The theme of naturalism in recorder technique comes up once again in the extract
below by CDP. This is related to the adjectives used to describe how to move the fingers at

the top of this subgroup.

CDP: Erm can | ask a question about that because it's something that’s come up
before about tension and yeah you’re meant to be relaxed but if you're too relaxed
when you’re a kid the sound is not going to come out. So | end up saying, press the
holes. | vowed | would never say that, but | do. Erm because for me, | only teach
whole class so for me it’s a bit different but | actually end up saying that because
otherwise they're just there’s going to be bits of holes missing so for them to be able
to feel the edges of the holes | think they do need to actually press down, at least a

small bit anyway.
Here, in the whole-class setting, being able to get all children to cover the holes and

be relaxed is proving a difficult situation.

GMC: That’s a really good thing, that sensory thing, because a lot of kids they just
float or | see a lot of kids float because they don’t, they’re not in touch with how it

feels. Do you have like, cos | can never think of a way...?

IW: Yeah it's what | find really fascinating is that you know children, you know their
fingers are so touch sensitive because that’s how you learn. You know you learn ooo
I'll never touch that again because it's hot. So you learn it is, it’s really interesting that
you are asking with the young ones. | mean it’s the first time they are having to deal
with moving the fingers independently because they mostly, you know it's quite
grabby. It's tricky but | | | think that’s sort of rubbing and smearing fingers across erm

| don’t know err was it erm sorry.
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Sensory relationships

GMC and IW bring along a new theme in how to move the fingers: sensory
relationships. The overarching theme here is preparatory training and exercises to be learnt
and practised ahead of learning lots of notes. It is important a pupil can feel the holes on the
recorder in order to accurately cover them, and also produce the desired fingering patterns.
If this is to be achieved then preparatory work has to be made in feeling the holes, finding
where they are. The idea of rubbing and smearing fingers over the holes has been brought

by IW.

Intrinsically linked to how to move the fingers and finger holes is playing the notes.
Interestingly this is one of the final things to come up in the ‘how to move the fingers’
subgroup, another indication that the acquisition of correct recorder technique should

happen in the preparatory stages of learning.

What note to start on?

RE: And what note are you starting on?

IW: I've tried everything. My issue with the note B to start with that in order to, if you
haven’t set up the holding the recorder properly what happens is that you end up with
that [demonstrates incorrect-right hand technique] and I've seen plenty of people,
you know, further down the line and that comes from astonishingly good finger
memory, touch sensitivity. That’s they they somehow manage to hold the recorder

like that to play B and then that’s how they remember to hold the recorder.

CDP: | think erm, the Suzuki method starts with all hands down and they lift don’t
they...

IW: | think they start with a D. And | think if you start with both hands on the

instrument you get a really good sense of...
GMC: Well we spoke about starting on the other D (GMC and RE). High D.

MN: How much would that affect the sound thing? Because often | find as soon as

that thumb is off, it’s like, OK now start again because, | know that sounds horrible.

GMC: | think the argument was if you start with that D you have no option but to be

balancing and you have no option but to use your right hand and it has a purpose for



146

the right hand [consensus] whereas in all the other notes you don’t really have a

purpose to using the right hand. There are, erm, so many options, that’s the problem.

Mir: Erm | just saw something at the erm exhibition in Greenwich because low D is
very difficult to start with because it doesn’t sound because there is always
something leaking, but what they did is like covering the holes with sellotape like very

thin sellotape.

GMC: Yeah, | think that’s the Suzuki method [consensus].
IW: Yeah.

Mir: Yeah, exactly the Suzuki method exactly.

CDP: | knew there was something else.

Mir: And so, you can actually play a D and it sounds nice like not a squeaky high

sound but it doesn’t matter because if it’s a little bit leaky...

IW: I've done that with the thumb hole before because that’s often the problem one.

Just starting people with the thumb hole.

HSCF: So, start on? Sorry, so | start on C. | teach them C just because my preferred

is C and A and so this is just Kodaly background that, you’ve got so much...
JT: But this has always worked better, with...

JT and HSCF: C and A.

JT: | have experience with it.

HSCF: There are so many songs, you've got a wealth of repertoire.

JT: Even younger kids err like | have taught the youngest was four years old. They
really can’t do this and hold it properly because of their hands. But with this finger |

don’t know why, probably because it's stronger or mechanically it's more natural.

IW: It’s also the balance thing [consensus] as well isn’t it?

Here, JT is also advocating the use of starting on the note C and then moving to the
note A to create the minor third interval as recommended by the Kodaly method of
musicianship. JT believes that using that finger combination is also more ‘natural’; again, the

theme of naturalism has returned.

JT: So afterwards | start to teach them the cuckoo cuckoo.

HSCF: Yeah that’'s what | do.
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IW: Yeah so, we thought for some little ideas for this kind of like tapping and moving
fingers and thought that erm we could do lots of sort of erm finger gym stuff. Erm
tapping away from the recorder and really getting a sense of like sort of, maybe that
sort of thing ahead of touching the recorder is quite good and raises the sensitivity of
the fingertips. But we’ve thought of some sort of games for fingers. | mean the
advanced ones could try the sort of Pac Man thing you know, sort of video-game
arcade stuff that Sophie does very well now. Erm that sort of thing but we also
thought erm like note pairs so they can pair notes like a telephone G to B, tapping
their fingers erm or erm tremolo between the fingers making a telephone noise.
Siren, C to a cuckoo F sharp to D and there are some erm there are some scope for
some really interesting harmonic combinations of these if you have some trebles as

well.

Both JT and HSCF are advocates of the C and A minor third combination of starting
notes and then IW brings the subject back to games and this time the idea of ‘finger gym’. A
strong theme in how to move the fingers is a sense of touch as can be seen again in the
above extract. A new theme is now the developments of harmonic combinations in the order

pupils learn new notes.
Another idea was starting on a high D which only uses finger two:

GMC: Well we spoke about starting on the other D (GMC and RE). High D.

MN: How much would that affect the sound thing? Because often | find as soon as

that thumb is off, it’s like, OK now start again because, | know that sounds horrible.

GMC: | think the argument was if you start with that D you have no option but to be
balancing and you have no option but to use your right hand and it has a purpose for
the right hand [consensus] whereas in all the other notes you don'’t really have a

purpose to using the right hand. There are erm so many options, that’s the problem.

There was no consensus on what note is best to start on regarding recorder
technique. Both JT and HSCF agreed with the C to A minor third introduction. This came
from its links with Kodaly musicianship and not physical practicality. It was agreed that
starting on B was not ideal and high D would not be appropriate due to the repercussions of

introducing the left-hand thumb later on in the learning process. It seems the argument is not
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what note to start on but how the fingers move and the other considerations of recorder

technique in the other subcategories.

Relaxed playing

The theme of relaxed and natural playing returns in this extract on the subject of how

the fingers move on and off the holes.

IW: We wondered about erm, well the idea of the fingers erm falling to the holes, |
don’t know what you all think about the, but falling to the instrument is is good and
then, this robot fingers which | is something that | use a lot erm just in terms of feeling
very very neat and mechanical but a bit like with what EF said with the robotic thing

there are a couple of issues with that.

IW goes on to explain that the idea of ‘robotic fingers’ is loaded as it implies a
stiffness and unnaturalness, but that fingers need to be mechanical and functional.

IW: So, it’s not a very efficient thing to have in people’s minds you know but there’s

yes, mechanical or technically precise. There’s something but for me the word robot

is a bit loaded in a negative, stiff yeah way that we probably don’t really want

although we want that efficiency, that mechanical, technological way.

So fingers need to be efficient but relaxed in their movement across the instrument.
RE takes on the idea of finger movement and relaxed hands and naturalisation of recorder
technique in this extract.

RE: The only point where Walter develops that idea, he says it's more about opening

the hole than closing the hole and that in itself is a relaxing thing. But that’s a remark

that I've only ever been able to convey to advanced students. I've never been able to

convey that to a child but I’'m sure there is a way of doing that and my suspicion is

that the intermediary element is a foreign body like a broom handle or | don’t know or

to make finger games and that could lead in brilliantly to finger games that you were

describing.
Again, there is the external aid in helping to convey complex issues surrounding recorder

technique.
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Holding the recorder

An overarching theme emerging from the focus group was that the recorder was
made for the human body and not the other way around. As such the body should remain in
as much of a natural state as possible. RE explained that the recorder comes to the body
and CF carried this idea forward in her experience of the Alexander Technique. Therefore, in
holding the recorder one should use a natural and relaxed hand position that is free of all

tension but at the same time allows for flexible and nimble access to the instrument.

Natural status of the body

RE: Erm..., | think there’s another development and | would like to throw something
into the ring here. Holding the recorder. | would say that there’s a... there’s
something to be learnt from the Alexander Technique here which is very fundamental
to all kinds of instrumental technique which is: the less that you can change the
natural disposition of your body in order to work with the instrument, the better the
results are going to be and that’s something which is implicit in van Hauwe, erm...
and he doesn’t develop it as much as he could, and | think that we can do better than
that.

CF: There’s um, there’s a certain sort of an erm, vocabulary that you have, that has
been built up to explain certain concepts of the Alexander Technique to young kids.
This, sort of age range, um and there’s a sort of specific school, where the whole
education programme is based on the principles of the Alexander Technique, so one
of the things that they talk to the kids about is to first of all before they go into an
activity is to stop, and be the boss of their body. So, it's quite a nice idea that, with

the instrument: stop and be the boss of your body and bring the instrument to you.

Running concurrently to the idea of maintaining a natural status of the body when
playing the recorder was that in order to really achieve this, one has to obtain and balance
playing position in the right hand.

EF: Erm... so we were holding the recorder. Blimey, and erm so we decided that

balance was the most important thing first, so we felt very strongly about that. Erm,

especially in the right-hand thumb and the position of where the right-hand thumb

was for erm, for good balance.
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The right hand

The position of the right-hand thumb and right-hand little finger is important to

achieving a balanced playing position.

GMC: Does anyone want to include the little finger in that?

IW: | was just going to say, it was about, it’s just about holding the recorder. Yes, |
think it’s really important to have the balance, yes, | think it's a really important thing.
You could work to have that there as well, it's a balancing act. I'm also wondering if
we should also have something, yeah right-hand little finger. That’s on the other side

to balance it. Opposite the thumb.

The right-hand thumb

One of the issues in the focus group was that tacit information regarding recorder
technique was sometimes missed; for instance, no one mentioned the position of the little

finger, although there was discussion of where to put the right-hand thumb.

IW: But | think, Georgina, it is good for you to establish where the thumb is going.
GMC: So where would that right, because | know where | would...

IW: | think it’s going to be dependent on every child, where each child. It's going to

be an individual thing.
CF: Yeah.
HSCF: Is there like an exercise?

GMC: Do we have like err... Erm... a hierarchy? Of where, where would we put the

thumb?

RE: No! No, it's err when the child goes ‘mine’ and makes a fist it's where it comes

to.
SC: Really?
GMC: yeah.

RE: That’s what determines it. It's never going to be there. No child is ever going to

make a fist like that. Because, yeah...

CF: But it could go to the fourth or middle...
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IW: Yeah.
RE: Possibly.

The outcome of the discussion about where the right thumb goes in relation to the

recorder was in relation to the individual child. When the child makes a fist, where the thumb

meets the finger determines which finger the thumb needs to be opposite. CF clarified that

this could be either the fourth or middle finger.

Relaxation

A recurring theme across all the coded data was relaxation. This is illustrated in

relation to holding the recorder:

MN: | think it's like a relax your hand thing as well because when you ask a kid to

hold the recorder this way it’s kind of, it’s in line for it to be a bit less tense.
IW: Yeah.

[In audible agreement]

RE: That’s good.

If the right-hand thumb is in the natural position for the child, then that should be a

relaxed and natural state, free of tension for ease of playing. The point is again reiterated by

RE.

RE: If | can summarise... The first point is: where did God put your thumb in relation
to your other fingers? And in most people it's either going to be opposite that finger or
that finger [third or fourth] and if you grasp a broomstick or a pen or pick up
something that is where it's going to be there. And the second point is, how am |
going to modify my body in order to play the recorder and the point then becomes
there’s one hole and another hole and that distance is given to you by the instrument.
You can’t modify it, only if you buy another type of recorder so then, you check
whether where the thumb goes. But | think the first thing is where does where go,

how your creator made your hand and that could be different in order to who you are.

The right-hand thumb placement is not a fixed spot for all pupils. It can either go

behind the fourth or third finger hole and this is determined by the hand span of the pupil.
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RE: Can | leave you with a thought, which is going to come out a bit more massive
than | would like. Erm | think that, erm, van Hauwe starts off with a really, really good
idea that he doesn’t develop and if there was a way of developing it might actually
help a lot which is again this business of what does the body do if it’s just left alone.
And what do you have to change? Erm, he has this idea of just letting your hand by
your side and looking at it and observing that for most people it’s just asking to have
a recorder put into it. Erm, and if it’s going into the hand it can be a big recorder or a

little recorder and then he stops. And | think that there’s a lot of scope there...

RE: So you then start with that and then you stretch out your fingers and you hold
that for ten seconds and you realise how incredibly exhausting that is and that you
don’t have to do anything to bring your fingers down, it is just when you relax, it
automatically does that. You then make a fist and do the same thing that’s also quite
strenuous and then relax and it doesn’t feel, well in my hand, that it goes back to
exactly the same place because the first is a different stretch but comparable with

one another. And | think that that could be the starting point for a number of games.

RE: I've never been able to convey that to a child but I’'m sure there is a way of doing
that and my suspicion is that the intermediary element is a foreign body like a broom
handle or | don’t know or to make finger games and that could lead in brilliantly to

finger games that you were describing.

Natural status of the body

Here RE explained that the natural shape of the hand is the correct shape for correct
recorder technique and that the hand does not need to be modified to fit the recorder. The
central theme in holding the recorder is to keep the natural shape of the hand as much as
possible. This can be explored through games and hand exercises. The recorder was

designed for the human hand, not the other way around.
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Table 5.2: Subthemes relating to holding the recorder

Holding the recorder

Subthemes Summary

Natural status of the body The recurring theme in ‘Holding the recorder’
was about the body in relation to the physical
element — the recorder. In holding the recorder it
is important to be driven by the pupil’s body, and
therefore the position of the thumb will change
for each pupil.

Right-hand thumb The main element of holding the recorder
according to the focus group was the placement
of the right-hand thumb. Considering the hand
span of the child: where the pupil’'s thumb meets
the finger when making a fist is where the thumb
is to be placed on the recorder in relation to the
holes on the instrument and their hand.

Right-hand little finger This is something that was not immediately
brought up by the focus group but instead had to
be mentioned by the facilitator. The right-hand
little finger is to go on the foot joint of the
recorder to counter the balance between the
thumb and the lips, as mentioned also by Walter
van Hauwe.

Starting and ending notes

External and pictorial aids

Straight away JT refers to an external aid in the explanation of articulation. The
theme of the use of external aids and preparatory games again becomes even more
apparent in all aspects of recorder technique. Articulation is a fundamental point of recorder
technique: with no reed, the recorder does not suffer from any degree of resistance and is
therefore a directly speaking instrument. Different forms of articulation, different vowel and
consonant sounds for example, can have a dramatic effect on the sound of the instrument.
This could be why teachers struggle to teach articulation, because its effects can be so
dramatic. JT explains that with her pupils she uses ‘ti’. It is therefore important that recorder

pupils are aware of the vowel and consonant sounds being produced in the mouth and their
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transference to the sound of the recorder. At a more basic level, one has to ‘speak’ into the

instrument in order for the instrument itself to, in turn, speak out.

JT: So | always take a tissue because if you blow too hard then the tissue is flying
away. So that’s also an image for the kids to see where the tissue or how much they
blow, too much is too high, so this is also to let them know the airstream. So that for
starting and ending notes | was dealing with my students like ti ti ti but erm if they do
ti ti ti in front of the tissue then they can see that the tissue is moving. So | think it's

kind of one of the games that can be erm yeah.

M develops this theme further.

‘Recorder language’

M: Actually, in a lot of German books, erm, we are talking about recorder language
and you cannot go just like ‘wooo00’ into the recorder because that’s not really how
you would talk. And so, I find it quite important to paint that image that you could use
lots of different letters to actually talk and then to really find out which ones are
usable and which ones might not work really well. And to trial it out. And then to try
and make this recorder language out of it that you always use when you play the

recorder.

The theme of relating the unfamiliar recorder to the everyday activities of students
and the body again becomes apparent in the subgroup of starting and stopping notes: the
idea of recorder language that you play the recorder in the same way that you would speak.

Pupils need to develop a recorder ‘language’.

Starting with the whole instrument or head joint only

JT asks whether in the teaching of articulation, should the pupil start with the whole

recorder or just the head joint?

JT: Oh yeah, we have to kind of bring up a question to everyone. When you’re
talking about all these games after, to apply them on the recorder, would you prefer a
student only holding the head joint to do it? Or the whole recorder? [Pause] It’s very,

advantages and disadvantages.
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CF explains that it could be different for each individual student, that each student
has a different level of natural competence with the individual elements of technique.

CF: | think that’s different, for different kids, | mean there are some kids that really

struggle, maybe coordination is an issue, actually this is really playful and there’s

loads of stuff you can do without the fingers and perhaps it's a matter of the child.
Yeah.

GMC: So, it could be like an option. You can either do it with or without.

N: Or you could do it on the same note?

GMC: Yeah.

But then it becomes apparent that in order for a pupil to learn articulation with the
whole recorder, they also need to be able to hold the recorder, which is another skill in the
different categories of learning the recorder. What comes first? Holding the recorder or
producing sound? This is where, for the first time, the idea of preparatory exercises gets

brought into question.

RE: But then, then they’re already holding it. [Agreement]

N: But many want to play, and when you then say, ‘hey we’re not going to play we’re

doing exercises’, they’re not happy.
CF: No but if it's a game and it’s played, they’ll enjoy it.

GMC: And also, it’s a language thing. A lot of the time if you're talking to kids and you
tell them they’re doing an exercise they're like ‘ooooooh’ [miserable] but you could do

exactly the same thing and tell them it's a game and they're like ‘yay’.

Creativity vs. technique

From the next ongoing conversation, it becomes apparent that working only with the

head joint can have its advantages in terms of creativity, not just instrumental technique.
M: Yeah or there are so many amazing stories which you can just tell them that they
do the noises to. | think if you can make it interesting...

JT: Yeah, | like doing this movement. | think this is one of the advantages of using

only the head joint.
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GMC: So like you could do [recorder glissando sound, possibly only head joint?]

different games on starting and stopping the note. I'm making a sound story.
M: Yeah exactly.

Mir: Yeah exactly, also | just came from a class erm like first the middle joint and the
foot joint without the head joint and you can whisper and like have different sounds
like storms or like a little wind and then you can like do soft rain with your fingers and
then with just the head joint and having the air experience just woo [blows] without
having this weird thing in your mouth. And then with the head joint and that worked

quite well.
SC: You can do like bird sounds.

CDP: Remember when we were in Amsterdam and the Royal Winds did a really
interactive performance with the kids. The kids were involved either with playing
notes or just the mouthpiece. Didn’t matter what level they were at. And | found
myself starting to use lots of the ideas in workshops for various people. And we just
get the kids, you just create a soundscape. And just like that Mir, some are doing
exactly as you said, just taking off the head joint and it can be a bird moving or some
of them can flutter their tongue. They actually can, they don’t know they’re doing it
but...

It can be deduced that working with only the head joint to develop articulation is
advantageous due to its potential for creativity in lessons. As well as being able to work with
the head joint for articulation, Mir acknowledges that one can work with just the middle and

foot joints to produce games to develop finger dexterity on the instrument.

Developing creativity is a key feature of any instrumental lesson but particularly in
preparing young recorder players, early on in the process, for producing florid
ornamentation, extended technique and improvisation, which are all key features of recorder
playing in the more advanced stages of learning. This idea is developed on by IW:

IW: There’s something really nice about the idea that you know, that if you're

teaching, if you really are trying to work on that, that there’s a kind of piece that you

can create. That idea of the soundscape, you know you gradually, through the tutor

book, is formulating things that you can use later. Interesting. There’s always a place

for that kind of music-making. You know whatever is happening on stage.
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The conversation then reverts back to the use of pictorial aids in the learning process.

M: And | always think there’s a lot you can do with pictures if you want to teach them
articulation. And they kind of feel what they have to do. So if you would show them a
big river or a night scene they would intentionally play much softer than if you were to
show them, | don’t know, a ballet dancer that is on their tiptoes, so | think you can

make a lot of ideas.

The conversation moves from how one would teach articulation back to the subject of

what kind of articulation. JT previously mentioned the use of ‘ti’ to start notes. The subject

moves on to how to end notes, an area of articulation very often neglected but mentioned by

Walter van Hauwe. IW is the first to mention the ending of notes:

IW: Erm, one of the things. There’s one tutor book that | kind of see that talks really
very early on about finishing the notes with the tongue and using tut, as the word.
And there’s something nice about that being introduced very early on, that idea of
stopping notes with the tongue being there, because you know | always think what
we have and what'’s vital in our playing is the articulation. It's our kind of trump card
over all other instruments and that’s what’s kind of and to really evolve that kind of
thinking to say, ‘we’re going to end this note with the tongue’ or let it kind of, just have
a defined start is something. And then, that word, | find really useful to have a

concept that you can actually take care of the end of the note. It’s really important.

Mir: Can | say something? | find it, or something | have found very useful to use is

nnnn.
GMC: To use what?

Mir: Nnnn no note just nnnn. To experience that the tongue lies flat without any

force, added force, | found quite helpful.

IW: Mm yeah. Mmm and T are very closely related. It's the T uses aspiration. It's the
N and T that are in the same part of the palate. | think N is, is great. | use that a lot of
the time. N, | sense, | sort of pretend to myself that I'm using N to start the note but
I’'m actually using, I'm technically using T. I'm using it, in my mind thinking N as

something soft.

GMC: Do you mean? Like, kids are really in tune to sounds because they learn to

read using phonics.

IW: Yeah.
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GMC: So they’re in tune with... phonics!

CDP: Mir, do you mean using N at the end like using Tun?

Mir: Yeah.

CDP: Yeah.

Mir: Because then you have like, without any extra note at the end.

CDP: Cos I find if we're getting them to say Tut, tut, cos I've said it to some kids
before, then just the repetitive word with the starting and beginnings with the same

letter they kind of can’t, | don’t think they can.

Mir: And it also applies that when you want to erm some articulation between notes
later on that you don’t lose the support like tunnnn. And then, | also like, show them

the movement of the tongue.

The same themes regarding ‘recorder language’ reappear here, and the link between
school-age children being in tune with phonics through the way in which they learn to read at
school acknowledges the theme of playing the recorder in a way that is as natural as
possible. One has to speak through the recorder using phonics, just as one speaks or learns
to read. It can be deduced here that the use of Tut can be problematic, with the added
syllable at the end creating an unintentional extra note. Mir acknowledges that the syllable
‘tunn’ would be a more suitable alternative. The reappearing theme of externally
demonstrating internal techniques can also be seen here, with Mir explaining that it is helpful

to visually show the movement of the tongue in explaining this action.

The conversation then turns back to the familiar theme of preparatory exercises and

games away from the instrument in learning and practising articulation.

IW: Yeah. | also think word games are like good. Like little tongue twisters and things
like that that we do but like, everyone, you know like thinking of erm dotty teddy,
which is all front strokes and HCF’s one that she come up with in a lesson, quite
violent but effective, go kick a geeky guy, which is all the back of the tongue, or go
kick a kid go kick a kid. Where you're exercising the back of the throat, and then the
other one that | use for err double-tonguing, which is you know, way down the line
but it’s kind of fun to to experiment with what feeling where the tongue is with the

take a ticket to Kentucky, take a ticket to Kentucky which is like tk tk erm and that,
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just just raising awareness of where in the mouth. | think that’s a really important

thing just to get a sense of where in the mouth.

RE: Counting of the teddies, sorry counting of the teddies, you know, teddy, teddy,

teddy, teddy, and then cross them, teddy teddy kick a teddy kick a teddy [laughter].

In summary, the subthemes within ‘starting and stopping notes’ were: preparatory games

and instruments, the use of recorder language and using external aids to represent internal

bodily actions. IW mentions ‘raising awareness of where in the mouth’; again, the idea of

explicitly explaining the internal action through isolated activities is a recurring theme.

Table 5.3: Summary of remaining emerging themes

Subtheme

Summary

Sound and articulation, Blowing and breathing

Natural status of the body

The recurring theme in ‘Holding the recorder’ was
about the body in relation to the physical element — the
recorder. This again becomes apparent in ‘Sound and
articulation, Blowing and breathing’.

Explaining and demonstrating internal
bodily actions

The trio of natural physicality, external and physical
aids and preparatory exercises and games.

Use of a preparatory learning stage with
games and exercises to embed the
fundamentals of recorder technique

Starting and ending notes

Natural status of the body

What vowels and consonants to use when introducing
articulation: ‘ti’ to start the note and adding n at the end
to produce ‘tin’. Naturally linking articulation to process
speech.

Explaining and demonstrating internal
bodily actions

The trio of natural physicality, external and physical
aids and preparatory exercises and games.

Use of a preparatory learning stage with
games and exercises to embed the
fundamentals of recorder technique

Tongue twisters and word games.

Head joint or full recorder?

From the above data it can be acknowledged that
there is vast benefit to using just the head joint to
experiment with sound and to isolate the techniques
needed to produce sound and to hold the recorder.
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How to move the fingers

Natural status of the body: relaxed hand The recorder was made for the human hand and not
position the other way around.

The hand position should be left as natural as possible
leading to relaxed but efficient finger movement.

What note to start on The idea that it is not the note that one starts on that is
of importance but rather that the other fundamentals of
recorder technique are embedded first.

Numbered fingers vs. visual diagram

Use of a preparatory learning stage with Use of finger gym and feeling of the holes.
games and exercises to embed the
fundamentals of recorder technique

Summary of Overarching Themes across the Fundamental Five

Overarching themes emerging across all of the above were:

Reference to retaining the natural status of the body

The recorder was made for the human body and not the other way around, and this
became a mantra for teaching and learning the recorder across all aspects of technique.
When holding the recorder, the right-hand placement should be where the thumb naturally
meets the finger (this could be finger 2 or finger 3). When moving the fingers, this should be
a relaxed movement without strenuous or extreme movement. Covering the holes should be
a natural covering, without tension or squeezing. The recorder does not suffer any degree of
resistance, and this is unique across all modern woodwind instruments. As such the
diaphragm does not need to be engaged in initial recorder lessons and there is no
embouchure in order to create sound. To play the recorder one needs to be able to blow and
breathe in as natural a manner as a resting breath. With starting and ending notes,
alongside sound and articulation it is important to take into consideration each pupil’s mother

tongue: rather than imposing one standard form of articulation for all students it is
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recommended to use a syllable that works for one’s pupil. That could be starting with d or t,

providing the tongue touches the roof of the mouth when starting and ending notes.

Learning through games
Preparatory games and exercises to be undertaken ahead of learning lots of notes in

quick succession including using pictorial and external aids to explain internal bodily actions.

The focus group concluded that when learning the recorder, all fundamental five
technical themes should be introduced through preparatory games. Many aspects of
recorder learning include internal bodily actions that are not easily explained through
vocabulary, therefore the focus group concluded that in order to help learn these internal
bodily actions, pictorial and external aids should be used. When learning to hold the
recorder, these could be simple games such as picking up a pencil or playing pick-up sticks.
This helps the learner to understand the relationship between maintaining the natural status
of the body: there is nothing different between picking up a stick or pencil with your right
hand and picking up a recorder with your right hand. The relationship between the thumb
and the finger is exactly the same. When learning how to move the fingers, this could be
done through rhythm exercises physically, with the fingers away from the instruments, the
idea being again that the natural status of the body should be maintained and that when
playing the recorder, nothing unusual with the body needs to happen. By removing the
instrument and playing preparatory games as an exercise, one is trying to explain the
maintenance of the natural status of the body. Preparatory games and exercises are not just
to reinforce maintaining an actual status of the body; these are also used to put ahead the
idea of technique before pitched notes. The focus group was unanimous in deciding that an
awareness of good technique was of more importance in the early stages of learning than
the acquisition of pitched notes and playing melodies. Playing preparatory games and
exercises helps pupils to be fully congruent in the learning experience and to fully

understand what the body has to do in order to play the recorder fluently.
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Preparatory games and exercises include pictorial aids. Pictorial aids can also help
those with special educational needs and English as an additional language. Utilising games
and pictorial aids in the learning experience is similar to advice set out by educational
practitioners such as Montessori and Piaget. Music education practitioners such as Dalcroze

and Kodaly also utilise play as a method of learning in the early years.

Recorder language

As aforementioned, the recorder does not suffer a degree of resistance like other
modern woodwind instruments, and as such, the vowels, consonants and phonics that are
spoken through the instrument by use of articulation and breath can drastically alter the
sound of the instrument, for better or worse. The focus group was unanimous that teachers
should adopt the phrase ‘recorder language’ as a way of referencing how to articulate and
produce sound on the recorder in a similar linguistic fashion to speaking and learning
language. ‘Recorder language’ should not only be used as a reference to articulation but be
used to reinforce how sound is produced when playing the recorder. This again links the
recorder to other aspects of pupils’ lives, for example learning to read and write at school. By
using the phrase ‘recorder language’, the teacher is using child-friendly terminology to aid
the learning experience by relating it to the already familiar, basing learning on pre-existing

knowledge.

These overarching themes led to a conclusion that beginner recorder lessons should
focus on acquiring a quality of sound and knowledge of how to produce different sounds on
the recorder. Quality of sound is of higher importance in the early stages of learning than the
acquisition of many notes. This should be taught through play and based on pre-existing

knowledge, both physical and cognitive.

Core Elements of the Fundamental Five
This chapter has uncovered the fundamental elements of an effective beginner

recorder technique, all taught with an overarching philosophy of promoting and maintaining
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the natural status of the body, learning through play, developing a ‘recorder language’ and

sound before melody.

Holding the recorder
The placement of the right-hand thumb should be determined by the hand span of
the pupil. This can be established by preparatory games. There should be a balanced and

relaxed hand position, aided by a supporting little finger to negate any need for tension.

Moving the fingers

Moving the fingers, like holding the recorder, should be relaxed, and this can be
practised through technique games. To aid relaxed playing, sensory relationships between
the holes on the recorder and finger pads should be made in the learning process; this can
be done through play. Discussions were had about what note to start on, and it was
concluded that in the initial learning stages, pupils should start with the head joint only.
There was no consensus on what pitched note to start on. This will be discussed more in the

‘Starting and ending notes’ section.

Blowing and breathing
These are internal actions and should be taught and learnt through games, using

external aids, initially away from the instrument.

Starting and ending notes

The focus group decided upon using only the head joint in the initial stages of
learning to develop the skill of starting and ending notes. It was decided that the skill of
starting and ending notes using the head joint through creative play should be put above

learning pitched notes in the learning process.

Sound and articulation
The focus group was unanimous in recommending the use of ‘recorder language’

and the importance of consonant and vowel sounds (using the tongue) to produce sound
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and articulation. Games can be designed to support this, such as tongue twisters and

rhymes.

Focus Group Final Summary

These are core elements as discussed and produced by alumni, current students and
professors of recorder at the GSMD. In summary, according to the focus group, when
teaching beginner recorder players, teachers must encourage pupils to maintain the natural
status of the body. The focus group recommended doing this through preparatory technique
games and also by using props (such as drinking straws for demonstrating breathing). If
teaching is in line with focus group recommendations, teachers should place importance on
the acknowledgement of pupils’ use of language in starting and stopping notes when playing
the recorder. When holding the recorder, pupils should have a counterbalance between their
right thumb, right little finger and the bottom lip; this will help in producing ‘clearer’ sounds. In
order to produce ‘clearer’ sounds, fingers should be relaxed in line with maintaining the
natural status of the body. Linked to this, the production of sound should be placed above

the acquisition of pitched notes.

Essentially the focus group is endorsing a constructive style of teaching and learning
of beginner recorder technique, where learning is determined by the starting point of the
pupil and knowledge is gradually built upon. It has been suggested that learning recorder
technique is tailored to the individual, with thumb position determined by the pupil’s hand

span and articulation chosen by the pupil.

The focus group points towards recommending a constructionist style of learning. It
points towards a style of learning that focuses on the pupil truly understanding the physicality
of how to play the recorder, instead of merely copying teacher modelling (which was the

second most popular activity in the beginner recorder lesson).

The focus group has highlighted a recommended approach to the teaching and

learning of recorder, with four main elements. It suggests activities in which these aspects of
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technique can be taught and learnt in the beginner recorder lesson. It has clarified,

specifically, how to physically play the recorder.

