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What’s Going On Now? in music education and youth music-making in 
Scotland - that’s the question this study aims to answer, fifteen years 
after the publication of What’s Going On? 

Drawing on a range of data on music education, on the evidence of a 
suite of specially-designed surveys, and on three detailed case studies, 
What’s Going On Now? offers an assessment of music education and 
youth music-making, identifying the key issues that emerge from the 
data and proposing a number of recommendations to tackle the 
inequalities in music education, change perceptions of music and its 
purpose, nurture music in schools, and facilitate new experiences and 
opportunities. 

 
 
 
 
“ 
 

4 “There is proof that 
learning music improves 
academic attainment. 
 
A strong well-resourced 
music service within Local 
Authorities has also 
proven to be an excellent 
model for decades and 
has resulted in a very 
strong musical culture in 
Scotland.” 
 
Co-ordinator - WGON Survey 
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 “It gives me the freedom to 
express my creativity. To be 
musical expresses a lot of 
freedom, especially in 
Scotland.” 
 
Youth Participant,  
WGON survey 
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Foreword 
 
 
 

Scotland has a lot going for it. Self-governed since 
devolution, its economy has grown despite the 
recession. As a small nation within the community of 
nations, it punches above its weight in many areas. 
In the area of music education, the focus of this 
research, it is recognised as world-leading. 

 
However, this current research exposes some cruel 
facts. Scotland still has areas of unacceptable 
deprivation. The gap between the haves and have- 
nots is widening. This is nowhere more evident than 
in instrumental music tuition. Despite a free state 
education system, 75% of students learning an 
instrument at school in Scotland contribute towards 
the costs of their lessons, adding to inequality of 
opportunity rather than helping solve the problems of 
inequity faced by successive governments. 

 
The national context, however, bristles with positive 
energy to engage with solving the problems facing 
music education. 2018, when the research was 
being undertaken, was the Year of Young People. 
During that year, a public campaign and 
parliamentary petition on behalf of Instrumental 
Tuition in Schools was run - #ChangetheTune - and 
the Education and Skills Committee of the Scottish 
Parliament ran a public enquiry. This resulted in a 
groundswell of opinion throbbing through the 
Scottish media that music education is a universal 
good at which Scotland excels. 

 
There are also positive indicators which course 
through these pages. The predecessor to this 
research in 2003, What’s Going On? spawned the 
Youth Music Initiative (YMI) which has been a 
stunning success. This is socially inclusive and is 
now reaching over 240,000 school children and 
young people every year, giving them a year-long 
first experience of music. Music is the sixth most 
popular subject at Advanced Higher. Local Authority 
Instrumental Music Services (IMS) give over 60,000 
instrumental lessons every week. 

 
The big-ticket issues arising from this research 
revolves around inclusion, equity and participation. 
As in 2003, the research finds that national average 
participation rate of 8% indicates that demand is 

 
inhibited by supply, and that there are still over 
100,000 children who would participate in the weekly 
high-quality experience provided by IMS but cannot. 

 
During analysis of the research data, four areas of 
concentration emerged: inequalities in access to 
music provision; perceptions of music and its 
purpose; music in the school; facilitating experiences 
and opportunities. The research findings and 
recommendations are grouped in these four areas. 
The recommendations are a consequence of 
drawing together many of the positives already 
taking place in the music education sector to deal 
with the issues emerging from the research. A 
proposed extension to YMI – We Make Music – 
would provide a focus for many of these 
recommendations. 

 
I would like to thank everyone who has contributed 
to this research, the analysis of its findings, and the 
consequent recommendations. The music sector in 
Scotland is buoyant, overwhelming in its sheer 
vibrancy. It transcends social division, understands 
the crucial role of education in sustaining its 
international prominence, and is one of the cultural 
windows through which Scotland is perceived 
internationally. Since What’s Going On? in 2003 the 
music sector in its entirety and astonishing diversity 
has achieved so much. What’s Going On Now? in 
2019 demonstrates that there is an urgent necessity 
to build on all of this good work. And, as in 2003, 
Scotland’s music sector is entirely up for it. So let’s 
get on and do it. 

 
John Wallace- Chair of the Music Education 
Partnership Group 
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sector was engaged and invested in the research. The Steering group included senior 
representatives from local authorities, MEPG, the Traditional Music Forum, Heads of Instrumental 
Teaching Scotland, the Educational Institute for Scotland, The Musicians’ Union, The Piping 
Centre, The Hot Chocolate Trust, Creative Scotland, the National Youth Arts Advisory Group, 
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Abbreviations 
 
 
 
 
 
 
 
 

FE Further Education 

HE Higher Education 

HITS Heads of Instrumental Teaching Scotland 

IMS Instrumental Music Service 

LA Local Authority 

RCS Royal Conservatoire of Scotland 

SQA Scottish Qualifications Authority 

CfE Curriculum for Excellence 

TTMs Tutors, Teachers & Mentors 



 

“The value children get from high quality music 
education extends far beyond simply learning 

about music. 
 

The cognitive benefits are proven, as is the 
development in important ‘soft’ skills such as 

collaboration and communication. Music 
offers opportunities for pupils from all 

backgrounds to succeed.” 
 

Tutor - WGON Survey 
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Teacher - WGON Survey 
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1. Introduction to the Full Report 
 

What’s Going On Now? offers an analysis of young people’s music making in 
Scotland, across both the formal and informal sectors and taking accounts of all 
forms of provision – updating and extending the work of the 2003 report What’s 
Going On? and giving detailed analysis to inform policymaking at all levels. 

