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1. Introduction

The Music CETL (Centre for Excellence in Teaching and Learning) has as its focus music and inclusivity. It is a consortium of the Universities for the North East in association with the Sage Gateshead. The projects which are at the heart of its developmental activities range from World Musics, Working in Music, Resources for Cultural and Critical Theory to Sound and Music Therapies in Practice.  As one of its definitions of inclusivity, the CETL stated it was about:
‘broadening of music education to encompass students of diverse backgrounds, maximizing participation.’ 
This report represents the final stage of the AMP project (Accessible Music Provision) commissioned by the Music CETL which has explored institutional and departmental responses to inclusive practice in music education, looking particularly at gender and disability.  The report is based on the findings of a research exercise in which the project officer has worked with disabled music students at UK higher education institutions to identify any barriers to completion and progression and good practice in teaching and learning. The report aims to:
· As context, give statistical evidence on participation rates of disabled students in music;
· Define the issues which are raised specifically by music education;

· Use disabled students’ experiences to raise awareness of and illustrate those issues;

· Identify best inclusive practice in music education;

· Suggest ways in which barriers to learning for disabled students might be tackled at departmental level;

· Identify some strategies which disabled music students have developed to manage their study.

In data gathered from HESA (Higher Education Statistics Agency) for 2005/06 there was a higher proportion of disabled music students than in all subjects. It is therefore inevitable that most music tutors will encounter disabled students at all levels of study. Additionally, recent disability legislation gives impetus to higher education providers to create inclusive learning environments by anticipating the needs of disabled students. But perhaps more importantly there is a growing recognition that best inclusive practice for disabled students is best practice for all students. If, for example, a tutor makes their lecture notes available electronically so that visually impaired students can read them using their preferred adaptive software, all students will benefit from the accessibility of the notes and the opportunity for reinforcement of their learning. 
There is clear statistical evidence that disabled applicants are successfully entering music courses in higher education at all levels of study. Therefore the main focus of this report is on enhancing the experience of disabled music students and ensuring their successful progression.
2. Contexts

2i.  Participation and progression

The raw music data was provided by HESA (The Higher Education Statistical Agency). It is based on the Student Records of UK domiciled 1st year students for 2005/06. HESA rounds all data to the nearest 0 or 5. The calculations of percentages of disabled students have been based on the number of students whose disability status was known. The data for all subjects is based on on-line statistics from the HESA website and was used in an earlier report for the Music CETL on gender and disability.
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As can be seen in Table 1 almost 8% of students who entered universities as undergraduates were disabled. There were significantly fewer disabled people on Other Postgraduate courses which comprise mainly PGCE provision (4.6% of students were disabled). Greater proportions of disabled graduates progressed on to taught postgraduate courses and research degree programmes (6.3% and 6%).
The numbers of disabled students entering higher education has grown considerably in the last ten years. In 2007/08 the proportion of undergraduates who were disabled was 8.7% while it was 7.5% for postgraduate research degrees. There are several possible drivers for this increase: the improved accessibility and awareness of the sector; national initiatives
 funded by HEFCE to disseminate disability issues and to place them prominently on the agenda in universities; legislation which brought education under the umbrella of the Disability Discrimination Act; the most recent legislation which requires institutions to be more proactive in their actions to anticipate the requirements of disabled staff and students
; and central funding which underpins support for disabled students. 
Table 2
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Table 2 shows that there were proportionately more disabled students at all levels of study in music than in all subjects. The proportion of disabled music students at postgraduate level was significantly higher than in other subjects (9.6% compared with 6.3% on Taught Postgraduate courses; 9.8% compared with 4.6% on Other Postgraduate courses, mainly PGCE; 11.2% compared with 6% on Research Degree programmes). Disabled music graduates were more likely than disabled graduates in other subjects to progress on to postgraduate study in music, including PGCEs.
Table 3

[image: image4.emf]Nature of disability: a comparison between music and other subjects (National data 2005/06)

0

5

10

15

20

25

30

35

40

45

50

Dyslexia

Blind/partially sighted Deaf/hearing impaired Mobility difficulties

Personal care

Mental health difficulties Autistic spectrum disorder Unseen disability Multiple disabilities Other

All subjects

Music 


Source: HESA student records 2005/06
Table 3 shows the type of impairment of disabled students in music as compared with all subjects. As a proportion of disabled students, they were most likely to have dyslexia. Music students were marginally more likely to have dyslexia (44.5% of music students compared with 43.1% in all subjects).

The proportion of disabled music students who were blind was higher than in all subjects (4% compared with 2.6%). Disabled music students were less likely to be D/deaf than in all subjects (3.2% compared with 5.3%). However the proportion of disabled music students who are D/deaf is almost as great as those who are blind/partially sighted.

The proportion of disabled music students with mental health difficulties was almost the same as the profile for students in all subjects (5.3% compared with 5.2%).
Disabled music students were more likely to have unseen disabilities than those in all subjects (21.8% compared with 17.9%). They were half as likely to be wheelchair users/have mobility difficulties as disabled students in all subjects (2% compared with 4.3%). The proportion of students in all subjects and in music who have autistic spectrum disorders is very small, although slightly higher in music.
There are several key findings from the data. Those teaching music in higher education are more likely to encounter disabled students than their colleagues in most other subjects. Almost half of those students will have dyslexia and/or other specific learning difficulties. They are also more likely than students in other subjects to have unseen disabilities.  As will be seen in the student experiences later in the report, unseen disabilities can have significant implications for teaching and learning. Often viewed by institutions as the disabilities which present fewer requirements for support, music study and performance can have a profound impact on students with impairments such as epilepsy, ME (myalgic encephalopathy) and chronic pain.

The data may trigger questions for music departments and conservatoires.

· To what extent is the whole music curriculum accessible?

· Is the way in which music is taught inclusive? 

· Are staff and non-disabled students confident and at ease with disabled students? 

· Do subject specialists support disabled students and effectively enable them to reach personal career goals?

· Do all staff know how to anticipate the requirements of disabled students?

· Is everything in place to ensure that we select, teach and support all students with equity?

It is hoped that this report may clarify some of the questions individual staff as well as institutions need to ask and signpost some answers.

2ii.  Methods used to identify issues

In deciding how to find out about the issues for disabled music students, the perspectives of disability studies have helped to define the methodology. There have emerged over the last thirty years two diametrically opposed positions: the medical model of disability on which much educational practice and social policy were based prior to 1980 and the social model of disability which has emerged as the preferred model since the 1980s. 
If we look at those models in the context of music education, the medical model viewed the individual’s disability as the problem. The disabled music student could not do certain things: a mobility impaired student could not gain access to the recording studio because of their impairment; a blind student could not grasp musical notation because they could not see the score; a Deaf student could not be involved in group performance because they could not hear the other musicians; a student with dyslexia could not sight-read because they did not have the skills to read music.
During the 1980s the social model of disability was increasingly recognised; it views the same situations from a very different perspective. Society creates barriers for disabled people and they need to be removed if equity is to be achieved. So from that other perspective the mobility-impaired musician can access the studio if a ramp/lift is installed or the location is changed to a more accessible space; the blind student can access a musical score through adaptive software designed for visually impaired people; the Deaf student is enabled to perform within a group by negotiation with its members and the development of visual signs and prompts; the dyslexic student can learn to sight-read if multi-sensory teaching of musical notation is employed.

