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Introduction
I first became involved with people who have learning disabilities in August 2003 when I joined the training programme at a company called Music Unlimited, who deliver music workshops for children and adults with disabilities in north-west England.  Despite previously being involved in (and in some cases planning and leading) several workshops for children and adults, I had little experience in working with people who have special needs and wanted to develop skills in this area.  The training consisted largely of observing other staff delivering workshops which, although it proved useful, left me feeling frustrated by the lack of available literature to support what I had seen and which I could use to expand my expertise.  While much has been written about music therapy, it has tended to be from a scientific, rather than musical, point of view and thus of limited practical use to a musician.  Consequently, I set out to reflect on my experience and gather practical information on how other musicians have approached teaching an instrument or singing to children with learning disabilities (including any technology used to facilitate this), and to evaluate the effectiveness of the methods used. 
Whilst bearing in mind the obvious therapeutic benefits of music (such as increased self-esteem, better motor co-ordination, reduced anxiety and stress, and a means of self-expression), it should be made clear that this dissertation is concerned with music tuition for children with a learning disability, rather than music therapy.  In order to clarify this distinction it may be useful to refer to The New Grove Dictionary of Music and Musicians, which defines music therapy as:
The use of sounds and music within an evolving relationship between a child or adult and therapist to support and encourage physical, mental, social, emotional and spiritual well-being.

Music therapists, then, are not helping to develop a person's music skills or teaching them to play an instrument, though these may be the unintentional by​products of the therapeutic process. Music tuition is more interested in the music skills that are being developed than in the therapeutic benefits; the difference being one of emphasis. Although this distinction can become increasingly blurred when applied to children with a more severe learning disability, whose musical progress will inevitably be considerably slower and more limited than that of a child whose disability is less severe, a difference in basic approach still remains. 
To summarise, the aims of this study are: 
· to investigate the provision of music tuition (both that provided by the maintained and private sectors) for children with a learning disability; 
· to investigate ways in which instrumental tutors have approached teaching a musical instrument to children with learning disability and how conventional teaching techniques have been adapted in order to facilitate this. 
Chapter One provides background information for the reader, clarifying the terminology used, and highlighting some of the issues surrounding learning disability. Chapter Two investigates music tuition within schools where children with learning disabilities are taught. Chapter Three investigates music tuition provided by private tutors. Further information regarding music notation can be found in Appendix One. 
My experience has shown that people with learning disabilities, even those whose disability is profound and multiple, are capable of making music (and often exceed other peoples' expectations in doing so), provided they are given appropriate guidance and encouragement. The term 'music tuition', as used here, should be understood in the wider sense to include all music-making in groups using instruments or voices in which a principal objective is to develop music ability. Throughout this dissertation I maintain the premise that learning to play an instrument is a valid, worthwhile and beneficial experience for all children, regardless of the severity of their disability. 
By necessity, this present study is a highly selective sample of the current state of instrumental and vocal tuition for children with a learning disability, with the majority of the research being conducted within the Greater Manchester Area. Despite its obvious limitations, it is hoped that what follows will be of use to musicians with an interest in teaching children with a learning disability and, in doing so, will have fulfilled its purpose. 
Chapter One: Background 
The term 'learning disability', when applied to children, is used to cover a number of disorders that affect a child's ability to learn. The presence of a learning disability (henceforth abbreviated to LD) does not necessarily signify that a person has below average intelligence, only that their ability to learn is impeded in some way. LD can be a life long condition, usually present from birth, affecting many aspects of life including education, employment, family life, and daily routine. According to information provided by the charity Mencap: 
Learning disability may be caused by damage to the brain before, during, or shortly after birth. Sometimes it is genetic, and is caused by chromosomal abnormalities. Some learning disabilities are inherited, many are not. For example, Down's syndrome, [...] is caused by an extra chromosome [...] but is not inherited. In many cases the cause of a learning disability is simply not known.

    Children who have a LD will exhibit disorders in at least one of four areas: 
· Written language: Difficulties with reading, writing and spelling; 
· Spoken language: Delays, disorders, and deviations in listening and speaking; 
· Arithmetic: Difficulty in performing arithmetic functions or in comprehending basic concepts; 
· Reasoning: Difficulty in organising and integrating thoughts. 
LDs are sometimes confused with emotional and behavioural disabilities (EBD) and mental illnesses, which are related but separate classifications of disability. Attention-Deficit/Hyperactivity Disorder, for example, is not itself an LD, but it often interferes with learning. The needs of a child with a LD may be complicated by the additional presence of EBD, mental illness, sensory impairment, or physical disability. 
LDs are traditionally viewed against a scale of severity: 
· mild or moderate (MLD) - IQ of 36 to 70 
· severe (SLD) - IQ of 21 to 35 
· profound and multiple (PMLD) - IQ of 20 or less 
(The IQ ranges, where IQ 100 is average for a non-disabled person, are no more than crude approximations; a range of intellectual abilities and social skills now usually measure LD). 
Statistics relating to people with LDs are notoriously unreliable,
 but according to Mencap
 1.5 million people in the UK (3% of the total population) have some degree of learning disability, of which a quarter are children under the age of sixteen. The chart below (fig. 1) provides a conservative estimate for the occurrence of LD among children aged 5 - 16. The most common LD is Dyslexia, followed by Down Syndrome and Fragile X Syndrome.

Fig. 1 - Chart showing the occurance of learning disability among the child population in the UK, categorised by severity* 
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*ages 5 – 16 inclusive

source: the present author’s calculations based on data provided by Mencap
Chapter Two: The Maintained Sector 
A child with a LD may be taught in a mainstream school or at what are known as 'special schools' depending upon the complexity of the child's needs. 'Special schools' are adapted teaching environments to facilitate the tuition of children who would find it difficult to learn in a conventional classroom setting. There are currently 1482 special schools in the UK
 attended by some 112,000 children
, a figure that includes other categories of Special Educational Needs (SEN) besides LD. This number is decreasing due to current government policy of integrating children with LDs into mainstream schools. Currently 71 % of pupils with a MLD are taught in mainstream schools.

The Local Education Authority (LEA) maintains special schools on behalf of the government. Each school is largely autonomous, though it must, by law, follow the guidelines of the National Curriculum. Under the National Curriculum, it is compulsory for every child (including those with SENs) to receive a minimum of one hour's music tuition up to (and including) key stage 3 (c. the age of 14), though schools still have the flexibility to choose how they teach the content of the curriculum and to focus more or less time on certain aspects. 
Each LEA has a department for music, typically called 'music service', to provide musical services for pupils, the range and availability of which varies from one LEA to another. The mission statement of Manchester Music Service is: 
To deliver a high quality service that provides, supports and enhances musical opportunities for pupils in Manchester schools. The Music Service seeks to meet the needs and aspirations of pupils, the schools and its own staff and to contribute to the musical and cultural life of the City.

Of particular relevance to pupils with LDs is the music service's aim to achieve "all its objectives within an overall policy of open access and equal opportunity.”
 To ensure that these aims are being met for pupils with SENs (including LDs) Manchester Music Service recently created the position of Special Needs Advanced Skills Teacher (AST), whose role is to offer curriculum support to special schools and promote better links between schools and the music service. The structure of the relationship between schools in Manchester and the music service is summarised in fig. 2 (variants of this may be found in other LEAs): 
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Fig. 2 - Diagram showing the relationship between the LEA, music service, schools and pupils. 
Instrumental and vocal tuition in schools can be classified as either 'curricular', part of the statutory one-hour per week minimum, or 'extra-curricular', any musical tuition or activities that are additional to mandatory requirement, such as ensembles, workshops or peripatetic instrumental lessons. Schools are under no obligation to provide extra-curricula music opportunities; it is up to each music service in partnership with the school's music co-ordinator to determine what, if any, additional provision will be available. 
All special schools in Manchester LEA are allocated a free 'core entitlement' of 1 hour 30 minutes per week of extra-curricular musical services per one hundred pupils, with schools having the option of purchasing additional time from the music service. These services are either in the form of one-to-one instrumental lessons or group workshops, with special schools tending to favour the latter. During the academic year 2002/03
 1.5% of children with a LD received instrumental tuition in Manchester LEA, which compares somewhat unfavourably to the 12.55% of non-disabled children who received tuition.

