
ARTICLE

Economic rationale shaping music teacher education:
the case of Spain

Felipe Javier Zamorano-Valenzuela1 , José Luis Aróstegui1 and Cristina González-Martín2

1University of Granada, Granada, Spain and 2Autonomous University of Barcelona, Bellaterra, Spain
Corresponding author: José Luis Aróstegui Plaza; Email: arostegu@ugr.es

Abstract
This article discusses the literature on music teacher education programmes for mainstream education in
order to undertake critical reflection on what we are doing and why in our university classrooms, what
theories are implicit and what could be done to improve our programmes. After analysis, mainly from
European contexts, and considering the Spanish one in particular, we find an influence of the economic –
and, ultimately, political – rationale on substantial aspects, manifested in apparent disjunctions between
musical and educational features, as well as in formal issues, fundamentally due to the European Higher
Education Area. In the end, it is concluded that, without renouncing the economic aspects, curricula
should be more addressed towards the integration of pedagogical and musical knowledge, and the
treatment of aspects related to social justice, if we do not want an uncritical reproduction of rationalities
that are often obsolete in the training of pre-service music teachers.
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Introduction
Capitalism and its proposal to diversify labour markets has atomised and regulated roles, spaces,
relationships and knowledge in social life. As a consequence, schools and universities have been
forced to reconfigure their training profiles, which currently have more to do with the professional
specialisation and flexibility of teachers in order to be adapted to the labour market and the
consequent instrumentalisation of knowledge, than with the real needs of each degree (Díez-
Gutiérrez, 2014). In the case of teacher training, this economic conception would omit the
intellectual profile of the teaching staff and, consequently, limit critical proposals in education
(Giroux, 1997). At the same time, training traditions in music teacher education (MTE) have
tended to be, on the one hand, academicist, with their strongly conservative character in the sense
of the inalterability of Eurocentric musical knowledge, and, on the other hand, practical in the
search for adaptation to the school situation (Ballantyne, 2007).

Within this contextual framework, we reflect on the influence of economic logic in the design
and development of MTE programmes. For this reflection, we start with a review of the literature
on MTE curricula in ordinary education in order to find out what we are doing and why in our
university classrooms, what theories are implicit in them and what could be done to improve
them. We will mainly consider the European context at large with emphasis on the Spanish one in
particular.

The literature review is narrative and qualitative, following the procedure proposed by Guirao
(2015). In this regard, we searched for literature in both English and Spanish languages in the
main journal indexing databases (WoS; SCOPUS; EBSCO; Dialnet; Google Scholar; and DOAJ)
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and set up the search using various keywords such as music teacher training, educational policy,
social justice, and music education. From this search, 68 articles were collected, 22 from the
Spanish context and 46 from the international. Subsequently, analysis of this literature was
organised into categories including economic rationale, social justice, teacher education
(theoretical, practical, music, general, concurrent, consecutive) and European convergence.
This categorisation left out 15 articles, since they coped with topics peripheral to the categories
worked on.

After the review we found, on the one hand, that the main issues affecting the design and
development of curricula are posed as dilemmas between two apparently opposing options. This
probably happens as a reflection of the capitalist economic logic – characterised by dichotomic
splits such as production and market, owner and workers, and so forth – that permeates our social
life and the training traditions in MTE, as we will argue throughout the article. On the other hand,
we also find that the European Higher Education Area (EHEA) is a framework that conditions the
design and development of teacher education programmes, also with an economic emphasis. This
may seem a truism, since obviously the EHEA is the framework in which this and any other degree
course is developed and therefore has to influence the design and development of curricula.
However, in the literature review we find specific circumstances that condition MTE, and which
we will refer to in the corresponding section. All these issues are evidences of the economic
rationale priming at all levels of MTE curriculum design and development, which neglects
inescapable issues in a democratic education system, such as social justice.

We then go on to present the review of the literature, starting with the dilemmas encountered
that are common to most of the programmes in MTE across the world, and then discuss the EHEA
and the consequences it has brought for the teachers’ training programmes concretely in Spain as
illustration of how the economic rationale shapes MTE programmes. Finally, we draw some
conclusions, which can be summarised as the need to develop curricula that goes beyond the usual
disciplinary and performative training, including social issues of our current world.