The social model underpins all the recent disability legislation as it requires institutions to anticipate the requirements of disabled students and staff and make reasonable adjustments. The student may have an impairment but should not be disabled by their learning environment, central services, attitudes, policies, procedures or practice. 
In Disability Studies that model has an impact on research methodology. Moore, Beazley and Maeltzer (1998) explained their rationale for disability research:

‘For us it (disability research) should not be embedded in, or regulated by, medical model ideologies; it should not attempt to be neutral or to disregard the impact of oppression on disabled people’s lives; it should not reproduce the familiar, and so leave disabling, personal, political or practical barriers unchallenged; it should not exclude disabled people from its process or productions…….’
French and Swain (2004) discussed the implications of including disabled people in the process of research into physiotherapy:

‘A crucial tenet of participatory research is that it is research with rather than on people (Reason and Heron, 1986). The research process is viewed as a potential source of change and empowerment for the research participants as well as a process for influencing professional policy and practice by reflecting the views and opinions of service users. Reason and Heron (1986) believe that participatory research invites people to participate in the co-creation of knowledge about themselves. Using the term 'partnership research', Lloyd, Preston-Shoot, Temple and Wuu (1996) recognise similar principles: non-hierarchical research relationships in setting the research agenda, data analysis and dissemination.’
In the AMP project the guiding principles have been seeking out and hearing the experiences of disabled students, asking for their opinions on best inclusive practice in teaching and learning and requesting their input into recommendations.  Some of the issues have been identified by a small number or only one student. But those experiences have validity because each participant has a unique story to tell which can shine a light on particular aspects of inclusive practice. As Peters said (1995):
‘The capability for change ultimately rests with the authentic voices of people with disabilities.’
All the quotations in bold throughout the rest of this report are the words of student participants in this project. The students’ stories give examples of places where change is needed and where best practice exists. Their insights can help to create structural change if viewed as they were intended by the participants – illustrations to facilitate and inform constructive debate.

Procedure

Emails were sent by the Music CETL at Newcastle University to UK higher education institutions, either to disability service heads of specialist institutions or to named contacts in university music departments requesting their help in locating and contacting disabled music students. Those students who were interested in taking part were asked to contact the AMP project officer directly who then sent out details about the project, questionnaires (See Appendix 1) and/or interview times if they preferred to be interviewed. Some follow-up interviews were conducted after completed questionnaires were received. 
A total of fifteen disabled music students and graduates took part. Completed questionnaires were received from eleven students, telephone interviews were conducted with three students and follow-up telephone interviews with two students.  Two face to face follow-up student interviews also took place and one interview was conducted with a disabled music graduate in employment. The students were on a wide range of courses and at different levels from undergraduate to doctoral study and were from a total of eight UK institutions. Their impairments were: dyslexia (4), dyspraxia (1) dyslexia and dyspraxia (2), mental health difficulties (1), multiple disabilities (2) including visual impairment and mental health difficulties, pain disorder (1), mobility impairment (1) visual impairment (1) epilepsy (1), other disability (1).

In addition four academic staff, including senior staff, one music administrator, a music teacher in the secondary sector and a dyslexia support tutor in a university were interviewed.
Any references to institution, location, course detail, in some cases musical instrument, gender, name and age have been removed from quotations as all participants were guaranteed anonymity. A draft of this report was sent to student participants for their editing. This was to ensure that anonymity had not been compromised, that they were in agreement with the use of their words and that their views had been accurately reflected. They were also asked to add any further recommendations or comments which have been incorporated into the final draft. 

The student participants in this exercise were enthusiastic in their involvement. They were reflective about their own experiences and keen that change might happen where they perceived it was needed. They were a group of talented and creative people whose opinions and perspectives were invaluable in gaining some understanding of music education and inclusivity. They were sometimes self-deprecating, but often had well-developed, imaginative and pragmatic strategies for managing their study. But what illuminated the whole exercise, and which made it very different from the writer’s previous projects with disabled students, was their love of music and for the environments in which they studied. As one participant said:

The beauty of music is that to study it you have to love it and that this actually leads you through the course a lot of the time.

3. The issues raised by music study
Some of the barriers identified by students cut across subject boundaries; they may be institutional issues like inaccessible environments or aspects of teaching and learning such as an unwillingness to recognise and engage with students’ preferred learning styles. These concerns are significant both to the students who have experienced them and for the institutions which need to address them, and they will be highlighted in this report. However, the emphasis will be on those issues which are specific to the study of music. 
Each section will end with suggestions for addressing those issues. These suggested strategies are not definitive solutions; each student is unique and it is not helpful to generalise about disabilities. For example, one dyslexic student may find reading text problematic; another may have short term memory difficulties which make memorising a piece of music very hard; another may find structuring an assignment particularly difficult; another may struggle with spelling. Study will present different concerns for each person. For some disabled students there may be no additional learning requirements and no adjustments will be needed or expected. As Tim Miles said in his introduction to Music and dyslexia – A positive approach:

‘We should always remember … that, although those who carry a particular diagnostic label may have much in common, their needs may be very different, particularly at different times of their lives. Within those who carry a particular diagnostic label there should never be a one-size-fits-all treatment.’
Therefore any suggestions, or signposting of resources, are about developing inclusive practice which anticipates the learning requirements of all students. 

3i.    Motivations
(I would advise others to) definitely do it! It’s an amazing degree to do. It may take them slightly longer to achieve tasks but it isn’t impossible. ..Some people are put off this because of their dyslexia but the more people with a disability that do a music course, the more research will be done and people will be made aware of the difficulties and they might be combated.
It is significant that love of music itself as an academic discipline, an activity, and/or as a vocation is what motivated all the participants. So strong was the motivation that it appeared to override any qualms students might have had about its negative impact on them. Some told of their pain being exacerbated by instrumental practice and performance, of their high levels of anxiety before performance, of humiliation during teaching sessions, of spending twice as long to complete assignments because of their disability. Yet withdrawing from their courses was not mentioned as an option by any of the participants.
Some participants explained why they had chosen to study music. 

Music is what is most important to me. I already work in the industry and wanted to expand my career options and develop my creativity.

I thought I would be able to continue working as a musician or a music educator for my life.

I love music. For most of my life I have wanted to be a professional musician but I wanted to do a proper degree because I want to be more open (to other opportunities).  

It’s my profession.

(I am doing a joint honours degree because) I loved both subjects. Like all musicians I have a passion for communicating through music.

It’s something which I am passionate about and I wanted to learn as much as I could in my specialised field.

I love it. While I enjoyed history, music provided a chance to experience and learn more about music while also combining an ability to learn about history.

I have always loved music…. 