The following research encompasses the whole spectrum of LD, from PMLD to MLD, and was gathered from a selection of special schools mainly in Manchester LEA
, with the exception of a MLD primary school in Salford LEA and a SLD/PMLD secondary school in Trafford LEA.
  Also observed were lessons at a mainstream secondary school in Bury LEA where a small minority of MLD pupils are taught alongside non-disabled pupils in the same class. For the sake of simplicity and to aid comparison, the findings are presented in the form of a lesson plan, after which follows a brief evaluation. Rather than include numerous lesson plans, which would contain unnecessary repetition (many of the lessons being noticeably similar), the findings are limited to one plan for each MLD, SLD and PMLD primary and secondary school, further arranged under the heading of 'curricular' or 'extra​-curricular' tuition. 
























         It should be borne in mind that each plan represents only a single lesson at one moment in time, and lessons are not static but evolve over time in order to avoid monotony and meet the developing music skills of the pupils. In particular, although a few students did receive extra-curricular instrumental and vocal tuition, they were exceptional cases with the vast majority (98.5%) of children with LDs having no such tuition. 
PRIMARY SCHOOL EDUCATION 
All 'curricula' lessons were led by the classroom teacher, unless otherwise indicated. 
MLD: Curricular* 
Support: 


2 care assistants
Number of pupils in group: 
8
Duration: 


1 hour
Frequency: 


Weekly
*Led by a peripatetic musician 
· Warm-up: everyone sings a previously learnt song, led by the teacher on keyboard. 
· Each pupil in turn is asked to choose from a selection of percussion instruments. 
· The teacher establishes a tempo and chord sequence on the keyboard upon which each pupil in turn improvises on his/her instrument. After everyone has taken their turn the whole group plays together. 
· With the keyboard providing accompaniment, children are asked to start and stop playing at certain times depending on the type of instrument they are playing (such as drum, woodblock or glockenspiel etc.). In this way the timbre is varied throughout the group improvisation. 
· The teacher goes to each pupil in turn and plays the violin, standing close to the pupil so that they can feel the vibrations. Some children are allowed to touch the violin fingerboard to change the pitch. 
· The lesson ends with the children working on a new song they are learning, learnt by ear, one phrase at a time. 
EVALUATION 
There is much to commend here: the lesson contained a good combination of solo and group work, vocal and instrumental performance, and of improvised ('spontaneous') and rehearsed ('prepared') music-making. It would be good to introduce changes of tempi, mood and dynamics to the music-making and some use of music notation. 
The basic physics of sound could be incorporated into the lesson by using the violin to explain how the length of a string affects pitch. This could be further demonstrated through the group making basic string instruments by wrapping rubber bands round small boxes of different size. 
The activity in which the teacher varied the timbre by directing the groups of instruments playing could be expanded in a number of ways: each instrumental group could be given its own rhythmic pattern and played either simultaneously with another group's rhythmic pattern or one after the other to build up a more sophisticated group improvisation; the pupils could take it in turn to conduct the rest of the class (i.e. starting and stopping groups of instruments). 
MLD: Extra-curricular
Lesson format: 


Steel band workshop

Leader: 



Peripatetic percussionist 
Support: 



1 care assistant 
Number of pupils in group: 
6-10
Duration: 



1 Hour
Frequency: 

Weekly, with periodic rotation of pupils - each child attends the workshops for several (typically ten) consecutive weeks before another child takes their place. 
· The children set up the drums ready to rehearse the music they had been taught the previous week with the tutor directing the group (giving the tempo, starting and stopping the group etc.) 
· To expand the piece, the tutor demonstrates the rhythmic and melodic patterns of the next section for each of the four parts, with the children playing it back. 
· Once the group has mastered the new section, further sections are learnt in the same way, with substantial pieces gradually built up in this manner. 
EVALUATION 
The children obviously enjoyed this workshop very much. Steel band music, which tends to be repetitive, in clear-cut sections, and based on rhythmic and melodic patterns over a simple chord sequence, is an ideal introduction to performing in an ensemble, particularly in a situation when notation is not used. With the lower drum parts usually being simpler than the higher drum parts, it gives everyone a chance to play together regardless of their ability. 
Playing steel drums is a very physical experience (since pitches a tone or semitone apart are not necessarily near to each other on the drum but can be far apart), with the movement of the upper body almost dance-like in appearance; this use of kinaesthetic learning, as well as aural and visual, assists the learning process. Some form of music notation, such as pitch name notation 3 (see Appendix One), could further speed up the learning of new material and serve as an aide-memoire for pieces learnt in previous weeks, particularly as the name of each pitch is already marked on the drums. 
It is unfortunate that there is only one steel band group at the school and pupils only get the opportunity to rehearse for a period of ten weeks; over a longer period the group would progress significantly further. 
SLD: Curricular 
Support: 



2 care assistants
Number of pupils in group: 
8
Duration: 



30 minutes
Frequency: 


Twice weekly
· Warm-up: call and response song with teacher singing "Have you got your ... ?"  followed by "high voice" (sung at a suitably raised pitched) or such variations "low voice", "fast voice", "quiet voice", etc. sung lower, faster, quieter respectively. The children repeat each phrase, imitating the speed, pitch and dynamics of the teacher. 
· The teacher sets up a steady pulse or simple rhythmic pattern by clapping, which the children join in with and going round the group, each child calls out their name in time to the pulse. 
· The teacher sings "Who is wearing ... ?" followed by a colour, an item of clothing or footwear with all the children answering with the appropriate child's name in time to the pulse. The teacher puts on a recording and gets the children to tap along to the pulse. 
· The children follow the teacher in tapping different parts of their bodies in time to the music. 
· Each pupil in turn is asked to choose from a selection of percussion instruments and plays a solo whilst the rest of the group sing a simple melody about the person playing the instrument (repeated several times), such as "Look at Alice playing the tambourine," or "Look at John playing the drum." 
· A pulse is established by the teacher with the children instructed to start and stop playing at certain times depending on the type of instrument they are playing (such as "wooden", "metal" or "drum"). 
· Half the group sings a previously learnt nursery rhyme, with the other half playing along on their instruments. 
· The lesson ends with the group singing a song. 
EVALUATION 
The singing games at the start of this lesson were effective in getting the children to listen and the device of the class singing a simple melody, incorporating the name of each instrument the children had chosen, is a good way of teaching instrument names. Perhaps the activity in which pupils call out their own name in time to the clapped pulse could be developed so that each pupil calls out the instrument they want to play instead. 
The activity in which the teacher varied the timbre by directing the groups of instruments playing could be expanded in a number of ways (see evaluation of MLD primary school: curricular). 
SLD: Extra-curricular 
Lesson format:


Percussion workshop 
Leader: 



Peripatetic percussionist

Support: 



1 care assistant
Number of pupils in group: 
5-8
Duration: 



20 minutes
Frequency: 

Weekly, with periodic rotation of pupils - each child attends the workshops for several (typically eight) consecutive weeks before another child takes their place. 
· Tutor plays rhythmic patterns on a drum, getting the pupils to listen. 
· The drum is passed round the group and the children are encouraged to repeat a simple rhythmic pattern played by the tutor. 
· The tutor demonstrates different methods of playing the drum, such as playing on the centre of the skin ('open') and on the rim ('bass'). 
· The drum is passed round the group and the tutor calls out a simple pattern of 'open' and 'bass' getting the children replicate it on the instrument and memorise it. 
EVALUATION 
It was disappointing that the tutor allocated only one instrument for the class (despite the school owning a number of percussion instruments), which eliminated any possibility of duets or ensemble playing. It would have been far better for the pupils choose an instrument from a selection (as had happened in several other lessons that had been observed) and encourage the children to play duets with the tutor or each other. 
Using some form of music notation, perhaps graphic notation 2 (see Appendix One), could assist the activity of learning the rhythmic patterns consisting of 'open' or 'bass'. This could be developed over time to build up more complex rhythmic patterns or have half the class playing one rhythmic pattern, and the other half playing another. 
PMLD: Curricular 
Support: 



3 care assistants
Number of pupils in group: 
8
Duration: 



20 minutes
Frequency: 