Tensions or disjunctions in the curricula
Theory and practice

The economic logic implicit in the design and development of teacher education curricula
presents a first tension or dilemma focused on the relationship between educational theory and
practice, and the influence that each of them should have on initial training and subsequent
professional development. A recurring theme in teacher education in general is the question of
how much weight should be given to training in psychological and pedagogical theories (i.e.,
educational research) and how much should be given to teaching and practice. If the emphasis is
on abstract knowledge rather than concrete skills, the result may be a “praxis shock” when pre-
service teachers start their professional career, or even in the internship phase (Vonk, 2018). And
if we put the emphasis on practice, teacher education and its subsequent curriculum development
in school becomes a recipe book of unreflective activities (Kessels & Korthagen, 1996). However,
every teaching action carries an implicit moral conception that is impossible to separate from
theory, that is, the explicitness of our moral choice in practice (Aróstegui, 2000). And since it is
impossible to reach unanimity on the moral ideal of education, “we would do better to find ways to
reconcile our differences, while enriching our community life through democratic debate”
(Gutmann, 1987, p. 12).

Education and music

A second disjunction found is between musical and educational issues. This tension is a
consequence of the former, but specific to music education. That is, here the conflict is manifested
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by understanding “theory” as approaches focused on general education or psychological aspects,
and “practice” as training more focused on musical making, as understood by musicians dedicated
to teaching from the perspective of active music methodologies (Heiling & Aróstegui, 2011). These
authors found that such tensions end up translating into curricula either considering music
teaching as an end in itself or using it as a means to achieve school curriculum objectives. The
former supports the concept of “music education” per se, that is, educating for music, and would
be carried out by, literally, “music teachers,” while the latter could be considered as “educational
music” taught by “educating musicians” who educate through music (Aróstegui, 2011;
Hoskyns, 2002).

Therefore, the question is what balance there needs to be between musical and pedagogical
education. In the case of a “music education” as an end in itself, the pedagogical component
becomes dispensable and at best complementary to what really matters to this perspective: the
music itself. So, very often, when music teachers talk about practice they are referring to musical
practice rather than teaching practice. From this point of view, the increased attention paid to
music practice may mean that being a good musician is the main, if not the only, requirement for
being a good music teacher (Aróstegui & Cisneros-Cohernour, 2010).

The described tension between theory and practice leading to the dilemma between education
and music will inevitably be reflected in each MTE programme. As a result, more emphasis will be
placed on one element or the other, depending on what the curriculum understands as
pedagogical practice, more directed towards music teaching or education through music. These
different ways of training teachers will, in turn, give rise to different approaches to teacher identity
(Beijaard et al., 2004; Díez & Raths, 2007; Hallam, 2006; Knowles, 1992; Olsen, 2016; Sachs, 2005),
as teaching practice is defined by much more than the interaction between their teaching skills and
the learning context in which the curriculum takes place. This interaction, which is mediated by a
dynamic element (Clemente, 2007), integrates motivations and intentions that depend on the
circumstances in which theory and practice interact, thus conforming their identity.

Much research in the field of identity in music education (Ballantyne et al., 2012; Ballantyne &
Zhukov, 2017; Bouij, 1998; Hargreaves et al., 2007; Mark, 1998; Pellegrino, 2009; Scheib, 2006) has
revealed that pre-service teachers perceive themselves either as “experts in the discipline” or as
“teachers,” depending largely on their experiences before entering university. Teaching identity
thus becomes a key element that explains whether they perceive themselves as educators or as
musicians.

Generalist and specialist

A new tension is derived from the two previous ones: that of who should teach music in general
education, the generalist teacher or the specialist. Different arguments are given in favour of one
or the other position. A generalist teacher tends to focus more on the academic part of the musical
content than on aesthetics, serving as a means to work on other fields (such as vocabulary), while
perceiving that the time devoted to music means taking it away from the “core” disciplines
(Bresler, 1993). On the other hand, when the teacher is a specialist, there is a risk of cultural
reproduction, as they see themselves as musicians and not as teachers (ibid.). Aróstegui &
Kyakuwa (2021), on the other hand, argue that either position can be valid or wrong as long as the
focus moves from content, whether musical or general curriculum content, to the actual needs of
the student body, regardless of whether the teacher is a generalist or a specialist.

In a study on the implementation of music standards in the USA, Byo (2000) found striking
differences between generalist and specialist music teachers:

Generalists’ responses [to a questionnaire] were likely based upon scant prior knowledge
about the existence, content, or implementation of the music standards. Music specialists’
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responses reflected significantly more familiarity with the standards’ content and
implications for implementation, while many expressed a lack of knowledge about their
existence (p. 33).