The next chapter will compare technique advice set out in recorder tutor books and
will help to answer the question: ‘How do the views of recorder experts in teaching technique

compare with the wider teaching community?’
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Chapter 6: Analysis and Comparisons of
Recorder Tutor Books

Introduction

This chapter compares four best-selling recorder tutor books across the 20th century.

Table 6.1 shows an alphabetical order list of tutor books that were analysed for this chapter.

Table 6.1: List of tutor books with authors and year of publication

Title of tutor book Author (alphabetical order) Year of publication
Enjoy the Recorder Brian Bonsor 1983
Me and My Recorder Marlene Hobsbawn 1989
Recorder from the Beginning | John Pitts 1980
Red Hot Recorder Sarah Watts 2003

Table 6.1 shows the four books, their author and the date of first publication of the

tutor books that were analysed using thematic analysis.

This chapter contextualises why tutor books were chosen to be analysed for this
thesis. It then summarises general key themes of tutor books, themes relating to beginner
recorder technique, and themes relating to music theory and musicianship. From there, the
themes of the tutor book will be summarised in relation to the Framework for Teaching and
Learning Beginner Recorder Technique, as devised from studying learning theories in
chapter 2 and the Fundamental Five aspects of recorder technique as devised from focus
group analysis in chapter 6. Further comparisons and analysis will be made between
recorder tutor books and the newly devised Framework for Teaching and Learning Beginner

Recorder Technique and the Fundamental Five aspects of recorder technique in chapter 8.
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Evidence cited in the opening chapters of this thesis showed that traditional
instrumental teaching is forced into a situation of behaviourist learning that is at odds with
the way the NC is organised. The teacher survey showed that teachers’ most-used activities
in recorder lessons are note reading and teacher modelling. This suggests a master—
apprentice style of recorder learning, in line with behaviourist principles. The focus group,
however, suggests a style of learning that promotes sequential and thorough understanding
of the physicality of playing the recorder, through games. The focus group promotes the
understanding of how to play the recorder ahead of copying teacher actions. The focus

group prefers a more constructivist style of learning.

The teacher survey suggested that teachers still use tutor books. Teachers
expressed a demand for more ‘recorder technique’-focused teacher training, which also
points to a lack of recorder-technique knowledge held by recorder teachers. Given the low
level of qualifications held by the majority of teachers in the survey, they cannot be classed
as wholly professional recorder player-teachers. In light of this and evidence from the
literature review, it can be presumed that most recorder teachers get their teaching
information from tutor books. This chapter will now present general themes across the

sample of tutor books.

Summary of General Themes and Layout

Table 6.2 compares general themes across the sample of tutor books. All of the tutor
books are aimed at primary-school children and are designed to be used in conjunction with
an inexperienced teacher. Enjoy the Recorder is also aimed at adults wishing to teach
themselves. Red Hot Recorder does not give an intended audience. All of the books contain
repertoire that is based around folk music, Christian hymnal repertoire and simple WCAM,
with the exception of Red Hot Recorder which entirely consists of original compositions in
the style of jazz and pop. There is no reference to canonical recorder repertoire or broken-
down arrangements of any Renaissance or Baroque music. Neither is there a suggested

further listening or playing repertoire list. Enjoy the Recorder is the largest book, with 294
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Table 6.2: Familiar themes across tutor books

Theme Enjoy the Recorder Me and My Recorder Recorder from the Red Hot Recorder
Beginning
Audience Children and inexperienced Children and inexperienced Children and inexperienced N/A
teachers teachers teachers
Repertoire Folk, Christian hymnal and Folk, Christian hymnal and Folk, Christian hymnal and Original jazz/pop
Western Art Music Western Art Music Western Art Music compositions
Pages 90 39 47 31
Pieces 294 35 45 32
Standard ABRSM Grade 2 Below prep test ABRSM Prep test ABRSM Below Grade 1 ABRSM
Backing tracks/ No Chord symbols Chord symbols, piano, Piano book and CD backing
accompaniments classroom percussion and tracks
CD backing tracks
Fingering diagrams Yes Yes Yes Yes
Author introduction Yes Yes Yes Yes
Author farewell Yes Yes Yes Yes
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pages, and the smallest Me and My Recorder, with thirty pages. The books contain an
average of thirty pieces per book, which equates to roughly a piece of music per page. With
an academic year of around thirty-five weeks in England, one could hypothesise that the
publishers equate this with a year’s worth of learning for a primary-school pupil. There are no
structured lesson plans and none of the books feature differentiated learning or pieces of

music; it is a ‘one size fits all’ approach to learning the recorder.

All of the books except Enjoy the Recorder are both large-print and colourful, which is
both appealing and practical for children. Half of the books contain CD backing tracks and
three out of four books come with accompanying instrumental accompaniment. None of the
books contain anything where learners could listen to a real recorder or find out more

information on the instrument they play.

Linking to educational theory, the general layout of tutor books does not promote an
enculturated approach to learning. With the exception of Enjoy the Recorder, none of the
books show any interesting facts about the recorder or show other instruments of the
recorder family. The books do not explicitly promote a positive image of the recorder in wider

society, or show any signs of aiding a process of enculturation.

Suggested Framework for Teaching and Learning Beginner
Recorder Technique in Relation to Tutor-Book Themes

Table 6.3 shows which elements of the suggested Framework for Teaching and
Learning Beginner Recorder Technique are present within the sample selection of recorder

tutor books.
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Table 6.3: Suggested Framework for Teaching and Learning in Beginner Recorder Technique in
relation to tutor-book themes?*

Learning experience | Enjoy the Me and My Recorder from Red Hot
Recorder Recorder the Beginning Recorder

Experimentation and Includes

curiosity experiments in

producing sound

Play

Improvisation

Movement

Conversation, social
interaction and
scaffolding

Independent learning
and discovery

Learning based on
familiar material

Mentorship

Enculturation Includes
information about
the recorder
outside of a
classroom context

The table shows that following thematic analysis, the tutor books do not correspond
to the suggested Framework for Teaching and Learning of Beginner Recorder Technique as
devised through focus group discussions. Due to these elements lacking from the sample,
the following sections will detail prevalent pedagogical themes that became present through
thematic analysis. In addition, all of the tutor books are supposedly suitable for self-study
and non-specialist teachers, so therefore this is why | am including a comparison of the

elements of music theory. The inclusion of music theory will also provide a broader

24 This table is mainly empty to emphasise the missing learning experiences in the tutor book
sample
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comparison of analysis of all the tutor books’ approaches to learning the recorder.
Comparisons between tutor-book data and the data from the teacher survey in relation to the
suggested Framework for Teaching and Learning in Beginner Recorder Technique will be

discussed further in chapter 8.

Prevalent Themes in Sample Tutor Books — Music Theory and
Musicianship

This section will present themes relating to music theory and musicianship, including:

1. Approaches to reading pitch and rhythm;

2. Comparisons of the presentation of metre and in what order each metre is
introduced:;

3. Comparisons of general music theory;

4. Presentations of clefs and transpositions within the sample tutor books.

This section ends with a summary of music theory and musicianship themes, before

presenting data around beginner recorder technique in the sample tutor books.

Table 6.4 shows that each book has a different method of presenting how to read

pitch and rhythm.

Table 6.4: Comparison of tutor books’ approaches to reading pitch and rhythm

Book Theme Description of theme

Enjoy the Pitch Introduces notes on the lines and spaces.
Recorder reading

Me and My | Pitch Starts with only rhythm reading with pitch-letter names written
Recorder reading underneath. The pitch is shown in a visual at the top of the page on the
stave but not explained to the learner. Pitch is shown visually through a
series of tunes learnt with arrows pointing to each note. The arrow goes
up to signify a higher pitch and goes down for a lower pitch. After
learning to play A, G, B and E, the stave and treble clef are introduced.

Recorder Pitch Does not explain how to read music but it does describe the treble clef.
from the reading The notes are displayed at the top of the page on the stave and
Beginning labelled.
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Red Hot Pitch Introduces each note separately on a large stave at the top of each
Recorder reading page where the pitch note is introduced.

Enjoy the Rhythm Introduces crotchets and minims and then dotted minims very quickly.
Recorder reading (Pitch and rhythm are learnt at the same time.) Crotchet rests on page

18 and quavers on page 19. Semiquavers learnt on page 56. Dotted
notes on page 60. Upbeats explained and used.

Me and My | Rhythm Rhythm reading is learnt before putting the notes on the stave. The
Recorder reading rhythm is learnt through little poems until page 15, a page called
‘Timings'. It explains minims, crotchets and a pair of quavers. This page
also explains that music has a steady beat. Page 16 and 17 assign
sounds for crotchets and quavers: tick tick for crotchets and tick-a for

quavers.
Recorder Rhythm Teaches rhythm by using word poems and introduces crotchet and
from the reading quaver patterns in four-bar patterns first. It explains the length of a
Beginning crotchet and a quaver. Crotchet rest is introduced on page 15, followed

by the dotted minim on page 16. Simple syncopated rhythms are
introduced on page 21.

Red Hot Rhythm Introduces the crotchet and crotchet rest first. Crotchet is explained as
Recorder reading ‘do’. Minims and minim rests and semibreves are introduced on the next
page as ‘dah’. Each rest and beat has its beats explained. Rests are
accompanied by ‘sh’. Four pages later, crotchets are introduced with the
sounds ‘doo-ee’. A page after, with the introduction of 3/4, there are
dotted minims. On page 25 dotted crotchets are introduced. At the end
of the book there is the dotted quaver-semiquaver pattern.

With the introduction of each new rhythm there are ‘practice patterns’:
patterns of around four bars to practise the new rhythm on one or two
notes.

Not every book explicitly explains how to read music, implying that the teacher will
need some prior knowledge or that the learner will either have some prior knowledge or a

teacher that does.

Every book except Me and My Recorder starts playing the recorder immediately, with
pitches and rhythms written on the stave. None of the books explains notes in the lines and
notes in the spaces and the logical process of reading pitch. Instead, two of the books
visually isolate the pitch being learnt with an illustration of the note (a crotchet) on the stave.
The illustration is labelled as the pitch of the note. None of the books except Me and My
Recorder label the notes during the book, instead relying on the one annotated illustration of

the isolated pitch. Me and My Recorder is distinctly different as it starts with reading rhythm
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and then adds the letter names of the pitches underneath. There are also lines depicting the
direction of the pitch of the note, helping the reader to follow their eyes up and down in

preparation for reading full notation. Only later is full notation on a stave introduced.

In Me and My Recorder and all other books, the rhythm is introduced verbally: not all
of the rhythm sounds can be reproduced on the recorder as articulation, such as ‘tick’ in Me
and My Recorder and ‘doo-ee’ in Red Hot Recorder. This seems to be a missed learning
opportunity to link the learning of rhythm with the learning of articulation. Recorder from the

Beginning favours using the rhythm of word poems to describe rhythm.

All the books start with crotchets first, before introducing quavers and minims. Enjoy

the Recorder is the most detailed and Me and My Recorder the most basic.

Table 6.5 compares each tutor book’s approach to learning metre and in what order

each time signature is learnt.

Table 6.5: Comparison of the presentation of metre and in what order each metre is learnt

Book Theme Description of theme

Enjoy the Recorder Metre The lengths of notes are introduced by the amount of
beats each note is worth. The concept of time signatures
is introduced on page 19, crotchet rests on page 18 and
quavers on page 19.

Me and My Recorder | Metre The lengths of notes are introduced by the amount of
beats each note is worth. The concept of time signatures
is introduced on page 1, crotchet rests on page 18 and
quavers on page 19. Crotchet rest learnt on page 26 and
dotted minim on page 27.

Recorder from the Metre The lengths of notes are introduced by the amount of
Beginning beats each note is worth.
Red Hot Recorder Metre The lengths of notes are introduced by the amount of

beats each note is worth. With the introduction of each
new rhythm there are ‘practice patterns’.

Enjoy the Recorder Metres learnt 4/4, 3/4, 2/4, 6/8, 2/2, 6/8
in order

Me and My Recorder | Metres learnt 4/4, 2/4, 3/4
in order
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Recorder from the Metres learnt 4/4, 2/4, 3/4
Beginning in order
Red Hot Recorder Metres learnt 4/4, 3/4

in order

Every book explains how many beats each note is worth. With regards to which time

signatures are presented, every book starts with 4/4 and/or 2/4 before moving onto 3/4.

Enjoy the Recorder is the only book to include compound time.

Table 6.6 compares the content and explanation of general music theory, including

vocabulary, dynamics, clefs and transpositions.

Table 6.6: Comparisons of general music theory

Book

Theme

Description of theme

Enjoy the Recorder

Explanation and/or teaching or
general music theory

Bar lines introduced on page
14 along with breath marks.
Ties introduced on page 17.
Accidentals discussed. 1st and
2nd time bars. Brief
explanation of scales and
arpeggios.

Me and My Recorder

Explanation and/or teaching or
general music theory

Bar lines introduced on page
17.

Recorder from the Beginning

Explanation and/or teaching or
general music theory

None

Red Hot Recorder

Explanation and/or teaching or
general music theory

There is a ‘Need to know info’
box at the start of the book that
explains a treble clef, the stave,
bar lines, double bar lines,
crotchets, crotchet rests and
time signatures. Throughout
the book new concepts are
briefly explained as they occur:
DS al Fine, repeat signs,
fermata, tied notes.

Enjoy the Recorder

Dynamics

f, p, mf, mp and ‘hair pins’
introduced together on page 17
and used throughout the book.

Me and My Recorder

Dynamics

None
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Recorder from the Beginning

Dynamics

None

Red Hot Recorder

Dynamics

p, f, crescendo, diminuendo,
mp.

Table 6.6 presents a comparison of general vocabulary linked to structure and

musical organisation and mentions all books. These include bar lines, treble clefs, repeat

marks, the names of rhythm names, etc. General dynamics are included in two of the books;

however, it is not explained how to physically produce these on the recorder.

Table 6.7 highlights how none of the chosen books utilise multi-clef reading or

transpositions, which are both key technical concepts for the recorder as a consort

instrument. Recorder players regularly read in treble, bass, alto, tenor and French violin clef

and transpose up and down octaves, fourths and fifths.

Table 6.7: Table showcasing uses of clefs and transpositions in recorder tutor books

Book Theme Description of theme

Enjoy the Recorder Clefs Although this is a tutor book for descant
recorder, bass clef is introduced on page 25 as
part of a paragraph on ‘the recorder family’.
Apart from this brief introduction, bass clef is not
used in the book.

Me and My Recorder Clefs N/A

Recorder from the Beginning Clefs N/A

Red Hot Recorder Clefs N/A

Enjoy the Recorder Transposition | N/A

Me and My Recorder Transposition | N/A

Recorder from the Beginning Transposition N/A

Red Hot Recorder Transposition N/A
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Summary of Prevalent Themes in Sample Tutor Books — Music
Theory and Musicianship

All tutor books start with 4/4 and also introduce 3/4. Compound time is only used in
Enjoy the Recorder. Crotchets are always introduced first and then the quaver. Rhythms are
kept relatively simple, except in the case of Enjoy the Recorder. Recorder from the
Beginning is the only book to introduce syncopation. None of the books use more clefs than
the treble clef, except Enjoy the Recorder which presents the bass clef, but the bass clef is

not used in the tunes.

The concept of learning to read music is prevalent in many of the books; however,
none of the books explicitly teaches the reader how to read pitch or interpret rhythm.
Dynamics are mentioned in two of the books, but they do not explain how to achieve these

on the recorder.

Recorder players read in five different clefs. Enjoy the Recorder explains what the
bass clef is but does not use it in the book. None of the other books mention or use any
other clef than the treble clef. All of the books remain in treble clef, with no practice of multi-

clef reading or transposition.

All of the books in the sample concentrate on the simple fingering of pitches through
a visual method of showing seven holes and colouring the holes black when the finger stops
those holes. It does not use the numerical method of fingering, more commonplace with
recorder players. They all present reading pitched and rhythm notes and contain information
on note values, time signatures, structural instructions (such as a coda) and repeat marks.

None of the books promote singing as a starting point.

The tutor books do not show the recorder in contemporary society, feature no
recorders in backing tracks or contain a suggested listening list. The music does not relate to
children’s outside lives either. Tutor books are not enculturating the recorder into children’s
lives. This could go some way into explaining why there is such a negative view of the

recorder in society.
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All of the books in the sample contain lots of tunes to be learnt and two of them

contain backing tracks (with a MIDI recorder sound).

In conclusion, these books do not explicitly teach one how to read music. Although
they are intended for people to be able to learn and teach the recorder without any prior

knowledge of the instrument, an experienced teacher would probably be needed.

Suggested Fundamental Five Aspects of Beginner Recorder
Technique in Relation to Tutor-Book Themes

This section of the chapter will compare the suggested Fundamental Five Aspects of
Beginner Recorder Technique devised by the focus group in relation to the themes of

recorder technique in the sample tutor books.

Table 6.8 summarises comparisons of the presentation of recorder technique
between the sample tutor book and the Guildhall focus group’s Fundamental Five Aspects of
Beginner Recorder Technique. Each element of the Fundamental Five will now be discussed

in more detail, in the order presented in the Tables 6.9 to 6.12.

Table 6.9 compares how each tutor book presents the themes of sound and
articulation. It shows that most of the books use the word tonguing, instead of articulation.
Two of the books use a visual image to help the reader visualise the direction and sound of
the air used to produce sound on the recorder. Three of the books demonstrate different

types of articulation: staccato, tenuto and slurred playing.

Table 6.10 compares each book’s approach to the teaching and learning of blowing
and breathing when learning the recorder. The main theme is the use of adjectives to
describe how blowing out should be achieved. The main adjectives refer to the out-breath as
being ‘gentle’ and ‘steady’. There is no guidance on what this physically feels like, or how to
achieve this. Me and My Recorder does include a ‘Blowing Games’ page: it explains how to

feel on one’s hand the difference between ‘steady’ and ‘unsteady’ breath but does not refer



179

to the temperature or speed of the air. The temperature and speed of air is of particular

importance to playing the recorder and there is no resistance to air flow.
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Table 6.8: Suggested Fundamental Five Aspects of Beginner Recorder Technique in relation to tutor-book themes

Fundamental | Focus Group Enjoy the Recorder Me and My Recorder | Recorder from the Red Hot Recorder
Five Aspects Beginning
of Beginner
Recorder
Technique
Sound and Explain ‘what to do with the tongue’, the Explains clearly how Uses the word Says to blow gently. Explains how to use
articulation action of the tongue. Use ‘tu’ and ‘ti’ and the to physically make a tonguing instead of Uses the word ‘d’: start with the
word articulation to describe the action. sound on the recorder | articulation or recorder | ‘tonguing’ not tongue and not let the
Sound and articulation are heavily linked to using ‘doo’ by putting | language. Doesn’t articulation. recorder touch your
starting and ending notes; this needs to be tongue behind the explain how to make teeth. This is under
made clear. Use phrases ‘recorder language’ | teeth. Uses the visual | different sounds with the title ‘How to play a
or ‘instrument-speak’. Representation of image of a straight the recorder but note’. Uses language
physical motions and actions using flash and wobbly line to demonstrates such as slur, legato
cards and drawings. Use games and playful indicate the direction staccato and legato and staccato but
exercises to reinforce learning and of air needed to create | playing. For staccato doesn’t explain how to
understanding. the sound on the the use of ‘tut’. There physically create the
. . . . recorder. Includes is no physical sound.
Listening to teachers/professionals: : ; .
N . information on slurs, explanation of legato
aspirational modelling. | : : L
egato playing and tonguing, but it is
Representation of pitch and sound. Being staccato. explained through
aware of sound. Play the action. Peer music theory by using
mentoring. Natural status of the body. the ‘legato symbol’
(horizontal line above
the note). Introduces
slurred ones by using
‘doo’.
Blowing and Internal actions need external help, so use Doesn’t explain how On page 29 asks to Explains to blow Explains to breathe
breathing games with props to reinforce learning and blowing or breathing is | blow the air ‘steadily’. | gently but does notgo | through the mouth

understanding. E.g. blowing cotton-wool balls
and turning that into a game to demonstrate
air speed.

to be utilised when
playing the recorder

Introduces breath
marks on page 20 but
no explanation of

into detail.

and to blow gently.
Explains that squeaks
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Use hissing games to control air speed and
flow. Inhaling and exhaling games.
Remember the natural status of the body:
blowing and breathing are natural actions.
Use pictorial and visual aids.

but does include
breath markings.

physically how to
breathe.

will occur if the breath
is too hard.

Starting and
ending notes

Internal actions need external help, so use
games with props to reinforce learning and
understanding. Explain and develop
understanding through games of what to do
with the tongue. Use of ‘ti’ and ‘tu’ as an
introductory form of articulation. Depending
on the mother tongue, this may change to
‘doo’ or ‘di’, etc. Learning to start from a
familiar starting point: what does the child
already know? Focus on recognising the
‘correct’ feeling. Maintain the natural status of
the body. Use visual and pictorial aids.

Clearly explains how
to make a sound on
the recorder; even has
a title called ‘Starting
a Note’ and one
underneath called
‘Ending a Note’. Asks
to put tongue behind
teeth to stop the air
flow to stop the sound.

‘Doo’ to start notes.
Explains to put tongue
against teeth to stop
notes, which is
incorrect. Asks the
learner to keep the
tongue against the
teeth to stop the flow
of air.

‘Tu’. Doesn’t explain
tongue movement.
Does not explain how
to stop notes.

Uses ‘d’. Doesn’t
explain movement of
tongue or how to stop
notes.

Holding the
recorder

Determined by the child’s hand span — right
thumb either behind the 4th or 3rd finger.

Flexible thumbs. Left-hand thumb needs to be
flexible to produce octaves. Right-hand thumb
will need to be flexible when moving across
instruments of different sizes. Both thumbs
need to be flexible in order to avoid tension.
Little finger on top of the foot joint for balance.

‘Robot’ finger games. Use visual and pictorial
aids to explain finger movement. Bring the
recorder to the body, not the other way
around. Holding a hamburger could be an
ideal way to explain an ideal hand position.

Use a marker for thumb position.

Natural status of the body.

Explains in detail how
to hold the recorder
along with hand and
finger shape. Gives an
approximation of the
right thumb going
behind the recorder
behind what are called
holes 4 and 5.

No explanation of
balanced playing
technique or support
finger. No explanation
of correct finger
shape. Asks the
learner to use only the
corner of the left
thumb to cover the
hole at the back of the
recorder. Explains the
right thumb should
‘carry the weight of
the recorder’.
Recommends using
Blu Tack as a thumb
rest.

No explanation of
balanced playing,
support finger or
finger/hand shape.
Right-hand thumb
asked to go opposite
the fourth hole.

No explanation of
balanced playing,
support finger or
finger/hand shape.
Explains that the left
hand must go at the
top, with specific
reference to left-
handed learners. Asks
for the left thumb to
cover the hole at the
back of the recorder
and explicitly says the
left thumb supports
the entire weight of
the recorder behind
the fourth hole. There
is a visual image
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showing the right-
hand fingers bunched
up around hole four.

How to move
the fingers

Closing and opening the holes. Stopping the
holes. Maintaining the natural status of the
body to avoid tension. Use games and playful
exercises.
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Table 6.9: Comparison of creating sound and articulation

Book Theme Description of Theme

Enjoy the Sound and Explains clearly how to physically make a sound on the recorder

Recorder articulation using ‘doo’ by putting tongue behind the teeth. Uses the visual
image of a straight and wobbly line to indicate the direction of air
needed to create the sound on the recorder. Includes information
on slurs, legato playing and staccato.

Me and My | Sound and Uses the word tonguing instead of articulation or ‘recorder

Recorder articulation language’. Doesn’t explain how to make different sounds with the
recorder but demonstrates staccato and legato playing, for
staccato the use of ‘tut’. There is no physical explanation of
legato tonguing, but it is explained through music theory by using
the ‘legato’ symbol (horizontal line above the note). Introduces
slurred ones by using ‘doo’.

Recorder Sound and Says to blow gently. Uses the word ‘tonguing’ not articulation.

from the articulation

Beginning

Red Hot Sound and Explains how to use ‘d’: start with the tongue and not let the

Recorder articulation recorder touch your teeth. This is under the title ‘How to play a

note’. Uses language such as slur, legato and staccato but
doesn’t explain how to physically create the sound.

Table 6.10: Comparison of presentation of blowing and breathing

Book Theme Description of Theme

Enjoy the Blowing and breathing Doesn’t explain how blowing or breathing is to be utilised

Recorder when playing the recorder but does include breath
markings.

Me and My | Blowing and breathing On page 29 asks to blow the air ‘steadily’. Introduces

Recorder breath marks on page 20 but no explanation of physically
how to breathe.

Recorder Blowing and breathing Explains to blow gently but does not go into detail.

from the

Beginning

Red Hot Blowing and breathing Explains to breathe through the mouth and to blow

Recorder gently. Explains that squeaks will occur if the breath is

too hard.
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An overenthusiastic gust of fast air when trying to play the lower notes of the recorder will

almost always result in failure to produce the pitched note. If the teacher is not a specialist

musician or recorder teacher, then this would prove difficult to correct in their student. None

of the books explains the process of breathing out or breathing in. Overall the cognitive

approach to learning, whereby the student understands the physical process of how to play

the recorder, is lacking in the explanation and presentation of blowing and breathing.

Table 6.11 compares the amount and order of notes learnt and how each book

describes and/or teaches how to start and stop notes.

Table 6.11: Comparison of notes learnt and starting and stopping notes

Book Theme Description of Theme

Enjoy the Recorder Order of notes learnt BAGEC D'DF sharpE’'Csharp’ CF
natural B flat (13)

Me and My Recorder Order of notes learnt AGEBC (5

Recorder from the Order of notes learnt BAGEDC(6)

Beginning

Red Hot Recorder Order of notes learnt BAGEDFsharpCDCsharpF
natural (10)

Enjoy the Recorder How to start and stop notes Clearly explains how to make a sound
on the recorder; even has a title called
‘Starting a Note’ and one underneath
called ‘Ending a Note’. Asks to put
tongue behind teeth to stop the air flow
to stop the sound.

Me and My Recorder How to start and stop notes ‘Doo’ to start notes. Explains to put

tongue against teeth to stop notes,
which is incorrect. Asks the learner to
keep the tongue against the teeth to
stop the flow of air.

Recorder from the
Beginning

How to start and stop notes

‘Tu’. Doesn’t explain tongue movement.
Does not explain how to stop notes.

Red Hot Recorder

How to start and stop notes

Uses ‘d’. Doesn’t explain movement of
tongue or how to stop notes.
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The most prevalent theme across all books is note learning. Above all, the books

concentrate mostly on learning notes and playing tunes. Table 6.11 shows that the books

range from learning five to thirteen notes. All the books start with the note B, with the

exception of Me and My Recorder which starts on A. The most common order of notes to

learn is B, A, G and E. All the books start without using the right hand, which is in contrast to

Walter van Hauwe’s advice. None of the books include alternative fingerings, trill fingerings

or introduce any other fingering systems such as F, G or D systems.

The second most prevalent theme in the books is starting notes. Table 6.11 shows

that the most popular way to do this is by using the syllable ‘doo’ and, second, ‘tu’. Stopping

notes is usually mentioned further on in the book by putting the tongue behind the teeth.

Only Enjoy the Recorder includes how to stop the notes at the beginning of the learning

process.

Table 6.12 illustrates the comparison of how each tutor book describes how to hold

the recorder.

Table 6.12: Holding the recorder

Book Theme Description of Theme

Enjoy the Holding the | Explains in detail how to hold the recorder, along with hand and

Recorder recorder finger shape. Gives an approximation of the right thumb going behind
the recorder behind what are called holes 4 and 5.

Me and My Holding the | No explanation of balanced playing technique or support finger. No

Recorder recorder explanation of correct finger shape. Asks the learner to use only the
corner of the left thumb to cover the hole at the back of the recorder.
Explains the right thumb should ‘carry the weight of the recorder’.
Recommends using Blu Tack as a thumb rest.

Recorder Holding the | No explanation of balanced playing, support finger or finger/ hand

from the recorder shape. Right-hand thumb asked to go opposite the fourth hole.

Beginning

Red Hot Holding the | No explanation of balanced playing, support finger or finger/hand

Recorder recorder shape. Explains that the left hand must go at the top, with specific

reference to left-handed learners. Asks for the left thumb to cover the
hole at the back of the recorder and explicitly says the left thumb
supports the entire weight of the recorder behind the fourth hole.
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There is a visual image showing the right-hand fingers bunched up
around hole four.

Table 6.12 demonstrates that a purposeful right hand is neglected at the start of the
learning process. None of the books describe a flexible right-hand thumb placement,
determined by the hand span of the learner. Holding the recorder in all of the books is
vaguely mentioned at the start of each book but never referred to further on in the learning
process. Hand placement or finger shape is not mentioned. The movement of the fingers is
also neglected. As with previous themes, the physical understanding of how to hold the

recorder from the viewpoint of the student is lacking.

Summary of Prevalent Pedagogical Themes — Technique

All of the books have an overriding theme of acquiring pitched notes and developing
the playing of melodies. They focus on this element above the acquisition of instrumental
technique. All of the books are for descant recorder and all of the books except Me and My

Recorder start with the note B. All of the books start by using the left hand first.

All of the books focus on the use of ‘tonguing’ to produce sound on the recorder,
either with the consonant T or D. The focus group recommends teaching flexible articulation
from the first lesson, as not all students will be able to start notes with a T and not all
students will be able to start notes with a D. None of the books include information or
practice exercises on the movement of the tongue when starting notes. Only two of the
books explain how to end notes. However, within this, all of the books with the exception of
Me and My Recorder expect students to be able to play legato and staccato notes, without
any explanation of how to start a note at the start of the learning process. The books do not

explain how to create staccato or legato tonguing either.

All books focus on using the finger pads to cover the holes, with pictorial diagrams to

show what holes the fingers must cover. The general consensus from the tutor books is that
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fingers should remain ‘flat’. Alongside this it is also widely mentioned that fingers should

have ‘rings’ on them of the impressions of the holes onto one’s fingers.

All of the books recommended blowing gently; again, they do not explain how to

breathe, or how to breathe out. There are no blowing and breathing warmups.

There are finger exercises and sometimes rhythm exercises to practice new pitched

notes or rhythms, but no technique games or warmups.

In summary, the technique advice in all the books selected is vague and, in some
areas, misleading. An example of wrong technique is the thumb position in Me and My
Recorder. Therefore, it is assumed that the tutor books are to be used in conjunction with an

experienced teacher who has secure knowledge of how to play and teach the recorder.

Summary of Key Technique Themes in Sample Tutor Books
With the exception of Enjoy the Recorder, each of the above tutor books focus on

five broad elements of recorder playing:

Fingering — acquisition of pitched notes;
¢ Pitch and rhythm reading;

e Learning of melodies;

e Tonguing;

¢ Left hand at the top and right hand at the bottom.
Within these broad elements, other similarities include:

e Blowing gently;

Using finger pads to cover holes;

Pictorial diagrams (over numerical system) to show new fingering;

A ‘tune a page’;

Large print and colourful layout.
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Chapter 7 will build upon the statements made in chapter 6 by comparing how views on
beginner recorder technique compare between professional recorder player-teachers and

the wider teaching community.
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Chapter 7: Discussion Part 1 — How Do the
Views of Professional Recorder Player-Teachers
on the Teaching of Beginner Recorder Technique

Compare with Those of the Wider Teaching
Community?

The Place of the Tutor Book in Recorder Pedagogy Today

The importance of recorder tutor books is indicated by the fact that 80% of the
teachers surveyed stated that they used one. Before looking at how recorder tutor books
present beginner recorder technique, | consulted with a panel of expert recorder players and
teachers. This identified good practice of teaching and learning of the recorder, along with
the ‘framework’ devised from the literature review which will now be brought into discussion.
Comparisons will be made between the recorder-teacher survey, the Guildhall focus group

and tutor-book analysis.

Each of them is typical in their layout. Although Enjoy the Recorder is more detailed
in both instruction and content, it still has a typical layout of the tutor book as described by
Sally Chappell, who says that beginner lessons focus on tutor-book work and learning to
read notation (Chappell, 1999). All four of the above tutor books in Table 6.1 are specifically
aimed at the non-music-specialist. This includes the non-recorder player. Whilst there is
much research on the pedagogy of teaching notation and musicianship across families of

instruments, there is no research on the teaching and learning of recorder technique.

In the same article, Chappell is explicit on the negative after-effects of learning by a
note-by-note basis through tutor books, at the expense of instrumental technique (Chappell,
1999). This puts responsibility for instrumental technique onto the teacher, and in the case of

the recorder, where even the tutor-book authors presume the teachers to be not even a


https://www.zotero.org/google-docs/?u6FeuW
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specialist in music, let alone the recorder, this could leave ‘physical problems for pupils’

going undetected far beyond childhood learning and on into adulthood.