Three times a week
· Warm-up: the staff sing to the children with some joining in (some pupils are unable to speak or sing because of their disability). 
· Pupils are asked to choose an instrument from a series of cards with drawings of instruments on them (some children who are unable to indicate their choice have an instrument chosen for them). 
· The staff sing a simple song about the pupil and their chosen instrument, e.g. "A drum, a drum, Marie plays a drum" and each child performs a duet with the tutor on percussion and is encouraged to vary the tempi and dynamics. 
· The lesson ends with the staff singing to the children, with some pupils participating. 
EVALUATION 
There is a good balance of vocal and instrumental music-making here, inevitably with more focus on one-to-one work because of the complexity of the pupils' needs. Introducing an electronic keyboard to the lessons would add more variety: the teacher could use it to provide accompaniments to solos improvised by the children on percussion or could encourage pupils to sit at the keyboard and explore different sounds on it. 
PMLD: Extra-curricular 
Lesson format: 


Percussion workshop
Leader: 



Peripatetic percussionist
Support: 



Classroom teacher, 2 care assistants
Number of pupils in group:
 5-7
Duration: 



15 minutes
Frequency: 


Weekly
· The children listen to the tutor playing a simple rhythmic pattern on a drum. 
· The children are encouraged to tap along on their desks (with assistance). 
· The drum is passed round the group and the children are encouraged to play rhythmic patterns (with assistance). 
· The tutor demonstrates different playing methods, such as playing on the centre of the drum ('open') and on the rim ('bass'), and asks the children to hit to drum in different ways. 
· The tutor plays a rhythmic ostinato on a drum and asks the pupils to specify whether they want him to play it faster or slower. 
EVALUATION 
As with the SLD primary school: extra-curricular (taught by the same person), it was a unfortunate that only one instrument was used during the workshop and the children, who were eager to play themselves, were reduced to tapping on their desk whilst the tutor played on the drum in front of the group. The experience could have been made more intimate and personal by the tutor positioning his drum close to each individual in turn whilst playing. 
Despite the severity of their disability, the children were capable of more than they were given the chance to demonstrate. At only fifteen minutes the sessions were too short - with the complexity of the children's needs it is important that time is spent with each individual, which was simply not possible here. With more time and encouragement each child would have been capable of improvising a simple duet with the tutor. 
SECONDARY SCHOOL EDUCATION 
All 'curricular' lessons were led by the classroom teacher, unless otherwise indicated. 
Research for secondary school MLD tuition was collected at an inner-city mainstream school that taught some pupils with MLD. 
MLD: Curricular 
Support: 



2 classroom assistants
Number of pupils in group: 
22 (21 with no LD, 1 with MLD)
Duration: 



1 hour
Frequency:


Weekly
The MLD pupil (who had Down Syndrome) required more support from the teacher and classroom assistants than the rest of the class, but was able to play the music to a standard comparable to the other students. Sometimes the tasks set by the teacher for homework had to be simplified for the MLD pupil. 
· Each child sits at an electronic keyboard, which has a number of pitch names marked on keys. 
· Sheets are handed out using pitch name notation 1 (see Appendix One) for the song Every Breath You Take. 
· A recording of the song is played several times with the teacher playing the melody and chords on piano. 
· The class is given thirty minutes to practice this on the keyboards (with it being learnt as much by ear as by reading the notation), during which time the teacher goes round the class listening to people and offering help. 
· Each pupil takes their turn to play the song to the rest of the class. 
EVALUATION 
The music tuition at the school was not of a high standard and was generally undemanding and unimaginative for the non-disabled students who made up the vast majority of the class. The music department was also chronically underfunded with, for example, two to three children trying to do individual practice on the same keyboard. Had the content of the lessons been more challenging the MLD pupil may have struggled, but by simplifying the work for that particular pupil and providing plenty of support from the staff the pupil would probably manage quite adequately. 
MLD: Extra-curricular 
Lesson format: 


Singing lesson
Leader: 



Peripatetic vocal tutor
Support: 



None
Number of pupils in group: 
1
Duration: 



20 minutes
Frequency: 


Weekly
This particular pupil was aged 16 but, because of their LD, was taught with pupils a year younger. The pupil had poor literacy, an inability to concentrate and was impulsive. The pupil did not read music. 
· Warm-up: singing exercises with tutor on piano. 
· The tutor reads out the song lyrics to the pupil, explaining the meaning and indicating any theatrical gestures that should accompany them. 
· The song is rehearsed.
· The piano accompaniment and the sound of tutor reading aloud the words are recorded on audiocassette tape for the pupil to learn. 
EVALUATION 
The differences between this lesson and one that a non-disabled pupil would receive were largely in the way the tutor spent time reading and explaining the text and recording it, and that the pupil was not being taught music notation. Thirty minutes would have been preferable to the twenty minutes available here and have allowed more to be achieved. 
SLD: Curricular* 
Support: 



2 care assistants
Number of pupils in group: 
7
Duration: 



1 hour
Frequency: 


Weekly
* Led by a peripatetic musician 
· Each pupil in turn is asked to choose from a selection of percussion instruments. 
· The teacher establishes a tempo and chord sequence on the keyboard to which each pupil in turn improvises on his/her instrument. After everyone has taken their turn the whole group plays together. 
· A reproduction of painting is used as the basis for improvisation. The teacher plays atmospheric music on the keyboard and, two at a time, everyone gets a turn at improvising on the theme of the painting (e.g. a calm seascape) 
· An assistant gently wafts blue netting in front of and over the pupils' heads to represent waves. 
· A song is sung, led by the teacher on keyboard. 
· The children are encouraged to come out to the front of the group and play a cymbal solo with the teacher accompanying on keyboard. 
· The teacher goes to each pupil in turn and plays the violin, standing close to the pupil so that they can feel the vibrations. Some children are allowed to touch the violin fingerboard to change the pitch. 
· The lesson ends with the 'rope dance'. The group holds onto a long rope whilst the tutor plays the keyboard. The group is instructed to raise and lower the rope in time to the music. 
EVALUATION 
An impressive variety of instrumental improvisation, vocal work and choreographed movement (in the rope dance) were to be found in this lesson. Introducing some musical terminology, basic physics of sound, or history of music (all of which can, of course, be taught in a creative and accessible way) would have brought the lesson closer to the National Curriculum. The improvisation based on the painting could be developed, perhaps recorded using a form of graphic notation (see Appendix One), and built up to include everyone in the whole group playing in a more extended piece. 
SLD: Extra-curricular 
Lesson format: 


Recorder lesson
Leader: 



School music teacher
Support: 



None

Number of pupils in group: 
1
Duration: 



20 minutes
Frequency: 


Weekly
All the pieces in this lesson were limited to four different pitches. The number of different pitches in each piece had been built up gradually over a few months from a single pitch to four, with the intention of introducing a fifth in the coming weeks. 
· Warm-up: pupil plays ascending and descending scales on the recorder with the tutor accompanying on piano. 
· A previously learnt simple piece using four pitches is played from memory with the tutor occasionally prompting on piano and correcting the pupil's fingering. 
· A new piece is taught by the tutor playing the melody on piano and singing it, one phrase at a time, with the pupil playing it back on recorder. 
· Whilst the pupil plays it back the tutor points to the appropriate pitch on a diagram representing a ladder with the pitches C, D E, F and G written between its rungs (see fig. 3, below).
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Fig. 3 - The pitch ladder 
EVALUATION 
The pitch ladder was an effective visual aid in helping the pupil remember the contour of the melody. If each pitch on the ladder was a separate colour, the ladder could be used in conjunction with pitch-colour notation (see Appendix One) to speed up the rate at which pieces are learnt and enable longer pieces to be played. 
PMLD: Curricular* 
Support: 



2 classroom assistants
Number of pupils in group: 
22
Duration: 



1 hour
Frequency: 