Research led by the Warwick Institute for Employment Research
 has examined the reasons students choose their degree subjects. Almost 38% said they were motivated by their love for the subject.  The AMP exercise suggests that for most of the participants their commitment to music is very high and outweighs other considerations. 
There is also another possible motivator. As the data in Section 2 indicated, the proportion of disabled music students who have dyslexia is higher than in most subjects studied in higher education. In a paper presented at the BDA conference (2001) David Grant explored the possible links between dyslexia and creativity.
 He commented that there was a public perception that dyslexic people were creative but a distinct lack of empirical evidence. Using a case study approach, he interviewed four dyslexic students of creative arts, two of whom were studying music. The responses of the students formed a pilot for exploring the question of links between dyslexia and creativity in greater depth. But at the end of it he concludes: 
‘It is more probably the case that different disciplines require different cognitive styles as well as subject-specific knowledge. As university students are making a deliberate decision about the subject they wish to specialise in for three or four years, often on the basis of previous experience of their chosen discipline, it would be perverse to choose a mode of working that does not match their own cognitive style.
It may therefore be the case that dyslexic students [in many cases] choose subjects that are matched to their strengths and minimise their cognitive deficits. Just as there are dyslexias, so there are styles of creativity.’ 
The dyslexic participants in the AMP exercise were not overtly conscious of choosing music because it matched their cognitive processes. But there was certainly a correlation between choice of subject and students’ strengths. People chose to study music because they had succeeded in it, and that success gave confidence in their ability to progress. 

When asked to give advice to potential music students, a visually impaired student said:

…Being a music student seems to be less challenging compared with other subjects that require a larger amount of reading (over) which students with visual impairment tend to take more time than other students. I would assume hearing could cover the weakness of sight to some extent….
Students were pragmatic in their choice as well as idealistic. But the repetition of the words ‘love’ and ‘passion’ for music suggests a student cohort that is committed and highly motivated. In the context of disabled students, it also indicates a willingness to engage with any difficulties which music study presents to them. Disabled students’ enthusiasm for their subject, however, should not be a rationale for institutions to maintain the status quo. The students’ readiness to go through pain barriers does not mean institutions need not address those additional barriers which can have a negative impact on the quality of the students’ experience. However, it is to be celebrated that so many disabled people choose to study music.
3ii. Disclosure
Disabled applicants for music courses have to decide whether or not to disclose their disability on their application form. Of the participants who responded to a question about whether they had disclosed, nine answered yes, and four no, while it was not relevant to one student who became disabled after they had started their course. 
The benefits of early disclosure are that the institution can make reasonable adjustments at the interview and at audition; that the department can consider the implications for timetabling; can ensure that all staff have knowledge of adaptive equipment or software and recognise the implications for their teaching; can make sure that they have anticipated what is needed to remove barriers to study. It would therefore appear to be beneficial to the student to disclose at the earliest opportunity. 
To disclose disability demands trust that the information will be used with sensitivity, discretion and good judgment both in the selection process and after admission to a course. Students can be actively encouraged to disclose in several ways: mainstream course information can routinely include case studies or quotes from disabled music students; appropriate wording can reassure applicants that disabled people are welcomed on the course; applicants can be requested to disclose disability so that relevant arrangements can be made for auditions; financial information can include details about DSA (Disabled Students’ Allowances); strong relationships with disability support services can be highlighted.  If such information is embedded within mainstream materials, both marketing resources and factual information, then it is more likely that would-be applicants will see the department as one which takes inclusion seriously. 
One student with mental health difficulties did not disclose at the application stage because they felt that the information was too private: some of their support issues were highly sensitive and the student may well have felt exposed and vulnerable if they had disclosed on application. Another student waited for an appropriate time to tell someone after acceptance which delayed by several months their support requirements being met.  A third student was only diagnosed with dyslexia after they started. 

In the next section we will be looking at the implications for auditions. But it is vital that selection embodies equity. That can only be achieved if a student is judged on what they can do, not on what they cannot do. Anticipating what will create equity is made possible by disclosure, and disclosure is more likely if the applicant feels it is safe to tell and that the information will be used judiciously. 

The Royal College of Music has a statement on their website
 which makes clear their commitment to inclusion and emphasises the proactive nature of that commitment:

‘We welcome talented musicians from all backgrounds, regardless of financial means, social or cultural background, or ethnicity. We award places strictly on merit, and current students come from a wide range of backgrounds bringing with them a diversity of experience that enriches the working life of the RCM community. Our policy is to combat prejudice or discrimination in any form, particularly that derived from differences in race, gender, sexuality or disability.’
That is followed by information about the activities and projects the College is involved in to create a more inclusive learning community. 

The RCM has also published a handbook for disabled students
 which is made available before application. In it they say:
The audition normally lasts about 15 minutes. You may be required to play a prescribed piece and a piece of your own choice. 

Violinists, pianists and singers have a two-stage audition process, with a final panel later in the day. 

If invited to audition you will be notified in November and you will be invited to contact the Student Services Manager if you want us to consider any arrangements or you have any concerns about the effect of a disability, medical condition etc.  For example, if you have dyslexia or are visually impaired, you may want to make alternative arrangements for the sight-reading section of the audition. We can provide Braille sight-reading. Contact ….. for further information.  Your enquiries can be dealt with confidentially
Such statements do not simply demonstrate an inclusive attitude; they give reassurance to applicants that steps will be taken to make the audition process equitable. They make disclosure more likely.
3iii. Auditions
It is possible that all candidates will be anxious about performing for the first time in front of experts in their field as part of the selection process. But if disability is added to the equation, then there may be additional causes for applicants’ concerns. All candidates need confidence in the process. Disabled candidates want to know that those who are attending their audition know the implications of their impairment and that reasonable adjustments will be made so that they can perform to their full potential. 
One dyslexic participant described their audition at two institutions:

At (institution A) I had to sight-read…. and sight-reading is always the most difficult thing I find with musical study. They were quite understanding though. When I went for interview at (institution B) I had to clap some rhythms. I really struggled with this (and) the staff were very rude and impatient about this. I felt (A) was much more supportive.
The issues which some dyslexic musicians face will be explored later in this report. But sight-reading and interpreting rhythms were cited by most dyslexic participants as potential problems. This participant has developed during their course their own strategies for managing these particular aspects of music study. Those strategies were less well-developed when they auditioned; therefore the clapping rhythms exercise was one of the most problematic activities they could have been asked to do. As the student had disclosed their dyslexia, it should have been possible to ask the student in advance what adjustments would be helpful. If they had also been told what form the audition would take, they would have had the opportunity to discuss the potential difficulties and the underlying reasons for the difficulties. If no alternative method of meeting selection criteria could be found, then the applicant could have been given an opportunity to prepare for the exercise.  None of these steps would undermine selection criteria; they would simply create the opportunity for the applicant to demonstrate their abilities.
That participant has succeeded at institution A where they found ‘the more positive and friendly atmosphere’. 
While most specialist colleges have on-line handbooks for disabled applicants and students which detail interview and audition support, some university departments do not embed disability information in their web pages. For that reason applicants may be unclear about whether they are entitled to reasonable adjustments to auditions. If they are simply signposted to disability services, it may not be spelt out that it is acceptable and advisable to inform the university about music audition requirements. There is always a risk that talented musicians may be overlooked or discouraged from applying if they fear crossing the threshold. 
Ruth Montgomery, a professional flautist and flute teacher, has written about her experiences when she tried to enter higher education:
‘I applied for colleges and went through the audition process. Often I was the first deaf person to try - but the only offer I received was for a pre-degree foundation course. It was not what I wanted, but better than nothing.

I struggled through my studies without a British Sign Language (BSL) interpreter. The education authority would not pay for one because my course was not considered a degree, so I tried to get by with lip reading. As a result, I lost my confidence in understanding what was going on in discussions.

One year later, I auditioned at the Royal Welsh College of Music and Drama in Cardiff, and became its first deaf student.