Constructivism recommends that instrumental learning builds on prior learning by
starting with something well known to the pupils, proceeding to something known but
unfamiliar, and then to something entirely unknown; however, the sample tutor books do not
use immediately familiar material. In terms of learning technique, physical constructs would
be gradually built upon to ensure that the physical elements to recorder playing are
systematically learnt. The sample tutor books focus on the acquisition of pitched notes,
playing tunes and music theory, as opposed to the physical constructs of playing the
recorder. The theme of maintaining the natural status of the body found in the focus group

exemplifies a constructivist style of learning; this is missing from the sample tutor books.

The GSMD focus group strongly and repeatedly emphasised the importance of
conscious technique: being aware of one’s body and being completely conscious and aware
of the bodily actions required to produce specific technical details on the instrument. The
focus group recommends a series of preparatory technique games to supplement learning,
but these were not present in the sample tutor books. This is an area lacking in book-based
learning as classified by Chappell, who says that children who learn through a purely book-
based curriculum have no understanding of what they are playing, which leads to a

stagnation in progression (Chappell, 1999).

One of the main problems with the tutor book’s role in the social status of the
recorder is that because they are aimed at non-specialist music teachers (who are not
trained recorder players) or recorder players (who are not trained teachers), as mentioned
previously, teachers rely on the technique advice in the books. Therefore, there is no aural
modelling for students and teachers as to how any given note should really sound. Although
some of the books come with CD backing tracks, these are created with MIDI and not live
recorder playing. Therefore, it is unclear what sound teachers and recorder players are

trying to emulate.


https://www.zotero.org/google-docs/?broken=6khwjL
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The GSMD focus group aims to break down the barrier between amateur and
professional playing by recommending a ‘guided listening’ list of the recorder. This guided
listening could give a platform to showcase the recorder’s virtuosic capabilities, breadth of
repertoire and long cultural history to teachers, learners and families. It is clear that the tutor
books are aimed at non-music, non-recorder-specialist teachers, but the books are also
written by non-recorder specialists and contain limited explanation or knowledge of

professionally informed instrumental technique.

Professional recorder player-teachers learn their technique from their own teachers,
whether at Grade 1 or BMus level. As seen by the results of the teacher survey, many
recorder teachers have tertiary degrees in the recorder from conservatories. The GSMD
focus group on recorder technique shows clear differences in approaches and actualities in
recorder technique between recorder tutor books and the technique used and utilised by

professionals.

Insight into the parallel cultures of professional and amateur recorder players is
integral to an understanding of the social image of the recorder in education. There is a tacit
recorder technique being taught in conservatories and utilised by professionals that is not
being filtered down into elementary recorder education. As tutor books continue to be
published, it is reasonable to suppose that many, perhaps most, pupils learn notation,
fingering and repertoire from them, at least initially. A large proportion of teachers from the
teacher survey say they would not wish to have further training in recorder teaching.
Therefore a supplementary book of recorder technique games and facts in the form of a
teacher’s guide and a further pupil’s workbook could be vital in improving recorder
pedagogy, leading to improvements in outcomes for young recorder players and potential to
repair the recorder’s societal image. As a result of a professional reluctance to communicate,
much of what follows has never before been published or discussed outside individual one-

to-one lessons and masterclasses.
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The GSMD focus group suggests a change around the sharing and development of
good practice. It also signals a change to the culture of recorder players that has existed
since the introduction of the recorder tutor book, bringing professional technique into the

beginner recorder lesson.

Commonalities in the Teaching of Beginner Recorder
Technique

The descant (soprano) with C fingering is the most popular type of recorder taught to
beginners, and the data below is related to the descant recorder. Recorder technique is not
a very popular lesson focus in beginner recorder lessons, and this could be because only
33% of teachers strongly agree that there is a specific recorder technique. It has already
been mentioned that the recorder is a popular instrument to be taught in WCET, and nearly
100% of WCET teachers surveyed for Music Mark reported that students acquiring an
instrumental technique was a factor of a successful WCET programme. In contrast, Sally
Cathcart’s PhD (Cathcart, 2013) reports that in beginner piano lessons, technique is one of
the most regular aspects. There are no technique books for beginner recorder players.
Several factors point towards recorder teachers being underqualified in instrument-specific
knowledge, such as the fact that the recorder is a woodwind instrument yet, according to the
teacher survey, only 79% of teachers regularly teach breathing in beginner recorder lessons.
In contrast, 89% regularly teach articulation and 85% teach a balanced playing technique.
The GSMD focus group’s recommendations for the teaching of beginner recorder technique
are consistent with informal learning and constructivist learning styles. Finer elements of
instrumental technique identified by the GSMD focus group were entirely different from the
technique advice set out in tutor books. 41% of surveyed recorder teachers did not believe
there was a specific recorder technique. The finer elements of recorder technique, such as
the Fundamental Five (as set out in Table 6.8), are new knowledge to a field which has not
been thoroughly researched or published since Walter van Hauwe in the 1970s. There are,

however, wider implications for instrumental teaching and learning across instruments and



193

settings. This is the recommendation of a constructivist style of learning that incorporates

informal pedagogical framing using an embodied learning approach to pedagogy.

Table 7.1 is adapted from Table 2.2 in chapter 2 which now includes the elements of
embodied learning, and cross-references these with the GSMD focus group’s
recommendations of how to approach the teaching and learning of beginner recorder
technique. It cross-references different learning theories within this thesis and shows that the
GSMD focus group’s recommendations correlate positively with educational theorists and
constructive and embodied learning theories that go against traditional, behaviourist
principles currently employed in WCET and recorder tutor books. Educational theorists
promote learning through play, social interaction and scaffolding, improvisation and
movement, using age-specific materials and familiar starting points. These points are shared
with the GSMD focus group’s recommendations that learning should start from what the

child already knows (in terms of producing recorder technique using the body).

The GSMD focus group produced the Fundamental Five points of beginner recorder
technique, including holding the recorder, moving the fingers, blowing and breathing, starting
and ending notes, and sound and articulation. Not all of these themes were found in recorder
tutor books. Tutor books focused on the acquisition of pitched notes, using pictorial diagrams
of a recorder to show fingering patterns in order to quickly learn to play melodies. In terms of
technique, tutor books focused entirely on ‘tonguing’ to start notes (not to end notes), putting
the right hand at the bottom and the left on top without any consideration of hand position or
shape. Less prevalent tutor-book technique themes included blowing gently and using the

pads of fingers to cover holes.

The GSMD focus group was adamant that children should know how to physically

play the recorder with awareness of the natural body. In order to imbed this understanding,
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Table 7.1: Learning experiences present in different theories of learning in this thesis

Learning experience Present in Present in Present in Presentin Presentin Present in Present in
behaviourism constructiv- education music informal embodied Guildhall
ism theory education learning learning focus group
theory practices recommendati
ons
Experimentation and curiosity X X X X X X
Play X X X X X X
Improvisation X X X X X
Movement X X X X
Conversation, social X X X X X X

interaction and scaffolding

Independent learning and X X X X X X
discovery

Learning based on familiar X X X X X X
material

Mentorship X X X X X

Enculturation X X X X X
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they drew their own conclusions that linked with educational theory. The focus group
endorsed use of play, pictorial aids and age-appropriate ‘props’, and linking articulation to

language as taught in primary schools.

The teacher survey uncovered that only 33% of recorder teachers believe there is a
specific recorder technique. This was backed up by low levels of teachers teaching basic

techniques such as breathing, articulation and balance.

The GSMD focus group of professional recorder player-teachers regarded ensuring
that pupils fully understand how to physically play the recorder as the top priority in beginner
lessons. It seems certain, unfortunately, that few recorder teachers are currently able to do
this — show how to physically make a sound on the instrument, provide fully embodied
guidance, etc. — given that a large percentage of them do not have adequate qualifications in
recorder playing or teaching. However, the fact that so many expressed a willingness to

develop their skills shows that they are aware of this inability.

There is a difference between the views of trained recorder player-teachers on the
one hand and the wider recorder-teaching community on the other, created by the different
levels of qualification, subject knowledge and technical ability of the two groups. Many
teachers look to a tutor book for help and advice, but technique and pedagogy advice are

lacking in these books and, where they are present, are in many cases inaccurate.

Teachers also requested training on recorder curricula. There is a lack of
pedagogical or instructional material for recorder teachers. Before this research was
undertaken, there was a tacit, unspoken recorder technique, unavailable in any books,
publications or online. The work of the GSMD focus group represents the beginnings of a
handbook on the teaching and learning of beginner recorder technique, compiled by
professional recorder player-teachers, ready to be shared with the wider teaching

community.
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Suggested Framework for Teaching and Learning of Beginner
Recorder Technique in Relation to the Recorder-Teacher
Survey

The teacher survey showed that the most prevalent activity within the first ten
beginner recorder lessons was note reading, with 89% of teachers choosing this answer.
This links to the tutor-book analysis, as all tutor books display note learning as the principal
learning activity throughout the course of each book. This does not show experimentation,
curiosity or play. Teacher modelling was the second most popular activity reported in the
teacher survey. Other answers in the teacher survey and tutor-book analysis suggest that
this is of pieces from the tutor book. Such an approach does not show a philosophy of
mentorship in the learning process as advocated by the suggested Framework for Teaching
and Learning of Beginner Recorder Technique. Listening skills was the third most popular
activity, with 78.1% of teachers explaining this is a feature of their teaching. Listening skills
could come under enculturation, learning based on familiar material and conversation, social
interaction and scaffolding: the survey did not delve deeper into what these listening skills
activities contained and therefore this theory cannot be proven. 74% of teachers explained
that they use games in their lessons, and this is recommended in the suggested Framework
for Teaching and Learning of Beginner Recorder Technique in relation to the recorder-
teacher survey. Learning pieces in the first ten beginner recorder lessons was also popular,

with 66.4% of teachers responding to this statement.

82% of teachers replied to say that their pupils regularly play with other young
recorder players. This could relate to the fact that the teacher survey and literature found
that most beginner recorder lessons happen not in individual lessons but in group lessons.
This shows that there could be an element of peer mentorship present in beginner recorder
lessons. The teacher survey and literature review, however, showed that the recorder is
often used as a preparatory instrument, and only taught for a limited period of time before

children move onto a ‘real’ instrument. The teacher survey also noted concern by teachers



197

that there is a lack of appropriate progression routes and ensemble opportunities for young
recorder players. These latter statements could suggest fewer opportunities for peer
mentorship between absolute beginners and older children learning the recorder. In turn, a
lack of ‘community recorder role models’ for beginning young recorder players to look up to
could suggest a deprivation of enculturation opportunities for beginner recorder players to

see the recorder being utilised outside of the classroom environment.

Nearly half (40%) of the teachers surveyed responded to say that they used
improvisation in the first ten lessons. The teacher survey did not ask specifically whether
teachers promoted experimentation, curiosity, movement, conversation, scaffolding, social
interaction, independent learning, discovery, learning based on familiar material or
enculturation. These themes did not appear in qualitative analysis either. Teachers did
specify that they would like further training in large-group teaching, differentiation and lesson

planning, as these were things they found difficult.
Table 7.2 shows a summary of the suggested Framework for Teaching and Learning

of Beginner Recorder Technique in relation to the recorder-teacher survey.

Table 7.2: Summary of the suggested Framework for Teaching and Learning of Beginner Recorder
Technique in relation to the recorder-teacher survey

Framework for Teaching and Learning of Present in teacher survey data
Beginner Recorder Technique

Experimentation and curiosity X
Play X
Improvisation X
Movement

Conversation, social interaction and scaffolding

Independent learning and discovery

Learning based on familiar material
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Mentorship X

Enculturation

An ‘X’ shows that the theme was present in survey data. This shows that under half of the
suggested themes, according to learning and music pedagogy theory, are present in

beginner recorder lessons in 21st-century England.

Towards a New Framework for Teaching and Learning
Beginner Recorder Technique

Table 7.3 shows that the focus group discussion broadly follows the same philosophy
as educational and music pedagogy theory. This suggests that professional recorder player-
teachers have more of the skills required to teach the recorder more successfully than non-
recorder specialists. This is demonstrated by the comparison of the elements present from
the Framework for Teaching and Learning of Beginner Recorder Technique that also
appeared in the teacher survey and focus group discussion.

Table 7.3: Summary of the suggested Framework for Teaching and Learning of Beginner Recorder
Technique in relation to the focus group discussion

Framework for Described in focus group discussion
Teaching and
Learning of
Beginner
Recorder
Technique

e ‘Rubbing or smearing’? fingers to experiment with how fingers feel
over holes.

e Experimenting with how the recorder feels in a child’s hands by
building sensory relationships between instrument and body through
tactile exploration.

e Experimenting with producing sound with only the head joint before
using the whole of the instrument to produce pitch and ‘organised’
rhythm.

e Explorative games using blowing and breathing.

Experimentation
and curiosity

e Using games for children to learn instrumental technique instead of

Play teacher-directed instruction.

25 Direct quotes from focus group transcript.
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e Games modelled on ‘pick up sticks’ to learn hand positions.
e Use of finger games.
e Blowing games to bring awareness of breath needed to play recorder.
e Tongue twisters to develop articulation.
e Using abstract visual games such as recreating the sound of different
weather, in relation to flash cards.
Improvisation e Improvising sound to stories.
e Improvising sound in playful games.
e Improvising sound to visual pictures.
Movement e Being aware of the movement of the body when playing the recorder.
e Keeping a ‘natural status of the body’.26
Conversation e Using sound games.
social interaciion e Using ‘recorder language’ to develop vocabulary and articulation.
and scaffolding e Using ‘props’ in games such as tissues to demonstrate blowing, etc.
e Adapting the recorder: using head joint only, covering holes with tape

to aid scaffolding.

Independent
learning and
discovery

Learning through games instead of teacher direction.

Using games children can play on their own.

Using games to let children discover their own learning rather than
being teacher-directed.

Learning based

Using the ‘natural status of the body’ so that children recognise that
they do not have to do anything drastically different with their body to

on familiar
material play the recorder.
e Using ‘recorder language’ linking to school phonics.
¢ Using child-friendly and appropriate stories to develop technique.
e Using child-friendly visual images to develop technique.
Mentorship ¢ Not explicitly present in data

Enculturation

Not explicitly present in data

Summary: How do the Views on the Teaching of Beginner
Recorder Technique Compare between Professional Recorder
Player-Teachers and the Wider Teaching Community?

Following literature review research, the survey of recorder teachers, focus group

discussions, and analysis of and comparisons between recorder tutor books, this section will

now summarise key findings to draw conclusions on how views on the teaching of beginner

recorder technique compare between professional recorder player-teachers and the wider

26 Term developed through focus group analysis.
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teaching community. To do this, | will use the Framework for Teaching and Learning of

Beginner Recorder Technique and the Fundamental Five aspects of beginner recorder

technique which were both developed as a part of researching for this thesis.

Table 7.4 shows that five out of nine points of the Framework for Teaching and

Learning of Beginner Recorder Technique are present within the wider teaching community.

A lack of independent learning and discovery, learning based on familiar material and

enculturation could be a reason behind low levels of continuation with recorder learning into

secondary school and the instrument’s low social status.

Table 7.4: How the views on the teaching of beginner recorder technique compare between
professional recorder player-teachers and the wider teaching community in relation to the Framework
for Teaching and Learning of Beginner Recorder Technique

Framework for Teaching
and Learning of
Beginner Recorder
Technique?

Evidence from teacher survey data?®

Evidence from analysis and
comparisons of recorder tutor
books

Experimentation and o 59.6% of teachers use playing N/A
o by ear.
curiosity o 49.3% of teachers use
improvisation.
o 25% ofteachers use
composition.
Play e 74% of teachers use games. N/A
Improvisation e 49.3% of teachers use N/A
P improvisation.
o 25% of teachers use
composition.
Movement e Survey did not ask this specific N/A
question, but there was no
evidence of movement in
lessons through qualitative or
quantitative survey analysis.
Conversation. social ¢ No evidence from teacher N/A
interaction and scaffolding survey data.
¢ No evidence from teacher N/A

Independent learning and
discovery

survey data.

27 As derived from focus group discussions with professional recorder player-teachers.
28 Activities in beginner recorder lessons; see Figure 5.12.
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Learning based on familiar
material

No evidence from teacher
survey data.

N/A

Mentorship

82% of teachers responded to
say that their pupils play
recorder with other children.

Enculturation

No evidence from teacher
survey data.

No evidence from analysis and
comparisons of recorder tutor
books. Repertoire focused on
folk, Christian hymnal, Western
Art Music and newly composed
popular and jazz-style music.

Table 7.5 demonstrates how the views on the teaching of beginner recorder

technique compare between professional recorder player-teachers and the wider teaching

community using data from tutor-book analysis and the teacher survey. It shows that, in

general, recorder tutor books and recorder teachers do not focus attention on explaining

clearly the physical aspects of recorder technique as recommended by the focus group. The

teacher survey reported low levels of recorder-specific qualifications among recorder

teachers. A mix of low levels of qualifications and a lack of specific information about how to

physically play the recorder in recorder tutor books could explain why recorder teachers find

the following aspects of recorder playing difficult to teach:

¢ articulation and tonguing;

e blowing and breathing;

e correct hand and thumb position;

o fingering.

These link directly to the focus group’s Fundamental Five aspects of beginner recorder technique.
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Table 7.5: How the views on the teaching of beginner recorder technique compare between professional recorder player-teachers and the wider teaching

community in relation to the Fundamental Five Aspects of Beginner Recorder Technique

Fundamental | Focus Group?® Enjoy the Recorder®® | Me and My Recorder from the Red Hot Recorder®® | Teacher Survey®*
Five Aspects Recorder®! Beginning*

of Beginner

Recorder

Technique

Sound and Explain ‘what to do Explains clearly how Uses the word Says to blow gently. Explains how to use 89.88% teaching
articulation with the tongue’, the to physically make a tonguing instead of Uses the word ‘d’: start with the articulation

action of the tongue.
Use ‘tu’ and ‘i’ and
the word articulation
to describe the action.
Sound and
articulation is heavily
linked to starting and
ending notes; this
needs to be made
clear. Use phrases
‘recorder language’ or
‘instrument-speak.’
Representation of
physical motions and
actions using flash
cards and drawings.

sound on the recorder
using ‘doo’ by putting
tongue behind the
teeth. Uses the visual
image of a straight
and wobbly line to
indicate the direction
of air needed to
create the sound on
the recorder. Includes
information on slurs,
legato playing and
staccato.

articulation or
‘recorder language’.
Doesn’t explain how
to make different
sounds with the
recorder but
demonstrates
staccato and legato
playing. For staccato,
the use of ‘tut’. There
is no physical
explanation of legato
tonguing, but it is
explained through
music theory by using
the ‘legato’ symbol

‘tonguing’ not
articulation.

tongue and not let the
recorder touch your
teeth. This is under
the title ‘How to play a
note’. Uses language
such as slur, legato
and staccato but
doesn’t explain how to
physically create the
sound.

Teachers report that
they find teaching
articulation/tonguing
difficult.

29 Guildhall students and alumni professional recorder player-teachers, with an undergraduate or postgraduate degree in recorder performance, teaching
across primary, secondary and tertiary education in the public and private sectors.
30 Written by Brian Bonsor, early pioneer of the recorder.

31 Written by Margo Fagan, PE and primary-school teacher.
32 Written by John Pitts, composer.

33 Written by Sarah Watts, bassoonist.

34 35.19% of teachers surveyed do not have a qualification in the recorder. An experienced cohort, with 42.9% having taught the recorder for over eleven

years. 64.10% teach the recorder in a primary school. Only 58.97% believe there is a specific recorder technique.
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Use games and
playful exercises to
reinforce learning and
understanding.

Listening to
teachers/profession-
als: aspirational
modelling.

Representation of
pitch and sound.
Being aware of
sound. Play the
action. Peer
mentoring. Natural
status of the body.

(horizontal line above
the note). Introduces
slurred ones by using
‘doo’.

Blowing and
breathing

Internal actions need
external help, so use
games with props to
reinforce learning and
understanding. E.g.
blowing cotton-wool
balls and turning that
into a game to
demonstrate air
speed.

Use hissing games to
control air speed and
flow. Inhaling and
exhaling games.
Remember the
natural status of the
body: blowing and
breathing are natural
actions. Use pictorial
and visual aids.

Doesn’t explain how
blowing or breathing
is to be utilised when
playing the recorder
but does include
breath markings.

On page 29 asks to
blow the air ‘steadily’.
Introduces breath
marks on page 20 but
no explanation of
physically how to
breathe.

Instructs to blow
gently but does not go
into detail.

Instructs to breathe
through the mouth
and to blow gently.
Explains that squeaks
will occur if the breath
is too hard.

70.48% teach
breathing.

Teachers report they
find teaching
breathing difficult,
including children
blowing too hard.
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Starting and
ending notes

Internal actions need
external help, so use
games with props to
reinforce learning and
understanding.
Explain and develop
understanding
through games of
what to do with the
tongue. Use of ‘ti’ and
‘tu’ as an introductory
form of articulation.
Depending on the
mother tongue this
may change to ‘doo’
or ‘di’, etc. Learning to
start from a familiar
starting point: what
does the child already
know? Focus on
recognising the
‘correct’ feeling.
Maintain the natural
status of the body.
Use visual and
pictorial aids.

Clearly explains how
to make a sound on
the recorder, even
has a title called
‘Starting a Note’ and
one underneath called
‘Ending a Note’. Asks
to put tongue behind
teeth to stop the air
flow to stop the
sound.

‘Doo’ to start notes.
Instructs to put tongue
against teeth to stop
notes, which is
incorrect. Asks the
learner to keep the
tongue against the
teeth to stop the flow
of air.

‘Tu’. Doesn’t explain
tongue movement.
Does not explain how
to stop notes.

Uses ‘d’. Doesn’t
explain movement of
tongue or how to stop
notes.

Teachers report
finding tonguing
difficult to teach.

Holding the
recorder

Determined by the
child’s hand span —
right thumb either
behind the 4th or 3rd
finger.

Flexible thumbs. Left-
hand thumb needs to
be flexible to produce
octaves. Right-hand

Explains in detail how
to hold the recorder
along with hand and
finger shape. Gives
an approximation of
the right thumb going
behind the recorder
behind what are
called holes 4 and 5.

No explanation of
balanced playing
technique or support
finger. No explanation
of correct finger
shape. Asks the
learner to use only the
corner of the left
thumb to cover the
hole at the back of the

No explanation of
balanced playing,
support finger or
finger/ hand shape.
Right-hand thumb
asked to go opposite
the fourth hole.

No explanation of
balanced playing,
support finger or
finger/hand shape.
Explains that the left
hand must go at the
top, with specific
reference to left-
handed learners.
Asks for the left

85.16% teach a
balanced playing
technique.

Teachers report
finding the thumb
position and left hand
on top difficult.
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thumb will need to be
flexible when moving
across instruments of
different sizes. Both
thumbs need to be
flexible in order to
avoid tension. Little
finger on top of the
foot joint for balance.

‘Robot’ finger games.
Use visual and
pictorial aids to
explain finger
movement. Bring the
recorder to the body,
not the other way
around. Holding a
hamburger could be
an ideal way to
explain an ideal hand
position.

Use a marker for
thumb position.

Natural status of the
body.

recorder. Explains the
right thumb should
‘carry the weight of
the recorder’.
Recommends using
Blu Tack as a thumb
rest.

thumb to cover the
hole at the back of the
recorder and explicitly
says the left thumb
supports the entire
weight of the recorder
behind the fourth
hole. There is a visual
image showing the
right-hand fingers
bunched up around
hole four.

How to move
the fingers

Closing and opening
the holes. Stopping
the holes. Maintaining
the natural status of
the body to avoid
tension. Use games
and playful exercises.

Teachers report
teaching fingering is
difficult and getting
children to cover the
holes is difficult.
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In conclusion, the main difference in viewpoint on the teaching and learning of
beginner recorder technique between professional recorder player-teachers and the wider
recorder-teaching community is that because there has never been an in-depth study of
beginner recorder pedagogy, or any available literature specifically focused on the teaching
and learning of beginner recorder technique, the wider teaching community, who did not
receive a specialist recorder education or training, have been unable to access appropriate
and tailored information for them to develop their own skills in playing the recorder and
teaching instrumental pedagogy. This study, for the first time since the recorder’s revival in
the early 20th century, paves the way for a handbook on instrumental technique for the

teachers and parents of beginner recorder players, specifically in primary schools.

The following chapter will build on the information in this chapter and start to answer
the remaining research questions by drawing together literature-review evidence and data
from the survey of recorder teachers, focus group discussions and analysis and

comparisons of recorder tutor books.
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Chapter 8: Discussion Part 2

This chapter starts by following the same structure as the literature review,
discussing themes emerging from the literature review in relation to the remaining research

questions, the recorder-teacher survey, focus group data and tutor-book analysis.

This thesis has focused on closing the gap in research around social attitudes
towards the recorder in education and links to wider music education. New knowledge in the
field was acquired through literature discussions, a teacher survey, and a technique focus
group with professional recorder player-teachers and tutor-book analysis in order to answer

the remaining research questions:

1. To what extent has the recorder’s role in education affected its society’s perceptions
of the instrument?

2. How is the recorder taught in 21st-century England?

This chapter considers the findings, enquires into the trends and relates them to the
above research questions. Reference will be made to the research literature and parallels
explored. The impact of the research within the recorder-teaching community and the wider
paradigm of English music education will be examined, as will the limitations of the study.
This chapter will lead to the final chapter, which will discuss the implications of the research,
and areas for further research will be identified. Multiple themes emerging from the data are
interlaced; this means that it can be difficult to segregate them. Each theme will be

addressed as the chapter proceeds.

The structure of this chapter will consist of addressing themes emerging from the
literature reviews in light of the research questions. A significant contribution to the field has
been made in understanding how the recorder’s role in education has affected its perception
in society. Assessing the wider perceptions of the recorder in public discourse on the

instrument has shown the extent to which its role in education has affected its social
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perceptions. This was a previously under researched area. Existing literature on the socio-
cultural history of the recorder was reviewed in order to start answering the research
question. Reference was made to online social media ‘memes’ and blogs where the recorder
in education is discussed. Using social media was a way to gather information around public
discourse of the recorder without having to survey the public. This is the first time that
publicly available statements on social media have been used to assess society’s
perceptions of the instrument. These contemporary sources were put into context within the
backdrop of the development of the recorder in education, and conclusions have been

reached.

This chapter will now follow the same structure as the opening literature review and
address emerging themes from the literature review in order to research conclusions on the
remaining research questions. This research has confirmed suggestions that the recorder’s
role in education has had a negative impact on the social perceptions of the instrument. This
conclusion has been reached following analysis of internet memes, historical literature
reviews and the teacher survey. Hallam (2019) confirmed Ehrlich’s (forthcoming, p. 76)
presumptions that the recorder is predominantly taught in primary schools, in large classes,
by non-recorder specialists. New data was collected from the teacher survey that also
confirmed this: whilst 54% of surveyed teachers responded to say that the recorder was their
first instrument, 35% of the same set of teachers answered that they did not have any formal

qualifications in the recorder.

Specialist vs. Non-Specialist Recorder Teachers

There has been a continuous debate around who should teach primary-school music
(Holden & Button, 2006). The definition of ‘non-recorder specialists’ in this thesis is now
defined by results from the recorder survey that highlighted low levels of tertiary
qualifications in music in general or specifically the recorder among recorder teachers. This
is in contrast to the American band system, where undergraduate music-education

programmes train potential new teachers to teach a multitude of wind and brass instruments.


https://www.zotero.org/google-docs/?Xy4X22
https://www.zotero.org/google-docs/?I8WoLg
https://www.zotero.org/google-docs/?OeSHkF
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The teacher survey showed that just over a third of recorder teachers surveyed had no
qualifications on the recorder such as ABRSM exams, and only just over half had a tertiary-
level degree in music. 75% of trainee primary-school teachers had no qualifications in music
prior to starting their ITT, and only 69% of trainee teachers had some music training during

their ITT (Holden & Button, 2006).

This is echoed by data explaining that 47% of non-specialist, general primary
teachers use musical textbooks and teacher guides, whilst 69% of the same group of
teachers use published music schemes and books (Holden & Button, 2006). A report from
the Associated Board of the Royal Schools of Music found that in general, 94% of
instrumental and vocal teachers they surveyed in the UK had a tertiary-level qualification in

music or higher (ABRSM, 2014).

In the teacher survey, 45% of teachers believe it is socially acceptable to teach the
recorder without any prior training, which suggests a perception of facility where teachers
are under an illusion about their own abilities; 56.8% of teachers teach up to Grade 5, whilst
at the same time, only 59% of teachers believe there is a specific recorder technique. This
contrasts to teachers surveyed for the Music Mark report into WCET when 90.9% of
teachers replied that a mark of a successful WCET programme was that pupils obtained a
good instrumental technique. 48% of recorder teachers have had no prior training in
teaching the recorder, yet when asked what they found most challenging about teaching the
recorder, teachers responded to say that the negative social perceptions of the recorder
were the most difficult thing about the profession. In a similar fashion, when asked what kind
of training they would like to receive, teachers responded that they would like training in how

to plan different styles of curriculum, not in how to physically teach the recorder.

My research would seem to confirm the dominant view of the recorder as an
instrument taught predominantly in primary schools. The teacher survey shows a sizable
drop in the numbers of surveyed recorder teachers teaching either outside a primary-school

setting or teaching children above the primary-school age (age 11). New knowledge has


https://www.zotero.org/google-docs/?gGqJTT
https://www.zotero.org/google-docs/?1BuZcn
https://www.zotero.org/google-docs/?nitjUg
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been brought to light regarding how primary school is the most popular place for recorder
teachers to teach and that for these teachers, recorder teaching provides only part-time

working hours.

What makes the recorder different, according to the teacher survey, is that it is not
unusual for a person to teach the recorder, for profit and as a profession, devoid of any

tertiary qualifications in music.

Even when teachers have had access to teacher-training programmes, as reported
by Biasutti et al. (2015) and Holden & Button (2006), there is still an underconfident
workforce of music teachers, whether qualified music specialists or qualified general
primary-school class teachers. 52% of teachers responded to say that they had received
some training in how to teach the recorder. The most popular form of training for teaching
the recorder (as stated in the teacher survey) was a module on pedagogy during university
or conservatoire study. Generalist primary-school teachers think that the recorder teachers
teaching their class are ‘specialists’. The recorder-teacher survey has uncovered that
although the idea of a highly qualified ‘recorder specialist’ could be seen regularly by general
primary teachers hiring expertise from a Music Education Hub, the reality is that ‘recorder
specialists’ are rare. Adding to the theory of the recorder’s negative social image, if the
bought-in ‘recorder specialist’ has had no training in how to play or teach the recorder, it
leaves questions about the quality of recorder teaching and learning in England. This was
echoed in 2009, when Ofsted rated the majority of music provision in schools to be
inadequate and found that teachers were not kept up to date with developing trends in music
education and that they lacked appropriate opportunities for continuing professional

development (Ofsted, 2009).

This research has highlighted the unregulated nature of instrumental and vocal music
teaching in England where there is no recognised qualification leading to QTS for
instrumental or vocal music teachers. Over half of the teachers who responded to the survey

teach the recorder at a primary school. Some of the limitations of the teacher survey were


https://www.zotero.org/google-docs/?WkBCYA
https://www.zotero.org/google-docs/?GtcXPC
https://www.zotero.org/google-docs/?9kLAAE
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that it did not ask respondents if they had qualified teacher status or how they were
employed (only where they taught). Whilst 64.1% of respondents replied to say they taught
in a primary school and slightly higher said they only teach the recorder part-time, this is in
contrast to the ABRSM 2014 report that said that over 80% of teachers taught in primary
schools. In both cases Hallam notes an immediate need for better CPD and training
opportunities for all that teach music in English schools (Hallam, 2019). This new research
from the teacher survey suggests strongly that the majority of initial recorder teaching is
delivered in school classrooms. But this does not mean that it is being undertaken by

teachers who hold QTS and are held accountable to English teaching standards.

When asked how much they charge for lessons, 78.36% of recorder teachers said
over £5 per lesson, suggesting instead that they are instrumental teachers, brought into
classrooms by head teachers as specialists (or supposed specialists) to replace or

supplement trained generalists.

This is echoed by Hennessy who reports that whole-class ensemble tuition ‘has
reinforced the view that music in primary schools should be taught by specialists’ and not
generalist primary-school teachers (Hennessy, 2017). She goes on to explain that the
implementation of WCET in primary schools has left primary teachers excluding music from
their professional duties. Hennessy reports that ‘while visiting experts have been employed
to lead the work in schools, many class teachers... have taken a step back, considering their

involvement adequate or unnecessary’ (Hennessy, 2012, p. 267).