Weekly
*Led by a peripatetic musician 
· Each pupil in turn is asked to choose from a selection of percussion instruments. 
· A reproduction of painting is used as the basis for improvisation (see SLD secondary school: curricular above). 
· A rap on the 'Goldilocks' fairytale is performed, with movement and hand actions, led by the teacher on keyboard. 
· A song is sung, with the children taking it in turns to sing into a microphone. 
· The teacher goes to each pupil in turn and plays the violin (see SLD secondary school: curricular). 
· The lesson ends with the 'rope dance' (see SLD secondary school: curricular). 
EVALUATION 
This was a highly successful lesson, taught by the same person as the SLD secondary school: curricular, and contained a good combination of different activities. Letting the children sit at the electronic keyboard and explore its sounds for themselves would have a good improvisational activity that could be developed over forthcoming weeks. 
PMLD: Extra -curricular 
The extra-curricular activities at the PLMD schools where this research was conducted consisted of lessons almost identical to the curricular tuition (see above). 
GENERAL REMARKS AND RECOMMENDATIONS 
Although some of the lesson plans look similar, in practise the way in which a plan would be realised for a child with MLD would differ in numerous subtle ways from a lesson for a child with SLD, and would be different again for a child with PMLD. The following are general observations that should be borne in mind when teaching children with LDs; these points become increasingly pertinent when teaching children whose disability is of a more severe and complex nature: 
· every child is unique and will have their own strengths and weakness; 
· much encouragement and help is required from the tutor and other staff; 
· time is required to process information; 
· decision-making (such as choosing an instrument) can be difficult or impossible; it can be facilitated by limiting choices to two or three possibilities, though in some cases decisions may have to made by the tutor on the child's behalf;
· children in the group should be encouraged to praise each other; 
· the child may have difficulty in expressing themselves verbally. Time should be taken to try and understand the child, perhaps using other means, such as the use of picture cards, to indicate preferences; 
· it is important for the tutor to engage attention through eye contact; 
· repetition and familiarity is comforting, whereas anything unfamiliar IS potentially confusing and distressing. Lessons should follow a similar structure from week to week with new elements introduced very gradually; 
· the tutor needs to find a way forward for each pupil; 
· success needs to be built into teaching from the beginning. Teaching should be at a level appropriate to the ability of each child and should promote the potential for improvement. 
· the National Curriculum is followed as closely as possible, though some elements may need adapting to the abilities of the children. 
Most of the tuition fulfilled the objectives of Manchester Music Service's mission statement (see page 8) to provide a "high quality service". The majority of lessons comprised varied activities encompassing vocal and percussion work, improvisation, and the learning of pre-existing pieces. Some lessons, such as the SLD and PMLD secondary school: curricular combined visual stimuli and movement into an exciting creative experience. 
There are, however, simply not enough children with a LD receiving extra​-curricular instrumental tuition: 12.55% of non-disabled children received one-to​-one instrumental tuition from the music service in 2002 - 2003, compared to only 1.5% of children with a LD. This is a massive disparity, and one that blatantly contradicts the aim of Manchester Music Service to achieve "all its objectives within an overall policy of open access and equal opportunity."
 This was put to Lindsey Thomas, the Special Needs AST for Manchester Music, who admitted that more money was needed to enable a greater number of children with a LD to receive one-to-one instrumental tuition, and argued that children with a LD are better off learning music in groups. The present writer cannot help but disagree with this: firstly, it should not be an issue of funding: children with a LD should be receiving just as much money for their education as a non-disabled child; secondly, though it is indeed true that children with a LD are unlikely to make the same progress as a non-disabled child in a one-to-one instrumental lesson, it is surely discriminatory to have a policy in which disabled children have less access to instrumental tuition. In this respect it would appear that Manchester Music Service has far to go in achieving its aims. 
It is not surprising that percussion and singing dominated the music-making when one considers that they are an ideal medium for children with LDs, particular for those whose disability is more severe: both voice and percussion give instant results (unlike the flute, for example, which can require considerable time just to develop the correct embouchure) and allow sounds to be made without the necessity of requiring 'technique', while also offering scope for future development. Non-pitched percussion simplifies music-making by reducing it to the fundamental elements of rhythm and timbre, useful when teaching children for whom the introduction of pitch would be an unnecessary complication. 
Despite the obvious advantages of vocal- and percussion-based work, some tutors were too dependent on these instruments to the exclusion of other instruments. It was disappointing that the possibilities of synthesizer or computer technology were not explored at all, save for some tutors accompanying the children on electronic keyboard. I put this to Lindsey Thomas, the Special Needs AST for Manchester Music, and she agreed that this was an area in which the music service could improve, and put the weakness in this area down to a lack of funding, an unawareness of the potential of technology among staff, and a lack of relevant training. Ms. Thomas was hoping that in the future the music service would purchase music technology tuition from the Drake Music Project. 
It was a pity that in the case of some workshops, such as the steel band (see MLD primary school: extra-curricular') and 'percussion' (see SLD primary school: extra​curricular), a pupil was only allowed to participate for a period of eight or so weeks before another student took their place, meaning that most pupils would only have the opportunity to participate in the workshops for eight weeks each year. This problem is, quite simply, a funding issue. Ideally, all children would be able to participate in workshops for the entire school year, thus giving the pupil regular and consistent music-making opportunities and allowing far greater progress in the development of music skills. The percussion workshops (SLD and PMLD primary school: extra-curricular could be improved further by the use of more than one instrument and allowing the children to play together as a group or perform duets with the tutor. 
It was disappointing that little attempt was made by teachers to introduce information regarding the basic physics of sound or music terms. Physics can be taught in an interesting way by, for example, the children making their own basic string instruments out of rubber bands and shoe boxes to demonstrate that the length, thickness and tension of a string affects pitch. Similarly musical terms can be taught through activities that are based around one or two terms, such as the group working on an improvisation called Crescendo and Diminuendo where the basic musical idea is that the group gets and louder for half the piece and quieter for the second half. This is far more interesting than learning words from a list. 
One tutor, who taught the MLD primary: curricular, SLD and PMLD secondary curricular, employed a graded system of 'Certificates of Achievement', in which pupils' progress would be monitored and they would be awarded with a certificate once they had fulfilled all the criteria of a particular level. In this system, the criteria for Level One, for example, are the following: 
· maintain prescribed dynamics in performance show
· awareness of pulse in performance accompany a 
· song using a percussion instrument 
· use voice melodically or rhythmically 
This is an excellent method of appraisal, and gives pupils something to be proud of, something that is important to remember when they are likely to be accustomed to failure in other areas of their lives. 
A further recommendation is that all children should be given regular opportunities to make music in front of a live audience, such as at an end of term concert, preferably at least once a term. In all the special schools I visited, except one (see SLD and PMLD secondary school: curricular), no public performances were given except perhaps singing at a Christmas concert. Performing in public would give a sense of direction and purpose to lessons, something that is always in danger of lacking due to slowness of pupils' progress. It would give pupils the experience of playing in front of other people, which, from my experience of working with adults who have a LD, is one they find enjoyable and confidence-building. Public performances would have the additional benefit of raising the profile of music​making for children with a LD. 
It was disappointing that the use of music notation was conspicuous by its absence from the tuition of pupils with MLD and SLD. Although conventional notation is too complex for most pupils with LDs, there are a number of ways that notation can be simplified or adapted to make it comprehensible (with the exception of pupils with PMLD who would probably struggle to understand any form of notation). Although it is perfectly possible to make music without any use of music notation, the use of notation has the advantages of the pupil being able to learn music quicker, serving as an aide-memoire for previously learnt pieces, allowing the performance of more complex ensemble pieces, and facilitating the recording of improvisations or compositions in a permanent form (which can subsequently be revised or developed further). More information on a number of notational systems can be found in Appendix One. 
It has previously been noted that, over time, there is a danger of lessons lacking a sense of direction, since pupils' progress will be considerably slower than that of non-disabled children. A useful aid in planning long-term lesson structure is the system of Levels of Functional Learning, devised by Mary Gillott,
 a recently retired music and drama teacher who taught in a special school for many years. This system, further details of which can be found in Appendix Two, allows the functional level of learning for each pupil to be measured against criteria and 
monitored over time. The Levels of Functional Learning provide a baseline for observations that inform future planning. 
Chapter Three: The Private Sector 
The majority of instrumental and vocal tutors working in the private sector are self​employed, usually teaching in their own homes, or in the homes of their pupils. The nature of the profession means that tutors work largely in isolation and are limited in opportunities to share their experiences with other musicians in the profession.
 As a result of this, and since it appears that the overwhelming majority of pupils receiving private music lessons do not have a LD, it was exceedingly difficult to meet more than a small number of music tutors who had taught a child with a LD with consequence that the following research is not as comprehensive as the present author would have wished. 
The research is presented in the form of a lesson plan,
 followed by a brief evaluation. Following this is an investigation into the provision for children with a LD by the Associated Board of the Royal Schools of Music (ABRSM), Trinity College London and London College of Music and Media (LCM). Further information regarding the systems of notation can be found in Appendix One. 
It should be borne in mind that each lesson plan represents only a single lesson at one moment in time, and lessons are not static but evolve over time in order to avoid monotony and meet the developing music skills of the pupils. In order to write with objectivity and without fear of causing offence to tutors or their pupils, the three tutors whose lessons are included in the research below are referred to as Teacher A, Teacher B and Teacher C. 
PRIVATE MUSIC TUITION 
Teacher A taught piano and singing to a number of children and adults; only one pupil had a LD. 
MLD pupil 
Instrumental discipline:     
Voice 
Duration: 