I spent four happy years there with a BSL interpreter, full access to lectures and great teachers; they took out the aural (listening) assessments in place of a music theory exam, for example.’

She commented that one institution told her to, ‘go on an art course instead of music’.  Perhaps her key observation is that she was often the first deaf applicant to study music at the institutions she applied to. There are disabled applicants who may be the first applicants with a particular impairment to a music department or specialist college. With no or few precedents, it is vital that those selecting students make decisions that are informed and balanced. Those interviewing need to be confident in the process and applicants need to know that everything will be in place to make the process equitable. 
Recommendations

1. There are procedures in place which will be triggered by disclosure of disability in the application process;
2. Staff responsible for selection are trained in disability awareness;
3. Prior to audition and interview, the institution’s disability advisory service is contacted to clarify the applicants’ requirements at audition;
4. Evaluation of the process by academic staff should take place to enable experience to be built up and shared with other selectors;
5. A network is established among specialist institutions and university music departments to share knowledge, advice and expertise.
3iv. Perceptions of disability
Some lecturers I had didn’t know anything about dyslexia and therefore couldn’t help me or understand how best to help me.
One of the most common concerns of the participants was what they felt to be a lack of understanding by institutions and/or individual staff of their impairments. While many of them talked about staff who showed empathy and sensitivity in their interactions with students, some had experienced situations which suggested low awareness. Others were concerned that their disability might be viewed negatively.  Some had experienced interactions with subject teachers which had very negative effects. 
One student remarked on staff’s reactions to their dyslexia:

Every (dyslexic) person is like a new thing. It’s like, ‘Oh!’ each time.  I talk with people in higher years who have dyslexia. So why do I seem to be such a new event, a surprise? 
There can sometimes be a fear that disclosure of disability is viewed as an excuse. A dyslexic student said:

I don’t want to get away with things… The focus should be on enabling me (to sight-read)…
Another dyslexic student talked about their learning differences but said:

I am naturally confident and would be surprised if I don’t succeed….. I didn’t find out about my dyslexia until I was doing A levels and had lived my life as a non-dyslexic. .. The way I learn is affected. Because I am dyslexic, I think outside the box. 
Another student with a hidden disability and experience in another institution where their disability was not recognised, talked of how they felt about others’ perception of them:
There is a stigma about it – like ME. I feel embarrassed about it. Music should get rid of stigmas.
The same student who is doing a joint degree spoke of the differences between two departments.

Musical friends are perhaps more empathic….. Music is about music, not individuals. It is more inclusive; I feel wanted.
A student with multiple disabilities said that the student body as a whole seemed to be supportive and understanding of their difficulties because they had become used to the situation over time. 
There was also a concern that there may be an element of fear about certain disabilities. A participant with epilepsy when talking about performance said:
People are frightened of seizures, afraid of doing the wrong thing. But most are just afraid. I still don’t understand how it can change people’s perceptions (of you).
What was implied by most participants’ reflections was that they do not wish to be defined by their disabilities. They are musicians first and foremost who may need adjustments to flourish as musicians. 
Adrian Anantawan
 is a very talented young violinist who has no right hand. One of his teachers, the violinist Ida Kafavian, said about working with him:
"It'll be important for people to say that he's a wonderful musician and player, and not a wonderful musician and player for not having a right hand." 
Two dyslexic participants who had late diagnoses after they started in higher education, and have had extensive musical experience before their entry to degree courses, commented about their learning difficulties:
I just wonder whether the dyslexic way of looking at life is the better way. There is so much prejudice against looking at life differently.

It was nice to hear the diagnosis and that it wasn’t for reasons of intellect (that I was meeting difficulties).
There was wide variation in the way disability was perceived by participants and by those they have met in their institutions. But a common theme was that they wished staff to be aware and have understanding of the impact music study has on them. An inclusive learning community is able to recognise diversity, and is committed to harnessing it. Individuals are valued for their strengths, rather than accommodated because of their difficulties.
3v.  Starting out
I had a problem with initial recognition of my difficulties – my tutor still hasn’t mentioned anything to do with my difficulties (by the second term) ……
All the students said that they had all the information they needed to make decisions about their courses. Most had relied on web-based materials at some point, but personal contacts with current or previous students were used by some. A dyslexic and dyspraxic student was a teacher too. They had recognised their preferred style of learning in one of their own student’s approach to music. The student had been helped through the application process by their pupil in seeking and accessing support.

The first few weeks at university are potentially stressful for all entrants. There is a plethora of forms, locations, academic and social activities, staff, fellow students and information to absorb. The induction process is an opportunity to orientate to and find ease in a new and challenging environment. For most of us walking into a roomful of strangers can be a discomforting experience. We may forget the time when we were less confident in our current role, in making new relationships with people who seemed to be more confident, more skilled and more knowledgeable than us.
For disabled students those feelings can be exacerbated by previous negative educational experiences, by a sense of unease at, for example, not being able to see their peers, easily locate new venues, fully hear what is being said, skim read a mountain of information, complete forms confidently, live without anxiety in unfamiliar surroundings and manage without proven networks of support. 
One student with multiple disabilities described the early stages at university:

Trying to cope with the mixture of independent living and keeping up with university work took its toll ….being in an unfamiliar city with people I didn’t know also didn’t help because of (my disability). 
Another participant with dyslexia said:
I hate forms.
One student observed about starting out as a student:

I don’t feel part of the University because of my age.

For another the process of settling was additionally disrupted by financial difficulties and having to work alongside study, a particularly challenging situation for disabled students who may have to invest additional time, physical and intellectual energy into their academic work.
Another with mental health difficulties said that every part of being a new music student was exceptionally hard. One visually impaired student thought their difficulties were unprecedented and that there was nowhere to go for advice, despite the (unknown) presence of another student with a visual impairment
Induction can be an opportunity to anticipate some of the barriers and show that, as an institution and department, there is awareness of the issues faced by disabled students. Most of the participants had been through a formal induction programme and all were positive about the programmes. However, they did make suggestions for what they would like to see included or adapted.
· A better introduction to library facilities;

· More one on one help with getting started with the IT equipment. It was done in large groups where everyone learned at different speeds;

· Specific advice for dyslexic people – where to go for help, maybe even an induction in the learning support centre.
Three participants had difficulties in having the necessary support in place before they started their courses. Applications for DSA (Disabled Students’ Allowances) were administered late, in all cases with significant consequences.

It took a term before everything was sorted. However I was able to get mentoring before everything was put in place which was helpful.
They lost my application (for DSA), denied it, lost all my personal documents and this cause a lot of stress and my studies suffered.

While DSA applications are outside the remit of academic staff, it is vital that departments know and understand the implications of late provision of support for the well-being of students. One student talked about the communication break-down between department and support service:
The two main problems were teachers not fully understanding why dyslexia was an issue .. and communication between the dyslexia support and teachers. Often they had not been notified and I would have to explain myself. .. It is not the fault of the support unit.

Recommendations
1. Incorporate tutorial time into induction programmes so that those who may be experiencing difficulties can have the opportunity to inform the department;

2. Ensure that group sessions in IT and use of the library are inclusive, that staff delivering sessions have had disability awareness training and that individuals are encouraged to identify any problems they have encountered;

3. Build into programmes one-to-one tuition in IT and, in partnership with disability advisors, tuition in specialist software;

4. Use specialist subject language sparingly in the induction phase; it can be exclusive;
5. Make sure that all staff who have been identified by students and disability advisors have timely information about individuals and the nature of their learning support requirements;
6. Include in induction programmes information about all student support services and the links they have with the department;
7. Enable those students who have not disclosed to be able to disclose with confidence by introducing support services and their importance within music education in a positive way.
8. Use current and past disabled music students as part of the induction team and/or as writers of induction materials.