The project was structured around a series of research questions that summarise 
the objectives of the work and was led by a research team at the Royal 
Conservatoire of Scotland, working in partnership with the University of 
Strathclyde. 

What’s Going On Now? draws on three strands of research that were tackled as 
distinct but interconnected projects before being triangulated to determine the 
key issues to emerge from the work. The recommendations were developed in 
close consultation with the project Steering Group. 

This is the full report of the project: a shorter summary, setting out the key 
finding, a summarised discussion and the recommendations, is also available. 

 
 
 

Organiser - WGON Survey 
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2. Context 
2.1. Remit 

 
What’s Going On Now? was commissioned by the Music Education 
Partnership Group (MEPG) as an update to the previous study of music 
education in Scotland What’s Going On? (2003). Although annual surveys 
from the Improvement Service have provided robust data on school 
instrumental services, a comprehensive review of music education in 
Scotland has not been undertaken across all sectors of youth music since 
What’s Going On? What’s Going On Now? is specifically intended to build 
on, update and expand on the analysis in the original report. 

This new study reaches across the formal, informal and non-formal sectors 
with the intention of identifying successes, issues and recommendations, 
but it also consider music in formal education as an additional area for 
consideration which lay outside the scope of the earlier report. What’s 
Going On Now? draws parallels with the 2003 report though its reporting of 
local authority instrumental provision and informal community and 
independent music-making, but it also incorporates a range of additional 
data, some of it generated from reporting mechanisms that have been 
established since 2003, relating to classroom and curricular provision both 
within schools and in further and higher education. 

The research was driven by six research questions established by the 
project commissioners that encompassed both a ‘national snapshot’, 
consideration of the pathways available to young people, the workforce and 
its continuing development, policies that drive practice, resource needs and 
perceived barriers, and the networks that underpin music education and 
youth music making. 
 

2.2. The Scottish context for music education and young people’s 
music making 
 

2.2.1. Education in Scotland in 2003 
 

The state education system in Scotland (pre-16) is split into two phases. 
The Primary phase begins when children are around 5 years old and 
continues until they begin the secondary phase at the age of 12. Since 
2003, the school sector has undergone major curricular change through the 
introduction of the Curriculum for Excellence and the associated 
development of new National Qualifications. The Curriculum for Excellence 
was a deliberate move away from the National Guidelines 5-14 that had 
previously informed the curriculum and was conceived to work across all 
sectors from the ages of 3-18. This less prescriptive model allowed for 
greater flexibility in what was taught in schools, placing a greater emphasis 
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on formative assessment and on a ‘broad general education’. Related 
changes have included the replacement of Standard Grade and 
Intermediate 1 and 2 awards with National Awards at levels 4 and 5 and 
the revision of requirements for Higher and Advanced Higher qualifications. 

2.2.2. Instrumental Music Services 
 

The Instrumental Music Services in Scotland are discretionary services 
currently available in all 32 local authorities in Scotland. These services 
provide instrumental tuition that generally operates independently of the 
classroom curriculum, but supports students taking national qualifications in 
music. The size and charging structure of the services vary between local 
authorities, with local cultural ecologies and policy priorities influencing the 
range of instruments and ensemble experiences offered, as well as the cost 
of tuition and instrument hire. In 2018-19, charges range from £524 per year 
to completely free at the point of contact. In recent years many local 
authorities have reviewed or reduced their services, often introducing 
charging structures that have been the subject of intense scrutiny. 

2.2.3. Youth Music Initiative 
 

Since 2003, there has also been notable impact from Creative Scotland’s 
Youth Music Initiative which has provided funding for young people to 
access high quality music making opportunities across every social and 
cultural demographic since 2003. The YMI had the initial objective of 
ensuring that ‘all school children in Scotland should have access to one 
year’s free music tuition by the time they reach Primary 6.’ (the Scottish 
Executive’s ‘P6 Target’) and some £17.5 million was largely allocated to 
local authorities and a few other notable organisations over the first 3 years. 
Following the success of the ‘P6 Target’, the YMI has been sustained year- 
on-year by successive governments, with the target generalized to embrace 
‘a years’ free tuition by the end of primary school’ and a range of targeted 
support for music out-with schools. The YMI has become an integral part of 
Scotland’s music education ecology and continues to tackle the specific 
challenges in terms of initial access to music making in the context of 
complex geography and the continued impact of multiple deprivation. 

2.2.4. Specialist School Provision 
 

Scotland also has four specialist state music schools that are integrated 
with comprehensive schools. These are in Douglas Academy near 
Glasgow, Plockton High School in the Highlands, Dyce Academy in 
Aberdeen and Broughton High School in Edinburgh. St Mary’s in Edinburgh 
remains Scotland’s only independent, private, specialist music school. 
Pupils at St Mary’s may be financially supported by the Aided Places 
Scheme (Scotland). 
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2.2.5. Further and Higher Education 
 

14 colleges in Scotland also currently provide music, music technology, 
music business or musical theatre programmes. In addition, Scotland’s 
ancient universities in Glasgow, Edinburgh and Aberdeen all offer extensive 
opportunities for undergraduate study in music, to complement newer 
courses at Edinburgh Napier, the University of the West of Scotland and the 
University of the Highlands and Islands which have more vocational and 
less classical focuses. Scotland also has one major performing arts 
conservatoire in the Royal Conservatoire of Scotland, based in Glasgow. 