30 minutes 
Frequency: 


Weekly 
The pupil, aged 16, was autistic and found abstract thought difficult. The pupil had poor literacy and did not read music notation. This pupil had been studying singing for three years and had successfully passed two 'Music Theatre' performance examinations at the London College of Music (see page 44). The examiners had taken the pupil's LD into consideration, and allowed more time during the assessment. 
· Warm-up: singing exercises with tutor on piano. 
· The tutor reads out the song lyrics to the pupil, explaining the meaning and indicating any theatrical gestures that should accompany them. 
· The song is rehearsed. 
· The piano accompaniment and the sound of tutor reading aloud the words are recorded on audiocassette tape for the pupil to learn. 
EVALUATION 
The tutor found no difficulty in adapting his tuition to the needs of the pupil, and stressed that repetition and consistency were important in making the pupil feel comfortable. The pupil had made impressive progress over the three years of lessons and hoped to make a career as a professional singer; it is regrettable, then, that there had been no attempt to introduce music notation, since the ability to read notation would certainly be useful to a professional singer. Although the pupil's poor literacy would make the process of learning to read conventional music notation difficult, there are a number of ways that notation can be adapted so that it is easier to learn. The use of the colour-pitch ladder 
, for example, could be an effective method of introducing notation through the colour coding of pitch classes. 
Teacher B works as a full-time music teacher at a mainstream secondary school, and had gained experience of teaching children with a LD by working in a SLD primary and secondary school earlier in her career. The tutor had never taught piano privately before until she was approached by a parent of a child who had Down Syndrome to give piano lessons to their son. 
SLD Pupil
Instrumental discipline:    
Piano 
Support: 


None 
Duration: 


30 minutes 
· The lesson begins with the pupil playing a simple piece (using both hands) that the pupil and tutor had been working on in previous lessons. 
· The pitch name is written next to each notehead (see pitch name 1, Appendix One) on the sheet music and stickers are placed on the keyboard with the pitch names on them. 
· The tutor corrects some mistakes by playing the offending phrases on the pIano and calling out the pitch name. The pupil repeats the phrases on piano. 
· Once the pupil is playing the correct notes with confidence, the tutor and pupil play together with the tutor playing an accompaniment in the lower register. 
EVALUATION 
Teacher B admitted that working out how to teach this pupil (who was aged 11) was difficult at first. An attempt was made to teach conventional notation, but this proved too difficult. According to the tutor, the use of pitch name 1 notation had helped with reading music, but even so, the pupil learnt primarily by ear and by rote learning, and notation almost seemed superfluous in this context. The teacher used John Thompson's Easiest Piano Course
, which progresses at a slow rate. 
Since the pupil appeared to find learning the pieces very difficult, it would be a good idea for the pupil to make music through improvisation. Allowing the pupil to use their own imagination would enable music-making without having the pupil laboriously repeat the same phrases over and over again. 
Scale practise and other finger exercises (such as arpeggios) would improve the pupil's muscle tone in the fingers and hands (poor muscle tone being a characteristic of Down Syndrome) and increase agility and flexibility. This would also be an effective warm-up at the start of lessons, rather than launching straight into pieces. Playing with five fingers was introduced right from the first lesson, something that this writer believes to be bad judgement. Considering that muscle tone is so poor among children with Down Syndrome, it would have made more sense to gradually introduce one finger at a time, perhaps using only the middle three fingers on the black keys for the first few months. 
* 



* 
Teacher C has many private piano pupils, several of whom have Down Syndrome. The tutor began teaching children with Down Syndrome eleven years ago after she was approached by the parents of a child with the condition. 
SLD pupil (age 7) 
Instrumental discipline: 
Piano
Support: 


one parent
Duration: 


20 minutes
· Warm-up: C major and G major scales in similar and contrary motion. 
· The melody Merrily We Roll Along is played by hands together in octaves and contrary motion. 
· Two pieces are played from Alfred's Basic Piano Library
 using only one hand. Pitch names are written next to the note heads (pitch name 1) and Scrabble™ pieces with the relevant pitch names are placed on the keyboard. 
· The lesson ends with the game 'Happy and Sad' in which the pupil is asked to draw two faces, one happy and one sad. The teacher chooses one of the faces and asks the pupil to describe it on the piano. 
· The teacher chooses the other face and the pupil describes it in sound. 
EVALUATION 
This was a successful lesson that had a good combination of improvisation and the learning of pre-existing pieces. The 'Happy and Sad' game was a good way of introducing simple improvisation. The tutor felt that improvisation was a good way to teach piano because children with a LD don't get as worried about living up to preconceived ideas as other children, and are often delightfully uninhibited. It was important to encourage a lot of improvisation right from the beginning of studying piano. 
SLD pupil (age 11) 
Instrumental discipline: 
Piano
Support: 


one parent
Duration: 


20 minutes
· Warm-up: a few major and minor scales in similar and contrary motion. 
· The melody Merrily We Roll Along is played by hands together in octaves and contrary motion. 
· The teacher and pupil have been developing an improvisation called Teddies in the Garden, working out a story and what sounds that might accompany it. The pupil used a text-based score, containing the story, as a guide. The story and music are shown in Fig. 4 (overleaf).
 
· The teacher narrates the story while the pupil improvised. 
EVALUATION 
This was another successful lesson with an imaginative extended improvisation. According to the tutor, the improvisation started off as an exploration of high and low pitches. The piece was designed to encourage the pupil to use their fingers rather than the palm of their hand. The narrative was developed over several weeks with much discussion with the pupil on how the story would be represented in sound. The tutor felt it important that a parent or carer be present during the lesson so that the work can be followed up at home on a daily basis. 
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Fig. 4 - Teddies in the Garden, an example of text-based score. The pupil read the left hand column only. 

SLD pupil (age 16) 
Instrumental discipline: piano
Support: 


one parent
Duration: 


20 minutes
· Warm-up: several major and minor scales in similar and contrary motion. 
· The pupil plays a piece from Alfred's Basic Piano Library. This has been learnt in previous weeks by ear and rote learning. 
· The teacher and pupil have been developing an improvisation called The Snowman, based on the story of Raymond Briggs' animated film of the same title. The pupil's score containing the narrated programme can be found in Fig. 5 (below) and a table listing the preparation and learning objectives in Fig. 6 (overleaf).
 
· The tutor narrated the story while the pupil improvised. 
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Fig. 5 - The Snowman, pupil's score 
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Fig. 6 - The Snowman improvisation, table of preparation and learning objectives 
EVALUATION 
This improvisation, the most ambitious yet attempted by the teacher and pupil, was particularly impressive in terms of the performance given by the pupil and the planning by the tutor to combine a number of objectives, such as exploration of high and low, use of crescendi and diminuendi. The improvisation successfully combined material learnt by rote with free improvisation (that contained some of the most interesting and pianistically demanding music-making). 
Teacher C obviously puts much thought into the planning of lessons and has several years' experience of teaching children with a LD to draw on. The lessons had a good structure of scales/pieces learnt by rote/improvisation, and the tutor had explored a number of different teaching techniques. The tutor recommended Alfred's Basic Piano Library; though not written specifically for children with LDs, the very slow pace of progression over several books makes it suitable for use with children who have a LD. 
Teacher C found that most pupils with a LD were not able to follow the traditional route of reading conventional notation and entering graded exams, though some pupils entered the ABRSM's Performance Assessment (see below). Improvisation has proved itself far better suited to the needs of her pupils, a need to simply enjoy making-music without having to struggle needlessly to live up to expectations of others. The improvisations may not be great pieces of music, nor are they intended to be: they are simply the fruit of children enjoying the pleasure of expressing themselves through sound, which is, ultimately, what music-making should be about. 
MUSIC EXAMINATION BOARDS 
Although many children with LDs are unable to follow the traditional path of learning music notation and taking graded performance examinations, it should be noted that some children with LDs not only take these exams but are also able to perform well in them too. The deciding factor in whether a child with a LD should be entered for an exam is whether it is in the child's interests to do so.  For children whose disability is less severe, the challenge of preparing for an exam and the sense of achievement from having passed could be beneficial.  For a child with a more severe disability, common sense should prevail. The experience of an exam would be counterproductive if, for example: 
· an excessively long period of time would be required for the child to learn the pieces. The child could become so bored of playing the same pieces for months on end that they no longer enjoyed playing their instrument; 
· the child is unable to read music notation. This would preclude the child passing the sight-reading element that is a feature of most exams; 
· the child fails the exam. Parents and tutors should be realistic and only enter a child if they have a reasonable chance of passing. Failure in an exam could be a serious blow to their confidence in music and in other areas of their life too. 
Though these points may appear obvious, a number of parents and tutors have made the mistake of entering children for exams that were too difficult or were in an inaccessible format. A cautionary example is Ben, aged 11, who has Down syndrome and Nystagmus,
 and was entered for the Associated Board Grade One Performance Examination in Violin with unfortunate consequences, as his mother relates: 
Although Ben passed the exam [ ... ], he has said that does not want to continue with the violin. [...] [While] we were delighted that he has passed, [ ... ] I think putting him in for the formal exam was a mistake. He did not play enough new pieces, spending two terms on three pieces, which bored him in the end. All the theory, scales and attention to detail took a lot of pleasure away from just playing. I am hoping that we can just have fun with the violin playing simple pieces [ ... ] and rekindle his enthusiasm for that instrument.