9. Develop mentoring or buddy schemes; 
10. Where there are current students who have experience of dealing with similar issues and if they are willing to participate, link new and more experienced peers together so that learning management strategies can be shared.

11. Check out with new students who have disclosed a disability what the implications are for their learning, and what activities and aspects of learning they think could be problematic.
3vi. Music related issues: teaching and learning of music theory  
So long as you have a love of your field, being ‘disabled’ shouldn’t be an issue... Your institution should be able to accommodate any needs you have.
In an interview for this project one academic said of inclusivity:
We need to decide what is desirable – it is more radical than simply adhering to the law. What is an inclusive curriculum? It encompasses all backgrounds. A secondary consideration is the setting of curriculum outcomes. (The primary focus needs to be) how do we get there? Making curricular adjustments is not proven to be difficult.
In this section we will explore the barriers which are presented by the theoretical side of music. Most of the issues identified by the participants are common to other disciplines, not simply music. However, there is one element of music study which caused difficulties – and not just for students with a particular disability.

Music analysis can be very challenging. Whatever theoretical framework underpins analysis, if the process is dissected into its component parts, this is not unexpected. Analysis demands a high level of aural skills, aural memory, visual perception, emotional and psychological processing of music, empathy and an in-depth knowledge of musical grammar.  While each of these can be developed and, to a certain extent, taught, the exercising of all these skills in one process is exceptionally demanding for all students. If one or two elements are likely to prove difficult, then it can have a domino effect. So for a blind student who is unable to read music while listening to it, or who cannot read it at the speed required because they use adaptive software or Braille scores, the exercise becomes additionally daunting.
This is how one visually impaired student described analysis:

Analysis has always been the major problem …. My inability to read music well (due to the sight problems) has made this subject almost impossible. I have tried to do analysis purely through listening, but there is simply too much information to process. When looking closely at a score, you lose the overall scope of the piece which makes it harder to analyse.
The elements that may prove challenging for some dyslexic students are those associated with musical notation and/or memory, including auditory memory. Tim Miles who was a Professor of Psychology, an expert in dyslexia and an amateur cellist, described in Music and Dyslexia (2008) the relationship between language and music.

‘It seems likely that a major problem for most dyslexics is that of learning the correct label to attach to speech sounds – it is a problem of verbal labelling. Speech sounds are symbols and it appears to be symbols that cause dyslexics difficulty. Given that this is so, one would expect them to have difficulty with many different kinds of symbols, including those of maths and musical notation.’
One dyslexic participant talked about their difficulties:
I am bad at analysing music – the academic side. I struggle to manage. I have been offered a tutor who would tutor on ways of learning things. But I am academically stubborn, good with concepts and less good with facts.
For other dyslexic students it can be extensive reading, and/or planning and writing of essays which are problematic. 
Everything takes longer and there is always stress. You can have extensions as long as you have a good reason. I have to write (the reason) down each time.
… it just means the non-music/more academic side of the degree takes longer.
For a visually impaired student lectures and seminars were sometimes difficult.

During the class, I can easily be lost in the group work since we often have to share the same materials such as handouts and music, which I cannot read if I do not hold them closer. 

…My tutor and lecturers allow me to sit in front of a computer during presentations. However, the computer screen is often not close enough for me.

A dyslexic student found one particular teaching style unhelpful.

I manage with the practical teaching but cannot do the modules taught by one lecturer. Their teaching is lecture-based and enthusiastic, but it is not helpful - unless that’s how you learn.  

That student compared teaching styles they had experienced:

There is a lecturer who puts notes on the Intranet – you can click on their subject, play sound files etc and it is very helpful. It reinforces your learning.

While the reinforcement of learning is very relevant for dyslexic students, all students will benefit. The lecturer who made their notes, examples and illustrations, written and visual prompts, available online used these multi-sensory methods to maximise the learning of their students – and it happened to be meaningful for a dyslexic student too. It is an example of inclusive teaching which anticipates the learning needs of all students.

Two students talked about the sensitivity of approaching issues of teaching methods and one of them, who also teaches, said:

Everyone has to have their methodology questioned. But staff can feel scared and threatened (by that questioning).

The participants have indicated some of the problematic areas within their own experience as students of music theory. As a lecturer quoted at the beginning of this section implied, it is not so difficult to make adjustments to the curriculum. But it is more challenging to look at the way in which we reach learning outcomes.

Assessment
The (institution) has just implemented new rules on assessment which means that instead of having (a lengthy period) to write an essay, I will only have four weeks. This is extremely worrying to me…. I feel that everything takes that bit longer to do things be it learn new music, read books, sort out ideas and thus in order to complete a 5000 word essay at the same time as all the performing work that is required including a solo performance (is) overbearing.

The last participant felt strongly that the department should not be treated as other departments; they said that it was unlike other sections of the institution:
Allow the music department to function how it has for years and not change it into a standard department because it isn’t. There is no other department where undergraduates have access 7am to 11pm seven days a week. Music works in a unique way and thus must be able to assess work in its own unique way.
Another dyslexic student suggested that assessment methods for written coursework could be reviewed:

..I think essays are unfair, not just to dyslexics but people who may have better verbal (as opposed to written) communication skills. What would be ideal is an initial mark, then a 15 – 20 minute discussion between marker and student to ensure understanding of the point the student is trying to make – this could be graded on understanding, ability to defend argument in debate etc – this would not only be a fairer way of marking but beneficial in many ways to the learning of all students.
Another recommendation from a dyslexic student was:

Have a system of marking with dyslexia in mind – i.e. a sheet that can be attached to coursework explaining how dyslexia may affect the work with an option for the student to say what they found difficult.
It is likely that most institutions now have this system, or similar, in place so that assessment takes into account the student’s disability if that is relevant to written work. However, the student quoted did not have this procedure within their situation, either because that system does not exist in the institution or because of an administrative error. In either case their words imply that it may be insufficient simply to have a procedure unless its efficiency and effectiveness are routinely monitored. Such monitoring can also be used to ensure maintenance of standards in assessment.
Below are resources which may be helpful to address some areas of the teaching and assessment of the theory of music. There are some very simple adjustments which can be made and which are anticipatory. There are other suggestions in the resources which may challenge the way that theory is taught. Most are pan-curricular and readers may be already using them in their teaching.
Resources for teaching and learning music theory
1. A volume which is devoted to disability-related issues of Music Theory Online: A Journal of Criticism, Commentary, Research and Criticism Volume 15 (pub. August 2009) http://mto.societymusictheory.org/issues/mto.09.15.3/toc.15.3.html 
2. An Open University website on inclusive teaching which gives guidance to academic staff on how to make their teaching accessible: http://www.open.ac.uk/inclusiveteaching/pages/inclusive-teaching/
3. Inclusive assessment - the outcomes of a HEFCE-funded project based at Plymouth University: http://www.plymouth.ac.uk/pages/view.asp?page=10494
4. Teachability: resources with practical advice on accessible teaching, including small group work, seminars and assessment which can be used in staff development: http://www.teachability.strath.ac.uk/
5. A Music CETL publication on resources to assist staff and disabled music students: http://www.cetl4musicne.ac.uk/Resources%20Disability%20and%20Music.pdf
6. Trinity College of Music has published its experiences of working to make IT accessible to visually impaired students, their use of IT to support learning in music, including a 10 point protocol.
http://www.bicpa.ac.uk/casestudies/making_music_tech_accessible.html
3vii. Teaching and learning in music practice
I would say (a music degree) is a brilliant thing to do and that as long as you are aware of specific difficulties and find support for them, you will be fine. 
Sight-reading
It is arguably a key component of many music courses in higher education; as one lecturer defined it, ‘the value of literacy in music.’  Dyslexic and dyspraxic students talked about difficulties in sight-reading and the impact this has had on their study and performance.
My main problem has been sight-reading. It has been a hindrance on my keyboard skills marks, which have been dragged down because of my attempts at sight-reading when presented with a new piece of music. Also I’ve chosen to leave orchestra as I find it extremely stressful trying to keep in time with the music and even with lots of practice on my own, I struggle to get pieces ready for a performance.