The situation is thus one in which instrumental and vocal music teachers in private
practice face little if any accountability. | would suggest that in the case of instrumentalists’
classroom work, responsible individuals such as head teachers are little able to monitor what
is taking place for the very same reasons that they are hiring specialists in the first place. |
shall return in subsequent sections to the consequences of this both for recorder teaching

itself and for the status of the recorder, and | shall later offer some recommendations.


https://www.zotero.org/google-docs/?feCF9h
https://www.zotero.org/google-docs/?fpDtuS
https://www.zotero.org/google-docs/?sCrGg2
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Recorder-Teacher ldentity
This thesis has made continued reference to four cross-sections of music teachers

who teach the recorder:

1. General primary class teachers: usually with QTS, employed by primary schools to
teach the NC across multiple subjects, including music.

2. Music specialists: a catch-all term to describe any person who self-identifies as a
music teacher. This could also include a general primary class teacher.

3. Recorder specialists: teachers trained to tertiary level in the recorder.

4. Non-specialist recorder teachers: teachers that teach the recorder without a tertiary-

level training in the instrument.

Garrett explains that negative perceptions of music education held by teachers could
link back to teachers’ own experiences of learning music at school and that unconscious
bias towards certain subjects can undermine a teacher’s view about said subjects and the
manner in which they approach their teaching of it (Garrett, 2019). Sachs (2001) and
Connelly and Clandinin (1990) explain that a teacher’s own educational experience can form
their identities as teachers themselves and that negative constructs follow into the
construction of teacher identities. In addition, information from the literature review, cross-
referenced with tutor-book analysis, shows that there has been a lack of recorder
pedagogical development within the past hundred years, therefore it is probable that the
style of recorder teaching and pedagogy prevalent when they were a child is still the same

when they become teachers.

Lack of pedagogical development in recorder teaching can also be linked to teacher
identity. Isbell reports that specialist music teachers also construct their own identity as a
teacher through past, lived and learnt experiences and that this continues into their teaching
through an apprenticeship of observation rather than formal teacher training (Isbell, 2008).
He goes on to say that musicians have firm views about what and how to teach based on

their own experiences of learning (Isbell, 2008). Hallam’s acknowledgement of a lack of


https://www.zotero.org/google-docs/?iWI6Xd
https://www.zotero.org/google-docs/?qeqD8D
https://www.zotero.org/google-docs/?TAq9mD
https://www.zotero.org/google-docs/?X3Sigw
https://www.zotero.org/google-docs/?9zYK2B
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teacher-training opportunities for music teachers could be a direct cause of the stagnation of
recorder pedagogy throughout the 20th and 21st centuries. This, in turn, has led to primary-
school leaders ‘buying in’ perceived recorder specialists due to their own dislike of learning

the recorder as a child.

Music Teacher ldentity in Relation to Online Memes

Memes, as presented in chapter 1, suggest the recorder is thought of negatively in
society, in particular in relation to the recorder’s use in education throughout generations.
Chapter 2 highlighted research by Shifman (2013), who acknowledged the role of internet
memes in the creation of self-identity and sense of belonging to social groups. He explained
how internet memes can help researchers decipher social, political and cultural processes in

self-identity.

Eschler and Menking (2018) identify memes as having negative effects on social
groups, while Massanari argues that memes lead to toxic technocultures that result in
‘othering’ of social groups (Massanari, 2017). It is my theory that internet memes and related
negativity towards the recorder in education have heightened an already prolific culture of

othering within recorder teaching and playing communities.

Connelly and Clandinin (1990), Garrett (2019) and Isbell (2008) argued that a
teacher’'s own experience comes forward into their own teaching practices and that their past
experiences form their teacher identity. The teacher survey showed that recorder players
find other people’s perceptions of the recorder one of the most difficult things about recorder
teaching. Online social media networks where memes are shared foster intimate
relationships where shared experiences can result in group behaviour where other groups
are discriminated against. In teaching and parenting groups where memes regarding the
recorder in education are widely shared, there is a shared social identity of the recorder of

negative past experiences of learning the recorder in school.


https://www.zotero.org/google-docs/?XwhsB9
https://www.zotero.org/google-docs/?c8zdXt
https://www.zotero.org/google-docs/?l9L8x6
https://www.zotero.org/google-docs/?bYFftu
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The teacher survey showed that it was not just parents or teachers that held negative
perceptions about the recorder but music competition adjudicators, music examiners, fellow
teaching and musician colleagues and wider society. The teacher survey showed clear
examples of othering between passionate recorder teachers who enjoy teaching the
recorder. They feel it should be respected and have their own held beliefs about what others
thought about their profession and the recorder in education. This was amplified by answers
from the survey that said that managing parental expectations was also a difficulty when
teaching the recorder. The teacher survey showed that parents, influenced by their past
experiences of learning the recorder at school or influence from their involvement in social
media where recorder memes are shared, regarded the instrument as a ‘starter’ instrument

and that parents often pressured their children to move onto a ‘real’ instrument.

The teacher survey also expressed that the negative perceptions of the recorder
were also present within the ‘workforce’, in environments such as Music Education Hubs.
Teachers expressed a lack of ensemble opportunities compared to other instruments, a lack
of funding for recorder opportunities and ‘selling’ the recorder to parents and schools as a

starter instrument before moving onto a ‘real’ instrument.

The survey showed that tutor books remain popular; however, teachers expressed a
desire for more training and development in how to build appropriate recorder curriculums
and how to teach instrumental technique. Tutor-book analysis showed that all tutor books
were similar in layout, with similar pedagogical and musical content, despite being selected
from varying points of the late 20th to early 21st centuries. | argue that one of the reasons for
a stagnation in recorder pedagogy development has been the instrument’s negative
positioning in society and non-recorder-specialist teachers’ social identity linked with their
own past negative experiences, linked with widely shared social media memes re-

emphasising similar value concepts.

Returning to Shifman (2013), internet memes along with literature research and the

teacher survey in this thesis have shown how social and cultural processes in self-identity in
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recorder music teachers are intrinsically linked with society’s negative perceptions of the

recorder in society.

Social Identity Theory with Recorder Teachers

Holliday (2011) explained that membership of online communities, such as those
where social media memes are shared, result in the formation of groups where ‘others’ are
demonised in order to support an idealised sense of self. Due to the recorder’s use in
education, recorder teachers are subject to ‘othering’ in relation to online memes. The
recorder in education and people involved with recorder education activities became victims

of ‘othering’ behaviours even before the advent of online social media.

Spivak identified three dimensions of othering, which have become present within

recorder-teaching communities due to the recorder’s role in education (Spivak, 1985).

e The Power Dimension
e The Superiority Dimension

¢ The Master of Knowledge Dimension

The Power and Superiority Dimensions of Othering with
Recorder Players

Mary Williams (2005) details that in the early days of the Early Music Revival, there
were two opposing opinions of the recorder. One opinion was held by Early Music pioneers
such as Arnold and Carl Dolmetsch, who saw the recorder as a high-art instrument, and the
other opinion was held by audiences, who saw it as an oddity. She says that Arnold
Dolmetsch exclaimed that audiences would not understand the recorder, and that is why the
recorder received negative reviews in concerts. She also cites that he claimed that ‘ignorant’
people would find the instrument easy to play at first. Williams continues to explain that in
the early 1900s, only ‘intellectuals’ appreciated the recorder (Williams, 2005). As late as
1938, with the recorder becoming more popular as an educational tool, Edgar Hunt was

quoted as saying ‘| had not imagined recorders being used in “council” schools’ (Williams,
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2005, p. 131). In the 20th century, these were the first demonstrations of the Power
Dimension of othering. Early Music pioneers othered those who questioned the validity of the
recorder’s status as a high-art instrument on a par with the orchestral and contemporary
instruments of the times. This othering remains when, through the teaching survey, it was
apparent that recorder teachers found negative perceptions of the recorder difficult to deal
with, when they mentioned specific other groups such as non-recorder-specialist colleagues,

‘ignorant’®® music competition adjudicators, music examiners and parents.

This also links to Spivak’s Superiority Dimension, when recorder teachers expressed
concerns about examiners’ and adjudicators’ lack of knowledge, leading to ‘inappropriate’
and ‘negative’ comments about recorder performances.* In addition, teachers’ dismay at the
lack of progression routes and ensemble activities available for the recorder in relation to
other instruments showed that recorder teachers could reside in the Superiority Dimension
by questioning why the recorder is not worthy for such activities in relation to other
instruments. When recorder teachers in the survey noted that they find ‘losing’ their students
to ‘the saxophone teacher down the hall’*” and recognise that other instruments were seen
as more serious instruments than the recorder, this annoyance could also be a statement of

the Superiority Dimension of othering.

In contemporary English WCET teaching, the issue of the ‘visiting recorder teacher’
or ‘bought-in specialist’ could relate to the concept of othering, as each teacher sees each

other as ‘the other’. This is an area that requires more research.

Othering with Recorder Players
In the literature it was found that Robert Ehrlich (forthcoming) demonstrated a culture
of othering within the recorder teaching and performance community when he said there was

an element of distrust between amateurs and professionals in the field. He went on to

35 Response from teacher survey.
36 Responses from teacher survey.
37 Response from teacher survey.
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explain that professional recorder-specialist teachers were susceptible to undercutting of
lesson pricing by less-qualified competitors. The teacher survey showed an element of
othering within the Master of Knowledge dimension of othering, with recorder teachers
mentioning exasperation with ignorant comments from examiners and adjudicators with
regards to their lack of knowledge about the recorder and its techniques. Recorder teachers
were unanimous in the survey that the most difficult thing about teaching the recorder was
the instrument’s negative social perceptions and working with colleagues who, in their
judgement, ‘don’t know how to play the recorder’. This shows a large element whereby
recorder specialists see themselves as the master of knowledge of other non-specialist
recorder teachers. Yet the England branch of the European Recorder Teachers Association
still has a relatively small membership, and none of the sample of recorder tutor books was
written by a recorder specialist. In addition, recorder technique and pedagogy have not been
researched or published on since Walter van Hauwe’s collection of manuals in the 1970s
(van Hauwe, 1984). A key part of the Master of Knowledge dimension of othering is that the
master’s knowledge shall remain tacit with the inferior other. The recorder’s role in education
has negatively affected its social status, yet recorder specialists have not shared their
knowledge, until now, with the wider education community. This epitomises the Master of

Knowledge dimension.

Amateurs vs. Professional Recorder Players — A Legacy of
Othering

Galpin’s early-20th-century experiments with the recorder being used as a method of
moral improvement with his parishioners paved the way for adult amateur recorder activities
in England which, along with the recorder’s involvement in education, have turned the two
opposing groups’ opinions around (Williams, 2005). Moving into the middle of the 20th
century, Mary Williams declares that the recorder is the instrument of choice for amateurs
and The Society of Recorder Players has been at the forefront of amateur recorder playing

since its inception in 1937 (Williams, 2005). The Society of Recorder Players affords its
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members the opportunity for social music-making, with no minimum standard to join. As
discussed by Robert Ehrlich, amateur recorder players in the 21st century are fiercely loyal
to their unique branch of social music-making and are dubious of professional players.
‘Amateur players can be vocal in expressing their independence from, and occasional

distrust of, professionals’ (Ehrlich, forthcoming, p. 76).

It is an assumption in contemporary recorder circles that amateurs are suspicious
and untrusting of professional recorder players, whereas until the middle of the 20th century
the opposite was true. The Society of Recorder Players limits its activities to supporting and
encouraging amateur players. Enthusiastic and passionate amateur recorder players have
affected the recorder’s social perceptions by maintaining that the recorder should have its
roots in amateur, social, ensemble playing and rejecting the recorder as an instrument
worthy of serious study. At the start of the Early Music Revival, the power, in the Power
Dimension of othering, was held by professional performing artists. The inauguration of The
Society of Recorder Players as a once-powerful and large collective of amateur recorder
players turned the amateurs into the superior collective, in the Superiority Dimension of

othering. Amateurs can see themselves as superior to professionals.

Massanari (2017) notes that online memes and social networks can create ‘toxic
technocultures’ where othering is prevalent. Amateur recorder playing is still hugely popular,
with the Facebook page ‘Recorder Players 'n’ Enthusiasts’ having 7,500 members. On this
page, amateur recordings and videos are widely shared, with far more likes than
professional videos and recordings. Heated discussions around amateur vs. professional
recorder performances are regularly held within this social network, and as research around

social identity within social networks is growing, this may be an area of additional research.

One possible method of raising the social perceptions of the recorder could be to try
to eliminate othering in recorder communities by recorder organisations working together to
positively promote the recorder on social media communities, online forums and sharing

spaces. This could help recorder teachers to enculturate their pupils into the recorder, and to
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help recorder pupils see that recorder-playing activities happen outside of the classroom,
both professional and amateur, but most importantly, in the community with people of all
ages, cultures and backgrounds. This would help to bring one element of informal

pedagogical framing into the classroom.

Informal Pedagogical Framing

Hallam et al. highlighted a need to develop an informal music-learning approach to
emulate the way in which popular musicians learn as a possible way to raise levels of
engagement with music into and throughout secondary-school learning (Hallam et al., 2017).
They argue that continuing levels of declining engagement with music at secondary school
has been historically blamed on poor teaching, and therefore teachers need to look in new
pedagogical directions by taking a more informal approach to music education (Hallam et al.,
2017). Green (2002), Folkestad (2006) and Vasil (2019) showed that informal pedagogical
framing can result in pupils being more likely to continue with musical involvement later in
life. Results from the teacher survey show that most recorder learning happens during
primary school and that there is a significant drop in numbers of children continuing to learn
the recorder in secondary school. This matches with more general data from Music Mark
2017 and ABRSM 2014 that also shows lower numbers of children learning musical
instruments after primary school. Below | list the following elements of informal learning and
how these relate to the recorder: pupil autonomy, enculturation, mentorship above teaching

and explorative learning.

Pupil autonomy

Green (2002), Folkestad (2006), O’Flynn (2011) and Vasil (2019) have shown that
pupils rarely choose the instrument they learn in whole-class instrumental lessons and that
instead, schools choose their instrument for practical reasons. Ross in 1995 explained that
in informal learning situations, children chose for themselves what musical instrument to

learn to play (Ross, 1995). In addition, Fautley et al.’s 2017 report for Music Mark shows that
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pupils do not get to choose the instrument they learn in WCET projects, where the recorder
is the fourth most popular instrumental choice (Fautley et al., 2017). The recorder, however,
is still a widely learnt instrument in England, with the ABRSM'’s 2014 Making Music report
showing the recorder to be the third most popular instrument, just below the piano and

keyboard (ABRSM, 2014).

The lack of pupil choice has been a mainstay of the recorder’s leading role in whole-
class instrumental lessons since its inception into classrooms in the 1930s. Chapter 1
showed negativity to the recorder in education from the perspective of teachers and parents,
identifying that this lack of autonomy over instrumental choice has negatively affected the
recorder’s social perceptions. Anderson and Barton-Wales note ‘the importance of parental
choice in continuation’ of instrumental lessons after the initial experience of WCET has

ended (Anderson & Barton-Wales, 2019).

The teacher survey noted that many parents, as well as WCET programmes, see the
recorder not as an instrument that one chooses to play for longevity, but as a starter
instrument before learning a ‘real’ instrument. This is also noted by Hallam (2006) and the
teacher survey. The teacher survey also showed that parents encourage children to move
onto a ‘real’ instrument after starting out on the recorder, implying that for children outside of

WCET programmes, starting the recorder was a parental decision, not a child’s choice.

Green (2002), Folkestad (2006), O’Flynn (2011) and Vasil (2019) argued that
children not only know what kind of instrument they may like to play, but also the type of
repertoire they would like to play. The teacher-survey results made no reference to children
electing to play their own choice of repertoire in answer to any of the questions raised. The
tutor books analysed showed a range of precomposed, folk, traditional and hymnal

repertoire and gave no opportunities for children to choose repertoire that they would like to
play.
The focus group recommended a child-centred, playful approach to learning

instrumental technique, in opposition to a more traditional, teacher-directed style of
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pedagogy advocated by the tutor books. This lends itself to elements of pupil choice in a

selection of play-based activities to learn instrumental technique.

The recorder’s role as an instrument of educational obligation for generations has
negatively affected its social perception. The recorder’'s compulsory role in education has,
positively, kept recorder specialists in employment and given many teachers their first route
into an educational career. However, the literature review widely acknowledged that when
children are enculturated into music, which includes knowing the type of instrument they

would like to play, they are more likely to continue with music-making into adult life.

Enculturation

As well as the above-mentioned researchers into informal pedagogical framing,
O’Flynn (2011) and Cawley (2013) explain that children are immersed in music in their
everyday lives. As Ross, they acknowledge that children elect to play a musical instrument
based on their initial connection with sound and how it relates to the music they already
engage with. John Banister's 1681 publication was one of the first examples of a recorder
tutor book that would be still recognisable to recorder teachers in 2020 (Banister, 1681). It
contained a mix of folk and hymnal repertoire as its core repertoire for learning. The School
Recorder Book, first printed in the first half of the 20th century, in terms of repertoire, was
very similar (Priestley & Fowler, 1962). Research from this thesis shows that recorder tutor
books still lack contemporary repertoire and focus on traditional folk, hymnal and original
compositions. Kodaly recommends using folk music as a basis for starting the music-
learning process. His argument for this was that he believed that children were encultured
into the music of their homelands. England is not a monocultural society, and finding folk
music that all children can relate to and have been enculturated into is not always going to
be possible. Keith Swanwick identified the ‘sub-culture of school music’ in the 1990s, when
the music being taught in schools does not relate to children’s outside lives. The recorder
suffers from being in that subculture, and this research shows that little has been done by

way of pedagogical advancements to combat this.
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As already mentioned, the survey did not show any teacher using enculturation as a
strategy for engagement with recorder learning; instead teachers used goal-orientated

teaching to engage their students with exams, assessments and target setting.

Furthermore, enculturation into a subject or interest requires input from the wider
community; the recorder has to be seen to be a part of wider society, not just a school-based
activity. The recorder does not occur positively in wider society, so this section of
enculturation is also missing and adds to Swanwick’s theory of a musical subculture.
Enculturation by and with people and the community links closely with the idea of mentorship

above direct and didactic teaching within informal pedagogical framing.

Mentorship

Mentoring learning relationships are present across many musical cultures, including
popular music and jazz (Green, 2002), Indian classical music (Neuman, 1990) and traditional
Irish music (Cawley, 2013). Dewey also acknowledges the role of mentorship in learning
(Garhart Mooney, 2013, p. 16). Vygotsky (1896—1934) similarly believed that children learn

through conversations between both peers and adults.

ABRSM 2014, Music Mark 2017 and this teacher survey show that year on year,
fewer children continue learning a musical instrument as they get older. With the recorder
being used as a starter instrument, these figures of discontinuation can be presumed to be
higher than the general surveys of 2014 and 2017 present. Wenger explains that mentor
relationships in musical learning are not always between adult and child, but can be equally
as effective between peers (Wenger, 1999). | argue that community mentorship in recorder
learning is key to enculturation within the learning process that Green et. al have presented
as crucial to the success of continuation with musical learning. With recorder learning being
only for a year within WCET projects (Hallam, 2011), this leaves a void for peer and

community mentorship, adding to a lack of enculturation opportunities for recorder learning.
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The teacher survey also raised concerns about the recorder being used as a starter
instrument and a lack of progression routes and ensemble opportunities for young recorder
players, compared to other instruments. This leaves a void for opportunities where peer
mentorship could occur because children are not being encouraged to continue learning the
recorder. Hallam (2011) explained that MEHs widely sell the recorder as a ‘pre’ instrument
and that WCET largely lasts for no longer than a year. In addition, the teacher survey also
reported parents that thought similar things. Institutionally, the recorder is used as a starter
instrument as a result of its negatively held social perception by educators, Music Education

Hubs and parents.

Tutor books do not give any opportunities for group play-based activities in order to
learn the recorder; this is ironic given that the teacher survey and literature review showed
that most recorder learning occurs in large groups. This shows a lost opportunity to
encourage peer mentorship through play in group recorder lessons. By contrast, the focus
group promotes a play-based, enquiry style of learning instrumental technique that serves as

a vehicle for peer mentorship.

| argue that professional organisations such as The Society of Recorder Players, the
European Recorder Teachers Association, the National Youth Recorder Orchestra and
conservatories need to collaborate with grassroots recorder players similar to the Fédération
Internationale de Football Association (FIFA). They explain that their mission is to ‘ultimately
improve the football experience of those who wish to play the game. Building the skills and
capacities of the individuals responsible for providing this football experience is therefore key
to this objective’ (FIFA.com, n.d.). Mentorship can act as a sharing of knowledge which can

lead to explorative learning.

Explorative learning
Explorative learning through trial and error by learning, listening, copying,

experimenting and improvising is something that is integral to informal pedagogical framing,
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but these themes are also prevalent in educational psychology and learning theory. This

theme closely relates to all three research questions.

Explorative learning is closely linked with enculturation and the role of the mentor, as
children learn through experimenting by observing what those within their communities are
doing and wishing to copy. It has already been discussed how the lack of continuation with
recorder learning leaves a gap for community or peer mentorship, but this also leaves out

mentors to exploratively copy through play.

The recorder is commonly taught in primary schools, in large groups, directed by a
teacher and often with a tutor book. This displays formal and behaviourist learning practices
which leave out many elements of informal learning practices. Tutor books do not include
explorative warmups, games or improvisation, and instead focus on the acquisition of
pitched notes and learning to read music. There was no evidence of explorative learning
practices in either the Music Mark (2017) report on WCET lessons or the teacher survey in
this thesis. Explorative learning is closely linked to the final two research questions, where

the topic will be discussed at greater length.

The focus group promotes a framework for explorative recorder learning following the

Fundamental Five aspects of recorder technique.

Summary — To What Extent Has the Recorder’s Role in
Education Affected Its Special Perceptions?

In summary, the following things have negatively affected the recorder’s role in

education:

¢ Alack of pedagogical development of technique resources for beginner recorder
players and their teachers.
¢ Insufficient recorder teacher-training opportunities or opportunities for recorder-

specific CPD.



225

e A historical legacy of othering between different subsections of the recorder/music-
education community.

e Disregard of the need to enculturate children and teachers into the recorder outside
of the classroom, educational or amateur contexts, which may lie behind the rise of
negative online memes.

e The recorder being presented as compulsory educational provision in primary
schools.

e The recorder being used in whole classes as a starter instrument, with insufficient
pathways for progress or ensemble opportunities, in contrast with other instruments.

¢ Children not having positive peer or adult recorder mentors to look up to and be
inspired by.

e Historical reliance upon behaviourist, teacher-directed instruction.

How is the Recorder Taught in 21st-Century England?

The recorder in 21st-century England is taught by a largely underqualified selection
of teachers, to children in large groups in primary school where pupils do not get a choice of
what instrument to play. Ehrlich’s initial view that tutor books are popular with music teachers
was confirmed by literature that reported that 47% of non-specialist, general primary
teachers use musical textbooks and teacher guides, whilst 69% of the same group of
teachers use published music schemes and books (Holden & Button, 2006). Although
responses to certain books in the teacher survey were not unanimous, there were 152
responses to the tutor-book question, which gives further evidence that tutor books are
popular with recorder teachers. These behaviourist-style tutor books and methods of
learning are the antithesis not only of the recommendations of educational psychologists
such as Dewey, Vygotsky and Montessori, but also of instrumental pedagogues such as

Kodaly and Suzuki.
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This research has evidenced how and what teachers teach in beginner recorder
lessons. Linked to the popularity and contents of the recorder tutor book, note reading was
the most common activity to happen in the beginner recorder lesson, with 89% of teachers
teaching note reading in beginner recorder lessons, compared with just 66% of teachers that
teach instrumental technique. This could be linked with the teacher’s lack of knowledge
around instrumental technique and, as will be discussed later, information in recorder tutor

books.

Other common activities in beginner recorder lessons include teacher modelling
(83%), listening (78%) and games (74%). The least popular activities included composition,
improvisation, scales, sight singing, flexible fingerings, transposition and consort work. 82%
of teachers replied to say that their students regularly play with other students on recorders,
yet consort work rated very low in lesson activities. This could suggest either that ensemble
work is additional to classroom lessons, despite most recorder lessons happening in large
groups, or that the recorder teacher surveyed did not understand the term ‘consort work’.

The latter possibility could indicate that these teachers lack wider recorder knowledge.

Summary: How Is the Recorder Taught in 21st-Century
England?

e The descant (soprano, C) recorder is the most popular instrument taught.

It is taught in whole classes in primary schools.

e ltis not as popular in secondary schools.

¢ ltis taught by underqualified, part-time, non-recorder-specialist teachers.

e There is no ‘agreed’ concept of beginner recorder technique.

e The most common starting note is B.

e Tutor books promote a note-by-note, tune-learning approach to learning the recorder.
¢ Note reading is the most popular activity in beginner recorder lessons.

e Pupils are not enculturated into the recorder.

¢ The most popular aspects of technique taught are tonguing, breathing and fingering.
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The final chapter will review the research questions and methodology of this thesis
before summarising conclusions of the research and presenting its implications and

suggestions for future research.
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Chapter 9: Conclusions and Implications

This study aimed to acquire new knowledge in the field of recorder education and

pedagogy. After suggestions of the recorder having negative social perceptions, only being

taught in primary schools, | set out to see if this was true, and how these social perceptions

came about. In addition, having taught the recorder, noticing a lack of pedagogical

information in recorder education resources and myself having been taught by a non-

recorder specialist, | wanted to assess what the similarities and differences were in

approaches to teaching and learning beginner recorder between professional recorder

player-teachers and the wider recorder-teaching community.

In order to do this, | chose a mixed-methods approach to data analysis in the

following areas:

Literature review research to report on existing literature in the field of music
education in England, learning and social identity theory, social media and a
historical account of the recorder in education.

A survey of recorder teachers using Google Forms that was posted on social media
and distributed through my own professional network. This consisted of open and
closed questions, resulting in quantitative and qualitative data sets. The qualitative
data was analysed using thematic analysis.

A focus group with professional recorder player-teachers who were current students,
alumni and professors at the GSMD. The participants had experience of teaching
beginner recorder in a range of different contexts, including primary- and secondary-
school teaching in the private and state sectors, in groups and individually, through
MEHSs and private practices. Data was then transcribed and extracted from the focus

group before being thematically analysed.
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e Four best-selling recorder tutor books from the 20th and 21st centuries were selected
for analysis and comparisons. These tutor books were analysed through thematic
analysis according to their familiar general themes, approaches to musicianship,

theory and recorder technique.

This chapter will now present the key findings from this research in relation to the

research questions.

To What Extent Has the Recorder’s Role in Education Affected
Its Social Perceptions? The Impact of This Research

Implications derived from literature reviews

There is a general lack of existing literature around perceptions of the recorder. The
small amount of existing research was used for this thesis to draw conclusions as to why the
recorder has a negative social perception. In order to do this, historical sources needed to be
consulted to track trends across time. The recorder has very little resources aside from
recorder tutor books and historical treatises. Although this had initially an implication for
starting research, it has become a key argument into understanding why the recorder has

such negative connotations.

Professional organisations’ perceptions of the recorder

Society’s negative perception of the recorder is not purely limited to online social
media content creators. Professional musical organisations do not view the recorder as a
serious instrument either. Music examination boards underestimate recorder players and the
instrument’s capabilities. Recorder players are only required to play the descant and treble
recorder from Grade 5 onwards, even though there are multiple other fingering systems to
be able to play. These underestimations are not limited to technical or theoretical skills.
Recorder players tend to specialise in music pre-1820 and post-1920; there is a distinct lack
of graphic-scored or aleatoric repertoire in exam syllabi, even though it is a generic part of a

recorder player’s skill set. This points towards a larger debate around what skills are
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assessed across instruments in regulated music exams. To conclude, professional

organisations such as the Associated Board of the Royal Schools of Music are perpetuating
the myth that the recorder is easy to play, with few skills to be developed. Neither the Music
Mark (2017) nor ABRSM (2014) reports differentiated between different types of recorder in

their surveys.

This was a factor highlighted by the teacher survey as the thing teachers found most
difficult: society’s perceptions of the instrument. This included perceptions from other
teaching colleagues, competition adjudicators not taking the instrument seriously, examiners
not understanding the techniques available on the instrument, and parents and families not

valuing the instrument.

Society’s negative perceptions of the instrument permeate almost every aspect of a
recorder education, including recorder teachers. Only 26% of surveyed teachers disagreed
that they encourage their students to progress onto another instrument, and some teachers
said that the most difficult thing they encounter as a recorder teacher is families and
competing colleagues expressing a wish to progress onto a ‘real’ instrument. This could be
because the recorder does not have any repertoire between the end of the Baroque period
and the mid-20th century. This could be one element as to why the recorder is not thought of
as a ‘real’ instrument. As mentioned previously, recorder players, however, have a collection
of skills not recognised by examination boards. One of the impacts of this research is to
encourage professional associations such as examining boards to re-assess their recorder
syllabi to include clef-reading, transposition and the requirement to play in three fingering
systems in the more difficult examination grades. Examining boards could also be
encouraged to include historical ornamentation skills into their syllabi, similar to
improvisation skills in jazz exams. This would bring the recorder in line with other
instruments where these skills are assessed. It would, however, require a vast number of
current recorder teachers to develop their skills, beyond treble-clef descant and treble

recorder playing. Bringing the recorder in line with other instruments in national music
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exams, in terms of raising the requirements for higher-level exams, would help to change the
image of the recorder among teachers, examiners, students and parents as more than just a
‘school’ instrument. The teacher survey uncovered many implications for general primary
music teacher training as well as specialist recorder teacher training in England. Linking
back to why music education organisations offer to teach the recorder when there is a lack of
recorder specialists and continuing professional development in recorder teaching, this
research has highlighted that organisations such as the European Recorder Teachers
Association would be well placed to support non-specialist recorder teachers’ professional

development.

Impact on practice

This research has the potential to be significant for recorder teachers and wider
music educational professionals and institutions. Comparisons between the Guildhall focus
group and recorder tutor books show vast differences in approaches. The Guildhall focus
group promotes learning through play and exploration that fosters a constructivist learning
style, whilst tutor books rely on teacher-directed, behaviourist-style learning through the
quick acquisition of pitched note production. There is now an opportunity for recorder
teachers to reflect on their practice and ‘upskill’ using these new approaches. Recorder
teachers will need to be prompted and supported to be reflective practitioners in order to
improve their skills and knowledge. Developments in recorder pedagogy, both in its most
basic form and also in how existing recorder pedagogy among experts is transmitted, for the
first time since the Baroque period, will help to combat negative views of the recorder in
society and improve standards in recorder playing in schools and beyond. Publishers can
look towards this research as a means to develop new recorder-teaching material based on
the needs of teachers (as demonstrated in the teacher survey) and also based on the
pedagogical developments created by the Guildhall focus group. Professional recorder

player-teachers can use this research to work in partnership with exam boards, professional
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associations and publishers to spread these advancements in recorder pedagogy to help to

boost the recorder’s public image in regard to education.

Implications for Policy and Practice

Teacher training and requlations

This thesis has raised questions about the validity and quality of instrumental
teaching: an unregulated industry where practitioners can teach any instrument regardless of
their level of musical qualifications. This thesis has uncovered a large selection of people
who regard themselves as professional recorder teachers, who are practising teachers in
primary schools, who do not have any qualifications in the recorder, and in some instances
lack any higher qualifications in music, or any degree at all. This is in direct contrast to

England’s teaching standards.

It has highlighted the difference in standards between the official teaching standards
that state teachers should have ‘secure’ subject knowledge and that they should keep
abreast of developments within their subject and promote the value of scholarship. The
teacher survey showed that many recorder teachers lack adequate subject knowledge about
the recorder and have not formally developed their recorder teaching skills since their time in

higher-education study.

This research points to professional associations such as Music Mark and ERTA to
develop and widely promote opportunities and/or training courses for continuing professional
development, specifically for recorder teachers and teaching the recorder. Professional
associations should work together to question the regulatory systems of the music-teaching
industry and work towards some form of accreditation to ensure quality musical education,
particularly in light of the forthcoming update to the NPME. As a matter of course,
professional organisations are well positioned to work together to create a set of teaching
principles and standards for independent instrumental teachers, working with instrument

specialists to create such documents.
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Pedagogy

This research highlights an outdated model of instruction that needs to change. Keith
Swanwick identified musical subcultures within school music in the 1990s, and efforts have
been made to include informal pedagogical framing within NC music lessons within the

genre of popular music with the Musical Futures initiative.