Byo also found that music specialists rely less on the assistance of generalists, but generalists need
the assistance of music specialists to successfully implement most standards.

Concurrent and consecutive training

The tensions and disjunctions indicated in the previous points arise, and at the same time derive,
from what the latest Eurydice Report of the European Commission/EACEA/Eurydice (2017) on
teacher training in Europe points out: the existence of two widely extended training paths,
concurrent and consecutive programmes. The former is characterised by the fact that disciplinary
training in content and pedagogical training take place at the same time, while in the consecutive
mode there is first training focused on the disciplinary and later on the pedagogical (Valle &
Manso, 2011). As we present below, the literature shows variety within the European countries.

In the concurrent modality, future educators go through a programme with general and
specific psycho-pedagogical training lines of different disciplines and those specific of music. In
addition, these pre-service music teachers have the possibility of living early experiences as
educators, thus being able to “relate theory and practice, significantly enhancing the professional
nature of the degree” (Iotova & Siebenaler, 2018, p. 308). The strong emphasis on the pedagogical
aspect of these programmes (Manso & Martín, 2014) is reflected in “the practical model, with
some presence of the academic model and the playful communicative model, and with very little
presence of the complex model” (Duque & Jorquera, 2013, p. 254). That this modality is the one
applied to train teachers, in the case of Spain at primary level, would imply a training that seeks
adaptation to the demands of the school, while at the same time building a practical
professionalism and self-definition as a music educator (Esteve, 2003; Duque & Jorquera, 2013).

Following the example of Spain, the MTE for secondary education takes the consecutive
training itinerary. This is a master´s degree in which graduates from one of the music degrees on
offer (and from other disciplines in the school curriculum) access training with a focus on general
and specific psycho-pedagogical lines of music education. This means that, once musical expertise
has been acquired in the first stage, which lasts four years, an attempt is made to articulate this
training with pedagogical experiences, lasting one more year.

This training modality implies a distance between musical training and the educational
phenomenon of the school, which would “easily translate into a training situation in which theory
and practice are isolated from each other and in which student teachers are trained in an
environment separated from the future school reality” (Valcke, 2013, p. 61). This separation
makes it essential to articulate previous musical skills and professionalism with the new
educational experiences acquired in the master’s degree (González-Sanmamed, 2015). However,
the sought-after articulation between disciplinary and pedagogical knowledge is sometimes
difficult to achieve (Shulman, 1986), probably due to the difficulty of integrating self-concepts as a
musician with new concepts of what it is to be a teacher and educational practice (Esteve, 2003;
Duque & Jorquera, 2013), which connects with the issue of teaching and musical identities
previously discussed.

If we put these two training structures face to face, a bi-national research carried out in
Switzerland and France (Güsewell et al., 2017) points out that there are no differences in
perceptions of preparation for music teaching between students of the concurrent and consecutive
model, although it refers to the need to have a musical proficiency appropriate to the school
demands. However, beyond the training pathways, it is suggested that MTE programmes strike a
balance between musical and pedagogical knowledge (OECD, 2019) and give “the opportunity to
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reflect on identity issues from different points of view” (Bouij, 2007, p. 13), issues mainly
problematic in secondary teacher education because of the consecutive mode on which it is based.

The influence of the EHEA on the development of MTE curricula
In 1999, the countries of the European Union signed the Bologna Declaration, the agreement that
laid the foundations for the construction of a common EHEA, for which quality, mobility,
diversity and competitiveness were basic principles. This process entailed significant changes in
the regulations of the different European universities and, consequently, in their degrees, which
had to be student-centred rather than content-centred (Rodríguez-Quiles, 2010a). With the
backing of an increasingly present globalisation, an equivalent system was sought, that is to say, a
European convergence that would facilitate the mobility of students, teaching staff and graduates
between all the countries that adhere to it (49 at present). There was a desire to homogenise
qualifications in order to provide students with a comprehensive education and thus achieve the
same job opportunities for all Europeans (Díaz, 2005).

To make this possible, equivalence between degrees was established through the European
Credit Transfer and Accumulation System with the same academic structure: a bachelor’s degree
as the backbone, followed by master and doctoral programmes. In other words, curricula were
organised in a two-cycle system: the first cycle was professionally oriented, providing students
with comprehensive training and specific knowledge for the world of work, and the second cycle
focused on academic specialisation (Aróstegui, 2006).