In total, 14 higher education institutions offer undergraduate programmes in 
music and music-related subjects, such as music business and audio 
engineering. However, the financial crisis of 2008 saw many further and 
higher education institutions going through periods of restructure and cost 
saving, including a major constriction of the FE sector that saw many of 
Scotland’s colleges merging, the consequences of which are still unfolding. 
Changing priorities in institutions saw some, such as the University of 
Strathclyde, discontinuing their BA in Applied Music, but other institutions 
such as the University of the Highlands and Islands have introduced new 
and innovative programmes catering for a more diverse and geographically 
spread student population utilising new technologies. 

In addition, 11 institutions now offer postgraduate programmes including 
PGDE, masters and doctoral programmes ranging from such diverse areas 
as Music Therapy at Queen Margaret University to Sound for the Moving 
Image at the Glasgow School of Art. 

 
 

2.2.6. Developments in the informal and non-formal sectors since 
2003 

 
The ‘informal sector’ was the expression adopted in What’s Going On? as 
an ‘umbrella’ term for all of the unaccredited music activity that contributes 
to Scotland’s diverse and vibrant youth music ecology. In the present study, 
we use ‘non-formal’ to describe in the same way that it has been 
increasingly employed within music education, to create a further 
distinction: Informal music education generally has no accreditation or 
formalised direction, whereas non-formal music education has no 
accreditation but some form of professional input or structure, either through 
direction or funding. The non-formal sector has risen in prominence due to 
the impact of the YMI and other more connected or professionalised third 
sector organisations. To some extent, this work emerges from the 
proposition in What’s Going On? that the informal and formal sectors were 
distinct groups of professionals working with little or no contact between 
them. The non-formal sector goes some way towards bridging this gap, but 
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the results in the present project show that more work could be done to 
ensure that the informal and non-formal sectors are protected, funded and 
supported in reaching as many participants as is possible, to ensure that far 
reaching and diverse music making is encouraged. It is of course important 
that young people can make music using their own voice as much as 
learning the voices of others, and there are steps that still need to be taken 
to recognise these vernacular musical languages in the formal sector from 
early years to HE and beyond. 

2.3. The diversity of Scotland 
 

A recurring theme in this study is the diversity of practice and the range of 
young people’s experience in different parts of Scotland: undertaking the 
work of this study has underlined the conclusions of previous work that 
‘place matters’. Scotland is a small nation, but both in terms of its 
geography and its socio-economic makeup, it is also a diverse nation. To 
begin to take account of this diversity, especially in assessing the relevant 
available for music education, we used two key sets of widely-available data 
as a means of providing a context for our analysis. 

To take account of the socio-economic complexion of Scotland, we referred 
to the Scottish Indices of Multiple Deprivation (SIMD); to take account of the 
complex geography, we used the Population Estimates for Settlements and 
Localities. 

 
 

2.3.1. Ranking of Local Authorities according to the Scottish Indices 
of Multiple Deprivation (SIMD) 
 

The Scottish Indices of Multiple Deprivation (SIMD) were created by the 
Scottish Government in order to identify pockets of multiple deprivation 
across all of Scotland in a consistent way. A total of 38 different indicators, 
which take in both socio-economic as well as health and other 
considerations, are used create a ranking of small ‘data zones’. When these 
data zones are put in rank order from ‘most deprived’ to ‘least deprived’ it 
becomes possible to identify the 20% or 40% ‘most deprived’ areas in the 
country. 
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In order to turn this very detailed and complex data into a more easily-used 
reference point for this research, and bearing in mind that our analyses 
were mostly concerned with comparing areas at the local authority level, we 
identified the SIMD 20 data zones within each local authority and population 
living in each; from this we could calculate the number of people in each 
local authority living in an SIMD 20 data zone, and from that the proportion 
of the authority’s total population living in a SIMD 20 area. This information 
could then be ranked to provide a simplified indicator of the relative 
deprivation of each local authority areas in Scotland. The following table 
ranks each local authority accordingly. 

     SIMD 40 - areas that are in the  
40% 'most deprived’ according to 
the SIMD data. 

 
 
 
 

      SIMD 20 - areas that are in the 
20% 'most deprived’ according to 
the SIMD data. These areas are 
among the most deprived in 
Scotland 

 

SIMD 20/40 - Geographic map 
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Local Authority 

Population 
in SIMD-20 

Total 
Population 

% pop in 
SIMD 20 

1 Glasgow City 283,471 599,650 47% 

2 Inverclyde 34,005 79,860 43% 
3 West Dunbartonshire 35,085 89,730 39% 
4 North Ayrshire 52,913 136,450 39% 
5 Dundee City 53,435 148,260 36% 
6 East Ayrshire 38,343 122,150 31% 
7 North Lanarkshire 104,731 337,950 31% 
8 Renfrewshire 46,441 174,230 27% 
9 Clackmannanshire 12,561 51,190 25% 