To aid in producing such principles and teaching standards, professional
organisations can look towards this research in producing a set of teaching standards for the
recorder. For the first time since the Baroque period, significant developments have been
made in beginner recorder pedagogy. The newly developed Fundamental Five readily
translate to the beginnings of a set of standards for beginner recorder teaching and learning.
New insights surrounding approaches to recorder teaching and learning point towards
leaving behind a tradition of behaviourist instrumental instruction and moving towards a
constructionist style of playful learning through experience. The focus group recommends
learning the recorder by starting with games to teach the Fundamental Five, such as a ‘pick-
up sticks’-style game to learn how to hold the recorder and using straw-blowing games to
demonstrate the action of blowing. The focus group suggested leaving behind a note-based
music-reading curriculum promoted in tutor books and instead replacing it with a ‘playful
technique-first’ approach to learning the recorder based on preparatory games, in order to
learn first how to physically create sound and play with the instrument in the child’s hand.
This is not unusual in certain already-existing musical pedagogies, such as the movement-
based Dalcroze and the singing games of Kodaly. The Musical Futures approach to learning
is also the antithesis to a note-by-note approach to learning a musical instrument, instead
embracing informal pedagogical framing by learning whole pieces of music through a peer-

based trial-and-error approach to musical exploration.

These preparatory games should be based on each pupil having an awareness of
the body, and curriculum planning should follow the playful and constructivist principles of

educational theory as advocated by the likes of Montessori, Piaget and Dewey. Comhaltas



234

Ceoltoiri Eireann’s soon-to-be-published, one-term tin-whistle learning programme draws on
the traditions of traditional Irish music pedagogy and uses play and an awareness of the

body to give an introduction to tin-whistle learning.

The goal of the focus group’s intention for the development of recorder pedagogy is
that this new style of ‘Playful Technique First’ nurtures an explorative, improvisatory
approach to creating sound on the recorder whilst ensuring that through a constructivist style
of learning, children are fully aware of how to physically play the recorder. The focus group’s
aim for the future of recorder teaching and learning is that teachers and pupils will have a
thorough knowledge of how to create and produce sound through blowing and breathing,
how to start and stop sound using the tongue, how to hold the instrument in relation to the
hand span of each individual child, and how to correctly move the fingers in order to create

pitched notes and sounds through engaging in explorative, improvisatory play.

The focus group’s goal is that if pupils start to construct new knowledge based on
prior, already-known knowledge, they will become more proficient recorder players in the
future. They believe that teaching and learning the recorder through an experienced-based
curriculum will result in pupils having a better understanding of the skills required to play the
recorder and better execute them. In turn, their expectation is that young recorder learners of
the future will produce a better standard of playing and help to better the social perceptions
of the instrument. In addition, by nurturing learners’ curiosity in the early stages of learning
the recorder, it is hoped that the explorative, improvisatory skills needed to be a fluent
recorder player in the more advanced stages of learning (through Baroque ornamentation

and contemporary improvisation) will already be imbedded and developed.

Aside from recorder-specific advantages to a constructivist-style, ‘Playful Technique
First’ curriculum, adopting this approach to learning would bring the current opposing styles
of pedagogy between the constructivist-style NC for Music with its holistic mix of listening,

performing and composing and the traditionally behaviourist, ‘master—apprentice’-style of
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instrumental learning together, to create a more cohesive music education experience for

primary-aged children in England.

The music publishing industry

Music publishers have been marketing the recorder as an easy instrument to play —
marketing, saleable tutor books with the same tune-a-day, start on B and learn as many
notes as possible. These tutor books tell students, teachers and parents that the recorder is
easy to play, an easy instrument to start with before moving onto a ‘real’ instrument. This
has to change. Publishers now have the opportunity to develop recorder tutor books to
destabilise the recorder’s position in the music education subculture and promote the
recorder as an instrument worthy of serious (but still fun) study. For the recorder alone: not
because it's easy, not because it's cheap, not because it translates well to orchestral wind
instruments, but because it's the recorder. An instrument worthy of study based purely on its
own merits, with a research-informed approach to pedagogy, framed within a constructivist-

style curriculum.

Evidence from the teacher survey shows that the tutor book remains a popular
choice. Tutor books provide a range of progressive repertoire and can aid in learning to read
music. The sample of tutor books in the tutor-book analysis did not contain a book authored
by a recorder player. This could explain why there is very little information regarding recorder
technique, and in most cases any technique advice contained within the sample was

incorrect.

In the teacher survey, teachers responded to say that they wanted training on ‘new’
curriculums for the recorder. Music publishers now have an opportunity to work with
professional recorder player-teachers to use the findings of this research to produce a
scheme of work to teach the recorder in whole classes. These schemes of work should be
produced in order to support MEHs and musical associations teaching government-funded

WCET. These schemes of work should take a technique first approach to learning the
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recorder using the Fundamental Five strands of recorder technique, taking a constructivist

approach to curriculum design, including a playful approach to learning the recorder.

In addition, none of the recorder tutor books sampled contained the sound of a real
recorder in their backing track resources. 83% of teachers responded to the survey to say
that they regularly modelled recorder playing to their pupils, but the majority of them do not
have any qualifications in the recorder. It can be presumed, through evidence from social
media memes, that the recorder in education does not always sound ‘good’; this is not
unusual in comparison to other instruments, however, the recorder is different because the
evidence points to the recorder in education not sounding ‘good’ from teachers and students.
Any resources produced by music publishers should contain recordings by professional
recorder players on real recorders and not MIDI recorder sounds. The Suzuki method does
contain recordings with real recorders, although Suzuki recorder teacher training is very
expensive and not widely available. Including ear training in terms of promoting a sound-

quality awareness of the recorder could help to improve the recorder’s social perception.

Social Perceptions of the Recorder and Questions about WCET
This research has proved that the recorder’s role in education has damaged its social
perception. Negative links to the recorder only as an instrument for amateurs or primary-
schools classes permeates every aspect of the recorder in education, which is why the
recorder is thought of negatively in society. Underqualified teachers, poor public
performances, lack of pedagogical development, diminishment of pupil choice in the
instruments offered through WCET, behaviourist-style learning and lack of enculturation into
the recorder as a ‘real’ instrument have all contributed to the demise of the recorder as a
‘serious’ instrument of the Western Classical canon. This research questions the success of
WCET throughout recent educational practice in England. A teacher-led, behaviourist,
master—apprentice style of education in instrumental tuition is at odds with the constructivist

make-up of the NC.
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This thesis draws together pedagogical and sociological thinking about the way
traditional instruments are introduced into the classroom through WCET. The recorder was a
test case for compulsory whole-class instrumental lessons in primary schools. In
contemporary English music education, the same is happening once again. The recorder is
not the problem as to why children don’t continue to learn an instrument into secondary
school, or why beginner instrumentalists don’t sound like virtuosos straight away, but instead
it is a symptom of outdated pedagogical practice. The recorder has been a part of
generations of unsuccessful music education policy in England, but this thesis provides the
opportunity to look towards a progressive, research-led innovation in instrumental instruction

for and beyond the recorder.

Limitations

There are a number of limitations in the research of this thesis: firstly, the lack of
existing literature to draw on for a literature review and to base research questions upon. If |
were to undertake this thesis again, | would take a more sociological stance and look at
aspects of high and low culture to identify where the recorder sits in classical music and
music education. This would give a clearer understanding of how the recorder is viewed
across society within different sociological groups such as parents, teachers and other,

different, sections of society.

The teacher survey was carried out via an online Google form in 2016. This had its
advantages in allowing easy access to a self-selecting sample of recorder teachers, but
there were a number of limitations to the approach. The survey presents a one-dimensional
view of the data, as the sample was possibly those who were already interested in recorder
teaching. Carrying out interviews with some participants would, in the first instance, have
clarified and verified a number of points, and secondly, it would have opened up a wider
variety of recorder teachers, teaching in different locations and with varying levels of
experience and qualifications. For example, the correlation between the levels of

qualifications held by portions of the sample and the levels of belief in an actual recorder
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technique could have been explored in more depth. The number of responses to the teacher
survey, whilst positive in that it was self-selecting, was still a small sample at 169 responses.
Recruiting a balanced cohort of recorder teachers with varying levels of qualifications and

experience to interview may have resulted in richer data.

Whilst this self-selecting sample did not respond to say they felt underskilled or
underqualified, their responses proved to the contrary. In future research | would like to
explicitly target and interview a sample of people teaching the recorder who are not
‘traditionally’ thought of as teachers, for example volunteer parents and community members
who teach recorder in schools. | would also like to interview generalist primary-school
teachers who have taught the recorder to garner their views of the perception of the recorder
and their views on their own competencies as a recorder teacher. This thesis did not ask
whether participants had any teaching-specific qualifications, and this may go some way to
explaining low levels of recorder or music qualifications. On reflection the teacher survey
should have asked if respondents had QTS, but as there is no QTS for instrumental/vocal
teachers at the time of devising the survey, this was omitted. As such the sample was small
and did not wholly capture the demographic | was hoping for. If | was doing this again, |
would target individual primary schools where they teach the recorder to gain access to a
less ‘specialised’ cohort of respondents. In addition, the questions were designed by me and
| brought my own perspective to the design of questions and the interpretation of the
qualitative data. This could have resulted in the data being skewed towards a viewpoint |
already had. In addition, the survey used some recorder-specialist language that not all

portions of the sample may have correctly interpreted.

| am a recorder teacher and invariably brought my own perspective to the
interpretation of qualitative data. The idea of imposing the researcher’s existing views onto
data has been discussed by Bryman in 2012, and it is a widely accepted view that the

researcher’s existing views can unavoidably bleed into interpretation of qualitative data.
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Another limitation of the survey was that it contained specialist vocabulary linked to
the recorder. The pilot of the survey was sent to music teachers within my network who
would have been familiar with recorder vocabulary. On reflection, potentially not all
respondents to the survey shared the same specialist vocabulary. The teacher survey did
not gain a clear picture of what tutor books were being used. Instead | took a broad selection
of in-print publications that spanned the course of the late 20th century to the present day. |
also used my own knowledge of the field to select books that | know are being used by
colleagues in primary schools. | did not select any online services such as Charanga or free
YouTube tutorials to analyse in detail because their approach to recorder pedagogy is

extremely similar to tutor books: note- and theory-led.

The focus group was exclusively people who trained and/or taught at the Guildhall.
Whilst this can seem like a limitation, the panel came from across Europe and had a wide

and varied professional portfolio of teaching and performance beyond the Guildhall.

Future Research

Groundwork has been laid for further research into how social media can influence
society’s perceptions around instruments and its effects on teacher and student instrument
choices. This research could lead to further exploration as to why primary schools, Music
Education Hubs and teachers elect to teach the recorder, even though it has such a negative
social perception. In addition, why do music education establishments elect to offer the
recorder as an instrument to be taught when there is a lack of recorder specialists or

continuing professional development opportunities in recorder teaching?

The debate around legislation and teaching qualifications of instrumental/vocal
teachers has been highlighted as an area that still needs further research, and this thesis
calls into question the disconnect between the standards employed schoolteachers are held

to and the unregulated industry of instrumental/vocal teaching. Further research could be
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made into the availability and success of recorder teacher-training programmes and

continuing professional development in recorder teaching.

Over half of the teachers who responded to the survey teach the recorder at a
primary school. Some of the limitations of the teacher survey were that it did not ask
respondents if they had qualified teacher status or how they were employed (only where
they taught). Whilst 64.10% of respondents replied to say they taught in a primary school
and slightly higher said they only teach the recorder part-time, this is in contrast to the
ABRSM 2014 report that said that over 80% of teachers taught in primary schools. In both
cases Hallam (2019 notes an important need to improve CPD and training opportunities for

all that teach music in English schools (Hallam, 2019).

There is limited research on instrumental pedagogy. Cathcart’s and Creech’s theses
are two pieces of work that have explored the piano and violin, respectively. This thesis also
shows how there is a lack of research around individual instrument pedagogy and highlights
a further disconnect between educational research that is classroom- and school-based and
practice-based research around primary-school instrumental pedagogy. How instruments
are taught in large groups alongside the NC is an area of research that | would like to
continue from this thesis. This thesis has shown that although a system of teaching and
learning through whole-class ensemble tuition exists, it is not always successful, despite its
continued practice in England. This could be because of the way it is situated against the NC
for Music in a dual and often confusing system. Further research around how to integrate
instrumental tuition into the NC is not only a further area of research, but an area of further
research to develop political planning around the future direction of primary music education

in England.

Conclusion
Table 9.1 shows the conclusions as to how the recorder is taught in 21st-century

England, acknowledging how the recorder in education has affected its social status,


https://www.zotero.org/google-docs/?J9zC0j
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strategies to improve recorder teaching and learning, and society’s perceptions of the

instrument.
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Table 9.1: How the recorder is taught in 21st-century England

Effect on recorder’s social perceptions

Recommendations for improvement

Intended audience

A lack of pedagogical development of technique
resources for beginner recorder players and their
teachers.

Historically, reliance upon behaviourist, teacher-
directed instruction.

Use the Fundamental Five and Framework for
Teaching and Learning of Beginner Recorder
Technique to develop new recorder teaching and
learning resources for beginner recorder players
and their teachers.

Beginner recorder players

Recorder teachers

European Recorder Teachers Association
Music Education Hubs

Publishers

Continuing professional development providers

Insufficient recorder teacher-training opportunities
or opportunities for recorder-specific continuing
professional development.

Use the Fundamental Five and Framework for
Teaching and Learning of Beginner Recorder
Technique to develop new recorder teaching and
learning resources for beginner recorder players
and their teachers.

Continuing professional development providers
Recorder teachers

European Recorder Teachers Association
Music Education Hubs

Publishers

A historical legacy of othering between different
subsections of the recorder/music education
community.

Subsections of the wider recorder community to
work together to promote a working and
collaborative relationship to ‘rebrand’ the recorder.

Society of Recorder Players
European Recorder Teachers Association
National Youth Recorder Orchestra

Music Education Hubs, working in collaboration
with school-based teachers

Conservatoires




243

Disregard for the need to enculturate children and
teachers into the recorder outside of the
classroom, educational or amateur contexts,
which has led to a rise of negative online memes.

Institutions and individual teachers to develop
positive public relations and marketing strategies
for the recorder, focusing on online teaching and
parenting groups, early music and recorder
groups, and music education groups.

Society of Recorder Players
European Recorder Teachers Association
National Youth Recorder Orchestra

Music Education Hubs, working in collaboration
with school-based teachers (to better promote
recorder-playing activities in their communities)

Conservatoires
Recorder makers/manufacturers

Publishers

The recorder being presented as ‘compulsory’
educational provision in primary schools.

Give children a choice of what instrument to play
and the repertoire they would like to learn.
Present the recorder in a fun, engaging and
enculturating manner.

Schools
Music Education Hubs

Department for Education

The recorder was used in whole classes as a
starter instrument with insufficient pathways for
progress or ensemble opportunities, relative to
other instruments.

Children not having positive peer or adult recorder
mentors to look up to and be inspired by.

Recorder communities to work together to provide
affordable, available, accessible and engaging
opportunities for young recorder players to play in
ensemble with peers, older children and the wider
community.

Society of Recorder Players
European Recorder Teachers Association
National Youth Recorder Orchestra

Music Education Hubs, working in collaboration
with school-based teachers (to better promote
recorder-playing activities in their communities)

Conservatoires




244

Bibliography

Abril, C. R., & Gault, B. M. (Eds.). (2016). Teaching general music: Approaches, issues, and
viewpoints. Oxford University Press

ABRSM. (2014). Making music 2014.
https://gb.abrsm.org/media/12032/makingmusic2014.pdf

ABRSM. (2018). ABRSM: Practical descant recorder exams.
https://gb.abrsm.org/en/our-exams/woodwind-exams/descant-recorder-exams/

ABRSM. (n.d.). . Woodwind grades: requirements and information
https://gb.abrsm.org/media/62984/treble_recorder - all_grades.pdf

ABRSM Shop. (2018). Recorder exam materials 2018.
https://shop.abrsm.org/shop/powersearch/powersearch_results?deptid=100246&cati
d=101422&scdg=

Adams, R. (2018, March 8). School class sizes in England ‘rising due to funding cuts’. The
Guardian. http://www.theguardian.com/education/2018/mar/08/school-class-sizes-in-
england-rising-due-to-funding-cuts

Adderley, R. J., Hope, M. A., Hughes, G. C., Jones, L., Messiou, K., & Shaw, P. A. (2015).
Exploring inclusive practices in primary schools: Focusing on children’s voices.
European Journal of Special Needs Education, 30(1), 106—121. doi:
10.1080/08856257.2014.964580

Agricola, M. (1529). Musica instrumentalis deudsch (Agricola, Martin) — IMSLP: Free Sheet
Music PDF Download. Retrieved 7 January 2021, from
https://imslp.org/wiki/Musica_instrumentalis_deudsch_(Agricola%2C_Martin)

Allsup, R. E. (2003). Mutual learning and democratic action in instrumental music education.
Journal of Research in Music Education, 51(1), 24—37. doi: 10.2307/3345646

Amazon. (2020a). Amazon.co.uk: Bassoon tutor book. Retrieved 7 January 2021, from

https://www.amazon.co.uk/s?k=bassoon+tutor+book&ref=nb_sb noss


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

245

Amazon. (2020b). Amazon.co.uk: Clarinet tutor book. Retrieved 7 January 2021, from
https://www.amazon.co.uk/s?k=clarinet+tutor+book&ref=nb_sb_noss 2

Amazon. (2020c). Amazon.co.uk: Flute tutor book. Retrieved 7 January 2021, from
https://www.amazon.co.uk/s?k=flute+tutor+book&ref=nb_sb_noss 2

Amazon. (2020d). Amazon.co.uk: Oboe tutor book. Retrieved 7 January 2021, from
https://www.amazon.co.uk/s?k=0oboe+tutor+book&ref=nb_sb_noss

American Psychological Association. (n.d.). Ethical principles of psychologists and code of
conduct. Retrieved 14 May 2020, from https://www.apa.org/ethics/code

Anderson, A., & Barton-Wales, S. (2019). Musical culture and the primary school: An
investigation into parental attitudes to whole class ensemble teaching in the English
primary school and potential impacts on children’s musical progress. British Journal
of Music Education, 36(3), 267—279. doi: 10.1017/S0265051719000366

Bachtold, M. (2013). What do students ‘construct’ according to constructivism in science
education? Research in Science Education, 43(6), 2477—-2496. doi: 10.1007/s11165-
013-9369-7

Ballantyne, J. (2006). Reconceptualising preservice teacher education courses for music
teachers: The importance of pedagogical content knowledge and skills and
professional knowledge and skills. Research Studies in Music Education, 26(1), 37—
50. doi: 10.1177/1321103X060260010101

Banister, J. (1681). The most pleasant companion, or, Choice new lessons for the recorder
or flute: Being a new collection of new lessons, set forth by dots and notes, to which
is added, plain and easie rules and instructions for young beginners. London: John
Hudgebut & John Clerk

Banister, J. (1700). The compleat instructor to the flute. Containing very plain & easie
directions for young beginners, with variety of ye newest & best tunes, particularly the
dances, song tunes & ye rest of ye musick in the lubilee. Also all ye minuetts, boreys,
regadoons, marches, trumpett tunes and song tunes now in use, to which is added

ye newest French dances perform’d at ye ball at St. lameses on ye princes birth day


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.apa.org/ethics/code
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

246

last. The second book. London: Printed & sold by |. Young musicall instrument seller
at ye Dolphin and Crown in the West end of St. Paules Church yard

Barnes, J. (2005). The brain based/mental and physical well-being argument for music in the
primary curriculum. National Association of Music Educators

Barsalou, L. W. (1999). Perceptions of perceptual symbols. Behavioral and Brain Sciences,
22(4), 637-660. doi: 10.1017/S0140525X99532147

Batra, S. (2013). The psychosocial development of children: Implications for education and
society — Erik Erikson in context. Contemporary Education Dialogue, 10(2), 249-278.
doi: 10.1177/0973184913485014

Baumann, G., & Gingrich, A. (2004). Grammars of identity/alterity: A structural approach.
Berghahn Books. https://www.berghahnbooks.com/tittle/BaumannGrammars

BBC. (2002, July 3). Recorder puts children off music.
http://news.bbc.co.uk/1/hi/lengland/2087865.stm

BBC. (2013, December 27). BBC — BBC Young Musician 2014 announces category finalists.
Retrieved 16 May 2015, from
https://web.archive.org/web/20200127025436/http://www.bbc.co.uk/mediacentre/late
stnews/2013/bbc-young-musician-category-finalists.html

Beauchamp, G. (2010). Musical elements and subject knowledge in primary school student
teachers: Lessons from a five-year longitudinal study. British Journal of Music
Education, 27(3), 305-318. doi: 10.1017/S0265051710000252

Biasutti, M., Hennessy, S., & de Vugt-Jansen, E. (2015). Confidence development in non-
music specialist trainee primary teachers after an intensive programme. British
Journal of Music Education, 32(2), 143—-161. doi: 10.1017/S0265051714000291

Bliss, A. S. (2005). The dodo was really a phoenix: The renaissance and revival of the
recorder in England 1879-1941. [Unpublished doctoral dissertation.] University of

Melbourne. http://minerva-access.unimelb.edu.au/handle/11343/36930


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.berghahnbooks.com/title/BaumannGrammars
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://news.bbc.co.uk/1/hi/england/2087865.stm
http://www.bbc.co.uk/mediacentre/late
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://minerva-access.unimelb.edu.au/handle/11343/36930

247

Blumler, J. G. (1985). Reaching out: A future for gratifications research. In Media
gratifications research: Current perspectives. Rosengren, A. E, Wenner, L.A,
Palmgreen, P. (p. 50). Sage Publications

Browne, K. (2011). An introduction to sociology. Polity Press

Bryant, J., & Vorderer, P. (Eds.). (2006). Psychology of entertainment. Lawrence Erlbaum
Associates Publishers

Bryman, A. (2012). Social research methods (4th ed). Oxford University Press

Byo, J. L. (2018). ‘Modern band’ as school music: A case study. International Journal of
Music Education, 36(2), 259-269. doi: 10.1177/0255761417729546

Cantero, I. M., & Jauset-Berrocal, J.-A. (2017). Why do they choose their instruments?
British Journal of Music Education, 34(2), 203—215. doi:
10.1017/S0265051716000280

Carr, D. (2005). Making sense of education: An introduction to the philosophy and theory of
education and teaching. Routledge. doi: 10.4324/9780203994702

Cathcart, S. (2013). The UK piano teacher in the twenty-first century: Exploring common
practices, expertise, values, attitudes and motivation to teach [Unpublished doctoral
dissertation.] University College London.
http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.590885

Cawley, J. (2013). The musical enculturation of Irish traditional musicians: An ethnographic
study of learning processes [Unpublished doctoral dissertation.] University College
Cork. https://cora.ucc.ie/handle/10468/1548

chamberlainmusic. (n.d.-a). Descant recorders. Retrieved 9 January 2021, from
https://www.chamberlainmusic.com/collections/woodwind-instruments-recorders-
descant

chamberlainmusic. (n.d.-b). Nuvo N120CL Clarineo clarinet outfit. Retrieved 9 January 2021,
from https://www.chamberlainmusic.com/products/n120cl

chamberlainmusic. (n.d.-c). Sonix Student violin outfit. Retrieved 7 January 2021, from

https://www.chamberlainmusic.com/products/cm-vb2


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.590885
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

248

Chappell, S. (1999). Developing the complete pianist: A study of the importance of a whole-
brain approach to piano teaching. British Journal of Music Education, 16(3), 253—
262. doi: 10.1017/S0265051799000340

Choksy, L. (1999). The Kodaly method I: Comprehensive music education. Prentice Hall

Choksy, L. (2001). Teaching music in the twenty-first century. Prentice Hall.
http://catalog.hathitrust.org/api/volumes/oclc/43894294.html

Clarke, P. (2017). Introducing the theories of Piaget and Vygotsky. Lecture presented at the
University of Leeds. Leeds.

Clarke, V., & Braun, V. (2013). Successful qualitative research: A practical guide for
beginners. Sage Publication Ltd.

Classic FM. (2020). Classic FM Hall of Fame 2020. Retrieved 7 January 2021, from
https://halloffame.classicfm.com/2020/

Clauhs, M., & Cremata, R. (2020). Student voice and choice in modern band curriculum
development. Journal of Popular Music Education, 4, 101-116. doi:
10.1386/jpme_00016_1

Congdon, E. L., Novack, M. A., Brooks, N., Hemani-Lopez, N., O’Keefe, L., & Goldin-
Meadow, S. (2017). Better together: Simultaneous presentation of speech and
gesture in math instruction supports generalization and retention. Learning and
Instruction, 50, 65—74. doi: 10.1016/j.learninstruc.2017.03.005

Connelly, F. M., & Clandinin, D. J. (1990). Stories of experience and narrative inquiry.
Educational Researcher, 19(5), 2-14. doi: 10.3102/0013189X019005002

Coren Mitchell, V. (2014, September 20). Dear recorder teacher, I'm so sorry. The Guardian.
http://www.theguardian.com/commentisfree/2014/sep/21/dear-recorder-teacher-im-
So-sorry

Creech, A. (2010). Learning a musical instrument: The case for parental support. Music

Education Research, 12(1), 13-32. doi: 10.1080/14613800903569237


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.theguardian.com/commentisfree/2014/sep/21/dear-recorder-teacher-im-
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

249

Creech, A., & Hallam, S. (2011). Learning a musical instrument: The influence of
interpersonal interaction on outcomes for school-aged pupils. Psychology of
Music, 39(1), 102-122.

Crotchet, D. (1907). Bristol Cathedral. The Musical Times, 48(777), 705—-715. doi:
10.2307/904456

Dan Laurin — YouTube. (n.d.). Retrieved 9 January 2021,
fromhttps://www.youtube.com/watch?v=GPO-eHeqyPI

Daniels, H. (2002). An Introduction to Vygotsky. Routledge. doi: 10.4324/9780203434185

Department for Education. (2011a). The importance of music: A national plan for music
education.
https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachm
ent_data/file/180973/DFE-00086-2011.pdf

Department for Education. (2011b, July). Teachers’ standards — guidance for school leaders,
school staff and governing bodies
https://www.gov.uk/government/publications/teachers-standards

Department for Education. (2013, September). Primary national curriculum — Music
https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachm
ent_datalfile/239037/PRIMARY _national_curriculum_-_Music.pdf

Department for Education. (2020, June 21). Professional skills tests — Skills. Retrieved 9
January 2021, from
https://web.archive.org/web/20200621121335/http://sta.education.gov.uk:80/

Department for Education. (n.d.-a). Eligibility for teacher training | Get Into Teaching.
Retrieved 7 January 2021, from https://getintoteaching.education.gov.uk/eligibility-
for-teacher-training

Department for Education. (n.d.-b). Teachers standards information.
https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachm

ent_datalfile/665522/Teachers_standard_information.pdf


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.youtube.com/watch?v=GPO-eHeqyPI
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.gov.uk/government/publications/teachers-standards
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

250

Department for Education. (n.d.-c). What qualification levels mean. Retrieved 1 December
2020, from https://www.gov.uk/what-different-qualification-levels-mean/list-of-
qualification-levels

Dewey, J. (1990). The school and society and the child and the curriculum. University of
Chicago Press.
https://press.uchicago.edu/ucp/books/book/chicago/S/bo3697270.html

Dixon, M., & Senior, K. (2011). Appearing pedagogy: From embodied learning and teaching
to embodied pedagogy. Pedagogy, Culture & Society, 19(3), 473—484. doi:
10.1080/14681366.2011.632514

Edwards, C. (2002). Three approaches from Europe: Waldorf, Montessori, and Reggio
Emilia. Early Childhood Research & Practice, 2-18

Ehrlich, R. (forthcoming). The recorder in the twentieth century. In D. Lasocki (Ed.), The
Recorder.

Erikson, E. H. (1993). Childhood and society. W.W. Norton & Company

Eschler, J., & Menking, A. (2018). ‘No prejudice here’: Examining social identity work in
starter pack memes. Social Media & Society, 4(2), 2056305118768811. doi:
10.1177/2056305118768811

Fautley, M., & Colwell, R. (2012, September 13). Assessment in the secondary music
classroom. In G.E McPherson & G. F Welch (Eds.) The Oxford Handbook of Music
Education (Vol. | pp. 477-93). doi: 10.1093/oxfordhb/9780199730810.013.0029

Fautley, M., Kinsella, V., & Whittaker, A. (2019). Models of teaching and learning identified in
Whole Class Ensemble Tuition. British Journal of Music Education, 36(3), 243-252.
doi: 10.1017/S0265051719000354

Fautley, P. M., Kinsella, D. V., & Whittaker, D. A. (2017). Whole Class Ensemble Teaching
Research Report. https://www.open-
access.bcu.ac.uk/5340/1/WCET%20Report%20FINAL%20141117.pdf

FIFA.com. (n.d.). What we do — Education & Technical — FIFA.com. Retrieved 7 January

2021, from https://www.fifa.com/what-we-do/education-and-technical/


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.fifa.com/what-we-do/education-and-technical/

251

Finnegan, R. (1989). Hidden musicians: Music making in an English town. Cambridge
University Press. https://www.abebooks.co.uk/9780819568533/Hidden-Musicians-
music making-English-Town-0819568538/plp

First World Oboe Problems. (n.d.). Retrieved 3 May 2020, from
https://makeameme.org/meme/my-oboe-reed

Fletcher, P. (1987). Education and music. Oxford University Press.
https://www.abebooks.com/first-edition/EDUCATION-MUSIC-PETER-FLETCHER-
Oxford-University/13395217764/bd

Folkestad, G. (2006). Formal and informal learning situations or practices vs formal and
informal ways of learning. British Journal of Music Education, 23(2), 135—145. doi:
10.1017/S0265051706006887

Friends of Wigmore Hall. (2018, Summer). Wigmore Hall — The Score, Summer 2018.
https://wigmore-hall.org.uk/support-us/387-summer-2018-friends-newsletter/file

Furlong, J., Barton, L., Miles, S., Whiting, C., & Whitty, G. (2000). Teacher education in
transition: Re-forming professionalism (developing teacher education). Open
University Press. https://www.abebooks.com/9780335200399/Teacher-Education-
Transition-Re-Forming-Professionalism-0335200397/plp

Ganassi, S. (1535). Opera intitulata Fontegara (Ganassi, Sylvestro) — IMSLP: Free Sheet
Music PDF Download. Retrieved 7 January 2021, from
https://imslp.org/wiki/Opera_intitulata_Fontegara_(Ganassi%2C_Sylvestro)

Garhart Mooney, C. (2013). Theories of childhood: An introduction to Dewey, Montessori,
Erikson, Piaget, and Vygotsky (2nd ed.). Redleaf Press

Garnett, J. (2013). Beyond a constructivist curriculum: A critique of competing paradigms in
music education. British Journal of Music Education, 30(2), 161-175. doi:
10.1017/S0265051712000575

Garrett, B. (2019). Confronting the challenge: The impact of whole-school primary music on
generalist teachers’ motivation and engagement. Research Studies in Music

Education, 41(2), 219-235. doi: 10.1177/1321103X18814579


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.abebooks.co.uk/9780819568533/Hidden-Musicians-
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.abebooks.com/9780335200399/Teacher-Education-
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

252

Gaunt, H. (2010). One-to-one tuition in a conservatoire: The perceptions of instrumental and
vocal students. Psychology of Music, 38(2), 178—208. doi:
10.1177/0305735609339467

Gibbs, L. (1993). Private lives: Report on the survey of private music teachers and their
professional development and training. Goldsmiths' College.