If we focus on observing the economic logic implicit in the education system, López-Peláez
(2019) draws a double parallel between the euro and the EHEA: first, both allow mobility without
barriers, one in the business world and the other in the world of higher education; second, in the
same way that the euro was designed on the basis of the strongest national currency that existed
until then, the German mark, the EHEA is made in the image and likeness of the Anglo-Saxon
university model, initially of the United Kingdom and Ireland and later assimilated by the
Netherlands and Sweden. This university system, in contrast to the French and Spanish models, is
characterised by fewer lectures, more group tutorials, not so many exams and an increasing
emphasis on student presentations and independent work.

As is logical, all these changes made in pursuit of European convergence also affected the MTE.
Specifically, in Spain, it meant the disappearance of the degree of specialist teacher in music
education, creating in its place a degree in primary education, within which there is a
specialisation in music education much shorter than it used to be with the prior degree. The two
main reasons for this disappearance are set out in the Libro Blanco de Magisterio (White Book of
Teacher Education) (ANECA, 2005) which was the basis for the reform of teacher training studies
in Spain:

1. Specialist teachers need to be trained to work as generalists in primary education, as this is
what they will be doing in practice when they are in school to complete their working day.

2. The training of specialist teachers is completely misaligned with the needs of the labour
market.

With the disappearance of the specialist degrees, a new one in Primary Education was
created according to the EHEA requirements, with some specialisation during the last year.
Even though these programmes went from three to four years, time allotted to this
specialisation in music education for primary school teachers was drastically reduced – as
average, 50% fewer credits, depending on the programme. In the case of secondary school
teachers, this led to an increase in instructional and pedagogical content (Carrillo & Vilar,
2016; Valdés & Bolívar, 2014), although for them, specialised music training continued to fall
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more heavily on the music departments (i.e., musicology) than on music education
departments, with the consequent emphasis that in principle continued to be placed on the
disciplinary as opposed to the pedagogical (Aróstegui & Kyakuwa, 2021).

Heterogeneous convergence

This is, briefly, the situation in Spain with regard to theMTE after the 2010 curriculum reformwe have
taken as example of the implementation of the EHEA in these studies. One might think that, if there is
a common framework throughout the EHEA, the studies carried out should be similar in the other
European countries, which is not at all the case. Aróstegui and Cisneros-Cohernour (2010) show how
the countries that are part of the EHEA have curricula with differences in terms of structure, content
and the professional who is in charge of music education (music specialist or generalist classroom
teacher). On this last point, Muruamendiaraz et al. (2010) add that in countries such as France, for
example, there is not even the figure of music specialist for primary education, which conditions the
training of teachers who will teach music and their ability to carry out different musical activities in the
classroom. Díaz (2005), paraphrasing Tafuri (2000), comments that in Italy, too, there is no
specialisation in music for teachers throughout their training. In fact, she specifies that in primary
school there is no fixed timetable established for this subject, which means that music education at this
stage is severely lacking, according to these authors. The same happens in Portugal, where in the
primary stage, the music specialist only appears as a compulsory subject during the middle cycle, and
the generalist is the one who teaches music in the initial cycle, leaving this subject as optional in the
upper cycle (Díaz, 2005). Likewise, the number of hours of music training received by music teachers
in different countries is also disparate (Muruamendiaraz et al., 2010). Finally, the study by Ferm et al.
(2015), focused on Nordic countries (Sweden, Norway and Finland), points out that not only the
qualifications but also the knowledge and educational traditions of the different music courses are
diverse among countries. This situation, that of diversity, would be deepened once music teacher
training in Germany and Austria remain reluctant to European convergence due to their musical
traditions (Rodríguez-Quiles, 2010b). Thus, it is noted that, as far as music education training is
concerned, the same reform policy, that of European convergence in higher education, has different
implementations and effects in each country because, although the criteria are the same, the context is
not, hence the different impact.

While these different consequences are worthy of further discussion, for the purposes of this
paper what it matters is that there is no homogeneity between the different orientations of music
teacher education curricula, as some countries focus on the study of pedagogical or educational-
musical aspects, while others emphasise more technical aspects of music education (Heiling,
2010). There are also other countries, such as the United Kingdom, which present curricula that
seek a balance between both aspects (Herrera et al., 2010; Kaschub & Smith, 2014), but this is not
the general trend. For example, in the study carried out by Díaz (2010) on the curricula of the
Baltic countries, it is emphasised that the weight that the musical and the educational aspects
should have in music education is an unresolved debate that determines the professional profile of
future teachers, as it is the case in Southern Europe (Carmona & Jurado, 2010).