10 South Lanarkshire 62,918 315,360 20% 
11 Fife 71,695 367,260 20% 
12 South Ayrshire 19,723 112,510 18% 
13 West Lothian 28,466 177,150 16% 
14 Falkirk 22,362 157,640 14% 
15 City of Edinburgh 65,318 492,680 13% 
16 Stirling 10,150 91,580 11% 
17 Midlothian 8803 86210 10% 
18 Dumfries and Galloway 12,530 149,940 8% 
19 Aberdeen City 18,055 228,990 8% 
20 Argyll and Bute 6756 87660 8% 
21 Highland 16,689 233,100 7% 
22 Angus 7844 116660 7% 
23 East Renfrewshire 6187 92380 7% 
24 Scottish Borders 6585 114030 6% 
25 Perth and Kinross 8209 148880 6% 
26 East Dunbartonshire 5215 106730 5% 
27 East Lothian 3735 102050 4% 
28 Aberdeenshire 5425 260500 2% 
29 Moray 832 94750 1% 

 

Note - that no districts in Na h-Eileanan an Iar, Orkney Islands and 
Shetland Islands appear in the top 20% of SIMD data zone, and therefore 
there are only 29 local authorities which make up this table. A blue colour 
gradient has been added to this table to differentiate the data more clearly 
throughout this report. 

Ranking of Scottish Local Authorities according to the proportion of 
population living in SIMD 20 data zones 
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2.3.2. Ranking of Local Authorities according to rural population 
 

To provide a similar contextual ranking that would take account of the 
complex geography of Scotland, we considered a range of possible 
approaches, including the size of authorities (land mass). However, 
recognising that music making is undertaken by individuals and 
communities, we settled on an approach that would be based on the 
distribution of population, drawing on the 1 Scottish government’s 6-

                                                
 

1 These figures and definitions are part of the ‘Mid-2016 Population Estimates for 
Settlements and Localities in Scotland’, available on the National Records of Scotland 
(NRS) website -  
 
https://www2.gov.scot/Topics/Statistics/About/Methodology/UrbanRuralClassification 
  

Rurality map (by local authority) 
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fold Urban/Rural Classification system and the available data on the 
proportions of population living in the three ‘most rural’ classifications, 
that is: 
 

• Remote Small Towns: settlements of 3,000 to 9,999 people and 
with a drive time of over 30 minutes to a settlement of 10,000 or 
more. 
 

• Accessible Rural: areas with a population of less than 3,000 
people, and within a 30-minute drive time of a settlement of 10,000 
or more. 
 

• Remote Rural: areas with a population of less than 3,000 people, 
and with a drive time of over 30 minutes to a settlement of 10,000 or 
more. 

 

Summing the proportions of population living in each of these areas, a 
simplified ‘rural’ population for each local authority can be calculated from 
the accessible data. The table below shows the percentages of the total 
council population within remote small towns, accessible rural and remote 
rural areas, and the total simplified ‘rural’ population, in which the ‘rurality’ of 
each local authority is ranked. Note that, by this approach, the largest local 
authority by landmass (Highland) does not emerge as the ‘most rural’ 
because a significant proportion of its population reside in or near 
Inverness. In terms of delivering music education and youth music activities, 
we consider this ranking to be a reasonable reference point for the 
challenges that individual authorities might face on account of the 
geography and the spread of their population through the authority. 

 
 

“Music is a valuable conduit for 
education and must be considered 
on the same level as STEM subjects, 
such as Science, Math and English.” 

Teacher - WGON Survey 
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2.3.3. Scotland’s diversity 
 

Even after the simplifications that we have adopted, Scotland’s complex 
diversity is clear when the two indices are combined: at the extremes, 
Shetland Islands has a rurality ranking of 3 but does not appear at all in the 
SIMD-20 ranking; Dundee City has a SIMD-20 ranking of 5 but is ranked 
31st in rurality. More importantly, there are local authority areas that have 
complex combinations of geographic and socio-economic considerations, 
such as South Ayrshire, which is among the 50% ‘most deprived’ authorities 
(according to our simplified method) and the 50% ‘most rural’ (according to 
our approach). 

Local Authorities by proportion of ‘rural’ population 
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Local Authorities in alphabetical order, with SIMD-20 and ‘rurality’ rankings 
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“Children starting school 
need far more music in their 
lives. This will fuel the next 

generation of confident, 
creative thinkers.” 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

 

“The benefits of music for 
young people at all levels 
are so vast, in both mental 
and spiritual well-being. 
Cutbacks in this field are 
like taking away breath and 
lifeblood from our young 
people investment is what 
is needed, and the results 
will be clear to see.” 

Mentor - WGON Survey 
 

Teacher - WGON Survey 
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3. Methodology 
 

3.1. Overall approach 
 
 

What’s Going On Now? draws on three strands of research that were tackled 
as distinct but interconnected projects before being triangulated to determine 
the key issues to emerge from the work. These strands were: 

• The collation and analysis of existing data on music education; 
• The generation of further quantitative and attitudinal data from online 

surveys; 
• Detailed provision mapping and interviews to inform three in-depth 

qualitative case-studies. 

To establish the national picture of young people’s music making, we drew 
on the extensive data that is now available on music provision for young 
people, as well as generating new data through primary research, mainly in 
the form of stakeholder questionnaires, gathering both quantitative and 
qualitative insights. 

To complement this broad picture, three contrasting case studies of the lived 
reality in specific communities were undertaken, illuminating the ways in 
which young people’s practical experience of music making is shaped by 
policy, funding strands and other external factors. The three case studies 
were pursed through semi- structured interviews, and contextual research. 