Giebelhausen, R. (2015). What the tech is going on? Social media and your music
classroom. General Music Today, 28(2), 39-46. doi: 10.1177/1048371314552523

Google. (n.d.). professional — Google Search. Retrieved 11 January 2021, from
https://www.google.com/search?q=professional&oq=professional&aqgs=chrome..69i5
7j69i59j0i43312j46j69i6012)69i61.1571j0j7 &sourceid=chrome&ie=UTF-8

Great Big Story. (2016). Why we were forced to play the recorder.
https://www.youtube.com/watch?v=ET9k10btZ0Y &feature=youtu.be

Green, L. (2002). How popular musicians learn: A way ahead for music education.
Routledge. doi: 10.4324/9781315253169

Green, L., & John O’Flynn. (2011). Learning, teaching, and musical identity: Voices across
cultures. In Lucy Green (Ed.). Learning, teaching, and musical identity: Voices
across cultures (pp. 252—-266). Indiana University Press.
https://books.google.co.uk/books?hl=en&Ir=&id=Log27WMIJUMC&oi=fnd&pg=PA25
2&dqg=info:h75RLWMOcSMJ:scholar.google.com&ots=DsY7yiT5sK&sig=jY2YIpk2xN
FxfHEItYfhF-JHFDc&redir_esc=y#v=onepage&q&f=false

Greeting, T. (1682). The pleasant companion, or, New lessons and instructions for the
flagelet. J. Playford. hitp://lib.ugent.be/catalog/eeb02:12270967

Guest, G., MacQueen, K., & Namey, E. (2012). Applied thematic analysis. Sage
Publications. doi: 10.4135/9781483384436

Haddon, E. (2009). Instrumental and vocal teaching: How do music students learn to teach?
British Journal of Music Education, 26(1), 57—70. doi: 10.1017/S0265051708008279

Hallam, S. (2019). What contributes to successful whole-class ensemble tuition? British

Journal of Music Education, 36(3), 229-241. doi: 10.1017/S0265051719000342


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.google.com/search?q=professional&oq=professional&aqs=chrome..69i5
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

253

Hallam, S., Burnard, P., Robertson, A., Saleh, C., Davies, V., Rogers, L., & Kokotsaki, D.
(2009). Trainee primary school teachers’ perceptions of their effectiveness. In
teaching music. Music Education Research, 11. doi: 10.1080/14613800902924508

Hallam, S., Creech, A., & McQueen, H. (2017). Teachers’ perceptions of the impact on
students of the Musical Futures approach. Music Education Research, 19(3), 263—
275. doi: 10.1080/14613808.2015.1108299

Hallam, S., Rogers, L., & Creech, A. (2008). Gender differences in musical instrument
choice. International Journal of Music Education, 26(1), 7-19. doi:
10.1177/0255761407085646

Hannon, E. E., & Trainor, L. J. (2007). Music acquisition: Effects of enculturation and formal
training on development. Trends in Cognitive Sciences, 11(11), 466—472. doi:
10.1016/j.tics.2007.08.008

Hargreaves, A. (1994). Changing teachers, changing times: Teachers’ work and culture in
the postmodern age. Teachers College Press

Henley, J. (2017). How musical are primary generalist student teachers? Music Education
Research, 19(4), 470-484. doi: 10.1080/14613808.2016.1204278

Hennessy, S. (2000). Overcoming the red-feeling: The development of confidence to teach
music in primary school amongst student teachers. British Journal of Music
Education, 17(2), 183-196. doi: 10.1017/S0265051700000243

Hennessy, S. ., McPherson, G., & Welch, G. (Ed.). (2012). Music and music education in
people’s lives. In The Oxford handbook of music education (Vol. 1) (p. 265-275).
Oxford University Press. doi: 10.1093/oxfordhb/9780199730810.001.0001Hennessy,
S. (2017). Approaches to increasing the competence and confidence of student
teachers to teach music in primary schools. Education 3—-13, 45(6), 689-700. doi:
10.1080/03004279.2017.1347130

Herbert, T. (2000). The British brass band: a musical and social history. Clarendon Press


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

254

Heuser, F. (2011). Ensemble-based instrumental music instruction: Dead-end tradition or
opportunity for socially enlightened teaching. Music Education Research, 13(3), 293—
305. doi: 10.1080/14613808.2011.603043

Hewett, |. (2014, April 30). Can the recorder ever be sexy? The Telegraph.
https://www.telegraph.co.uk/culture/music/classicalmusic/10795534/Can-the-
recorder-ever-be-sexy.html

Hoffman, A. R. (2008). Gender, identity and the sixth grade band classroom. Gender,
Education, Music, and Society, 4, 1-12

Hogg, M. A., & Abrams, D. (1988). Social identifications: A social psychology of intergroup
relations and group processes. Taylor & Francis/Routledge

Holden, H., & Button, S. (2006). The teaching of music in the primary school by the non-
music specialist. British Journal of Music Education, 23(1), 23—38. doi:
10.1017/S0265051705006728

Holliday, A. (2011). Intercultural communication and ideology. Sage Publications. doi:
10.4135/9781446269107

Houlahan, M., & Tacka, P. (2008). Kodaly today: A cognitive approach to elementary music
education. Oxford University Press.
http://www.dawsonera.com/depp/reader/protected/external/AbstractView/S97801980
42860

Hudgebut, J. (1679). A vade mecum for the lovers of musick, Shewing the excellency of the
rechorder: With some rules and directions for the same. Also, some new ayres never
before published. N. Thompson. https://www.loc.gov/item/42026034/

Isbell, D. S. (2008). Musicians and teachers: The socialization and occupational identity of
preservice music teachers. Journal of Research in Music Education, 56(2), 162—-178.
doi: 10.1177/0022429408322853

Islam, G. (2014). Social identity theory. In T. Teo (Ed.), Encyclopedia of critical psychology

(pp. 1781-1783). Springer. doi: 10.1007/978-1-4614-5583-7_289


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.loc.gov/item/42026034/
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

255

ISM. (n.d.). Recommended rates for employed visiting music teachers in schools 2018.
Retrieved 8 January 2021, from https://www.ism.org/advice/recommended-rates-for-
employed-visiting-music-teachers-in-schools-
20187?token=6Cz91FzxIgn2Y_8Brx3g2WVb7TLVPYMv

Issaquah Connect. (n.d.). Retrieved 9 January 2021, from
https://connect.issaquah.wednet.edu/staff/cascaderidge/marlene-
creaser/b/announcements/posts/4th-graders---recorder-karate-belt-songs

Jarvis, P., Holford, J., & Griffin, C. (Eds.). (2003). The theory and practice of learning.
London Routledge. doi: 10.4324/9780203465653

Johnstone, B. A. (2016). Teachers working together in the Wider Opportunities instrumental
programme in the primary school. University of Greenwich Faculty of Education and
Health Education and Community Studies, 292.
https://core.ac.uk/download/pdf/132196766.pdf

Juntunen, M.-L., & Hyvonen, L. (2004). Embodiment in musical knowing: How body
movement facilitates learning within Dalcroze Eurhythmics. British Journal of Music
Education, 21(2), 199-214. doi: 10.1017/S0265051704005686

Kelchtermans, G. (1996). Teacher vulnerability: Understanding its moral and political roots.
Cambridge Journal of Education, 26(3), 307-323. doi: 10.1080/0305764960260302

Kelly, S. N. (2012). John Dewey and James Mursell: Progressive educators for
contemporary music education. Visions of Research in Music Education, 21(1).
https://opencommons.uconn.edu/vrme/vol21/iss1/2

Kerr, A. (2007). Plowden’s progress: An essay on primary education. Quercus Publications

Knowles, M. S. (1975). Self-directed learning: A guide for learners and teachers. Prentice
Hall.

Landreth, G. L. (2002). Play therapy: The art of the relationship (2nd ed.). Routledge

Lasocki, D. (1995). The Cambridge companion to the recorder. Cambridge University Press

Latta, M. M., & Thompson, C. M. (2011). Researching Creative Learning: A Review Essay.

International Journal of Education & the Arts


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

256

Leavy, P. (2017). Research design: Quantitative, qualitative, mixed methods, arts-based,
and community-based participatory research approaches. Guilford Press.
https://www.guilford.com/books/Research-Design/Patricia-Leavy/9781462514380

Lillard, A. S. (2018). Rethinking education: Montessori’s approach. Current Directions in
Psychological Science, 27(6), 395—400. doi: 10.1177/0963721418769878

Mapana, K. (2011). The musical enculturation and education of Wagogo children. British
Journal of Music Education, 28(3), 339—-351. doi: 10.1017/S0265051711000234

Marsh, K. (2011). Meaning-making through musical play: Cultural psychology of the
playground. In M. S. Barrett (Ed.), A cultural psychology of music education (pp. 41—
60). Oxford University Press. Doi: 10.1093/acprof:0s0/9780198530329.003.0015

Marshall, N. (2012). Making music in the primary school: Whole class instrumental and vocal
teaching edited by Nick Beach, Julie Evans and Gary Spruce. Routledge, 2011. 168
pp. British Journal of Music Education, 29(2), 269-270. doi:
10.1017/S0265051712000125

Massanari, A. (2017). #Gamergate and The Fappening: How Reddit’s algorithm,
governance, and culture support toxic technocultures. New Media & Society, 19(3),
329-346. doi: 10.1177/1461444815608807

Matthews, F., Beach, N., Evans, J., & Spruce, G. (2011). Adopting an integrated approach to
musical learning in whole class instrumental and vocal lessons. Making music in the
primary school: Whole class instrumental and vocal teaching, 66-73. Routledge.
https://www.routledge.com/Making-Music-in-the-primary school-Whole-Class-
Instrumental-and-Vocal-Teaching/Beach-Evans-Spruce/p/book/9780415561303

McCarthy, M. (1999). Passing it on: The transmission of music in Irish culture.) Cork
University Press. https://www.corkuniversitypress.com/product-
p/9781859181782.htm

Mead, V. H. (1994). Dalcroze eurhythmics in today’s music classroom. Schott.

Meade, A., & Cubey, P. (2008). Thinking children: Learning about schemas. McGraw-Hill

Education


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.guilford.com/books/Research-Design/Patricia-Leavy/9781462514380
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

257

Melcer, E. F., & Isbister, K. (2016). Bridging the physical divide: A design framework for
embodied learning games and simulations. Proceedings of the 2016 CHI Conference
Extended Abstracts on Human Factors in Computing Systems, 2225—-2233.
Association for Computing Machinery. doi: 10.1145/2851581.2892455

Meme by volleyball972: Memedroid. (n.d.). Retrieved 9 January 2021, from
https://www.memedroid.com/memes/detail/2095973

Miliband, D. (2004, March). Excellence and enrichment: New frontiers in music education
[Presentation]. Music for Life Conference, London

Miller, T. W. (1966). The influence of progressivism on music education, 1917-1947. Journal
of Research in Music Education, 14(1), 3—16. doi: 10.2307/3343928

Millican, J. S. (2013). Describing instrumental music teachers’ thinking: Implications for
understanding pedagogical content knowledge. Update: Applications of Research in
Music Education, 31(2), 45-53. doi: 10.1177/8755123312473761

Mills, J. (1989). The generalist primary teacher of music: A problem of confidence. British
Journal of Music Education, 6(2), 125-138. doi: 10.1017/S0265051700007002

Music for All Foundation. (2004, September). The sound of silence. The unprecedented
decline of music education in California public schools: A statistical review.
https://artsedresearch.typepad.com/SoundofSilence.pdf

Musicians’ Union. (n.d.). Music teaching rates of pay for self-employed or private teachers.
Retrieved 11 January 2021, from https://musiciansunion.org.uk/music-
teaching/teaching-pay-and-employment/teaching-rates-of-pay

Neuman, D. M. (1990). The life of music in North India. University of Chicago Press.
https://press.uchicago.edu/ucp/books/book/chicago/L/bo3627509.htmi

Nias, J. (1996). Thinking about feeling: The emotions in teaching. Cambridge Journal of
Education, 26(3), 293-306. doi: 10.1080/0305764960260301

Normann, T. F. (1941). Instrumental music in the public schools. Oliver Ditson Company.

https://catalog.hathitrust.org/Record/001461396


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.memedroid.com/memes/detail/2095973
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

258

Norton, N., Ginsborg, J., & Greasley, A. (2019). Instrumental and vocal teachers in England:
Demographic characteristics, educational pathways, and beliefs about qualification
requirements. Music Education Research, 21(5), 560-581. doi:
10.1080/14613808.2019.1656181

Oboe Memes. (2017, July 17). Title: Oboe Memes — I’'m excited to be playing Dvorak’s Cello
Concerto this week and even more excited that I'll be playing the easy part (1st oboe)
this time. I'm lucky to be. Retrieved 9 January 2021, from
https://www.facebook.com/2400810594 1437 3/posts/im-excited-to-be-playing-
dvoraks-cello-concerto-this-week-and-even-more-excited-/1520554721366994/

OED.com. (n.d.). profession, n.: Oxford English Dictionary. Retrieved 8 January 2021, from
https://www.oed.com/viewdictionaryentry/Entry/152052

Ofsted. (2004). The annual report of Her Majesty’s Chief Inspector of Schools 2003/04.
https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachm
ent_datalfile/235467/0195.pdf

Ofsted. (2009, February). Making more of music.
https://dera.ioe.ac.uk/308/1/Making%20more%200f%20music.pdf

O’Keeffe, G. S., Clarke-Pearson, K., & Council on Communications and Media. (2011). The
impact of social media on children, adolescents, and families. Paediatrics, 127(4),
800-804. doi: 10.1542/peds.2011-0054

O’Neill, S., Sloboda, J., Boulton, M., & Ryan, K. (2001). Young people and music
participation project: Practitioner report and summary of findings. University of Keele.
http://www. keele. ac. uk/depts/ps/ESRC

O’Neill, S. A. (2012). Becoming a music learner: Towards a theory of transformative music
engagement. The Oxford handbook of music education, 1, 163-186. doi:
10.1093/0xfordhb/9780199730810.013.0010_update_001

Oxford Learner’s Dictionary. (n.d.). professional_1 adjective. Retrieved 7 January 2021, from
https://www.oxfordlearnersdictionaries.com/definition/english/professional_1?q=profe

ssional


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.facebook.com/240081059414373/posts/im-excited-to-be-playing-
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www/
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.oxfordlearnersdictionaries.com/definition/english/professional_1?q=profe

259

Pan, Z., Lu, Y., Wang, B., & Chau, P. Y. K. (2017). Who do you think you are? Common and
differential effects of social self-identity on social media usage. Journal of
Management Information Systems, 34(1), 71-101. doi:
10.1080/07421222.2017.1296747

Parkinson, T. (2016). Mastery, enjoyment, tradition and innovation: A reflective practice
model for instrumental and vocal teachers. International Journal of Music Education,
34(3), 352—-368. doi: 10.1177/0255761414563196

Parrilla, V. (2015, August 22). Title: As people have known for over seven centuries.
Retrieved 9 January 2021, from https://www.google.com/imgres

Peresta, J. (2016, October 27). Does my child REALLY need to learn the headache inducing
recorder? Retrieved 7 January 2021, from
https://www.thedomesticmusician.com/why-learn-the-recorder-instrument-
elementary-music/

Philpott, C., & Plummeridge, C. (2001). Issues in music teaching. Routledge

Pollard, A., Black-Hawkins, K., Hodges, G. C., Dudley, P., James, M., Linklater, H., ...
Pollard, A. (2014). Reflective teaching in schools. Bloomsbury Academic.
https://www.research.ed.ac.uk/portal/en/publications/reflective-teaching-in-
schools(8355caba-e69d-4d61-a742-a3e72afe264f)/export.html

Pound, L. (2009). How children learn 3: Contemporary thinking and theorists. Practical Pre-
School Books

Powell, B. (2019). Modern band’s impact on student enrollment in traditional music
ensembles. School Music News — New York State School Music Association.
https://digitalcommons.montclair.edu/cali-facpubs/42

Priestley, E., & Fowler, F. (1962). The school recorder book 1: For descant recorder (revised
ed.). E.J. Arnold & Son

Ross, M. (1995). What's wrong with school music? British Journal of Music Education, 12(3),

185-201. doi: 10.1017/S0265051700002692


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

260

Roussou, M. (2004). Learning by doing and learning through play: An exploration of
interactivity in virtual environments for children. Computers in Entertainment, 2(1),
10. doi: 10.1145/973801.973818

Sacco, R. (2013). Re-envisaging the eight developmental stages of Erik Erikson: The
Fibonacci Life-Chart Method (FLCM). Journal of Educational and Developmental
Psychology, 3(1), p. 140. doi: 10.5539/jedp.v3n1p140

Sachs, J. (2001). Teacher professional identity: Competing discourses, competing
outcomes. Journal of Education Policy, 16(2), 149-161. doi:
10.1080/02680930116819

Salavuo, M. (2008). Social media as an opportunity for pedagogical change in music
education. Journal of Music, Technology and Education, 1, 121-136. doi:
10.1386/jmte.1.2and3.121_1

Schunk, D. H. (2012). Learning theories: An educational perspective (6th ed.). Pearson

Schweder, S. (2020). Mastery goals, positive emotions and learning behavior in self-directed
vs. teacher-directed learning. European Journal of Psychology of Education, 35(1),
205-223. doi: 10.1007/s10212-019-00421-z

Shaw, G. B. (1989). Shaw’s music: Vol. 1. 1876-90: The complete musical criticism of
Bernard Shaw (2nd revised ed.; D. H. Laurence, Ed.). The Bodley Head Ltd

Shifman, L. (2013). Memes in digital culture. MIT Press.
https://mitpress.mit.edu/books/memes-digital-culture

shittyflute. (2016). A HA — TAKE ON ME — SHITTYFLUTED.
https://www.youtube.com/watch?v=nF7Iv1gfP1Q

Shulman, L. S. (1986). Those who understand: Knowledge growth in teaching. Educational
Researcher, 15(2), 4-14. doi: 10.3102/0013189X015002004

Sikandar, A. (2016). John Dewey and his philosophy of education. Journal of Education and
Educational Development, 2(2), 191-201. doi: 10.22555/joeed.v2i2.446

Skinner, B. F. (1938). The behavior of organisms: An experimental analysis. D. Appleton-

Century Company


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

261

Skulmowski, A., & Rey, G. D. (2018). Embodied learning: Introducing a taxonomy based on
bodily engagement and task integration. Cognitive Research: Principles and
Implications, 3(1), 6. doi: 10.1186/s41235-018-0092-9

Small, C. (1998). Musicking: The Meanings of performing and listening. Wesleyan University
Press

Smyrnaiou, Z., Sotiriou, M., Eleni, G., & Papadopoulou, O. (2016, April 23). Connecting
embodied learning in educational practice to the realisation of science educational
scenarios through performing arts. Inspiring Science Education, 31, 31-38.

Soja, E. W. (1996). Thirdspace: Journeys to Los Angeles and other real-and-imagined
places (1st ed.). Wiley-Blackwell

Spivak, G. C. (1985). The Rani of Sirmur: An essay in reading the archives. History and
Theory, 24(3), 247-272. doi: 10.2307/2505169

Stets, J., & Serpe, R. (2016). New directions in identity theory and research. Oxford
University Press. doi: 10.1093/acprof:0s0/9780190457532.003.0001

Sumsion, J. (2001). Workplace violence in early childhood settings: A counter-narrative.
Contemporary Issues in Early Childhood, 2(2), 195-208. doi: 10.2304/ciec.2001.2.2.5

Sutton, M. (n.d.). England, whose England? Retrieved 7 January 2021, from
https://www.mustrad.org.uk/articles/england.htm

Suzuki, S. (1980). Nurtured by love: A new approach to education. Exposition Press

Suzuki, S. (1981). Ability development from age zero (M. L. Nagata, Trans.). Alfred
Publishing Company Inc.

Swann, J. (2012). Learning, teaching and education research in the 21st century.
Bloomsbury Publishing. https://www.bloomsbury.com/uk/learning-teaching-and-
education-research-in-the-21st-century-9781441161260/

Swanwick, K. (2002). Teaching music musically. Routledge. doi: 10.4324/9780203070444

Tajfel, H. (2010). Human groups and social categories: Studies in social psychology.

Cambridge University Press


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://www.bloomsbury.com/uk/learning-teaching-and-
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

262

Tan, L. (2016). A transcultural theory of thinking for instrumental music education:
Philosophical insights from Confucius and Dewey. Philosophy of Music Education
Review, 24(2), 151-169. doi: 10.2979/philmusieducrevi.24.2.03

Topgciu, M., & Myftiu, J. (2015). Vygotsky theory on social interaction and its influence on the
development of pre-school children. European Journal of Social Science Education

and Research, 2(3), 172-179. doi: http://dx.doi.org/10.26417/ejser.v4i1.p172-179

Van Hauwe, W. (1984). The modern recorder player: Vol. 1. Treble recorder. Schott Music
Ltd

Varvarigou, M., Creech, A., Hallam, S., & McQueen, H. (2011). Bringing different
generations together in music-making: An intergenerational music project in East

London. International Journal of Community Music, 4(3), 207-220.

Vasil, M. (2019). Integrating popular music and informal music learning practices: A multiple
case study of secondary school music teachers enacting change in music education.
International Journal of Music Education, 37(2), 298-310. doi:
10.1177/0255761419827367

Verenikina, |. (2008). Scaffolding and learning: Its role in nurturing new learners. In Kell, P,
Vialle, W, Konza, D and Vogl, G (eds), Learning and the learner: exploring learning
for new times, University of Wollongong, 2008, 236p.

Virdung, S. (1511). Musica getutscht (Virdung, Sebastian) — IMSLP: Free Sheet Music PDF
Download. https://imslp.org/wiki/Musica_getutscht_(Virdung,_Sebastian)

Waldron, J. (2007). Learning, teaching, and transmission in the lives of two Irish musicians:
An ethnographic case study. International Journal of Community Music, 1, 89—103.
doi: 10.1386/ijcm.1.1.89_0

Wenger, E. (1999). Communities of practice: Learning, meaning, and identity. Cambridge

University Press


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
http://dx.doi.org/10.26417/ejser.v4i1.p172-179
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

263

Westerlund, Heidi, and Sidsel Karlsen, 'Music Teachers’ Repertoire Choices and the Quest
for Solidarity: Opening Arenas for the Art of Living with Difference’, in Cathy Benedict
and others (eds), The Oxford Handbook of Social Justice in Music Education, Oxford
Handbooks (2015; online edn, Oxford Academic, 2 May
2016), https://doi.org/10.1093/0xfordhb/9780199356157.013.24

Winterson, J. (2003). New anthology of music. Peters Edition Ltd

Woolfolk Hoy, A. (2000). Educational psychology in teacher education. Educational

Psychologist, 35(4), 257-270. doi: 10.1207/S15326985EP3504_04


https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF
https://www.zotero.org/google-docs/?yQDqDF

264

Appendices

Appendix A: Focus Group Declaration and Information Sheet

Recorder Technique Focus Group

Circle as appropriate

Current undergraduate / current postgraduate / undergraduate alumni / postgraduate alumni

/ undergraduate and postgraduate alumni/ HE professor

Brief details of recorder teaching experience. Age ranges, employers (include self-

employed), preferred books, methods, etc.

Obijectives of the focus group

1) What are the fundamental aspects of recorder technique and how can we introduce
these techniques to beginners in a way that incorporates playful and independent

learning?

Who or what will these findings be for?

1) For the submission of PhD thesis

2) To produce a handbook of recorder technique games and warmups, advice, etc. for
both specialist and non-specialist recorder and music teachers. For use with small
groups, large groups and individual tuition as appropriate.

3) Target age group of between 7 and 11 years.
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Why have you been invited to take part in this focus group?

You have been invited to take part in this focus group as you are either a current Guildhall
recorder student, alumni or Guildhall recorder professor who is currently teaching the
recorder in a variety of different fields. This ensures that all participants of the focus group

come from the same ‘school’ of recorder technique.

Do you have to take part?

No! Participation is voluntary; you can elect to leave the focus group at any time.

Data Collection

This focus group will be audio-recorded and transcribed via conversational analysis. All
participants will be kept anonymous. Data will be kept secure and password-protected. No

participant will be recognisable in published transcripts.

Declaration of participation

L et understand what is
involved in being a participant in this focus group on Monday 16" November 2016 16.30 —
18.30 in Milton Court, Barbican, London. | understand that this focus group will be audio-
recorded and transcribed. | am aware that all participants will be kept anonymous in the
publication of transcripts for the submission of PhD and also other possible publications in
the form of journals, articles etc. | agree to keep findings of the focus group discreet until
final publication and award of the PhD degree. Any public recognition of the work of this

focus group should be appropriately referenced and/or attributed.
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Appendix B: Recorder Technique Focus Group Transcription

16" November 2016 at the Guildhall School of Music and Drama.
Participants Present: GMC, RE, IW, LG, EF, CDP, HSCF, JT, MM, SC, CF, N.

Length of Recording: 1 hour, 15 minutes and 15 seconds.

IW: Georgina, just so you have a record, sort of

GMC: Erm yeah

IW: orderly, shall we recap what we've just done? So, you've listed some areas from,
Walter’s book erm, how to hold the recorder etc. and we’re now about to make the mind
map, erm

RE: this is the list from Walter's book and then we made some quite significant corrections to
those

IW: Yeah

GMC: Yep

RE: | think which will make them a lot more interesting

GMC: I'm going to take all of these [lists] home, I'm going to take pictures of them and put
them in the appendix 'cause | think it's important that the process is documented. OK, so,
we’ve worked out that that’'s a good basis, so... shout things out about, what are our most
important things recorder technique-wise

[Pause with inaudible whispering]

IW: So, holding the recorder

GMC: Shall we just write all of these same ones down?

ALL: mmmhmmm

GMC: [same as in WVH’s book]. So, holding the recorder, I’'m going to put blowing versus
breathing [sound of pen drawing]

IW: Do you mean versus or do you mean...
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CF: Blowing out

IW: Blowing out

GMC: Yeah, blowing and...

IW: Sounds like you have a, err [laughter], struggle to overcome [laughter]

GMC: Articulation... What have | missed?

JT: What to do with the sound

Focus group reply in unison: What to do with the sound.

IW reply: What to do with the sound

IW: What to do with the tongue

JT: yeah what to do with the tongue

GMC: How to move fingers [writing on board] how to move fingers, what to do with the
tongue

CF: Instead of articulation

JT: [in agreement] yeah instead of ar...

IW: Starting and ending notes

[The sound of writing on the board]

GMC: yep

RE: There are two things | don’t agree with here. One is the adjective ‘good’, | think it’s too
early to define that

GMC: yep

RE: it’s to get them thinking about sound. | think it’s too early to be thinking about sound and
the other thing is, what to do with the tongue. | can imagine that it would be possible to start
and end notes without using the tongue, so | think that’s also... erm, something that comes
later. So therefore | think it’s starting and finishing notes and it’s not tonguing yet

LG: Really? Do you mean the word or the action?

RE: Erm, | mean the word at this concept stage

IW: Oh | see, yeah yeah

RE: ’Cause we what, err these are, sort of, excuse me, the the the, totally abstracted things
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IW: Yeah

RE: It's like, for example: how to move the fingers | find much much better than erm, what
used to be in the School Recorder Book One; closing the holes.

[Mutual agreements uttered and laughter heard]

IW: Yeah, actively stopping the holes

[Pause]

IW: So do you think that it’s... erm... does, yes, starting and ending the notes is enough to
cover... what you are fundamentally doing with the articulation without using that
complicated word, articulation and in fact really kind of

RE: Recorder language

N: Yeah, recorder language, how to make the instrument speak, or something

RE: | think that’s very important but | think that’s also one stage later

[Pause]

GMC: Does anyone want to elaborate on, for example err, what is good practice, because
we have said how to move the fingers but how do you actually move the fingers. [Pause] and
we’ve said things like, holding the recorder. Well how do you actually hold the recorder, and |
know these things for us are quite tacit but for other people they’re not, because we just take
for granted that we know, and I'm sure, well, we might not all agree actually, even though we
all come from the same technical place. So | think it's quite important that we unpick this
because otherwise we risk doing exactly the same as what has come before. Do we all
agree?

IW: Yeah

RE: | have an ideological view on this

GMC: yeah

RE: | think before, in my own personal opinion, before we say anything specific about what
to do with the recorder

GMC: yeah
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RE: Erm, | think there’s another development and | would like to throw something into the
ring here. Holding the recorder, | would say that there’s a, there’s something to be learnt
from the Alexander Technique here which is very fundamental to all kinds of instrumental
technique which is: the less that you can change the natural disposition of your body in order
to work with the instrument, the better the results are going to be, and that's something
which is implicate in van Hauwe, erm and he doesn’t develop it as much as he could and |
think that we can do better than that.

GMC: Yep

RE: So, maybe one possible step in that would be bringing the recorder to the body and not
bringing the body to the recorder and that's something that you can do games with. Say, if
the recorder is lying on the floor, should the kid lie on the floor in order to play the recorder
[Laughter]

RE: No, stupid, pick up the recorder and then that can be brought into a didactical con, err,
context in that, in that way.

[Writing on the board]

CF: There’s um, there’s a certain sort of an erm, vocabulary that you have, that has been
built up to explain certain concepts of the Alexander Technique to young kids. This, sort of
age range, um and there’s a sort of specific school, where the whole education programme
is based on the principles of the Alexander Technique, so, one of the things that they talk to
the kids about is to first of all before they go into an activity is to stop, and be the boss of
their body. So it's quite a nice idea that, with the instrument: stop and be the boss of your
body and bring the instrument to you. Um, they have things like: letting the head go up like a
floating balloon, running across the shoulders, there’s all kinds of little, erm, you know,
imagery that can be really nice but | think that's erm yeah, taking charge for yourself is um,
N: There’s a recorder method in Germany that is very much err, used now, it's um, its, um,
also interesting they say it’s like a, um, stand like a King, or big, like a tree, and they have
lots of different concepts like, so it might be interesting also for you to have a look at it.

[Pause]
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GMC: Does anyone have, I'm just thinking really we don’t have a lot of time, and | did have
the idea that once we kind of had some specific areas that some people might be more, erm
have more of an interest in one area than the other, which is why | brought the paper to kind
of erm speed up, not speed up the process but make it more efficient. Erm is there, if we got
into groups, or pairs, and if we're happy with these kind of areas, broad-brush areas, if we
got into, I think it would be better in pairs or groups and we kind of did 10 minutes on your
pieces of paper erm about different games and how we can the how we do these things I'm
not sure if it'’s too early to do this now but I'm wondering if that’s a good idea to do that now
IW: yep

GMC: So, erm, I'm just going to stay out of it because | have to be conscious of the fact that
I don’t want to be seen as biased. Which, | think | might be partial to doing. So | don’t know?
Who wants to do, how to move the fingers first, so, what we’ll do is, we’ll do think, pair,
share, so in the words of teachers, we’ve done the thinking, now we’re going to do the
pairing and then we’ll do the sharing! So erm, if everyone can get, there are loads of these
things, | can think of so many, err so if | could get into groups and take one area, so | don'’t
know if some people want to work in one area...

IW: Allocate us, | think that’s going to be easier

GMC: Allocate? OK. How many have we got? 1, 2, 3, 4 areas? 5. Rightsoif12345,123
4 5 it works out perfectly. So if all the ones get together 2 get together shall | do that again. 1
2RE3N,4MN,5SC,1IW,2no

IW: yeah

GMC: 345

N:345

GNC: or you could do it with the person next to you

N: Ok we have can we get together

GMC: So

IW: | don’t know if
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GMC: All the ones do how to move the fingers, all the twos do blowing and breathing, all the
threes do holding the recorder, all the fours do... [Inaudible] and all the fives do starting and
ending notes, although starting and ending notes might be... I'll do that again. All the ones
do the fingers, | feel like I'm at school! Listen, I’'m having to say things twice [laughter]. One
is the fingers, two’s blowing and breathing, three holding the recorder, four sounds and five
on articulation. I'm aware of the sound and articulation you might want to work together.
SC: You guys go together and we’ll go together so we don’t

M: cool, so one two three

GMC: If | give you ten minutes on each area, so you've got ten minutes. If | was at school |
would have a timer.

[Group conversations from 10.49 — 11.10]

GMC: So if you get ready to swap your things round in a minute. We'll do two more minutes
on this and then swap them round. We have ten minutes on each. We’re going to move the
papers around and build on what everyone has done

IW: or shall we just move them round one step?

GMC: That’s what | mean, yeah, sorry, just move it round, that's what | mean, move it one
step along

H: Or can we not just share, some of this is cryptic

EF: Errrrm | mean we both agree that right is really important. It's when you

GMC: So if we move them up one and we have like, a brief explanation where you explain, if
you move them

IW: Shall we do it like, in front of everyone?

GMC: You want to do it in front of everyone?

IW: Yeah, it might be more, you might get more, it might generate more

GMC: OK shall we do that? And I'll write these on the board too

CF: Yeah

GMC: So we'’ve got five haven’t we?

IW: Do you want a sheet per
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GMC: Yeah. So if we start with. So holding the recorder EF what have you come up with?
IW: Hang on the focus group isn’t focusing

EF: Erm, well, we had holding the recorder. And...

GMC: It’s just like being at school isn't it!