I didn’t really meet any barriers until my first exam at university which was a keyboard exam which involved sight-reading. I couldn’t manage it at all and completely panicked. I did reasonably well in the exam but (for) the sight-reading section I had an extremely low mark.

Not all dyslexic participants had difficulties with sight-reading, but it can be undoubtedly pose problems. There has been recently a growing awareness of the impact of sight-reading on music students with dyslexia. Music and Dyslexia – A Positive Approach has chapters by various teachers who have used their own experience of working with dyslexic musicians to analyse the difficulties and to develop strategies for supporting them.  But Sheila Oglethorpe writes at the beginning of her chapter:
‘….it is worth noting that not every dyslexic pupil has more difficulty than a non-dyslexic pupil when learning to read at sight. There are some whose dyslexic traits affect them in areas of the brain that are not needed for sight-reading skills.’ 
As dyslexic participants indicated in describing their experiences, some find the practice of music poses no difficulties while the theoretical aspects are problematic. Others described reading music and performance as the most challenging parts of their studies. 
In order to look at how staff can provide appropriate support to those students, it is important to look at the possible reasons for the difficulties sight-reading can pose, particularly in light of the comparatively large number of dyslexic music students there are. Sheila Oglethorpe describes the parallels between the development of reading skills and the acquisition of musical literacy.

‘It is now widely agreed that the process of learning to read words at sight is roughly divided into three stages:

1. whole pattern recognition

2. letter-sound conversion

3. the application of spelling rules and conventions.

It has been suggested (Frith, 1985) that dyslexics are delayed in reaching the second stage (letter-sound conversion).

It can be argued that for music there is no stage one, no pattern recognition. The beginner reader of text has little words like ‘and’, ‘the’, ‘is’ and so on that will have to be learnt as a whole word without analysing why they sound the way they do. There is no direct parallel for the beginner sight-reader of music; they have to go straight to stage two, letter (or symbol) to sound conversion which is the very stage that dyslexic readers find so difficult to reach. In addition to analysing the pitch of the notes, there are the complications of the pulse beat and the rhythm, not to mention all the performance directions and so on.’

Even when a dyslexic student has acquired the ability to sight-read, the associated difficulties can have a negative impact on performance. One participant with dyslexia and dyspraxia, who has been surrounded by music all their life, likened their situation to that of an actor:

I can do sight-reading – I know how to sound convincing. An actor could do that – sound convincing but not understand the passage they are sight-reading. It is similar. It’s like doing it parrot-fashion with no meaning. It is good enough to scrape by. 
John Sloboda draws very similar parallels in The Musical Mind: The cognitive psychology of music.

‘…there is a sense in which the criteria for successful language reading are more lax than those for music reading. For most purposes it is sufficient, in language reading, to determine the practical meaning of the text. Much reading is silent, and even when spoken, often little more is required than the ability to utter the correct words in the correct sequential order. In contrast, music reading requires the execution of a complex response where there is very little latitude for deviations in timing and quality. The only linguistic task whose performance demands would approach the musical task is the recitation, at sight, of some piece of fine literature, incorporating all the nuance of voice, expression, and timing which one would expect from a first class actor.’

The ‘complex response’ demanded by music reading can be exceptionally demanding for some disabled students. Additional factors for some dyslexic students can further complicate the process and may have an impact on performance.  Paula Bishop-Liebler works as a dyslexia support tutor at several conservatoires and is an expert on dyslexia and music. She summarises in Music and Dyslexia some of the issues which music may present to dyslexic people.
‘Commonly reported difficulties for dyslexic musicians include reading musical notation, especially sight-reading, learning new music quickly, rhythmic accuracy – especially from notation – memorising music, scanning music or following a conductor and then finding the right place in the score, sustained concentration and languages for singers.’

She uses as case studies three singers who have dyslexia to show the variety of traits – their unique profiles. Having described how each of the three differs, she makes the following observations:

‘When teaching dyslexic musicians, as with all teaching, working with the students’ strengths is imperative for success. …I find it useful to spend time building up a detailed picture of the student’s learning history, mapping the areas that the student currently finds easy and difficult, and identifying their preferred learning styles. This is followed by prioritising areas for initial development. As these students are usually already highly experienced musicians, the areas of difficulty are often subtle and complex. I therefore find that, with these students, the most effective dyslexia teaching is when it is approached as a partnership between the dyslexia tutor and student, where the dyslexia tutor provides the framework for discussion, as they can explain what dyslexia and dyspraxia are and how often they seem to affect musical learning, and the student can identify the specific ways they feel their dyslexia affects their learning and their performance with their particular instrument. By working explicitly as a partnership rather than as a teacher and student, the student can become an expert in their learning.

Having identified areas of difficulty and preferred learning styles, each task, such as rhythmical accuracy, needs to be broken down into its component parts so that strategies can be developed for each aspect using a multisensory framework. By explicitly identifying each process, the student can work on small targets and revise each step so that they grow in confidence and skill. This process of breaking down each task into manageable and explicit steps enables the student to take control of their learning and apply a systematic method to other tasks. This process is central to teaching students how to learn rather than what to learn.’
Not all dyslexic music students will have access to dyslexia support delivered by a tutor with in-depth subject knowledge. Not all dyslexic students will need that type of support. But the advice given above can work well for subject staff who teach music practice. When asked to identify best practice in subject teaching, many of the participants talked about individuals who had shown patience and who worked with their differences in very positive ways. It is primarily about giving students the tools to manage their own learning with confidence. It is an iterative process which builds up self-management strategies which can be employed in other learning contexts. 
One of the participants with dyslexia who has struggled with sight-reading was discussing with the interviewer an observation that there are some dyslexic students who can never learn to sight-read. They were adamant that the project officer did not ‘let anyone say that people can never learn to sight-read.’ The participant has used a combination of one-to-one tuition from an academic member of staff and their own learning strategies to learn. We will examine those strategies in greater detail in Section 3ix. Perhaps though it is important to hear the observations of an experienced musician, teacher and dyslexia consultant, Sheila Oglethorpe:
‘.. not being able to sight-read adequately is not a bar to learning to play a piece of music, and there is no correspondence between musical talent and fluency in sight-reading.’
For some participants sight-reading was challenging for different reasons. A visually impaired student said: 

Reading music is harder for me and takes me more time. 