In situations where the experience of a formal graded exam could be detrimental to a child's musical development a tutor could still retain the benefits of an exam by implementing their own 'certificates of achievement' designed at an appropriate level for the child's ability (for an example of this see page 27), or could consider a number of alternative examinations and assessments discussed below. 
ABRSM 
The Associated Board has good provision for children with a LD: it has an exam co​ordinator specifically for candidates with LDs, and all examiners are trained to understand the needs of children with LDs. The board publishes detailed guidelines for Dyslexia and Autistic Spectrum Disorder (ASD), the two most common LDs among candidates entering for exams, with other LDs treated on an individual basis. 
The Associated Board will try to adapt the examination to suit the needs of the individual, provided that this does not compromise the marking standards. This principal seems entirely reasonable to this writer; I would be inclined to disagree with people who believe that marks of candidates with LDs should be artificially raised ('positive discrimination') since this is in itself discriminatory to non-disabled candidates and an insult to LD children who want to be treated as equals. 
It is worth summarising the Associated Board's guidelines below

GENERAL GUIDELINES 
Examiners are made aware of the difficulties the candidate may have with communication and interaction. 
· Examiners will speak clearly and slowly and be understanding of the difficulties posed by unfamiliar settings and people. 
· Candidates experiencing particularly difficulty reading from white paper may bring with them to the examination a tinted overlay sheet. Large notation sight​reading and aural tests available upon request. 
· Instructions will be repeated if the candidate is slow in responding. No penalty will be imposed for lack of prompt responses. 
· Examiners will be aware that the order in which various sections of the exam are attempted can be distressing to the candidate and affect their performance during the exam. Therefore, the elements that comprise the exam will be acceptable in any order. 
· If candidates may forget what scales they are playing a replay will be allowed. Examiners aware that some processing time may be needed for the candidate to recall the finger patterns required. 
· Candidates with short-term memory problems are allowed to bring a scale book into exam room for reference only. They are not to read from it during the playing of scales. 
· Candidates entered for singing exams with short-term memory problems will be permitted a copy of the words of their songs for reference only. They are not to read from it during performance. 
· Theory Exams: in cases of exceptional difficulty an amanuensis is allowed to read questions to the candidate and write down the candidate's answers. 
GUIDELINES SPECIFIC TO CANDIDATES WITH DYSLEXIA 
· Examiners will be aware that the candidate may become muddled with their words when asked questions. 
· Examiners will be aware that the candidate may become confused between left and right. Hands are referred to as 'this hand' or 'the other hand', demonstrating if necessary. 
GUIDELINES SPECIFIC TO CANDIDATES WITH ASD 
· Examiners will be aware that unfamiliar surroundings can be distressing for candidates with ASD. Therefore, candidates are allowed to familiarise themselves with their surroundings at the start of the exam. 
· It is recognised that interaction with an unfamiliar person may adversely affect the candidate's performance. In such cases it is acceptable for the candidate to be accompanied by a familiar person. 
· Examiners will be aware that candidates may find singing in front of an unfamiliar person distressing. Therefore, candidates are allowed to whistle or hum in the required aural tests. 
In addition to the traditional graded performance and theory exams, the Associated Board offers the Prep Test, the Performance Assessment and the recently introduced Music Medals. 
THE PREP TEST
 
Designed as an introductory assessment for beginner pupils who have been learning for a few months, it differs from the graded exams in that it there is no pass or fail, and no mark is given. The test consists of basic exercises, a set piece, an own-choice piece and basic aural tests. All candidates receive a certificate which includes comments from the examiner. This is ideal for pupils with a LD for whom Grade One would be too difficult, though, since the assessments are not graded, there would be little point in entering it more than once. 
MUSIC MEDALS 
Candidates are assessed in three areas: ensemble playing, solo playing, and musicianship skills.
 In the words of the Associated Board: 
There are five progressive levels of Medal assessment: Copper, Bronze, Silver, Gold and Platinum. The Copper Medal is approachable for most pupils during their first year of study, while each subsequent Medal has been positioned broadly as an annual target. Whilst the assessments take place in groups - of equal or mixed ability - only one member of the group is assessed per Medal. This ensures that full attention to their contribution and that individual, rather than group, attainment is recognised and rewarded.

In the 'musicianship' component the candidate chooses one item from a number of options, summarised below:

· Call & Response: the candidate is required to improvise a response on his or her instrument to phrases of unfamiliar music played by the Teacher-Assessor. 
· Make a Tune: the candidate is required to improvise a tune on his or her instrument using rhythm (and, at the higher grades, pitch) from notation or played by the Teacher-Assessor (at higher grades, this must be read from notation). 
· Question & Answer: the candidate is required to repeat a phrase played by the Teacher-Assessor (at higher grades, repeat phrase and improvise answering phrase). 
· Sight-Reading: the candidate is required to play a short piece of unfamiliar music. 
The ensemble and musicianship components make Music Medals far more suited to children with LDs than graded exams. It has been noted previously that improvisation is a valuable means for children with LDs to learn an instrument and it is good to see that improvisation is included in the 'musicianship' component. Since much of their music-making is in groups (particularly within the maintained sector), the ensemble component allows LD children to be assessed in a familiar situation. Candidates are not required to read notation during the assessment (unless they have specifically chosen the sight-reading option) which makes Music Medals accessible to children who would not be able to read conventional notation with any fluency. The solo and ensemble pieces could be learnt by rote, or using some other form of music notation (see Appendix One). The five graded 'medals' give pupils progressive targets to aim for over time. 
PERFORMANCE ASSESSMENT 
This enables an adult or person with special needs of any age to be assessed on the performance of a prepared piece or set of pieces assessed and to receive a constructive written report from the examiner. There are no scales, sight reading or aural tests and there is a free choice of repertoire. Like the Prep Test, there is no pass or fail, and no mark is given. Part of the impetus for the creation of this assessment was to offer an assessment for people "whose special educational needs mean that graded music examinations would not be an appropriate option for them."
 There is no need for notation to be learnt, since pieces can be learnt by rote, which makes the assessment accessible to children who would find notation too difficult. The disadvantage of this assessment is, like the Prep Test, with no graded progression there is little reason for candidates to enter more than once. 
TRINITY COLLEGE LONDON 
Trinity's limited guidelines for candidates with a LD can be summarised below:

· sight reading tests or written papers can be prepared in larger print on or coloured paper; 
· Candidates are allowed a little extra time; 
· Candidates have the option of an amanuensis to read out questions and write down the pupil's answers in written examinations. 
Although Trinity claims to have done "a considerable amount of research, so that candidates [ ... ] with special needs provision receive the right kind of help"
 there is little evidence of this research available publicly. Judging from the available information, this writer can only conclude that the provision for candidates with a LD is not as good at Trinity as it is at the Associated Board. Trinity only offers graded performance examinations, and has nothing similar to the Associated Board's Prep Test, Music Medals or Performance Assessment, which are more all suitable for children with a LD. 
LONDON COLLEGE OF MUSIC AND MEDIA (LCM) 
Unlike Trinity and the Associated Board, whose exams are based on the 'classical' repertoire, LCM exams are based on popular music. The LCM is prepared to adapt their exams to the needs of children with a LD, though there was no information available on how this would be done, except to say that they would allow music notation to be enlarged or printed on coloured paper to make it easier to read. Although LCM offer exams in several different disciplines, the Music Theatre exam (below) would, in this author's opinion, appear to be the most suitable for a child with a LD since it is the only graded exam that does not require notation to be learnt. 
MUSIC THEATRE 
This is assessed as much on acting as on singing, with movement and dance encouraged. The choice of repertoire is completely free, typically drawn from operetta, musicals and pop songs, and is particularly appealing to teenagers. There are two introductory exams ('Step One' and 'Step Two') and eight graded exams. For the two introductory exams candidates have to perform two contrasting songs from memory, and are asked questions by examiner about the mood of each song, its vocabulary and why the candidate chose it. The graded exams follow the same structure, with candidates required to show progressively greater depth of knowledge during examination. There are no aural tests, theory or sight-reading or these exams. 
GENERAL REMARKS AND RECOMMENDATIONS 
A familiar pattern emerged among tutors in the private sector: none had consciously chosen to teach music to children with a LD; in each case their involvement began by chance after having been approached by parents of a child with a LD. As a result of a lack of training and experience in teaching music to children with a LD, most tutors found it difficult to adapt their tuition to the special needs of their pupils. Only Teacher A had experienced no difficulty in adapting their tuition, which can be explained by the fact that since the pupil's disability was only mild, little special provision was required. 
All tutors wished that there was an organisation that could provide information, support and advice to assist them in their teaching. After having made numerous enquiries, the author came across the charity Melody, which appears to be the sole organisation in the United Kingdom whose aim is to promote music-making for people with LDs.
 Melody was founded in 2003 and runs workshops for teachers covering how to approach teaching children with a LD. The Melody website (www.melody.me.uk) has useful information for parents and teachers, though the vast majority of this is currently only available to members. It would be good if Melody gave more opportunity for teachers to meet and discuss their experiences and exchange ideas, perhaps through organising meetings or having a 'bulletin board' facility on the website. Since none of the teachers in the Maintained or Private sectors encountered during the research of this dissertation had heard of Melody, one can only assume that Melody is largely unknown amongst musicians at the present time. If Melody is to fulfil its aims it needs to become far better known, and needs to have much more information available to the public rather than just members. 
Improvisation can be a very successful way to learn a musical instrument: children with LDs are often wonderfully creative and uninhibited by preconceived ideas. The lesson structure, employed by Teacher C, of finger exercises/pieces learnt by rote (or using notation)/improvisation works well and contains a good balance of different activities. The finger exercises are important in developing muscle tone and finger dexterity (especially relevant to pupils with Down Syndrome, with poor muscle tone being a characteristic of the condition). Learning pre-existing pieces using a form of notation (see Appendix One) or by rote gives children the pleasure of being able to perform well known pieces. Improvisation allows children to explore their imagination and can be carefully planned by the tutor to fulfil a number of objectives such as scale work or crescendo and diminuendi (see fig. 6 for an example of this). 
Teacher C recommended the Alfred series of piano books,
 but found they were less suitable for older children and adults due to the nature of the pictures and words which are obviously aimed at very young children. The teacher had written to several publishers in the hope that they would produce a piano 'course' specifically for children with a LD, but publishers, worried that the project would not be profitable enough, have shown no interest in the idea to date. Since improvisation is such a fine way of learning to play a musical instrument, what is needed, in the author's opinion, is not an entire piano course (or courses for other instruments) but a book for teachers containing starting points for improvisations, such as the information contained in figures 4 - 6. 
Whether it is appropriate to enter a child for a graded examination depends very much on the needs and ability of the individual child. Some children in the MLD spectrum can do well in exams, whereas the experience could be counterproductive for children with more severe and complex needs. The Associated Board offers a number of alternatives, such as the Prep Test, Performance Assessment and Music Medals which may be more appropriate for children with a LD than the traditional graded exam. 
The Associated Board, with willingness to adapt its exams to the needs of candidates with LDs, its detailed guidelines for examiners, and the range of different exams and assessments it offers, has good provision for children with a LD, to which the provision offered by Trinity and the LCM does not compare so favourably. That said, the LCM Music Theatre graded exams are suitable for children with MLD who may have problems with reading since the facility to read notation is not a requirement. 
Conclusion 
The belief that children with LDs are born with the right to an equal education is a relatively recent phenomenon; fifty years ago, children with complex special needs were given little access to education since they were judged by most people to be incapable of learning, whilst many children with MLD spent their childhood undiagnosed; receiving no assistance, they often struggled at the bottom of their class in mainstream schools. Although we may feel that we have come a long way since then, the Disability Discrimination Act, which outlawed discrimination against people with disabilities, only came into force as recently as 1995. Incredibly, the Act excluded education and this situation was not rectified until six years later with the passing of the Special Educational Needs and Disability Act. 
In the Maintained Sector there appears to be some discrepancy between political intent and actual reality. For example, the mission statement for Manchester Music Service aims to achieve "all its objectives within an overall policy of open access and equal opportunity",
 which, when one looks at the figures, is simply is not reflected in the reality of the situation: 1.5% children received one-to-one instrumental tuition compared to 12.55% non-disabled children. If equality is to be more than just a political sound-bite, the words of politicians must be translated into action together to an increase in funding. 
The Private Sector suffers from a massive variation in quality, a direct consequence of a complete lack of regulation allowing anyone to set themselves up as a private music tutor. Due to the often isolated nature of the profession, private tutors can have little contact with one another, resulting in them having to find their own solutions to the challenge of adapting their tuition to the needs of children with LDs and with varying success. There is a great need for a national organisation to provide information and support for tutors on approaches to teaching an instrument or voice for children with LDs, and to give tutors a platform to exchange their experiences and share ideas. Hopefully such an organisation would be able to encourage more tutors to take on the rewarding challenge of teaching children with LDs, and raise the profile of music-making for the learning-disabled in general. It is encouraging to see that the charity Melody shares these aims, though it still has a considerable way to go in achieving them. 
Though some very good examples of instrumental and vocal tuition were encountered during research of this dissertation, there is still much to be done before the availability and quality of musical education for children with a LD can truly claim to be equal to that of the rest of the population. This is not some utopian dream: by more musicians showing an interest in teaching children with a LD, and the public lobbying politicians to put their words into practice, equality in music tuition is achievable. The aspiration to make the Special Educational Needs and Disability Act a reality is one this author would encourage all people who love music to share. 
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Appendices 
Appendix One - Systems of Music Notation 
While acknowledging that it is possible to make music without any use of music notation, after having observed many music lessons the author is of the opinion that too many teachers are shying away from any use of music notation with children who have a LD. It is true that most of these children will never be able to read conventional notation in a fluent manner, but it seems that the problem lies not with music notation per se, but with this particular method of notation.  Adapting conventional notation so that it is easier to understand, perhaps in conjunction with visual aids, such as stickers on the instrument to indicate certain pitches, or utilising some form of graphic notation, can significantly increase the accessibility of music notation, even if it is used only to support music learnt by rote. Provided that the tutor keeps in mind the capabilities of each individual child and reflects on whether the teaching methods are enhancing the learning process for the child, the author would encourage music teachers to experiment with different forms of notation. 
A factor to consider when deciding whether to teach conventional notation or a different method is that any music notation different from conventional notation requires sheet music to be adapted or transcribed into the new system for pupils to read. This would rarely consume much time, though, since most systems can be adapted from conventional notation by additional information on the original sheet music: Pitch Name 1 notation can be created by addition of the pitch name next to each notehead; placing small round coloured stickers over noteheads gives us Pitch Colour or Finger Colour notation (depending whether the colours correspond to pitch classes or finger positions). Pitch Name 2 and 3 contain relatively little information and consequently are quick and easy to transcribe. The weakness of Graphic Notation 1 is the fact that it takes longer than the other systems to write out. 
A different use of notation is demonstrated by Graphic Notation 2. Instead of being a system to record pre-existing music by other composers, the purpose of Graphic Notation 2 is to record improvisations and compositions by children (preferably in groups). Since so much music-making with children who have a LD is improvised, encouraging pupils to record their improvisations in a permanent form can be a useful method of introducing composition. Through the act of recording their improvisations in a score and devising their own symbols, the children are already making a number of compositional decisions, such as a fixing order of events, which can be developed over subsequent lessons. 
The opening two bars of Merrily We Roll Along are shown below in several different forms of music notation for comparison. The majority of the following examples differ from conventional notation in their representation of pitch. No attempt was made by the music tutors encountered by the author during the research for this dissertation to represent rhythm in a simpler manner than that of conventional notation; to counter this the author offers Graphic Notation 1 as a possible solution. Graphic Notation 2 has far more freedom that the other methods, giving an impression of the music, rather than an exact representation. Though the majority of examples are from music for a keyboard instrument, much of the notation is applicable to other instruments. 
CONVENTIONAL NOTATION 
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PITCH NAME 1 
This is the most straightforward adaptation of conventional notation, with the pitch name written in the centre of each notehead. It can be further aided by the placing stickers on the keyboard with pitch names written on them. 
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PITCH NAME 2 
Unlike the other notational systems, Pitch Name 2 dispenses with any indication of metre and offers very little information about rhythm. Pitches are indicated by the pitch name, with the left and right hand parts arranged vertically as in conventional notation. Some primitive indication of rhythm is possible by the relative spacing of pitch names. This method of notation is very limited and relies too much on learning by ear; it tells the reader very little about the rhythm (for instance, how long is the C held for in the left hand?) and there is no indication of which octave each pitch is to played (is the C in the left hand middle C or the one an octave lower? And is the following C in the same octave?). If the left hard part were more complex it would become very confusing to read. 
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PITCH NAME 3 
This is the author's own improvement to Pitch Name 2. Barlines, metre (simplifying 1 to 4), and information about the relative high and low of each pitch are indicated. A line after a pitch name designates the duration of a note lasting more than one beat. The left hand and right hand parts are divided by a dotted line. 
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FINGER COLOUR 
In this method, noteheads are coloured corresponding to the fingering system used in piano music (where 1 is the thumb in both hands, 2 is the index finger etc.), substituting colour for numbers. Since it is the fingering rather than the pitch names that are being taught, this system is not restricted to certain pitches and can be applied to any hand position. It is particularly useful for learning scale and arpeggio patterns. Coloured stickers can be placed on the pupil's fingernails until the colour corresponding to each finger is memorised. 
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PITCH COLOUR 
Each pitch class is designated a certain colour, such as red for all the Cs, and yellow for all the Ds. Coloured stickers may be placed on the keyboard to help relate the notation to the keyboard. The pitch-colour ladder (see illustration, below) is useful in enabling pupils to visualise the contour of a phrase; the teacher can point to each rung on the ladder whilst the pupil plays. This is an adaptation of the pitch ladder (see Fig. 3, page 22) with the addition of colour to correspond to the notation, which serves as a further aid in relating colour to pitch. The ladder would work well for pupils studying instruments (such as the voice) where the labelling of pitches is not possible in the same way as it is on a keyboard instrument. 
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GRAPHIC NOTATION 1 
This method of notation is a hybrid of Pitch Colour and Pitch Name. Since only three different pitches are used, the number of staff lines is reduced to one for each hand (in this case, the line is centred on D). The metre is represented by the large single number at the beginning, the beat is shown by the small numbers between the two parts, and bar lines are shown by vertical lines. Note values are indicated by the length of the coloured blocks relative to the beat. 
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GRAPHIC NOTATION 2 
Graphic notation is an ideal way of notating improvisations. It is a good idea to encourage children to come up with their own symbols for notation, for the more input they have in a score the better they will remember it. 
The score in the example below, created by the author for illustrative purposes, is the beginning of a hypothetical group composition by three children playing a variety of percussion instruments, created and developed through group improvisation. The score is open to a great variety of interpretations, though for the sake of argument, in this example the opening vertical lines represent the beating of a drum interspersed with rests, the beating of which becomes louder and more frequent until all three children are playing their instruments independently of one another as loud and fast as possible, before suddenly stopping together (represented by exclamation mark). After a short period of silence, one child plays a fast stepwise melodic pattern on glockenspiel, soon joined by another child playing a similar but independent stepwise melody on marimba. The red triangles represent the crescendo of a cymbal being bowed by a double bass bow. 
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This method of notation gives the performers much freedom and yet allows them to record quite sophisticated and complex pieces in an accessible form. 
Appendix Two · Levels of Functional Learning 
There is a fundamental need for pupils to engage with experience at the appropriate level of understanding. Active engagement at the appropriate level promotes the potential for improvement in functioning skills. The Levels of Functional Learning, devised by M. Gillott,
 offer realistic targets for children with a learning disability, which can inform future lesson planning. 
Levels of Functional Learning 
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w
Reactive - responds to stimulus 
Active - acts on own account 
Interactive - acts reciprocally 
Proactive - initiates ideas 
1. Awareness: (pupil aware of activity from a distance) 
· observation 
· experience 
2. Interest: (pupil moves toward point of interest)  
· shows interest 
3. Response: (pupil stays at point of interest) 
· make choices 
· investigate 
4. Involvement: (pupil takes on small responsibility in the action) 
· exploration 
· demonstrate understanding 
· communicate ideas 
5. Application of: (uses specific skills, confident in part of action) 
· recall knowledge 
· apply knowledge 
· express own ideas 
· develop memory 
6. Effective functioning (follows through with ideas, evaluates outcomes) 
· develops own ideas 
· recognises cause and effect 
· estimate 
· make prediction s 
· make comparisons 
· decision-making 
· problem-solving 
· evaluate 
· collect information 
· record findings 
· describe what doing 
· talk about specific observations
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� Mary Gillot, Educational Drama As A Learning Medium For Pupils With Sever Learning Difficulties – A Case Study, (n.p., 1999). Pp. 88-89