EF: | wouldn’t know! Erm... so we had holding the recorder. Blimey, and erm so we decided
that balance was the most important thing first, so we felt very strongly about that. Erm,
especially in the right-hand thumb and the position of where the right-hand thumb was for
erm, for, good balance. And... err what N does is she always puts a tape marker to show
where the thumb should go on the right hand. And then, the game idea which N suggested,
was something that she does quite often with her students which is that they hold the
recorder in place with their right thumb and do things like walk around, shake hands, kneel
down and stand up to show that they’ve got a really good balance there. Erm and |
suggested that maybe if you put their left hand up behind their back, erm, | for one always
find it quite fun for things where it’s, like you only have to do it with your right hand. That kind
of makes it seem more exciting in a way. Erm | don’t know why and the other game | had in
mind, where we did something like this at NYRO [National Youth Recorder Orchestra], a
couple of years ago was that erm the idea that you’re robots and you’ve got both hands in
position, kind of down here, and you erm move it up into position in one fluid movement and
we didn’t do it as robots then but erm | was trying to think of what you could pretend to be
that might be fun to practise to practise that movement and | thought well if you did it like a
robot that might work. Erm and then | just had a discussion point which was quite interesting
because we didn’t agree with that which | thought was really good. Erm, is how important it
is to introduce good thumb position in the left hand really early. Erm cos at the momement
I’m having quite a lot of problems with a pupil up in Scotland who is doing really strange
things with her left-hand thumb and I'm thinking maybe if I'd focused more on that area
earlier on it wouldn’t be that much of an issue now. Erm but now we really felt that the right
hand was more important.

N: Erm for holding the instrument, err of course it's important to have a good thumb position
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MN: Would that come under moving your fingers though?

N: Yeah, it's not our job

[Laughter]

GMC: Does anyone want to include the little finger in that?

IW: | was just going to say, it was about, it’s just about holding the recorder. Yes | think it's
really important to have the balance, yes I think it's a really important thing. You could work
to have that there as well, it's a balancing act. I'm also wondering then if we should also
have something, yeah right-hand little finger. That’s on the other side to balance it. Opposite
the thumb

GMC: Because you can’t balance with just your thumb, well you kind of can. | take that back.
JT: | think you didn’t mention the shape. How

N: yeah

JT: because | think that it is quite important too. Do people do this, or do this, or do this

IW: yeah

JT: | think this is important. | always say it’s like holding a hamburger and it always works.
Whatever instrument has a right hand, even for flute, clarinet, whatever, it always works.
[Writing on board]

M: yeah and | think if you are going to include that it is important to include the left hand as
well because they can do so many strange positions with their thumb that they kind of
suddenly hold it with the left hand and the right thumb is kind of doing whatever they...
[Someone tries to open door] GMC: You just have to pull it down

CDP: Sorry

GMC: Can you fill this out for me please

CF: This might come into moving the fingers more than this, | don’t know, but there’s a lot of
problems with people having incredibly hypermobile thumbs these days. | mean there are
some people that have incredibly hypermobile fingers generally and that can often be erm a
problem, might be a problem for people that they find it very difficult to keep the thumb

straight because the thumb will bend so
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[General agreement]

CF: yeah exactly and erm but also with teaching that kind of thing it's becoming incredibly
problematic

GMC: Shall we move on and come back to it or does anyone else have anything to add to?
SC: The hypermobile thumb thing, like what would you do to rectify it?

IW: That might not be a question for right now, is it?

GMC: Who'’s next in the line?

HSCF: Where do you buy the marker for the thumb?

[General questioning of what was said]

HSCF: where do you put the marker for the thumb?

GMC: You see these are things that we all probably know but we haven’t said

IW: yeah

N: I do it like this with the recorder and then you find it a good position and then put a little
tape so they can see

IW: yeah so they can see, which is what a lot of violinists do with their bowing

RE: With their bow as well. In my opinion the exercises in Walter van Hauwe are the best,
tucking your thumb and then erm you notice where the child’s fingers are facing a different
way then it’s pretty obvious.

IW: But | think Georgina is good to you know establish where the thumb is going

GMC: So where would that right because | know where | would

IW: I think it's going to be dependent on every child, where each child is. It's going to be an
individual thing.

CF: Yeah

HSCEF: Is this like an exercise?

GNC: Do we have like err... Erm... a hierarchy? Where would we put the thumb?

[Err]

RE: No! No, it’s err when the child goes, ‘mine’ and makes a fist it's where it comes to

SC: Really?
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GMC: yeah

[Yeah]

RE: That's what determines it. It's never going to be there. No child is ever going to make a
fist like that. Because, yeah...

CF: But it could go to the fourth or middle...

[Yeah]

RE: Possibly

MN: | think it’s like a relax your hand thing as well because when you ask a kid to hold the
recorder this way it's kind of, it's in line for it to be a bit less tense

IW: yeah

[In audible agreement]

RE: That's good

N: I think you do this hold, and you see what’s best for the child and see what’s best for the
thumb

RE: mmm?

N: So first do the fingers and try to do a hamburger and then or a vegetarian hamburger and
then you go like, and then you go erm, you can like feel what feels comfortable and it's
always good to have a hand flexible so when people play a lot their thumb is really hard and
heavy so when the thumb blocks it's not so good but | wouldn’t say this is the first lesson.
GMC: Can you write it on your big page because | don’t know how | would articulate that
N: It’s the flexible thumb and also the... hand

GMC: Because | don’t know, | don’t know how | would articulate that in my

RE: If | can summarise, | think N makes a very good point. The first point is: where did god
put your thumb in relation to your other fingers? And in most people it’s either going to be
opposite that finger or that finger and if you grasp a broomstick or a pen or pick up
something that is where it's going to be there. And the second point is, how am | going to
modify my body in order to play the recorder and the point then becomes there’s one hole

and another hole and that distance is given to you by the instrument. You can’t modify it,
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only if you buy another type of recorder so then, you check whether where the thumb goes.
But | think the first thing is where did where do, how did your creator make your hand and
that could be different in order to who you are.

GNC: Cool, anything else

IW: Shall we?

GNC: Move on? I'd hate to be short to have to do that. Whose next MN and SC

MN: Erm the thing we thought was most important was erm to just have a, being aware of
the sound and we’re not saying you to have a good sound but just a quality of sound that
you know to be aware of it. Erm and how to do this we thought of two ways. The first way
was representing the sound in terms of physical motion. So M do you want to explain this
one?

MN: well | think maybe you?

SC: Oh oh OK. Well err maybe representing it in terms of flash cards or drawings and we
came up with these two things. So this one is a kind of sampler. So straight line and then this
one that kind of bends and drops down. And err or like a block and a bulgy block. Like this
one versus this one. I'd say like, OK we were saying don’t like, err beyond initial exploration
of the subject so don’t encourage it. So first time we’d be like OK so play this sound and now
this sound but don’t be like, like on a certain note... you know encourage it. Because they’ll
think it’s hilarious. But erm err and then also representing that with physical motions so erm
erm

MN: like a droopy like floppy sound would sort of be like like physical

GMC: Like play the action?

MN: Precisely. Although they’re sort of, yeah | mean welcoming exploration within the
understanding the limits of their instrument

SC: Like if you want to explore it further without getting them to make horrible sounds you
would like maybe you do the horrible sound and get them to show a flash card of what it is.
Or like, do the hand thing.

GMC: yeah
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MN: We also thought like listening is obviously really vital. Who they listen to is obviously
dependent on the lesson situation but their teacher if they’re any | don’t know good | don’t
mean if they’re any good [laughter]... Or peer mentoring is really useful, you know, like what
they can learn from correcting each other. You know what | mean.

SC: Playing to each other. But if you were not a recorder player and were just teaching the
recorder as a non-professional erm then | would say that listening to recorder actual recorder
players...

IW: | think that, that the huge advantage of representation of pitch of the sound is that erm |
think anyone can pick that up and get a sense of what not to do with the sound. | think that
that’s in one of those early Dolmetsch books. That comes up. And | remember sort of being
you know working through that book myself. Because actually we didn’t really have a
teacher at school. We sort of just myself and a bunch of friends actually just got lots of
instruments and we kind of taught ourselves. That was the thing, actually, that really helped.
So | think that that’s a really important element of the sound and erm, kind of teaching
sound. And also it does give you sort of a very black and white this good and this is not
desirable.

SC: And it’s also kind of if you ask someone to just exhale they’re not gonna be like [exhales
in manner of recorder] they’re gonna be like [exhales strongly]. That’s kind of [laughter] but
that would be erm where it ties in with the whole erm making it, kind of, how far away do you
go from, the very natural like | can’t remember your exact words but trying to make it as
natural as possible for any instrument but having something you have to change because
you can’t exhale as you normally would.

CDP: | think it’s quite difficult for children of certain ages to understand, erm, the natural way
of breathing in cos you’d say to them ‘what happens to your tummy when you breathe in?’
And they go ‘it goes in!’ It’s really hard and even if you say, OK try and play your recorder
and make your tummy stick out, that concept is still really difficult and think that probably
takes years to

IW: Yeah and if they have to squeeze through a small gap
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CDP: Oh yeah

IW: you know, breath in

CDP: Oh yeah that’s true.

IW: To get through, to breathe in to get through that gap. Well actually, sorry just on.

GMC: Anything else

IW: Well actually on sound, is a little bit related to that because the other sort of things about
you know, blowing out across a table and that sort of thing, yes blowing and breathing are
related

SC: They are synced, breathing and blowing [and sound].

GMC: | think we will go on. Do you want to go to the last link and we’ll link it over

SC: We were like, will we be treading on their toes [laughter]

GMC: Shall we then go onto blowing and breathing then?

[Laughter and general chatter]

GMC: So, blowing and breathing

RE: OK, so we started off with erm again what does, what does the kid know? And what
does the kid not know? And how can we change as little as possible until we absolutely have
to and so and we had to find the connection to the recorder and the recorder is unfamiliar
and the kid might think I've got to do something really special to do this. So, we don’t take a
recorder, we take a drinking straw and, err, the first exercise could be breathing in through
the drinking straw and feeling the resistance that that has and then blowing out through the
drinking straw and realising that you can’t blow out as fast, through the drinking straw as you
can. And it sort of feels different. You can blow bubbles in the water in the glass, that sort of
stuff. Lots of things. So that’s about getting the feeling for resistance erm without having the
recorder to hold, so just with the straw. Second exercise could be playing with a cotton-wool
ball along the table. Erm controlling the speed erm and then take away the straw and purse
your lips so you’re moving the point of the resistance step by step into the body and the first
one would be like that. The third exercise would be hissing like this [demonstrates] Like a

snake, moving the point of resistance to the point of where it is more likely to happen when
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you're actually playing the recorder. So that prepares the point for the articulation, excuse
me that is within somebody else’s control. You're hissing like a snake, and then you can ask:
is it a little tiny snake? [Demonstrates air flow] Or is it a great big long snake? [Demonstrates
air flow]. Which opens up other fields. So just to recap of those three exercises: they are
about developing the feeling for controlling the airstream, with the external aid, with the lips,
and then with the tongue, which is getting quite close to orthodox recorder technique. Then,
how to experience the the the body because every child breathes because otherwise you
wouldn’t be around to teach it. Erm so how can we develop the feeling for that without
feeling that we have to do something really really really special to play the recorder? So
we’re going to do ‘000000000000’ erm so we take a drinking straw again and get them to
exhale fully through the drinking straw without going ‘oooooooo0000’ which is where we
might use some of the Alexander pictures of the balloon and so on. And then, take the straw
away and relax. And what happens is that the air flows back to the body. Turn that one, one
hundred and eighty degrees. Inhale fully through the straw take it away and then relax and
the air comes out. And that leads us to the point where it would be very interesting to
develop this into other exercises in the median point where you’re fully relaxed where you
can then breathe in or breathe out around that point. And then I think that movement, it
would be a good idea to pass on to the starting and stopping notes crew erm because that is
the if you like tap or the valve I'm sure you’ve got all sorts of ideas about that. To the control
that process.

[Rustle of paper]

JT: Errrrr with my experience of teaching young kids erm with the straw it’s nice. But
especially with a cup of water, they will make a mess so that in fact | invent another way to
do it and it always works and sometimes we don’t always have time to prepare other, other
tools but we always have tissues in our bag. So | always take a tissue because if you blow
too hard then the tissue is flying away. So that’s also an image for the kids to see where
does the tissue or how much they blow, too much is too high, so this is also to let them know

the airstream. So that for starting and ending notes | was err dealing with my students like ti
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ti ti but erm if they do ti ti ti in front of the tissue then they can see that the tissue is moving.
So | think it’s kind of one of the games that can be erm yeah

M: Actually in a lot of German books erm we are talking about recorder language and you
cannot go just like ‘woo000’ into the recorder because that’s not really how you would talk.
And so | find it quite important to paint that image that you could use lots of different letters
to actually talk and then to really find out which ones are usable and which ones might not
work really well. And to trial it out. And then to try and make this recorder language out of it
that you always use when you play the recorder. What else did we have? Erm

JT: Oh yeah, we have the kind of bring up a question to everyone. When you’re talking about
all these games to after, to apply them on the recorder, would you prefer a student only
holding the head joint to do it? Or the whole recorder? [Pause] It's very, advantages and
disadvantages.

RE: | think, | would suggest and | judicial exercise in the middle of what you were saying
erm, | would take the straw again and put my finger against the end of it and the the child
should take their finger and put it on the end, and then they move their finger and ‘oh’ the air
comes out. How do | stop it? Put my finger back. And then try to make the connection of
that, coming closer to the body and they purse their lips and they go [blow] and then moving
it back another inch to, what’s your name? Tom. Tom: That [language and blowing] is
connected.

IW: You just have to hope you don’t teach Xavier. [Laughter]

CF: But you'd have a nice friend!

JT: So... Yeah, | think the our doubt is about, head joint or the whole recorder how we apply
CF: | think that’s different, for different kids, | mean there are some kids that really struggle,
maybe coordination is an issue, actually this is really playful and there’s loads of stuff you
can do without the fingers and perhaps it's a matter of the child. Yeah.

GMC: So it could be like an option. You can either do it with or without.

N: Or you could do it on the same note?

GMC: yeah
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RE: But then, then they’re already holding it. [Agreement]

N: But many want to play, and when you then say, ‘hey we’re not going to play we’re doing
exercises’, they’re not happy.

CF: No but if its games and its play they’ll enjoy it.

GMC: And also it’s a language thing. A lot of the time if you're talking to kids and you tell
them they’re doing an exercise they’re like ‘ooooooh’ [miserable] but you could do exactly
the same thing and tell them it's a game and they're like ‘yay’

M: yeah or there are so many amazing stories which you can just tell them that they do the
noises to. | think if you can make it interesting

JT: Yeah, | like doing this movement. | think this is one of the advantages of using only the
head joint.

GMC: So like you could do [recorder glissando sound, possibly only head joint?] different
games on starting and stopping the note. I’'m making a sound story.

M: Yeah, exactly.

Mir: yeah exactly, also | just came from a class erm like first the middle joint and the foot joint
without the head joint and you can whisper and like have different sounds like storms or like
a little wind and then you can like do soft rain with your fingers and then with just the head
joint and having the air experience just woo [blows] without having this weird thing in your
mouth. And then with the head joint and that worked quite well.

SC: You can do like bird sounds.

CDP: Remember when we were in Amsterdam and the Royal Winds did a really interactive
performance with the kids. The kids were involved either with playing notes or just the
mouthpiece. Didn’t matter what level they were at. And | found myself starting to use lots of
the ideas in like workshops for various people. And we just get the kids, you just create a
soundscape. And just like that, some are doing exactly as you said, just taking off the head
joint and it can be a bird moving or some of them can flutter their tongue. They actually can,

they don’t know they’re doing it but...
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IW: There’s something really nice about the idea that you know, that if you're teaching if you
really are trying to work on that, that there’s a kind of piece that you can create. That idea of
the soundscape you know you gradually, through the tutor book, are formulating things that
you can use later. Interesting. There’s always a place for that kind of for music-making. You
know whatever is happening on stage.

M: And | always think there’s a lot you can do with pictures if you want to teach them
articulation. And, they kind of feel what they have to do. So if you would show them a big
river or a night scene they would intentionally play much softer than if you were to show
them, | don't know, a ballet dancer that is on their tiptoes so | think you can make a lot of
ideas.

IW: Erm, one of the things. There’s one tutor book that | kind of see that talks really very
early on about finishing the notes with the tongue and using tut, as the word. And there’s
something nice about that being introduced very early on, that idea of stopping notes with
the tongue being there because you know | always think what we have and what'’s vital in
our playing is the articulation. It’s our kind of trump card over all other instruments and that’s
what’s kind of and to really evolve that kind of thinking to say, ‘we’re going to end this note
with the tongue’ or let it kind of, just have a defined start is something. And then, that word, |
find really useful to have a concept that you can actually take care of the end of the note. It's
really important.

Mir: Can | say something? | find it, or something | have found very useful to use is nnnn
GMC: To use what?

Mir: nnnn no note just nnnn. To experience that the tongue lies flat without any force, added
force | found quite helpful.

IW: Mm yeah. Mmm and T are very closely related. It uses aspiration. It's the N and T that
are in the same part of the palate. | think N is, is great. | use that a lot of the time. N, | sense,
| sort of pretend to myself that I'm using N to start the note but I’'m actually using, I'm

technically using T. I'm using it, in my mind thinking N as something soft.
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GMC: Do you mean? Like, kids are really in tune to sounds because they learn to read using
phonics

IW: yeah

GMC: So they’re in tune with... Phonics!

CDP: Mir do you mean using N at the end like using Tun?

Mir: yeah

CDP: yeah

Mir: Because then you have like, without any extra note at the end.

CDP: Cos I find if we're getting them to say Tut, tut cos I've said it to some kids before then
just the repetitive word with the starting and beginnings with the same letter they kind of
can't, | don’t think they can

Mir: And it also applies that when you want to erm some articulation between notes later on
that you don’t lose the support like tunnnn. And then, | also like, show them the movement of
the tongue.

IW: yeah. | also, word games are like good. Like little tongue twisters and things like that that
we do but like, everyone, you know like thinking of erm dotty teddy which is all front strokes
and HCF’s one that she came up with in a lesson, quite violent but effective, go kick a geeky
guy which is all the back of the tongue or go kick a kid go kick a kid. Where you’re exercising
the back of the throat and then the other one that | use for err double-tonguing which is you
know, way down the line but it's kind of fun to to experiment with what feeling where the
tongue is with the take a ticket to Kentucky, take a ticket to Kentucky which is like tk tk erm
and that, just just raising awareness of where in the mouth. | think that’s a really important
thing just to get a sense of where in the mouth

RE: Counting of the teddies, sorry counting of the teddies you know teddy, teddy, teddy,
teddy, and then cross them teddy teddy kick a teddy kick a teddy [laughter]

IW: raising a generation of violent recorder players [laughter]. George, do you want us to
look at the fingers thing?

GMC: Yeah. | forgot about fingers, which | always do. Erm, what did we call it?
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General Consensus: How to move the fingers.

GMC: Sorry | forgot about that one.

HSCF: errrrrrrrm. Yeah, we came up with lots of words that we thought were good for us to
get in there early. So relaxed and tension-free, natural hands, or efficient, gentle fingers, erm
IW: We like the idea of numbered fingers, you know, whether that’s a bit contentious or
whether we should really already start numbering, you know thumb 0, 1, 2, 3, 4, 5, 6, 7 but
erm that that could be incorporated into some games. You know where you have to, you
shout a number and children maybe tap that hole. | don’t know. Erm it’s nice

GMC: | really like that

IW: To sort of think, maybe further down the line, that concept of really knowing which
fingering goes

GMC: We do fingering maths so like 1 plus 2 equals G and teachers really like that because
| do that as a starter. So if I'm doing wider opps and everyone’s there, | just put fingering
maths on the board. Which sounds really bad! I'll write that down because I'll forget that | do
it.

IW: And sort of, fingers belonging to a hole erm that there’s a sense of

GMC: That fingers live at a hole?

IW: Erm yeah, that they don’t wander up and down the instrument. You’d like to have a good
sense of the feeling of the hole as well so maybe smearing the fingers just to kind of get a
sense of the edge of the hole really try to maximise the touch sensitivity of the fingers.

CDP: err can | ask a question about that because it's something that's come up before about
tension and yeah you’re meant to be relaxed but if you’re too relaxed when you're a kid the
sound is not going to come out. So | end up saying, press the holes. | vowed | would never
say that but | do. Erm because for me, | only teach whole class so for me it’s a bit different
but | actually end up saying that because otherwise they’re just there’s going to be bits of
holes missing so for them to be able to feel the edges of the holes | think they do need to

actually press down, at least a small bit anyway.
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GMC: That's a really good thing, that sensory thing, because a lot of kids they just float or |
see a lot of kids float because they don’t, they’re not in touch with how it feels. Do you have
like, cos | can never think of a way...?

IW: yeah it's what | find really fascinating is that you know children, you know their fingers
are so touch sensitive because that’'s how you learn. You know you learn ooo I'll never touch
that again because it's hot. So you learn it is, it’s really interesting that you are asking with
the young ones. | mean it’s the first time they are having to deal with moving the fingers
independently because they mostly, you know it’s quite grabby. It's tricky but | | | think that’s
sort of rubbing and smearing fingers across erm | don’t know err was it erm sorry

RE: And what note are you starting on?

IW: I've tried everything. My issue with the note B to start with that in order to, if you haven’t
set up the holding the recorder properly what happens is that you end up with that
[demonstrates incorrect right-hand technique] and I've seen plenty of people you know,
further down the line and that comes from astonishingly good finger memory, touch
sensitivity. That’s they they somehow manage to hold the recorder like that to play B and
then that’s how they remember to hold the recorder.

GMC: That's how they write.

IW: Yeah so it’s

RE: So

HSCF: So start on? Sorry, so | start on C. | teach them C just because my preferred is C and
A and so this is just Kodaly background that, you’'ve got so much

JT: But this has always worked better, with

JT and HSCF: C and A

JT: | have experience with it.

HSCF: There are so many songs, you've got a wealth of repertoire

JT: Even younger kids err like | have taught the youngest was four years old. They really
can’t do this and hold it properly because of their hands. But with this finger | don’t know

why, probably because it's stronger or mechanically it's more natural.
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IW: It's also the balance thing [consensus] as well isn't it?

JT: So afterwards | start to teach them the cuckoo cuckoo

HSCF: yeah that’s what | do

IW: Yeah so we thought for some little ideas for this kind of like tapping and moving fingers
and thought that erm we could do lots of sort of erm finger gym stuff. Erm tapping away from
the recorder and really getting a sense of like sort of, maybe that sort of thing ahead of
touching the recorder is quite good and raises the sensitivity of the fingertips. But we've
thought of some sort of games for fingers. | mean the advanced ones could try the sort of
Pac Man thing, you know, sort of video-game arcade stuff that SC does very well now. Erm
that sort of thing but we also thought erm like note pairs so they can pair notes like a
telephone G to B, tapping their fingers erm or erm tremolo between the fingers making a
telephone noise. Siren, C to a cuckoo F sharp to D and there are some erm there are some
scope for some really interesting harmonic combinations of these if you have some trebles
as well.

GMC: how do you spell cuckoo? Cuckoo! Oh yeah!

IW: erm put a C before the K. So there was scope for building up some interesting
combinations of notes that you could actually start to do to get some harmonic sounds and
so on. We wondered about erm, well the idea of the fingers erm falling to the holes, | don’t
know what you all think about the, but falling to the instrument is is good and then, this robot
fingers which | is something that | use a lot erm just in terms of feeling very very neat and
mechanical but a bit like with what EF said with the robotic thing there are a couple of issues
with that. I'm not sure about using something like such a stiff image in teaching is good. And
the other thing is that most videos of robots that I've seen these days, they’re falling over. So
it's not very efficient thing to have in people’s minds you know but there's yes, mechanical or
technically precise. There’s something but for me the word robot is a bit loaded in a
negative, stiff yeah way that we probably don’t really want although we want that efficiency,
that mechanical, technological way.

[Inaudible muttering]
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IW: What was that?

GMC: Puppet. Like you’re being moved by someone else

RE: Georgina I'm really sorry I've to got.

GMC: you can go

RE: Can | leave you with a thought, which is going to come out a bit more massive than |
would like erm | think that erm van Hauwe starts off with a really really good idea that he
doesn’t develop and if there was a way of developing it might actually help a lot which is
again this business of what does the body do if it's just left alone. And what do you have to
change? Erm he has this idea of just letting your hand by your side and looking at it and
observing that for most people it’s just asking to have a recorder put into it. Erm and if it's
going into the hand it can be a big recorder or a little recorder and then he stops. And | think
that there’s a lot of scope there. So you then start with that and then you stretch out your
fingers and you hold that for ten seconds and you realise how incredibly exhausting that is
and that you don’t have to do anything to bring your fingers down, it just when you relax it
automatically does that. You then make a fist and do the same thing that’s also quite
strenuous and then relax and it doesn’t feel, well in my hand, that it goes back to exactly the
same place because the first is a different stretch but comparable with one another. And |
think that that could be the starting point for a number of games that might lead into your
question here about lifting the holes or closing or opening holes because that’s the only point
where Walter develops that idea, he says it's more about opening the hole than closing the
hole and that in itself is a relaxing thing. But that’s a remark that I've only ever been able to
convey to advanced students. I've never been able to convey that to a child but I'm sure
there is a way of doing that and my suspicion is that the intermediary element is a foreign
body like a broom handle or | don’t know or to make finger games and that could lead in
brilliantly to finger games that you were describing,

IW: | mean long before you even know the concept of notes these can be done, you know

knowing the number of holes and you do that and it's that idea of you are actively opening.
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RE: And what | was wondering was is there some kind of toy or computer or something
which is less than specific than covering a hole but when you move your finger you do
something. Sorry I'm not being very precise about this but there is, this is not a good
example but those things with a little piano keyboard that you can blow into yeah and then if
you move ooh it makes a difference. There must be something better than that that you can
take.

N: And the hardest thing is like the independence of the fingers and for, when you have just
one student you can like do catching games like this and the student runs away and you can
try again and then you also play with this or this and its but like maybe in a group it will be
too much and too loud and everyone is or you can do it in pairs maybe or like this or like this
if it's needed

CF: I think it's also the hand, the natural hand position for a child is more open than for us
because of our hand span which is why those games are useful for exploring.

CDP: I think erm, the Suzuki method starts with all hands down and they lift don’t they

IW: | think they start with a D. And | think if you start with both hands on the instrument you
get a really good sense of

GMC: Well we spoke about starting on the other D (GMC and RE). High D

MN: How much would that affect the sound thing? Because often | find as soon as that
thumb is off, it’s like, OK now start again because, | know that sounds horrible

GMC: | think the argument was if you start with that D you have no option but to be
balancing and you have no option but to use your right hand and it has a purpose for the
right hand [consensus] whereas all the other notes you don't really have a purpose to using
the right hand. There are so many options, that’s the problem.

Mir: Erm | just saw something at the erm exhibition in Greenwich because low D is very
difficult to start with because it doesn’t sound because there is always something leaking,
but what they did is like covering the holes with sellotape like very thin sellotape

GMC: yeah | think that’s the Suzuki method [consensus]

IW: Yeah
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Mir: Yeah, exactly the Suzuki method.

CDP: I knew there was something else

Mir: And so you can actually play a D and it sounds nice like not a squeaky high sound but it
doesn’t matter because if it’s a little bit leaky

IW: I've done that with the thumb hole before because that’s often the problem one. Just
starting people with the thumb hole

GMC: | think for this project I'd have to stay clear of that because it’s clearly Suzuki (yeah)
and I'd get done for plagiarism! Even if | referenced it, it's not very original.

RE: You can still say that that’'s a method

GMC: yeah

RE: What about pentatonics? Erm D is very difficult E is very difficult, C and then you have
[sings a pentatonic scale] then you can do an awful lot of really nice tunes with that an an
and it also gets you out of any cross-fingering

GMC: erm

IW: Yeah

N: Can they cover the third hole? At the beginning?

IW: No | think that’s, | mean | often re-set people’s hand positions with the third finger

RE: Like what we were talking about earlier with the measuring hands.

IW: yeah but but | use that one as the first finger that goes onto the recorder and then the
thumb and then these ones just fall and actually it’s kind of when you unroll the recorder the
hands just like that there’s not that that often happens as a result. So set with finger three,
thumb and then just let the others just fall down. And they do hang over.

CDP: | think you taught me that before when | was playing

IW: And |, I think I've done it with Georgina as well. We re-set your hand position, that way
and it just made

GMC: We re-set everything [laughter]

IW: A huge difference
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GMC: Cool thank you for coming. | think we’ve kind of, that was a lot quicker than | expected
apart from the what note to start on that | think will always be there. Always will be a debate
but the school that I've picked to trial. So there two trials basically. From all of this | will
collect the data and condense it, well not condense it but collaborate it or organise it in such
a way that we put all the ideas together and get a load of games all under different headings
erm and | will have a look at my new GCSE students who don’t play anything to play a bit of
recorder and erm and we’re going to do some informal learning and I’'m going to get them to
feedback on it and I’'m going to ask them because a lot of them have younger brothers and
sisters to trial it on them as in an enculturation thing and erm give me feedback as the 15-
year-old beginners they are because they should in theory articulate. And the whole project
with informal learning with an awareness of good technique, it's a catchy title but I'm working
on an even catchier one is going to trial unfortunately not until June erm cos that’'s when the
school do recorder. It’s at a primary school in Bedford that is diverse in the true sense of the
word that it really is diverse it's got kids from all different types of backgrounds but they're
unique in the fact that they have a music specialist and it’s a state primary school which is
amazing and she’s an oboist which | thought was helpful because she’s not a total non-
musician and she’s an oboist which is wind but totally different so we can do a comparative
study. She will teach recorder like she usually does because she teaches recorder every
year, to one class and then another class in the same class will do our methods and we’re
going to compare kind of technique so I'll get a list of what we have decided is good
technique. We'll video them, we’ll look at it and see which class has better technique, we’ll
do an enjoyment scale so the kids will fill out a survey about how much they enjoyed the
process about each once and they’ll also write their own little manual on how to play the
recorder to test their understanding which | think is the main point, if you understand what
you do. So that’s the plan so by this time next year we should have some results. Thank you
so much for coming. I'm not sure if anyone wants to add anything else or ask any questions.
N: erm yes

GMC: Yeah
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N: Erm but | think that | have also learnt some informal learning for recorder but erm from
most of the time it's the environment so when it’s the so it’s like when you meet the people
you meet you ask them it's more like a creative environment, how is it working in school
because how is it working in school it's not just the lesson it's what they see and hear and
what they’re doing and then how do you

GMC: yep so the plan is that that class will come down here and we'll do a concert or
Woodwork might go up there see if we can get some funding to get us all up to Bedford to do
a concert up there not at the school but outside the school and they’ll do recorder of the
week and recorder fact of the week so they'll be listening to good stuff on YouTube every
week.

IW: Are you going to provide a playlist?

GMC: yeah and erm working in their friendship group is the main thing for enculturation also.
So there'll be lots of things that one group has and the other doesn't.

N: Oh OK

GMC: Thank you for coming
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Appendix C: The Analysis of the Theme Sound and
Articulation, Blowing and Breathing from the Focus Group

Sound and articulation, blowing and breathing

The recorder does not suffer a degree of resistance, as with other woodwind
instruments such as the clarinet or oboe, therefore there are many ways to produce sound
and the articulation used can have a drastic effect on the quality of sound. Linked to this is
blowing and breathing; with a lack of resistance, knowing exactly how to breathe and blow
on the recorder is of vital importance, as it is very simple to either under- or overblow. This is
especially true with the beginner learner. Below details the acquisition of the subthemes

within this category.

Relating back to RE’'s message on the use of adjectives in beginner learning, here
we can see the subgroup on sound and articulation stress the importance of an awareness
of sound, not a good sound, and the focus on a quality sound. They explain that the way to
do this is through visual aids and physical motions. The production of sound on the recorder
is internal and therefore a pupil cannot physically see what is going on with their body, so an

external aid was recommended by this subgroup.

MN: Erm the thing we thought was most important was erm to just have a, being
aware of the sound and we’re not saying you to have a good sound but just a quality
of sound that you know to be aware of it. Erm and how to do this we thought of two
ways. The first way was representing the sound in terms of physical motion. So M do

you want to explain this one?
MN: well | think maybe you?

SC: Oh oh OK. Well err maybe representing it in terms of flash cards or drawings and
we come up with these two things. So straight line and then this one that kind of
bends and drops down. And err or like a block and a bulgy block. Like this one
versus this one. I'd say like, OK we were saying don't like, err beyond initial
exploration of the subject so don’t encourage it. So first time we’d be like OK so play
this sound and now this sound but don’t be like, like on a certain note... you know
encourage it. Because they’ll think it's hilarious. But erm err and then also

representing that with physical motions so erm erm
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MN: like a droopy like floppy sound would sort of be like like physical
GMC: Like play action?

MN: Precisely. Although they’re sort of, yeah | mean welcoming exploration within the

understanding the limits of their instrument

SC: Like if you want to explore it further without getting them to make horrible sounds
you would like maybe you do the horrible sound and get them to show a flash card of
what it is. Or like, do the hand thing.