I found it difficult to play (my instrument) in an orchestra. Even though I was given enlarged music, I cannot read it on a music stand from the chair. I also have difficulty seeing the conductor. 

The institution where the participant is studying has made adjustments through the enlargement of the score. But the barriers have not been removed to full participation in music-making. A talented musician is unable to play to their full potential because the adjustments are not working. Sometimes there has to be an element of trial and error in the removal of barriers. However, there are several ways of ensuring the adequacy of response. The student needs to feel confident in discussing what works for them; what works for one visually impaired student may be inappropriate for another. Negotiation which takes full account of the student’s previous experience of successful adjustments is essential. There is also the resource of precedents. Networking with other institutions to see whether they have found to lower the barriers is efficient and productive. Finally it is important to check back with the student that what is in place is effective. 

Performance

An interesting issue is trying to teach in the oral tradition. One of my instrument teachers does not believe in writing things down. But there is not enough repetition to make something sink in. Although I can hear, I cannot remember what finger goes (where).

One (instrumental) teacher is not good on one-to-one and does not believe in writing things down. They were quite rude. …. They were unable to comprehend any other way of teaching. It is an instrument which demands more co-ordination than most. …There was no sympathy and no understanding. 
The experience of one participant who has dyslexia and dyspraxia illustrates the potential hurdles of learning to play a new instrument. For this student there was no reinforcement of learning, no repetition and no alternative to auditory learning. In addition the complexity of the instrument posed co-ordination difficulties. There was also the very public exposure of the difficulties encountered by an individual in front of their peers. 

The main feature of dyspraxia is poor motor co-ordination. One of the traits of the participant’s dyslexia is a problem with auditory memory. The participant is very aware of what will cause difficulty but could not have anticipated that the instrumental tutor would not take their specific learning difficulties into account in their teaching methods.
Another dyspraxic participant talked about learning a new instrument in a group setting:

During a performance class …. I struggled with the ensemble (instrument) group. The teaching method was to dictate the melody using a number sequence that was taught very quickly. Sometimes I would be given the number sequence once, then expected to memorise it. The sequence could be 15 numbers long. ….The teaching style was very rapid and, if you got something wrong, your mistakes were highlighted in front of your peers. I found this humiliating …. to be repeatedly singled out as being wrong and scornfully asked why I had made such mistakes. …. I wrote in my paper for the course that because of my dyspraxia I had struggled and my tutor’s response was, ‘Sorry you were not confident in that class’. This response did not help me as it implied I had confidence issues rather than a diminished confidence due to teaching methods.

Inclusive teaching recognises the impact of new learning on some students, and the reasons why, so that a broader range of teaching methods can be employed to create equity in learning. The stories told by the two participants underline the disincentive of such negative experiences. At the same time they show the resilience of many students in the public arena of group music learning. One student who has a pain disorder described the causal effect of playing:
Playing music has a very positive impact; it is very therapeutic. It exacerbates pain but … When I am practicing, I can only manage 45 minutes. In rehearsals after 30 minutes I can’t do it.

There may also be adverse effects of performance on the mental well-being of some musicians. While anxiety about public performance is recognised and understandable, there may be additional difficulties for individuals. One participant described the build-up to a performance – and their own management of anxiety:
I get very anxious and depressed. I …. get stressed about what to wear for performances – fiddly bits like that. I try to stay balanced.
I am a perfectionist but have to accept that less is more.
In the context of performance a lecturer who was interviewed said:
‘(The difficulty is being) not sure when to intervene: it’s a case of care versus confidentiality. The issue is detection.’
There can be in any teaching situation and in all subjects a point at which we can detect when someone is struggling to cope with the pressures of study and/or performance. There may be no documentation to say that they have an anxiety disorder, post traumatic stress or another mental health difficulty or we may have been informed that they do. In either case we have a responsibility to support and/or put in place support so that the student is enabled to manage their study. Their study involves the whole curriculum, including their learning and social environments. That may sound alarming, beyond our remit or outside our comfort zone. But it is helpful to remember the partnerships which are involved in delivering the whole curriculum. The partners are support staff, counsellors, central services, technical and academic staff. Outside the institution there may be health professionals. There is help available, not just for a student who is distressed but for those who are seeking to support them. 
The key issue is identifying that there is a level of distress which the student cannot manage using their usual strategies. It involves creating a level of trust which enables the student to talk about whether they are coping, knowledge of the protocols in place in the institution, an understanding of the referral points and checking back with the student that support is working. In a teaching context it is ensuring that mental health difficulties are recognised and taken into account in teaching and assessment.
One of the dyslexic participants talked about the support they had had from the disability co-ordinator within their department. That academic staff member had made sure that all the support they needed in teaching and learning was provided within the department. Not all institutions have a model of networked support staff across departments, who are members of the academic staff with additional responsibility for disabled students in their department.  Such a network can share concerns about policy and procedure as well as practice, expertise in anticipating students’ requirements, support for staff and a focus for staff development. 
Dr Helen May, Senior Advisor on Disability at the Higher Education Academy, has written an on-line bulletin
 on the importance of student engagement so that their experiences can be heard and change can be informed by their opinions. 
‘At an institutional level, work with students to develop a shared vision on all matters that affect them including institutional policy and procedures, curriculum, quality and pedagogy.’
The most recent legislation
 encourages the involvement of disabled people in the review of current practice and the planning of actions to make necessary changes. At departmental level it can be very helpful to consult with students about the best approaches towards an inclusive learning environment.    
Recommendations 

1. Ensure that all staff have disability awareness training which includes specific learning difficulties like dyslexia and dyspraxia;

2. Invite disabled students to be part of disability training teams; they are a source of expertise and insight;

3. Ask disability support services to provide one-off training sessions when particular issues arise;
4. Develop a consultation mechanism so that disabled students' views are sought and used in any process of change;

5. Work closely with disability support services to identify potential barriers and ways of removing them;

6. Explore the development of staff networks for disability support within departments;
7. Check with each disabled student that the support in place is adequate and that practical teaching is accessible;

8. Build up a library of resources like Music and Dyslexia – A Positive Approach, Music and Dyslexia – Opening New Doors which are practical rather than theoretical in their approach; 
9. Use existing professional networks to exchange concerns, ideas and practice regionally, nationally and internationally.
3viii.   Student strategies for managing study

One of the highlights of the exercise on which this report is based was to hear how disabled students manage their learning. There were not vast numbers of examples, but that is not surprising. Disabled students have well-developed methods acquired throughout their education, but they may not be recognised by the students as significant or remarkable. 

One of the dyslexic participants has tried out the methods suggested in Dyslexia and Music.

I have tried working individually on rhythm sight-reading which has been one of my main hindrances in my course. I have been studying some techniques suggested by other musicians in the book Music and Dyslexia: a positive approach by Tim Miles. I have found that clapping rhythms before I play them has helped me to perform them more accurately. I have also worked on rhythm and melody separately and then combining them. I’ve also experimented with marking and aligning music with different coloured highlighters. I’ve tried to obtain recordings of new pieces I’m learning and this seems to have been working out well. Though none of these techniques has been totally successful, they have helped a little. 