It can be concluded, therefore, that the EHEA does not seem to have been able to cope with the
dichotomies previously discussed in relation to MTE, which is but a product of the very
idiosyncrasies of the different institutions in charge of it and the teaching staff who carry out this
work (Rodríguez-Quiles, 2010b). The ideal situation would be to find a collaborative process
between both aspects, that is, practice and research on music education should be combined in
different ways in order to meet the needs of students, those who are and will be the citizens of the
21st-century society (Ferm et al., 2015).
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Conclusions
After reviewing the literature, we found that economic logic, together with educational traditions,
conditions the design and development of MTE curricula, both in their rationale and in the
structure shaped.

Thus, underlying the dilemmas or tensions in music teacher education mentioned above there
is a capitalist economic logic underneath that is, by definition, also political. That is, just as
production and circulation are presented as separate from each other in capitalist economy, as is
the separation between the use value of a product and its market value in terms of offer and
demand, employer and employee, so in the MTE programmes issues are presented as opposing
options when in fact they are complementary. In other words, they are shown in different areas:
(1) the theory-practice relationship, as if there could be a teaching practice separated from theory
– that is, from research– and vice versa; (2) the music-education relationship, as if educating for
music implied disengaging from the rest of the school curriculum or, put the other way around, as
if education could be complete without including the arts; (3) consequently, the relationship
between specialist and generalist, as if the specialist were not part of the teaching team, or as if the
generalist could afford the luxury of not using music to educate; and (4) in the field of traditions,
as if academicism and instructional training for school could be left out critical reflections on
social injustices.

As far as the structure and design of curricula are concerned, the EHEA is also being developed
on the basis of an economic logic, in this case rather explicitly, as expressly indicated in the
aforementioned Spanish Ministry of Education’s White Paper on Teacher Education. There is no
doubt that training graduates who respond to a future professional profile is a necessity for any
programme, and although the diagnosis of the situation was correct in saying that, for example,
Spanish universities were training specialist music teachers who then only partly carried out their
work as such, nothing is said about the circumstances that lead to such a mismatch (basically, the
teaching of a maximum of one hour per week to each group, which makes it unfeasible to
complete 25 teaching hours per week as a primary music teacher alone). The context is not only
economic but also political, at the level of school and university curricula, where specific musical
training is being reduced on the pretext of the creation of the EHEA, despite the fact that the
duration of training has increased by one year.

This reproduction of economic logic in the foundations of teacher education programmes is
probably unconscious, at least for most teacher educators. However, the qualifications and the
institutions that host them respond to political precisions as they project their educational ideals
(Apple, 1997). This means that, whether intended or not, they produce adherence to educational
traditions which, in the field of teacher education, are understood as representations of the socio-
cultural conditions of the school and of what a music teacher should be and do (Liston & Zeichner,
1997). Consequently, they are projections that involve decisions about what musical and
educational contents to include, what value to assign to research and practice and, ultimately, what
areas for reflection to promote in teachers.

Moreover, thinking that training is presented as either theoretical or practical reveals the
division between knowing and doing, and the way in which teaching knowledge is constructed and
the role assigned to each of them. In this way, praxis, as a possibility of grounded and practical
action with an innate reflexive sense, is minimised, losing all theorising and inquiring potential by
accepting the traditional separation between theoretical learning and real life (Allsup, 2003). This
would explain the difficulties of initiating comprehensive teacher education processes, where the
construction of knowledge based mostly on praxis is a recurrent exercise. However, teacher
training is not only professional training to acquire technical skills of direct, universal and
deterministic application in the classroom; it also involves reflection in connection with research
for its permanent updating. That is why they are university-level studies.
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As we have already discussed, this theory-practice separation brings us back to the separation
between the musical and the educational (Shulman, 1986), as if they were not complementary
dimensions in the syllabi and in the school curricula that pre-service teachers will then have to
develop when they are in service. This reveals that, in general, the training tradition fragments this
knowledge and assumes it to be practical or musical on the one hand and theoretical or
educational on the other. Two problems arise from this: firstly, explaining and basing the teaching
and learning of music as a different (perhaps alien) parcel of educational knowledge; and,
secondly, to conceive it in the image and likeness of traditions that prefix musical and pedagogical
knowledge. As a consequence, music teachers lack the intentionality that refers to musical praxis,
being unable to construct musical educational proposals where practice and theory (i.e., research)
are inseparable.