The three strands were undertaken concurrently, but independently, before 
insights from each strand we brought together to identify the key issues. 

 

3.2. Definitions adopted in this study 
 
• ‘Formal sector’: refers to all musical activities that happen in schools 

and colleges, both within and outside the curriculum, including lessons 
and activities organised by Instrumental Music Services. 
 

• ‘Informal’ and ‘non-formal’: often considered together in this study. 
Neither ‘informal’ nor ‘non-formal’ provision is accredited, but ‘Informal’ 
refers to activities that are not formally directed, whereas ‘non-formal’ 
refers to activities that do have some kind of professional input or 
structure. 
 

• ‘Stakeholders’: refers to anyone with a stake in music education and 
young people’s music making. In order to make sense of the different 



 

25 

kinds of role that stakeholders may have, to take account of the great 
diversity of the music education and youth music sectors, and to permit 
comparisons, we adopted the four categories of stakeholder that were 
established in What’s Going On? in 2003, namely: 
 

o Participants: the young people who take part in the activities. 
 

o Tutors, Teachers and Mentors: practitioners who work 
directly with young people, perhaps in schools or on a self- 
 lead activities within organisations but are not usually involved 
in an organisational role 
 

o Organisers: practitioners who work ‘on the ground’ and take a 
regular hands-on organizational role. Organisers are closely 
associated with the everyday operation of an organisation. All 
organisers in our sample are associated with youth music 
organisations from whom we hoped to get quantitative 
information. 
 

o Co-ordinators: practitioners who take a more managerial role, 
or those who are able to take a strategic look at the situation of 
youth music in their area. Heads of Instrumental Teaching 
Scotland (HITS) representatives are examples of Co- 
ordinators. 
 

• ‘Organisations’: refers to organisations in the informal and non- 
formal sectors that have a role in providing musical activities. Some 
organisations will offer only musical activities, others will offer musical 
activities within a wider range of work. In this report, ‘organisations’ 
refers only to organisations in the informal and non-formal sectors, and 
not to schools, colleges or music services. 
 

• Musical styles are open to very many different and debated 
categorisations. For consistency and simplicity, drawing on the 
categories that were established in What’s Going On? and with the 
assistance of the Steering Group, we adopted the follow categories of 
musical style: 
 

o Contemporary Commercial Music (Rock, Pop, Dance, Indie…) 
o Traditional Music 
o Western Classical Music 
o Non-Western Music 
o Jazz 
o Musical Theatre 
o Religious/Sacred Music 
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3.3. Methodology for handling existing data, in summary 

 
3.3.1. Scope of the data 

 
The early stages of the project were dedicated to identifying the range of 
relevant data that could be sourced for the project – inevitable, this mostly 
concerns so-called formal provision. The existing data examined for this 
research included data on Instrumental Music Services from the regular 
survey undertaken by the Improvement Service; pupil numbers; music 
teacher numbers; data on SQA presentations, and other freely-available 
information. Approach to analysis 
The analysis in this report descriptive. The data was analysed at the level of 
local authority area, in comparison, where relevant, with total pupil 
populations in the relevant authority to calculated. For example, the number 
of FTE classroom music teachers in comparison to the pupil population was 
calculated for each local authority to give an insight into areas that have more 
or fewer classroom music teachers in comparison to the number of pupils. 

Bearing in mind the variety of provision we found in these analyses, and the 
diversity of local authorities in terms of socio-economic complexion and 
geography, we present these analyses by means of box plot or ‘box and 
whisker’ diagrams, which are designed to show both the range of results and 
the central tendency. The diagram below explains how to read these charts 
in the context of our analysis at local authority level: 

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

The upper whisker extends to 
the maximum value; in this 
case the top whisker  
represents the ‘top 8’ local 
authorities for the given 
statistic. Whisker 

Q 

The main box - the 
The median or middle value for 
the given statistic is 
represented by the horizontal 
bar in the centre of the box. 

interquartile  range  - shows 
the middle 50% of the data; in 
this case the ‘middle  16’ local  
authorities 
statistic. 

for the given   

Q 

The  lower  whisker  extends  to 
the minimum value; in this case 
the top whisker represents the 
‘bottom  8’  local  authorities  for 
the given statistic. 

Whisker 

Min 

Max 
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The ‘top’ and ‘bottom’ eight local authorities are then indicated, alongside 
their place in our indices for SIMD 20 populations and ‘rurality’, for informal 
comparison and consideration of any trends relating to those contextual 
factors. In each case, we provide analyses at regular intervals over the past 
15 years so that longer-term trends can be identified. 

We identified two clusters of three related variables and present a triangular 
three-pronged analysis of these clusters to ensure that we can view any 
trends which have emerged between each set of data and investigate how 
these categories relate to one another (no comparisons have been omitted). 

The two clusters, and the relevant data, were: 
 

1) Instrumental Music Services (Data sources: Total Pupil Population; 
IMS Pupil Population; FTE IMS Teacher/Instructor Population) 

2) National Qualifications (Data sources: Total Pupil Population; FTE 
Classroom Music Teachers; National Qualification Presentations) 

 

 
 

 
 
 
 

3.4. Survey methodology in summary 
 

3.4.1. Online surveys for stakeholders 
 

The online surveys were designed in consultation with the steering group, 
drawing where appropriate on the data categories from the 2003 report to 
facilitate comparability. 