We can also see in this extract the use of exploration on the instrument, and getting
to know the limits of one’s instrument in the early stages of learning: what can your
instrument do? Then bringing this learning experience back from experimentation to fully
understand the ‘correct’ manner in which to produce sound on the instrument.

MN: We also thought listening is obviously really vital. Who they listen to is obviously

dependent on the lesson situation but their teacher if they’re any | don’t know good |

don’t mean if they’re any good [laughter]... Or peer mentoring is really useful, you

know, like what they can learn from correcting each other. You know what | mean

SC: Playing to each other. But if you were not a recorder player and were just
teaching the recorder as a non-professional erm then | would say that listening to

recorder actual recorder players...

In order to know what sound to produce, teacher and student modelling can play a
role. However, the quality of the teacher was taken into account here, ‘Who do they listen
to?’ being dependent upon the teacher and ‘if they [the teacher]'re any... good’. The nuance
is that the aural awareness and ultimately the sound of the pupil will be determined upon the
aural environment the pupil has been exposed to. Here it has been made explicit that if a
‘non-professional’ is teaching the recorder, then listening to ‘actual recorder players’ is a
must in order to develop true recorder sound. This can be seen as external modelling from

sources other than the teacher and/or other pupils.

Related to this is the idea of peer mentoring and discussing each other’s production

of sound in lessons, and the pupils co-teaching and scaffolding each other.
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IW: 1 think that the huge advantage of representation of pitch of the sound is that erm
| think anyone can pick that up and get a sense of what not to do with the sound. |
think that that’s in one of those early Dolmetsch books. That comes up. And |
remember sort of being you know working through that book myself. Because
actually we didn’t really have a teacher at school. We sort of just myself and a bunch
of friends actually just got lots of instruments and we kind of taught ourselves. That
was the thing, actually, that really helped. So | think that that’s a really important
element of the sound and erm, kind of teaching sound. And also it does give you sort

of a very black and white this good and this is not desirable.

The production of sound and articulation is an internal act and not visible to the pupil;
IW relates the idea of sound to pitch. On the recorder, the more you blow the sharper the
note, and then the opposite is true, when the less you blow, the note becomes flatter. The
Dolmetsch book in question uses this representation of pitch and sound visually. Again, this
brings the theme back to exploration of the instrument, getting to know the limitations of the

instrument in order to find the middle ground where the desired sound can be found.

One of the main themes underpinning every aspect of recorder technique is the idea
of the body being in the most natural state possible. This is discussed also under sound and
articulation in relation to breathing when playing the recorder. The recorder is a member of
the woodwind family, and in order to play the instrument one needs to have an awareness of

breathing and blowing.

SC: And it’s also kind of if you ask someone to just exhale they’re not gonna be like
[exhales in manner of recorder] they’re gonna be like [exhales strongly]. That’s kind
of [laughter] but that would be erm where it ties in with the whole erm making it, kind
of, how far away do you go from, the very natural like | can’t remember your exact
words but trying to make it as natural as possible for any instrument but having

something you have to change because you can'’t exhale as you normally would.

CDP: | think it's quite difficult for children of certain ages to understand, erm, the
natural way of breathing cos you’d say to them ‘what happens to your tummy when
you breathe in?” And they go ‘it goes in!’ It’s really hard and even if you say, OK try
and play your recorder and make your tummy stick out, that concept is still really

difficult and think that probably takes years to...
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Again the theme of internal bodily devices being difficult for pupils to obviously

dissect in the learning process appears here, under sound and articulation.

In the focus group, sound and articulation were split into two categories: starting and
ending notes and sound and articulation. In the analysis of the transcription, it became clear
that there was much crossover between the two categories that overlapped and could be
joined together for analysis purposes.

IW: Well actually on sound, is a little bit related to that because the other sort of

things about you know, blowing out across a table and that sort of thing yes blowing

and breathing are related [to sound and articulation]

SC: They are synced, breathing and blowing [and sound].

With blowing and breathing the same theme was first to be mentioned, this time by
RE:

RE: OK, so we started off with erm again what does, what does the kid know? And

what does the kid not know? And how can we change as little as possible until we

absolutely have to and so and we had to find the connection to the recorder and the

recorder is unfamiliar and the kid might think I've got to do something really special to
do this.

Blowing and breathing is something all humans do subconsciously, and therefore it

should not be altered too much in order to play the recorder.

Again, the theme of internal bodily function determining the sound and overall action
of playing the recorder comes to light, and this time, the addition of an external aid to help
get to grips with this feeling and action is discussed in relation to teaching and pedagogy.

RE: So, we don’t take a recorder, we take a drinking straw and, err, the first exercise

could be breathing in through the drinking straw and feeling the resistance that that

has and then blowing out through the drinking straw and realising that you can’t blow

out as fast, through the drinking straw as you can. And it sort of feels different.
Here the idea of doing ‘natural’ and ‘everyday’ activities to relate to the naturalness of
the action of playing the recorder is used as a pedagogical tool. Keeping everything as

natural as possible is becoming the increasingly dominant theme across all aspects of
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recorder technique. The internal ‘struggle’ from a teacher’s perspective of how to explain the
inner workings of the body in order to achieve a correct instrumental technique is explained
through everyday activities and the use of external aids. This is linked also to the subgroup
discussing sound and articulation that recommended the use of visual aids as a stimulus to

achieving a desired sound.

Whereas instruments of the string or keyboard family have largely gross motor visual
attributes to their techniques, it is becoming increasingly clear that the challenge for recorder
teachers is the demonstration and explanation of the internal workings of the body, possibly
more familiar with a singing pedagogy than that of string or keyboard families of instruments.
This becomes an increasingly important theme when looking at alternative methods such as

Suzuki and MusicBabies that have been derived from their string-based origins.

The themes of using external aids derived from everyday activities to harbour the
physical feelings and actions of the body to play the recorder become important in the
teaching and learning of the recorder. This is something mentioned neither by Walter van
Hauwe or any tutor book currently on the market.

RE: You can blow bubbles in the water in the glass, that sort of stuff. Lots of things.

So that’s about getting the feeling for resistance erm without having the recorder to

hold, so just with the straw. Second exercise could be playing with a cotton-wool ball

along the table. Erm controlling the speed erm and then take away the straw and

purse your lips so you're moving the point of the resistance step by step into the body

and the drinking straw one would be like that.

In this extract one can clearly see how the external aid of the drinking straw is used
to produce games away from the instrument in preparation for the recorder to become a
natural extension of the pupil’s body. This would relate to van Hauwe’s message: ‘All
recorder methods... are based on getting instant results: a short explanation about the
position of the hands, the thumb-hole half opened...some air, a tongue, and “hey presto” the
first tune can be produced.’ But the neglect of the fundamentals of recorder technique at the

start of the learning process can actually be counterproductive. He says that the approach
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whereby one teaches lots of notes in quick succession to provide quick results means that

quality sound-making is left behind. If more time was taken over ensuring correct technique
as opposed to learning lots of notes, recorder playing will become easier and more efficient
for the learner in the long term.3® The early acquisition of correct recorder technique ensures

that pupils understand exactly how to play the recorder.

The implications of the analysis of the focus group of professional recorder player-
teachers suggested that the acquisition of recorder technique should largely focus on the
physical relationship between the body and the recorder, almost as a separate and
preparatory learning stage to learning to play notes. In the preparatory stages of learning,
the recorder pupil would spend much of their lesson engaging in ‘pre-play’ warmups that
could then be holistically introduced into the learning process when notes are added.
Learning should be natural. Holding the recorder, producing sound and articulation, and
blowing and breathing naturally are all precursors to learning notes on the instrument and

are a fundamental stage of the learning process in acquiring a solid technical grounding.

Below, RE clearly demonstrates the step-by-step nature in which this preparatory
stage of learning brings each of the exercises closer and closer to actually playing the
recorder. RE then demonstrates the holistic use of external and pictorial aids and the need
for Alexander Technique visualisation and natural bodywork to all come together in every
aspect of recorder technique. The trio of natural physicality, external and physical aids, and
preparatory exercises and games became an increasingly important fundamental theme in
the teaching and learning of recorder technique.

RE: The third exercise would be hissing like this [demonstrates] Like a snake, moving

the point of resistance to the point of where it is more likely to happen when you're

actually playing the recorder. So that prepares the point for the articulation, excuse
me that is within somebody else’s control. You're hissing like a snake, and then you

can ask: is it a little tiny snake? [Demonstrates air flow] Or is it a great big long

snake? [Demonstrates air flow]. Which opens up other fields. So just to recap of

38 Van Hauwe, Walter. The Modern Recorder Player. Volume I (London, 1984), pg7
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those three exercises: they are about developing the feeling for controlling the
airstream, with the external aid, with the lips, and then with the tongue, which is
getting quite close to orthodox recorder technique. Then, how to experience the body
because every child breathes because otherwise you wouldn’t be around to teach it.
Erm so how can we develop the feeling for that without feeling that we have to do

something really really really special to play the recorder?
JT develops the idea of external games and exercises. This is a theme that continues

through the focus group.
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Appendix D: The Analysis of the Theme Starting and Stopping
Notes from the Focus Group

Starting and stopping notes

Straight away, JT refers to an external aid in the explanation of articulation. The
theme of the use of external aids and preparatory games again became even more apparent
in all aspects of recorder technique. Articulation is a fundamental point of recorder
technique: with no reed, the recorder does not suffer from any degree of resistance and is
therefore a very directly speaking instrument. Different forms of articulation, different vowel
and consonant sounds for example, can have a dramatic effect on the sound of the
instrument. JT explains that with her pupils she uses ‘ti’. It is therefore important that
recorder pupils are aware of the vowel and consonant sounds being produced in the mouth
and their transference to the sound of the recorder. At a more basic level, one has to ‘speak’
into the instrument in order for the instrument itself to, in turn, speak out.

JT: So | always take a tissue because if you blow too hard then the tissue is flying

away. So that’s also an image for the kids to see where does the tissue or how much

they blow, too much is too high, so this is also to let them know the airstream. So that

for starting and ending notes | was err dealing with my students like ti ti ti but erm if

they do ti ti ti in front of the tissue then they can see that the tissue is moving. So |

think it's kind of one of the games that can be erm yeah

M develops this theme further:

M: Actually in a lot of German books erm we are talking about recorder language and
you cannot go just like ‘woo000’ into the recorder because that’s not really how you
would talk. And so | find it quite important to paint that image that you could use lots
of different letters to actually talk and then to really find out which ones are usable
and which ones might not work really well. And to trial it out. And then to try and
make this recorder language out of it that you always use when you play the

recorder.
The theme of relating the unfamiliar recorder to the everyday activities of students

and the body again becomes apparent in the subgroup of starting and stopping notes: the
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idea of recorder language that you play the recorder in the same way that you would speak.

Pupils need to develop a recorder ‘language’.

JT asks whether in the teaching of articulation the pupil should start with the whole
recorder or just the head joint:

JT: Oh yeah, we have to kind of bring up a question to everyone. When you’re talking

about all these games after, to apply them on the recorder, would you prefer a

student only holding the head joint to do it? Or the whole recorder? [Pause] It’s very,

advantages and disadvantages.
CF explains that it could be different for each individual student, that each student has a
different level of natural competence with the individual elements of technique.
CF: I think that’s different, for different kids, | mean there are some kids that really
struggle, maybe coordination is an issue, actually this is really playful and there’s

loads of stuff you can do without the fingers and perhaps it's a matter of the child.
Yeah.

GMC: So it could be like an option. You can either do it with or without.

N: Or you could do it on the same note?

GMC: yeah

But then it becomes apparent that in order for a pupil to learn articulation with the
whole recorder, they also need to be able to hold the recorder, which is another skill in the
different categories of learning the recorder. What comes first? Holding the recorder or
producing sound? This is where, for the first time, the idea of preparatory exercises gets

brought into question.

RE: But then, then they’re already holding it. [Agreement]

N: But many want to play, and when you then say, ‘hey we’re not going to play we’re

doing exercises’, they’re not happy.
CF: No but if its games and its play they’ll enjoy it.

GMC: And also it’s a language thing. A lot of the time if you’re talking to kids and you
tell them they’re doing an exercise they’re like ‘coooooh’ [miserable] but you could do

exactly the same thing and tell them it’s a game and they're like ‘yay’
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From the next ongoing conversation, it becomes apparent that working only with the

head joint can have its advantages in terms of creativity, not just instrumental technique.
M: yeah or there are so many amazing stories which you can just tell them that they
make the noises to. | think if you can make it interesting

JT: Yeah, | like doing this movement. | think this is one of the advantages of using

only the head joint.

GMC: So you could do [recorder glissando sound, possibly only head joint?] different

games on starting and stopping the note. I’'m making a sound story.
M: Yeah, exactly.

Mir: yeah exactly, also | just came from a class erm like first the middle joint and the
foot joint without the head joint and you can whisper and like have different sounds
like storms or like a little wind and then you can like do soft rain with your fingers and
then with just the head joint and having the air experience just woo [blows] without
having this weird thing in your mouth. And then with the head joint and that worked

quite well.
SC: You can do like bird sounds.

CDP: Remember when we were in Amsterdam and the Royal Winds did a really
interactive performance with the kids. The kids were involved either with playing
notes or just the mouthpiece. Didn’'t matter what level they were at. And | found
myself starting to use lots of the ideas in like workshops for various people. And we
just get the kids, you just create a soundscape. And just like that Mir, some are doing
exactly as you said, just taking off the head joint and it can be a bird moving or some
of them can flutter their tongue. They actually can, they don’t know they’re doing it
but...

From this it can be deduced that working with only the head joint to develop
articulation is advantageous due to its potential for creativity in lessons. As well as being
able to work with the head joint for articulation Mir also acknowledges that one can work with
just the middle and foot joints to produce games to develop finger dexterity on the

instrument.

Developing creativity is a key feature of any instrumental lesson but particularly in

preparing young recorder players early on in the process for producing florid ornamentation,
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extended technique and improvisation, which are all key features of recorder playing in the

more advanced stages of learning. This idea is developed by IW:

IW: There’s something really nice about the idea that you know, that if you're
teaching if you really are trying to work on that, that there’s a kind of piece that you
can create. That idea of the soundscape you know you gradually, through the tutor
book, are formulating things that you can use later. Interesting. There’s always a
place for that kind of for music-making. You know that whatever is happening on

stage.
The conversation then reverts back to the use of pictorial aids in the learning

process:

M: And | always think there’s a lot you can do with pictures if you want to teach them
articulation. And, they kind of feel what they have to do. So if you would show them a
big river or a night scene they would intentionally play much softer than if you were to
show them, | don't know, a ballet dancer that is on their tiptoes so | think you can

make a lot of ideas.
The conversation moves from how one would teach articulation back to the subject of
what kind of articulation. JT previously mentioned the use of ‘i’ to start notes. The subject

moves on to how to end notes.

IW: Erm, one of the things. There’s one tutor book that | kind of see that talks really
very early on about finishing the notes with the tongue and using tut, as the word.
And there’s something nice about that being introduced very early on, that idea of
stopping notes with the tongue being there because you know | always think what we
have and what’s vital in our playing is the articulation. It’s our kind of trump card over
all other instruments and that’s what’s kind of and to really evolve that kind of thinking
to say, ‘we’re going to end this note with the tongue’ or let it kind of, just have a
defined start is something. And then, that word, | find really useful to have a concept

that you can actually take care of the end of the note. It’s really important.

Mir: Can | say something? | find it, or something | have found very useful to use is

nnnn
GMC: To use what?

Mir: nnnn no note just nnnn. To experience that the tongue lies flat without any force,

added force | found quite helpful.
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IW: Mm yeah. Mm and T are very closely related. It's uses aspiration. It's the N and T
that are in the same part of the palate. | think N is, is great. | use that a lot of the time.
N, | sense, | sort of pretend to myself that I'm using N to start the note but I'm actually

using, I'm technically using T. I’'m using it, in my mind thinking N as something soft.

GMC: Do you mean? Like, kids are really in tune to sounds because they learn to

read using phonics

IW: yeah

GMC: So they're in tune with... Phonics!

CDP: Mir do you mean using N at the end like using Tun?

Mir: yeah

CDP: yeah

Mir: Because then you have like, without any extra note at the end.

CDP: Cos | find if we're getting them to say Tut, tut cos I've said it to some kids
before then just the repetitive word with the starting and beginnings with the same

letter they kind of can’t, | don’t think they can

Mir: And it also applies that when you want erm some articulation between notes
later on that you don’t lose the support like tunnnn. And then, | also like, show them

the movement of the tongue.

The same themes regarding ‘recorder language’ reappear here, and the link between

school-age children being in tune with phonics through the way in which they learn to read at

school acknowledges the theme of playing the recorder in a way that is as natural as

possible. One has to speak through the recorder using phonics, just as one speaks or learns

to read. It can be deduced here that the use of ‘tut’ can be problematic with the added

syllable at the end, creating an unintentional extra note. Mir acknowledges that ‘tunn’ would

be a more suitable alternative. The reappearing theme of externally demonstrating internal

techniques can also be seen here, with Mir explaining that it is helpful to visually show the

movement of the tongue in explaining this action.

The conversation then turns back to the familiar theme of preparatory exercises and

games away from the instrument in learning and practising articulation.
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IW: yeah. | also, word games are good. Like little tongue twisters and things like that
that we do but like, everyone, you know like thinking of erm dotty teddy which is all
front strokes and HCF’s one that she come up with in a lesson, quite violent but
effective, go kick a geeky guy which is all the back of the tongue or go kick a kid go
kick a kid. Where you’re exercising the back of the throat and then the other one that
| use for err double-tonguing which is you know, way down the line but it’s kind of fun
to to experiment with what feeling where the tongue is with the take a ticket to
Kentucky, take a ticket to Kentucky which is like tk tk erm and that, just just raising
awareness of where in the mouth. | think that’s a really important thing just to get a

sense of where in the mouth

RE: Counting of the teddies, sorry counting of the teddies you know teddy, teddy,
teddy, teddy, and then cross them teddy teddy kick a teddy kick a teddy [laughter]

IW mentions ‘raising awareness of where in the mouth’; again, the idea of explicitly

explaining the internal action through isolated activities is a recurring theme.
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Appendix E: The Analysis of the Theme How to Move the
Fingers from the Focus Group

How to move the fingers

The first thing to be mentioned in how to move the fingers is about obtaining as
natural a playing technique as possible, again proving the overarching theme of naturalism
in playing the recorder.

HSCEF: errrrrrrrm. Yeah, we came up with lots of words that we thought were good for

us to get in there early. So relaxed and tension-free, natural hands, or efficient,

gentle fingers, erm

Directly after this statement more information is brought out in relation to preparatory
games and exercises, another theme that is apparent across all areas of recorder technique:

IW: We like the idea of numbered fingers, you know, whether that’s a bit contentious

or whether we should really already start numbering, you know thumb 0, 1, 2, 3, 4, 5,

6, 7 but erm that that could be incorporated into some games. You know where you

have to, you shout a number and children maybe tap that hole. | don’t know. Erm it’s

nice
GMC: | really like that

IW: To sort of think, maybe further down the line, that concept of really knowing

which fingering goes

GMC: We do fingering maths so like 1 plus 2 equals G and teachers really like that
because | do that as a starter. So if I'm doing wider opps and everyone’s there, | just
put fingering maths on the board. Which sounds really bad! I'll write that down

because I'll forget that | do it.

IW: And sort of, fingers belonging to a hole erm that there’s a sense of.

Wrapped into this game, however, is where the fingers go in relation to the holes on
the recorder. Most recorder tutors use a visual representation of the recorder and its holes
and then colour in the holes that are meant to be covered for each note. Here we see the
contradiction in themes between using pictorial aids to explain internal techniques such as
articulation and blowing and breathing, and the visual act of putting fingers on holes. Here it

is suggested that a numerical system would be better than a pictorial aid. Given the
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overarching theme of using pictorial aids, one may suggest that using both a numerical and
a pictorial system in explaining the placement of fingers on holes may be a more holistic way

of teaching finger placement.

The theme of naturalism in recorder technique comes up once again in the extract
below by CDP. This is related to the adjectives used to describe how to move the fingers at

the top of this subgroup.

CDP: err can | ask a question about that because it's something that's come up
before about tension and yeah you’re meant to be relaxed but if you’re too relaxed
when you’re a kid the sound is not going to come out. So | end up saying, press the
holes. | vowed | would never say that but | do. Em because for me, | only teach
whole class so for me it’s a bit different but | actually end up saying that because
otherwise they’re just there’s going to be bits of holes missing so for them to be able
to feel the edges of the holes | think they do need to actually press down, at least a

small bit anyway.

Here, in the whole-class setting, being able to get all children to cover the holes and
be relaxed is proving a difficult situation.

GMC: That's a really good thing, that sensory thing, because a lot of kids just float or

| see a lot of kids float because they don'’t, they’re not in touch with how it feels. Do

you have like, cos | can never think of a way...?

IW: yeah it's what | find really fascinating is that you know children, you know their
fingers are so touch sensitive because that’s how you learn. You know you learn ooo
I'll never touch that again because it’s hot. So you learn it is, it’s really interesting that
you are asking with the young ones. | mean it’s the first time they are having to deal
with moving the fingers independently because they mostly, you know it’s quite
grabby. It's tricky but | I | think that’s sort of rubbing and smearing fingers across erm

| don’t know err was it erm sorry

GMC and IW bring along a new theme in how to move the fingers: sensory
relationships. Gaining the overarching theme here is preparatory training and exercises to be
learnt and practised ahead of learning lots of notes. It is important a pupil can feel the holes
on the recorder in order to accurately cover them and also produce the desired fingering

patterns. If this is to be achieved then preparatory work has to be made in feeling the holes,
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finding where they are. The idea of rubbing and smearing fingers over the holes has been

brought by IW.

Intrinsically linked to how to move the fingers and finger holes is playing the notes.
Interestingly, this is one of the final things to come up in the ‘how to move the fingers’
subgroup, another indication that the acquisition of correct recorder technique should

happen in the preparatory stages of learning.

RE: And what note are you starting on?

IW: I've tried everything. My issue with the note B to start with that in order to, if you
haven’t set up the holding the recorder properly what happens is that you end up with
that [demonstrates incorrect right-hand technique] and I've seen plenty of people you
know, further down the line and that comes from astonishingly good finger memory,
touch sensitivity. That’s they they somehow manage to hold the recorder like that to

play B and then that's how they remember to hold the recorder.

Most recorder tutors and methods start with the note B. Suzuki method starts on low
D but puts tape over the holes so the pupil only has to fully cover one hole. The sellotape is
removed gradually over time to allow the pupil to gradually learn to cover the holes. This is
discussed in this extract:

CDP: I think erm, the Suzuki method starts with all hands down and they lift don’t

they

IW: | think they start with a D. And | think if you start with both hands on the

instrument you get a really good sense of
GMC: Well we spoke about starting on the other D (GMC and RE). High D

MN: How much would that affect the sound thing? Because often | find as soon as

that thumb is off, it’s like, OK now start again because, | know that sounds horrible

GMC: | think the argument was if you start with that D you have no option but to be
balancing and you have no option but to use your right hand and it has a purpose for
the right hand [consensus] whereas all the other notes you don’t really have a

purpose to using the right hand. There are so many options that’s the problem.

Mir: Erm | just saw something at the erm exhibition in Greenwich because low D is

very difficult to start with because it doesn’t sound because there is always
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something leaking, but what they did is like covering the holes with sellotape like very

thin sellotape

GMC: yeah | think that’s the Suzuki method [consensus]
IW: Yeah

Mir: Yeah, exactly the Suzuki method.

CDP: I knew there was something else

Mir: And so you can actually play a D and it sounds nice like not a squeaky high

sound but it doesn’'t matter because if it's a little bit leaky

IW: I've done that with the thumb hole before because that’s often the problem one.

Just starting people with the thumb hole
MusicBabies for recorder starts on C and introduces the minor third, as is advocated by
HSCF:

HSCF: So start on? Sorry, so | start on C. | teach them C just because my preferred

is C and A and so this is just Kodaly background that, you’ve got so much

JT: But this has always worked better, with

JT and HSCF: C and A

JT: I have experience with it.

HSCF: There are so many songs, you've got a wealth of repertoire

JT: Even younger kids like | have taught the youngest was four years old. They really
can’t do this and hold it properly because of their hands. But with this finger | don’t

know why, probably because it’s stronger or mechanically it's more natural.

IW: It’s also the balance thing [consensus] as well isn't it?

Here, JT is also advocating the use of starting on the note C and then moving to the
note A to create the minor third interval, as recommended by the Kodaly method of
musicianship. JT believes that using that finger combination is also more ‘natural’; again, the

theme of naturalism has returned.

JT: So afterwards | start to teach them the cuckoo cuckoo

HSCF: yeah that’'s what | do
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IW: Yeah so we thought for some little ideas for this kind of like tapping and moving
fingers and thought that erm we could do lots of sort of erm finger gym stuff. Erm
tapping away from the recorder and really getting a sense of like sort of, maybe that
sort of thing ahead of touching the recorder is quite good and raises the sensitivity of
the fingertips. But we’ve thought of some sort of games for fingers. | mean the
advanced ones could try the sort of Pac Man thing, you know, sort of video-game
arcade stuff that SC does very well now. Erm that sort of thing but we also thought
erm like note pairs so they can pair notes like a telephone G to B, tapping their
fingers erm or erm tremolo between the fingers making a telephone noise. Siren, C to
a cuckoo F sharp to D and there are some erm there are some scope for some really

interesting harmonic combinations of these if you have some trebles as well.

Both JT and HSCF are advocates of the C and A minor third combination of starting
notes, then IW brings the subject back to games and this time the idea of ‘finger gym’. A
strong theme in how to move the fingers is a sense of touch, as can be seen again in the
above extract. A new theme is now the developments of harmonic combinations in the order

pupils learn new notes.
Another idea was starting on a high D which only uses finger two:

GMC: Well we spoke about starting on the other D (GMC and RE). High D

MN: How much would that affect the sound thing? Because often | find as soon as

that thumb is off, it’s like, OK now start again because, | know that sounds horrible

GMC: | think the argument was if you start with that D you have no option but to be
balancing and you have no option but to use your right hand and it has a purpose for
the right hand [consensus] whereas all the other notes you don’t really have a

purpose to using the right hand. There are so many options that’s the problem.

There was no whole consensus on what note is best to start on regarding recorder
technique. Both JT and HSCF agreed with the C to A minor third introduction. It was agreed
that starting on B was not ideal and high D would not be appropriate due to the
repercussions of introducing the left-hand thumb later on in the learning process. It seems
the argument is not what note to start on but really how the fingers move and the other

considerations of recorder technique in the other subcategories.
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The theme of relaxed and natural playing returns again in this extract on the subject

of how the fingers move on and off the holes:

IW: We wondered about erm, well the idea of the fingers erm falling to the holes, |
don’t know what you all think about the, but falling to the instrument is is good and
then, this robot fingers which | is something that | use a lot erm just in terms of feeling
very very neat and mechanical but a bit like with what EF said with the robotic thing

there are a couple of issues with that.

IW goes on to explain that the idea of ‘robotic fingers’ is loaded, as it implies a
stiffness and unnaturalness, but that fingers need to be mechanical and functional:

IW: So it’s not very efficient thing to have in people’s minds you know but there's yes,

mechanical or technically precise. There’s something but for me the word robot is a

bit loaded in a negative, stiff yeah way that we probably don’t really want although we

want that efficiency, that mechanical, technological way.

So fingers need to be efficient but relaxed in their movement across the instrument.
RE takes on the idea of finger movement, relaxed hands and naturalisation of recorder
technique in this extract:

RE: The only point where Walter develops that idea, he says it's more about opening

the hole than closing the hole and that in itself is a relaxing thing. But that’s a remark

that I've only ever been able to convey to advanced students. I've never been able to

convey that to a child but I’'m sure there is a way of doing that and my suspicion is

that the intermediary element is a foreign body like a broom handle or | don’t know or

to make finger games and that clod lead in brilliantly to finger games that you were

describing.
Again there is the external aid in helping to convey complex issues surrounding

recorder technique.
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Appendix F: Questions Included in the Teacher Survey

Is the recorder your first study instrument?
Yes
No

Academic Qualifications
Please state your highest general qualifications (if appropriate)

Post Graduate (music)

Paost Graduate (nen-music)
Graduate (music college)
Graduate (university music)
Graduate (university non music)
Other:

Please state your highest qualification in the recorder
MA (principal study recorder)
MMus (principal study recerder)
BA (hons) (principal study recorder)
BMus (hons) (principal study recorder)
Diploma Recorder
Grade 8 Recorder
Grades 5 - 7 Recorder
Grades 1- 4 Recorder
None
Other:

How many years have you been teaching the recorder
0-1
2-5
6-10
11-15
16+
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Employment

Employment
Please tick the appropriate statements

| | teach recorder full time
_| | teach recorder part time

Recorder teaching is my main source of income
| Other:

Please tick the as many as possible appropriate statements

_| | teach recorder at a Secondary School
| teach recorder at a Primary school
| teach recorder at an Early Years Provider

| | teach recorder at a Conservatoire

| teach recorder at a University
| teach recorder at another institute of higher education
| teach the recorder for a Music Hub (Music Service)
| teach recorder at my home
| teach recorder at pupil's homes
| teach recorder at a private studio
| teach recorder at a specialist music school
| teach recorder at multiple schools
Other:

How much do you charge for individual recorder lessons per hour?
£0-£6
£6-10
£11-£20
£21-£30
£31-£40
£41+

Do you teach individually or in groups?
Please tick as many as apply to you

_ Individually
Groups up to 3

| Groups 3-6
Groups 6-10
Groups 10+

Do you teach recorder first access (wider opportunities)?
Yes

No

How many recorder students do you currently teach?
0-3
4-10
11-15
16-20
21-30
30+
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Beginner Recorder Teaching

Which of the following would you use within the first twelve lessons with a beginner?
Please tick as many as apply to you

! Aural Training
| Composition

_| Consort Work

| Duets

Flexible Fingering Practice
Games
| Improvisation
| Inner Hearing
~I Listening Skills
Memorisation
Teacher Modelling (playing music to students)
| Aspirational Modelling (playing or watching clips of professional recorder players)
| Musical Knowledge & History
| Musicianship
| Note Reading

Pieces

Playing by ear
"I Scales
_| Sight Reading
| Sight Singing

Singing tunes to be leamed
| Technigue
| Theory
| Transposition
~| Tutor Book {for beginners)
Other:
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When teaching beginners what instrument do you introduce first? ’ [
descant
tenor
bass
G alto
voice flute
descant and treble
Other:

When do you start teaching flexible fingerings (i.e the introduction of treble, G alto, etc).
Please specify an age, approximate grade, level of musicality or other factors which determine your decision for each instrument

Grade examinations (ABRSM, Trinity etc) are a regular feature of my teaching
Please indicate your level of agreement of disagreement

Which fingering systems do you teach?
C (descant and tenor etc.)
F (treble and bass etc.)

| D (voice flute and sixth flute etc.)

| G (G alto and bass etc.)
Other:

When do you teach multi clef reading skills (treble and bass etc.)?
Immediately
Within the first year
" Within the first two years
1 Within the first five years

Never

| regularly teach breathing technique
Please state your level of agreement or disagreement

| <]
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| regularly teach articulation technique
Please state your level of agreement or disagreement

B

It is important to have a balanced playing technique
Please state your level of agreement or disagreement

| believe there is a specific recorder technigue
Please state your level of agreement or disagreement

||

Which tutor book(s) which do you use?

| Razamajazz: Sarah \Watts

| Recorder Boppers: David Moses and Jane Sebba

_| Recorder from the Beginning: John Pitts
Red Hot Recorder: Sarah Watts
Suzuki Recorder Book 1

"I | don't use a tutor book
Other:

My students regularly play with other recorder players
Please select your level of agreement or disagreement

Which age ranges do you currently teach?
Please tick as many as appropriate
| 2-5yrs
I B-8yrs
11 812 yrs
13-16 yrs
17-19 yrs

| 20+ yrs
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At which level do you currently teach recorder?
Please tick as many as appropriate. Grade refers to ABRSM, Trinity etc. not the North American schooling system

Pre Grade 1
| Grades 1-2

Grades 3-5
| Grades 6-8
| Diploma

Higher Education

Have you ever had any training in how to teach the recorder?
Yes
No

If 'yes' please explain what kind of training?

If 'no’ would you like training in how to teach the recorder?
Yes

No

What kind of training in recorder teaching would you like to receive?

It is socially acceptable for a person to teach the recorder without any recorder specific qualifications
Please state your level of agreement or disagreement

What do you find most challenging about recorder teaching?

What do you find most rewarding about recorder teaching?