Each of those approaches has been used and evaluated by the student. That is helpful not just to them, but to their peers who may face similar barriers. The experience of one reflective and imaginative student becomes a source of expertise for others. At a different institution from the participant, the Royal Academy of Music, a Dyslexia and Dyspraxia Support Group has been established. Such a forum enables peer support, can channel common concerns to the institution and could provide opportunities for the exchange of learning management strategies.

Another participant who finds sight-reading problematic said they manage by:

Memorising music before lessons/performance.
Recording music to reinforce learning and to counter sight-reading difficulties was mentioned by several participants. Most of the students knew that a multi-sensory approach to teaching and learning worked well, whatever the nature of their disability. Those who were also teachers used those methods in their own teaching and in their own learning.

There were some students who described the ways they tackle written assignments. They also exemplify how differently two people with the same disability approach the same task.

I have no problem with reading. Essay writing is harder. Rather than plan, a lot of diverse ideas come up. I am not a fan of mind mapping, I don’t like it. I make bullet-pointed lists and then arrange them under sub-headings. 

Another dyslexic student said that one of the most helpful tools they used was:

Spider diagrams.

The participant who used that method for sketching out their ideas when they start an essay also said that another strategy was:

…. sleeping less so I have more time to do all the work as it takes me lots longer and there is a silly amount of reading and essay writing to do.
The pragmatic approach which characterised many of the students’ responses was shown by three students:

Taking regular breaks and knowing my physical capabilities.
Start early and keep going until it is completed
I have chosen to take (a different instrument) lessons this year and they are one to one which is great. 
Others talked about their use of adaptive software which enables them to tackle barriers themselves, although not all were confident in its use. Sibelius is used widely and had been provided to many of the disabled participants. Voice-activated software allows those with writing difficulties, either physical or cognitive, to write extensively. 
Finally when one dyslexic participant was asked what strategies they had developed to tackle any problems that music presented to them, they commented:

The best thing I have learned to do is to be up front with lecturers when I don’t understand something. I spent a long time in education pretending I understood and then going away and finding my own way of understanding a concept because I was too embarrassed to speak up. I have realised it’s not something to hide but something to let people know about so that they can help you as best they can.
An inclusive learning community enables all its members to ask questions, honestly evaluate their educational experience and say when additional support is needed. But inclusive practice does not rely on the student speaking out; that is to shift responsibility from the institution to the learner. Inclusion anticipates what needs to be done.

At times I have avoided getting help because I have been unsure of whether it was reasonable or whether there was even anything that could be done. It feels like it is a matter of you approaching them, rather than them offering or making you aware of any help available or possible. 
3ix. Best practice in inclusive teaching
Everyone has been excellent.
A music teacher with experience of all levels of music education, including extensive experience in schools, talked about their work within mixed ability settings:

‘They all upped the level and they learned how to co-operate and collaborate. There was a silent rapport – not a tangible outcome, but it was a great one.

In a comprehensive school I set up a Mode 3 CSE where you could write your own syllabus. I put in composition and harmony – I thought it would not work, but how wrong can you be?

Depending on the children in the class, I decided on the teaching style which would suit. They came from different backgrounds, had knowledge of different instruments, at all levels. I would give them a stimulus and they all came up with something different from the same stimulus. The musical mind is very individual. What emerged had no relation to academic ability.  One pupil wrote orchestrally, but had limited ability in all academic subjects.’
The participants shared their experience of best practice where staff used teaching styles which would suit. The examples they gave were what worked for them. They cover both music theory and practice.
Discussion and one to one tutorials are good. (It has also been good to have) realistic deadlines.

Offering extra individual tutorials and extra proof-reads of essays. Making sure I had support in place for extra help. Arranging extended library loans as standard.
Some lecturers prepared extra handouts, enlarged handouts and hard copies of Powerpoint presentations. Some also made allowances for missing lectures/seminars etc. 

I have had good support this year from teachers offering to read over and make suggestions on my dissertation and to double check my spelling. This is done in their own time and they don’t get paid for it. 
Helpful things in school were when teachers wrote in coloured pens on whiteboards and structured lessons according to learning styles. They made differences for each person.
I have obtained extensions to my essays smoothly when I explained some medications I was taking caused adverse effects that affected my studies severely.
Good handouts with a clear lecture structure help …as you can make notes on the handout instead of writing everything from scratch – it helps when (the pain is bad).

I had 25% extra time in my exams and this proved tricky for my listening exams. However, the department was great and organised for me to take the exam at the same time but in a separate room with bigger writing times.

My current instrumental teacher explains something and, if I do not understand, they will break it down into smaller steps until I get it and they are patient.

I receive one to one help and they are very caring.
Composition is hard for me but one composition lecturer gave me a long extension.

I have also had help applying for extra funding from my disability advisor which is great as I was awarded money from …. to get a laptop… I have also had help filling in various forms.
(Being given) software for making spider diagrams, Logic and Sibelius
, and software that reads the text out.
They allow me to play. They know about and appreciate the difficulties I have (with some instruments). There is not too much pressure; it’s a very welcoming department. I could go to the Head of Department. 
What all these experiences have in common is a willingness to engage in lecture theatre, seminar, music and examination room with students as individuals. It is what many lecturers and support staff do, differentiating between students’ learning needs and using the most effective teaching methods to meet them. One student who had become disabled during their course returned to study and found the staff receptive, 
approachable and adaptable to their changed learning needs. Most of the examples are also relatively easy to achieve. The expectations of the participants were quite modest. A visually impaired student wished for individual copies of materials used in seminars rather than having to share with sighted students. Another just hoped that they would be given handouts before lectures. They are practical responses which would demonstrate that the institution is working towards inclusion. Attitudinal change, if it is needed, is harder to achieve.
Conclusion
Welch and Adams described their view of music education: 

‘When we engage with music, we involve our inner emotional world (whether as listener, performer or composer) and foster expressive behaviours and creative imagination. We also experience music as a form of language, as a symbol system, as patterns of sound in which we perceive organisation and meaning, and as part of our individual, group and community identity. Music education, therefore, embraces both education in music and education through music.’
Being part of that process is complex and sensitive, whether as learner, teacher or both. As one participant who teaches as well as studying said:

You can’t get away with anything less than best when teaching someone.

It is hoped that this report has highlighted some of the issues which disabled music students have encountered. It is hoped too that their stories will give pause for thought. We can sometimes see our learning communities as warm, welcoming and wholly inclusive. That is probably not how some students experience them. The student participants have informed the recommendations. Perhaps the strongest and most common theme is of a hope for greater awareness and understanding amongst staff:
I think in general the main thing ...... that needs to be dealt with is the lack of training in place for all educators in dealing with students with disabilities. There needs to be more seminars and compulsory training in place as this is seriously lacking in primary, secondary and higher education.

Each potential barrier for the participants merits further exploration; it has not been possible within the scope of this report to do justice to each person’s experience and the themes they exemplified. But the students wanted their stories told and generously gave of their time and commitment. They offered their insights so that they could, where necessary, influence change. What was in no doubt was the contribution they could make to facilitate change, to be part of the training process and to be consultants in the practicalities of inclusion. After reading through this report, one participant commented:

The 'one size fits all' approach to disabilities is, I fear, the pitfall that many education institutions may fall into rather than individual student-centred policy.
Their observation was a reminder that inclusive practice needs to anticipate learning requirements but also differentiate between and respond to individuals.
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