Drawing on the previous report, specific surveys were targeted at the four 
distinct stakeholder types, namely ‘Participants’ (young people taking part in 
music); ‘Tutors, Teachers and Mentors’ (those directly involved in teaching 
or guiding young people); ‘Organisers’ (those running youth music 
organisations, especially in the informal and non-formal sectors); and 
‘Coordinators’ (those with a more strategic role, whether at a local, regional 
or national level).  

 

Comparisons 
of each data- 

sets 

Category 2 Category 3 

Category 1 

‘Three pronged’ data-analysis 
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The surveys were launched at a major sectoral event, and widely promoted 
through a range of channels and through social media and online networks. 
The Survey Monkey online survey platform was used to host all the surveys 
that the project team were directly administering, meaning that the surveys 
were optimised for use across online platforms, including phone and tablet. 
These are opportunity samples, meaning only those who wished to 
participate in the research responded to the questionnaires. 

The surveys elicited both qualitative and quantitative data, using both 
defined-response, free text and Likert-scale type questions. Free text 
responses were analysed thematically using a ‘grounded’ approach, meaning 
that thematic categories emerged from the responses themselves, rather 
than being predetermined by the researcher. 

 

3.4.2. Online survey for organisations 
 
In contrast to the survey of stakeholders, the survey of organisations was 
purposive, drawing on two approaches to ensure that a wide range of youth 
music organisations and providers were included in the research. Firstly, we 
used a range of available resources to identify organisations who should 
participate in the research; secondly, we drew on the principles of ‘systematic 
review’ to establish a keyword-based approach to online searching. In 
developing this, we were able to elicit responses from smaller community 
organisations. 
 

Working with the project sponsors, we were provided with a database of 
currently active youth music projects and organisations which could be 
directly contacted via social media or email. Archival research from the former 
Scottish Arts Council also provided a list of organisations in the informal and 
non-formal sectors that could easily be traced. A number of niche databases 
provided an overview of youth music in each council area. For example, in 
the Renfrewshire we used the ‘What’s On Renfrewshire’ website to search a 
range of youth music organisations, activities and tutors. 

 
The process adapted from ‘systematic review’ attempted to create a rigorous 
and transparent form of identifying a wide cross section of youth music 
providers from all localities of Scotland organisations to participate in the 
research, meaning this research would not restrict its findings to the 
organisations in youth music that are already well known. 
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The approached involved using pre-determined ‘search-strings’ within 
appropriate online databases and social sites, in order to trace youth music 
activity across all 32 local authorities within Scotland. We used 3 specific 
categories for starting each search-string: 

• Geographic (fixed/exact term) 
• Demographic (variable term) 
• Types of activity/organisations (variable term) 

 
In some cases, organisations had managed to develop and sustain funding 
(participant fees, private income, local authority, etc.) where others had 
ceased activity. Fixed terms were simply specific geographic areas, in this 
case, the country as a whole and the 32 local authorities of Scotland (local 
& national). The table below shows examples of pre-determined search 
strings which were then extracted to be used as part of the review. 

 

 
 

3.4.3. Further Surveys 
Two further surveys were designed and disseminated, both created to gather 
qualitative information to complement quantitative data that was available. 
Such surveys were undertaken for school leaders and for further and higher 
education subject leaders, but both attracted very small numbers of 
responses and these have not been incorporated in the research. 

3.4.4. Responses received 
 
 
 

Stakeholder group Responses (n) Responses for WGO 
Participants 430 182 
Tutors/Teachers/Mentors 631 149 
Organisers 242 83 
Coordinators 88 39 

 1,391 453 
 
 

Note that while these figures show us the total respondents who engaged 
with the survey in each stakeholder category, actual numbers of responses 
for individual questions varied because followed normal ethic practice and 
permitted respondents to skip questions if they chose to. Where appropriate, 

‘Search Strings’ method - 
created and used for the 
WGON report by 
researcher Andrew Rae 
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we have given breakdowns of survey questions to show the total number of 
respondents for the question. 

3.4.5. Ethics, confidentiality and data protection 
 
All surveys were subject to ethical review by the Ethics Committee of the 
Royal Conservatoire of Scotland before being deployed. 

In line with usual ethical practice, and because we wanted to ensure that 
respondents felt able to give their opinions freely, we gave the option of 
complete anonymity for the online questionnaires. All respondents were given 
the chance to opt-in to having their name included in an appendix to 
the report, as a way of recognising their contribution to the research (names 
are not connected to any of the answers given in the survey). 

The data collected from the surveys was then securely stored in a database, 
according to the expectations of the General Data Protection Regulations. 

 
3.5. Case study methodology in summary 
 
The case study element of the project followed the methodological framework 
for carrying out a scoping study set out by Arksey and O’Malley (2005)2. It 
was designed over the following phases: 

Phase 1: An initial mapping of current provision and practice of music 
education opportunities for young people under the age of 25 was undertaken 
across each of the three identified Local Authorities. 

Phase 2: Following the identification of key organisations and individuals 
through the mapping process, fieldwork will be carried out. This involved: 
qualitative interviews with key informants, knowledgeable in the extent and 
nature of current provision. This included pupils, children and young people 
within each of the specified areas. 

Phase 3: Data were collated and analysed. Significant information and key 
themes were coded from interview transcripts and salient themes identified 
and discussed through regular meetings of the research team. 