On the question of who should teach music at school, generalist and specialist teachers are
confronted in their apparently different roles, both in terms of the valid knowledge base assigned
to them and the respective levels of depth at which they act. This has consequences in the learning
of discourses transmitted to them by their training and which shape their teaching identity: the
generalist with a “superficial” view of music and in balance with the educational component; the
specialist with musical depth, generally academic, together with practical constructs about the
school. Hence, the acquisition of specific codes that divide tasks classifies teachers (Bernstein,
2003) and facilitates their suitability or otherwise for the job market, which ultimately determines
their status in the education system of each type of teacher. In this way, the ethos of the modern
economy, competition instead of collaboration (Díez-Gutiérrez, 2015), division instead of
integration of teachers’ knowledge, is installed in the culture and subjectivity of teachers.

Finally, the literature review summarises the presence of academicist and social efficiency traditions
in MTE, which reveals another dilemma: the (re)productive role of music education and its teachers in
relation to the specific conditions of communities and schools. This means that curricula encourage,
on the one hand, teachers’ reflection on and reproduction of the canonical repertoire, and, on the
other, the search for tools for adaptation in the school (Ballantyne, 2007), all of which results in
curricula remaining essentially unchanged, anchored to tradition and shrouded by inertia (Zemelman,
2010). According to Rusinek and Aróstegui (2015), there is no general evidence of MTE focusing on
the issues of racism, sexism and different abilities, which would be a form of social injustice to the
music teachers themselves and their future students. Although pre-service teachers claim for the
opposite (Zeichner, 2016), “today’s educators focus on individual competence (as in music
composition, for example) rather than community goals” (Colwell, 2017, p. 83). This would be in line
with Zeichner’s (2010) idea of the marginality of critical and teacher training programmes prepared to
address social injustices and inequity in schools, as evils of capitalism.

Social justice curricula, according to Cochran-Smith (2010), should promote theoretical,
practical, critical and relational training, revising: (1) canonised knowledge; (2) interpretive
frameworks about what it would mean to be a teacher of social change and transformation; (3)
methodologies that put rich and relevant student experiences before specific methods; and (4)
advocacy and activist positions within schools and communities. These ideas as applied to MTE
would revise the tensions referred above in terms of the notoriously academicist and practical
training that curricula expose while obviating the social challenges in our days. To this end,
teacher education should challenge itself to develop a democratic professionalism and activist
identity (Sachs, 2003) that can: (1) unveil the issues that affect the school; (2) promote musical
learning for all its students, in connection with relations of power and oppression; (3) reflect on
the musical experience from socio-historical and political frameworks; and (4) create
interdisciplinary projects with other teachers and students in the school community (Hess,
2018). It is not possible to look the other way, as attempting to do so implies positioning oneself in
ignorance of these social issues, which can never be described as “neutral.” Teacher education
today more than ever is not only economic but also political.
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Universitarias. Revista de Educación, 341, 829–844. Rerieved from https://sede.educacion.gob.es/publiventa/d/24279/19/0
ARÓSTEGUI, J. L. (2011). Por un currículo contrahegemónico: de la educación musical a la música educativa. Revista da

ABEM, 19(25), 19–28. Retrieved from http://abemeducacaomusical.com.br/revista_abem/ed25/revista25_artigo2.pdf
ARÓSTEGUI, J. L. & CISNEROS-COHERNOUR, E. J. (2010). Reflexiones en torno a la formación del profesorado de

música a partir del análisis documental de los planes de estudio en Europa y América Latina. Profesorado, Revista de
Currículum y Formación del Profesorado, 14(2), 179–189. Retrived from http://www.ugr.es/~recfpro/rev142ART14.pdf

ARÓSTEGUI, J. L. & KYAKUWA, J. (2021). Generalist or specialist music teachers? Lessons from two continents. Arts
Education Policy Review, 122(1), 19–31. https://doi.org/10.1080/10632913.2020.1746715

BALLANTYNE, J. (2007). Integration, contextualization and continuity: Three themes for the development of effective music
teacher education programmes. International Journal of Music Education, 25(2), 119–136.

BALLANTYNE, J., KERCHNER, J. L. & ARÓSTEGUI, J. L. (2012). Developing music teacher identities: An international
multi-site study. International Journal of Music Education, 30(3), 211–226.