� The are, however, several bodies, such as the Incorporated Society of Musicians, the Musicians’ Union, and the ABRSM exam board, that offer platforms for tutors to share their experiences should they choose to do so


� All lessons were given on a weekly basis


� See Appendix One for more information


� John Thompson, John Thompson’s Easiest Piano Course (London, 1955) – several books


� Willard A. Palmer, Alfred’s Basic Piano Course (New York, 1983) – several books


� I am indebted to Teacher C of providing me with this information.


� I am indebted to Teacher C for providing me with this information


� This condition is characterised by an involuntary movement of the eyes, causing blurred vision and difficulty in reading.


� Colette Lankshear, letter to the author (2004)


� No author, Guidelines for Candidates with Dyslexia. (London. 2004), pp. 1 – 6; no author, Guidelines for Candidates with Autistic Spectrum Disorders, (London, 2004), pp. 1 - 4 


� No author, ‘Prep Test’, �HYPERLINK "http://www.abrsm.org/?page=exams/prepTest/index.html"�http://www.abrsm.org/?page=exams/prepTest/index.html� (accessed 12/9/04) 


� No author, ‘Music Medals – making music together’, �HYPERLINK "http://www.musicmedals.org"�http://www.musicmedals.org� (accessed 12/9/04


� No author, ‘Introducing Music Medals’, �HYPERLINK "http://www.musicmedals.org/?page=introduction"�http://www.musicmedals.org/?page=introduction� (accessed 12/9/04)


� No author, ‘Music Medal Assessment Structure’, �HYPERLINK "http://www.musicmedals.org/?page=introduction/structure.html"�http://www.musicmedals.org/?page=introduction/structure.html� (accessed 13/9/04)


� No author, ‘Performance Assessment for Adults’, �HYPERLINK "http://www.abrsm.org/?page=exams/performanceAssessment"�http://www.abrsm.org/?page=exams/performanceAssessment� (accessed 12/9/04)


� No author, Provision for candidates with special assessment needs (London 2000), p.7


� No author, Provision for candidates with special assessment needs (London 2000), p.3


� Although there are a number of charities and organizations who run music workshops for people with LDs, non seemed interested in providing information to the public.


� Willard A. Palmer, Alfred’s Basic Piano Course (New York, 1983)


� No author, Manchester Music Service – Annual Report Academic Year 2002 – 2003 (n.p., n.d.). p.17


� Mary Gillot, Educational Drama As A Learning Medium For Pupils With Sever Learning Difficulties – A Case Study, (p.p., 1999), 88-89.  Reproduced by kind permission.