While the research design on the whole assumed the linear format outlined 
above, phases 1, 2 and 3 were iterative in their nature, and were revisited 
when necessary as more information was revealed throughout the process. 

The findings in Chapter 5 are presented under thematic headings which draw 
their evidence from each of the case studies. Table 1 in Chapter 5 provides 
a brief summary of the different case study localities. 

 
 

2 Arksey, H. & O'Malley, L. (2005). Scoping studies: towards a methodological framework. 
National Journal of Social Research Methodology, 8,(1). 19-32. 
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© Photo courtesy of Drake Music Scotland - Anne Binckebanck 
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Teacher - WGON Survey 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Students in recording session © Photo 
courtesy of Riverside Music College. 
 

 
 
 

 
 
 
 
 

“Music and the other ‘Expressive Arts’ are vital 
in children's emotional development and their 

wellbeing. Having strong teaching by 
specialist teachers in primary schools should 

be part of the education policy.” 
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4. What’s Going On Now? in numbers 
 

4.1. Quick Reference 
 

• In 2017-18 just over 60,000 young people received tuition from the 
Instrumental Music Services, representing a likely increase of around 
10% since 2002-3. 
 

• In 2017-18 around 244,000 young people took part in the Youth Music 
Initiative, with at least 202,000 taking part in school-based activity and 
at least 42,000 in out of school activity. 
 

• The data suggests that the number of pupils receiving IMS tuition is 
determined by the supply not the demand. 
 

• Since 2002-3, the number of local authorities charging for 
instrumental music service tuition has risen from 15 to 25, and the 
median fee has risen from £102 to £220. 
 

• The data suggests that the unmet demand for music tuition continues 
to exceed 100,000 young people. 
 

• In 2016-17, Music was the 6th most popular Advanced Higher, after 
Maths, English, Chemistry, Biology and Physics. 

 
 
 

4.2. Introduction 
 

In this section, we provide a descriptive analysis of the existing data on music 
education in Scotland, focusing on two clusters of interrelated data: 
 

1) Data relating to Instrumental Music Services 
2) Data relating to National Qualifications in music 

 
 

In each cluster, we examine the data over five-year intervals since 2002, 
calculating some simple statistics for each local authority area both to reveal the 
diversity of provision (and therefore of young people’s experience) across 
Scotland, and to informally identify any long-term trends over the past fifteen 
years. 
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In most instances, this data has been accessed from previously published 
sources 3, and with one exception, we have used the last set of data available 
publicly at the time of undertaking the analysis – usually academic year 2017/18. 

 
The analysis therefore focusses on long-term trends, rather than any changes 
arising from recent policy decisions. 

The exception is for fees for instrumental music service lessons: as these were 
being radically revised as the research was underway, we made a special 
survey to update, wherever possible, the previous year’s figures and make the 
analysis as current as possible. Unfortunately, we were unable to source figures 
for instrumental music service pupils that would be consistent with previous 
years, and so have not attempted an analysis of the impact of recent changes 
to fees. 

Our analysis is presented in the form of box plots that show the range and 
central tendency of the data across local authorities. See the Methodology for 
further details on how to read these diagrams. 

The box plots are complemented by tables that show the ‘top 8’ and ‘bottom 8’ 
(first and fourth quartile) authorities for each statistic, together with the 
contextual rankings for poverty and ‘rurality’ for each authority as a means of 
giving greater context. 

 

 

 

 

 

 

 

 

 

 

 
 
 

3 Pupil and teacher numbers for each local authority were obtained from the Scottish government historic database  
https://www2.gov.scot/Topics/Statistics/Browse/School-Education/HistoricDatasets/PupilTeacherHistoric 

 

“The study and practice of music 
develops so much more than just the 
ability to play notes. Perseverance, 
determination, working with others, 
cognitive development, personal 
growth and self-esteem among many 
other things.” 

Teacher - WGON Survey 
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4.3. Instrumental Music Services 2002-2018 
4.3.1. Proportions of pupils receiving instrumental music service tuition 

 
 
 
 
 
 
 

2002/03 SIMD-20 Rurality 2007/08 SIMD-20 Rurality 2012/13 SIMD-20 Rurality 2017/18 SIMD-20 Rurality 
Shetland Islands 
Na h-Eileanan an Iar 
Midlothian 
Orkney Islands 
North Ayrshire 
Aberdeen City 
East Lothian 
East Renfrewshire 

- 
- 

3 Orkney Islands 
Argyll & Bute 
Dundee City 
East Lothian 
North Ayrshire 
Perth & Kinross 
West Dunbartonshire 

- 

- 2 Shetland Islands 
Orkney Islands 
Aberdeen City 
Dundee City 
East Renfrewshire 
Argyll & Bute 
Edinburgh, City of 
Na h-Eileanan an Iar 

- 
- 

3 
2 

Na h-Eileanan Siar 
Orkney Islands 
Shetland Islands 
Dundee City 
Aberdeen City 
Inverclyde 
Midlothian 
Edinburgh, City of 

- 
- 
- 

1 
2 1 20 4 

17 18 5 31 19 28 3 
- 2 27 11 5 31 5 31 
4 20 4 20 23 26 19 28 

19 28 25 6 20 4  

27 11 3 29 15 30 17 18 
23 26 - -   

Moray 
Fife 
West Dunbartonshire 
Renfrewshire 
Falkirk 
Clackmannanshire 
South Ayrshire 
Inverclyde 