BALLANTYNE, J. & ZHUKOV, K. (2017). A good news story: Early-career music teachers’ accounts of their “flourishing”
professional identities. Teaching and Teacher Education, 68, 241–251.

BEIJAARD, D., MEIJER, P. & VERLOOP, N. (2004). Reconsidering research on teachers’ professional identity. Teaching
and Teacher Education, 20(2), 107–128.

BERNSTEIN, B. (2003). Class, Codes and Control: Theoretical Studies towards a Sociology of Language (Vol. I). London:
Routledge.

BOUIJ, C. (1998). Swedish music teachers in training and professional life. International Journal of Music Education, 32, 24–31.
BOUIJ, C. (2007). A Comment to Rhoda Bernard: Reframing or Oversimplification? Action, Criticism & Theory for Music

Education, 6(2), 1–18.
BRESLER, L. (1993). Music in a double-bind: Instruction by non-specialists in elementary schools. Bulletin of the Council of

Research in Music Education, 115, 1–13.
BYO, S. (2000). Classroom teachers’ and music specialists’ perceived ability to implement the national standards for music

education. Arts Education Policy Review, 101(5), 30–35.
CARMONA, J. J. & JURADO, M. (2010). Formación del profesorado de música en Europa meridional: Chipre, Grecia, Malta

y Portugal. Profesorado. Revista de currículum y formación del profesorado, 14(2), 57–65.
CARRILLO, C. & VILAR, M. (2016). Percepciones del profesorado de música sobre competencias profesionales necesarias

para la práctica. Opción, 32(7), 358–382.
CLEMENTE, M. (2007). La complejidad de las relaciones teoría-práctica en educación. Teoría de la Educación. Revista

Interuniversitaria, 19, 25–46.
COCHRAN-SMITH, M. (2010). Toward a theory of teacher education for social justice. In M. Fullan, A. Hargreaves, D. Hopkins,

& A. Lieberman (eds.), Second International Handbook of Educational Change (pp. 445–467). Dordrecht: Springer.
COLWELL, R. (2017). Populismo y Educación Musical. Revista Electrónica Complutense de Investigación en Educación

Musical, 14, 75–93.
COMISIÓN EUROPEA/EACEA/EURYDICE (2017). La profesión docente en Europa: Acceso, progresión y apoyo. Informe de

Eurydice. Luxemburgo: Oficina de Publicaciones de la Unión Europea.
DÍAZ, M. (2005). La Educación Musical en la Escuela y el Espacio Europeo de Educación Superior. Revista Interuniversitaria

de Formación del Profesorado, 19(1), 23–37.

British Journal of Music Education 111

https://doi.org/10.1017/S0265051723000219 Published online by Cambridge University Press

https://sede.educacion.gob.es/publiventa/d/24279/19/0
http://abemeducacaomusical.com.br/revista_abem/ed25/revista25_artigo2.pdf
http://www.ugr.es/~recfpro/rev142ART14.pdf
https://doi.org/10.1080/10632913.2020.1746715
https://doi.org/10.1017/S0265051723000219


DÍAZ, M. T. (2010). La formación del profesorado de educación musical en los Países Bálticos. Profesorado: Revista de
currículum y formación del profesorado, 14(2), 137–153

DIEZ, M. E. & RATHS, J. (2007). Dispositions in Teacher Education. Charlotte: IAP.
DÍEZ-GUTIÉRREZ, E. J. (2014). La construcción educativa del nuevo sujeto neoliberal. El Viejo Topo, 320, 38–47.
DÍEZ-GUTIÉRREZ, E. J. (2015). La educación de la nueva subjetividad neoliberal. Revista Iberoamericana de Educación,

68(2), 157–172.
DUQUE, J. & JORQUERA, M. C. (2013). Identidades profesionales en educación musical. Diversidad de orígenes para un

mismo escenario de práctica. In International Conference Re-conceptualizing the professional identity of the European
teacher. Sharing Experiences (pp. 243–256), Sevilla, Spain.

ESTEVE, J. M. (2003). La tercera revolución educativa: la educación en la sociedad del conocimiento. Barcelona: Paidós.
FERM, C., JOHANSEN, G., & JUNTUNEN, M. L. (2015). Music teacher educators’ visions of music teacher preparation in

Finland, Norway and Sweden. International Journal of Music Education, 34(1), 49–63.
GIROUX, H. (1997). Los profesores como intelectuales: hacia una pedagogía crítica del aprendizaje. Barcelona: Paidós.
GONZÁLEZ-SANMAMED, M. (2015). El prácticum en la formación del profesorado de Secundaria. Revista Española de

Pedagogía, 73(261), 301–319.
GUIRAO, S. J. A. (2015). Utilidad y tipos de revisión de la literatura. Ene, 9(2).
GÜSEWELL, A., JOLIAT, F. & TERRIEN, P. (2017). Professionalized music teacher education: Swiss and French students’

expectations. International Journal of Music Education, 35(4), 526–540.
GUTMANN, A. (1987). Democratic education. Princeton: Princeton University Press.
HALLAM, S. (2006). Music psychology in education. London: University of London.
HARGREAVES, D. J., PURVES, R. M., WELCH, G. F., & MARSHALL, N. A. (2007). Developing identities and attitudes in

musicians and classroom music teachers. The British Journal of Educational Psychology, 77(3), 665–682.
HEILING, G. (2010). Formación del profesorado de música en los países nórdicos. Profesorado. Revista de currículum y

formación del profesorado, 14(2), 41–55.
HEILING, G. & ARÓSTEGUI, J. L. (2011). An agenda for music teacher education. In J. L. Aróstegui (ed.), Educating Music

Teachers for the 21st Century (pp. 201–222). Rotterdam: Sense.
HERRERA, L., LORENZO, O. & OCAÑA, A. (2010). Formación inicial de profesorado de música en Irlanda y Reino Unido.

Profesorado. Revista de currículum y formación del profesorado, 14(2), 111–126.
HESS, J. (2018). Revolutionary Activism in Striated Spaces? Considering an Activist Music Education in K-12 Schooling.

Action, Criticism & Theory for Music Education, 17(2), 22–49.
HOSKYNS, J. (2002). Teaching Music in Secondary Schools. In G. Spruce (ed.), Teaching Music in Secondary Schools:

A Reader (pp. 51–62). London: Routledge-Falmer and The Open University.
IOTOVA, A. I. & SIEBENALER, D. (2018). La formación del profesorado de música en la Universidad Complutense de

Madrid y la Universidad Estatal de California: Un estudio comparado. Profesorado. Revista de currículum y formación del
profesorado, 22(3), 295–315.

KASCHUB, M., & SMITH, J. (2014). Music teacher education in transition. In M. Kaschub & J. Smith (eds.), Promising
Practices in 21st Century Music Teacher Education (pp. 3–20). New York: Oxford.

KESSELS, J. P., & KORTHAGEN, F. A. (1996). The relationship between theory and practice: Back to the classics.
Educational Researcher, 25(3), 17–22.

KNOWLES, J. G. (1992). Models for understanding pre-service and beginning teachers’s biographies. In I. F. Goodson (ed.),
Studying Teachers Lives (pp. 99–152). London: Routledge.

LISTON, D. & ZEICHNER, K. (1997). Formación del profesorado y condiciones sociales de la escolarización. Madrid: Morata.
LÓPEZ-PELÁEZ, M. P. (2019). Proyecto docente e investigador. Jaén: Universidad de Jaén. Unpublished.
MANSO, J. & MARTÍN, E. (2014). Valoración del Máster de Formación de Profesorado de Educación Secundaria: estudio de

casos en dos universidades. Revista de Educación, 364, 145–169.
MARK, D. (1998). The music teacher’s dilemma – musician or teacher?/Das Dilemma des Musiklehrers—Musiker oder

Lehrer? International Journal of Music Education, 32, 3–23.
MURUAMENDIARAZ, N., ORDOÑANA, J. A. & GOLDARACENA, A. (2010). La formación del profesorado de Música

de Primaria en Francia e Italia. Profesorado. Revista de currículum y formación del profesorado, 14(2), 83–93.
OECD (2019). A Flying Start: Improving Initial Teacher Preparation Systems. Paris: OECD Publishing.
OLSEN, B. (2016). Teaching for success: Developing your teacher identity in today’s classroom. New York: Routledge.
PELLEGRINO, K. (2009). Connections between performer and teacher identities in music teachers: Setting an agenda for

research. Journal of Music Teacher Education, 19(1), 39–55.
RODRÍGUEZ-QUILES, J. A. (2010a). Políticas europeas en el ámbito de la EducaciónMusical. Propuesta-Q para el Grado en

Historia y Ciencias de la Música en Universidades españolas. Revista electrónica de LEEME, 26, 66–103.
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