29 7 - 
West Lothian 
Aberdeen City 
Angus 
East Ayrshire 
South Ayrshire 
Clackmannanshire 
Inverclyde 

- - Moray 
South Lanarkshire 
Stirling 
Clackmannanshire 
Dumfries & Galloway 
Falkirk 
Scottish Borders 
Renfrewshire 

29 7 Fife 
Moray 
South Lanarkshire 
Clackmannanshire 
Angus 
Scottish Borders 
North Lanarkshire 
Dumfries & Galloway 

11 16 
11 16 13 21 10 19 29 7 

3 29 19 28 16 13 10 
9 

19 
8 25 22 15 9 17 17 

14 23 6 12 18 9 22 15 
9 17 12 14 14 23 24 10 

12 14 9 17 24 10 7 22 
2 27 2 27 8 25 18 9 

 

 -

 5.0
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2002/03 2007/08 2012/13 2017/18

Upper Quartile

Lower Quartile ratio = (1:100)

Year

(no. of councils)

27.9

4.6

20.5

6.2

17.9

3.4

8.1 8.98.2

(32 Councils) (32 Councils)(18 Councils)

IMS Pupils to Total Pupil Population

(32 Councils)

8.6

25.8

4.3

IMS Pupils / Total Pupil Population 

This chart shows the IMS pupil populations in relation to the total pupil 
populations in each local authority at five-year intervals for the past fifteen 
years. The table below tabulates the ‘top’ and ‘bottom’ 8 authorities for this 
measure in each year. 
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The data shows a very consistent central tendency over the past fifteen years, 
with the median percentage of IMS pupils remaining largely the same at around 
8-9%. The analysis shows that in three quarters of authorities 10% or fewer 
pupils receive instrumental music lessons, while in the ‘top 8’ authorities, much 
larger percentages are achieved. 

 

The highest proportions of pupils receiving instrumental music lessons are 
consistently achieved by very rural authorities - Shetland Islands, Orkney 
Islands and Na h-Eileannan Siar at 25.8, 24.3 and 22.3 respectively – and these 
ratios were outlying values until recently: Dundee has seen a recent increase in 
IMS pupils for 2017/18 (with a ratio of 21.1). 

 

The lower (fourth) quartile shows a different trend. Whilst Inverclyde was 
consistently the bottom ratio between 2002/03 and 2007/08, it has shown a 
significant rise in its IMS pupil population. We can also informally observe that 
areas with higher proportions of their populations living in SIMD 20 data-zones 
dominated the lower quartile 10 and 15 years ago, but that more recently, this 
is less in evidence. 

 

The more-or-less consistent median proportion of pupils receiving instrumental 
tuition, and the variation across local authority areas supports the notion that 
the provision of instrumental music tuition is largely supply- rather than 
demand-led. 

 

There is no evidence that pupils in some local authority areas are more likely to 
want music tuition than pupils in other areas. Therefore, our best estimate of 
potential demand is the proportion of pupils accessing instrumental music 
service tuition in the area with the highest proportion of uptake, namely 25.8%. 
This suggests that, as in 2002-3, the unmet demand continues to exceed 
100,000 young people. 

 

Although we can informally observe some patterns relating to the wider context 
of individual local authorities (such as a tendency, 10-15 years ago, for those in 
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the fourth quartile for IMS update being in the first and second quartiles for SIMD 
20 population), there are no very consistent trends in evidence around the 
context, excepting the high uptake for IMS lessons in the small island 
communities. 
 

4.3.2. Size of instrumental music services (FTE IMS teachers) in 
proportion to total pupil populations 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

2003 SIMD-20 Rurality 2008 SIMD-20 Rurality 2013 SIMD-20 Rurality 2017/18 SIMD-20 Rurality 
Shetland Islands 

Na h-Eileanan Siar 

Aberdeen City 

Midlothian 

Argyll & Bute 

Edinburgh, City of 

Dundee City 
East Lothian 

- 
- 

3 Orkney Islands 

Aberdeen City 

Edinburgh, City of 

Dundee City 

Aberdeenshire 

Highland 

Perth & Kinross 

East Dunbartonshire 

- 2 Shetland Islands 

Orkney Islands 

Argyll & Bute 

Aberdeen City 

Highland 

Angus 

Edinburgh, City of 

Dundee City 

- 
- 

3 
2 

Na h-Eileanan Siar 

Orkney Islands 

Perth & Kinross 

Aberdeen City 

Inverclyde 

Dundee City 

Highland 

Argyll & Bute 

- 
- 

1 
2 1 19 28 

19 28 15 30 
31 

20 
19 

4 25 6 
17 18 5 28 19 28 

27 20 4 28 8 21 
22 

5 2 
15 30 

31 
21 5 

6 
15 5 31 

5 25 
26 

15 30 
31 

21 
20 

5 
4 27 11 24 5 

West Dunbartonshire 

Orkney Islands 

Glasgow City 

Moray 

North Lanarkshire 

Scottish Borders 

Renfrewshire 
South Lanarkshire 

3 29 East Ayrshire 

Clackmannanshire 

West Dunbartonshire 

East Renfrewshire 

Glasgow City 

Scottish Borders 

South Lanarkshire 

North Lanarkshire 

6 12 East Renfrewshire 

Moray 

Fife 

West Dunbartonshire 

Clackmannanshire 

South Lanarkshire 

North Lanarkshire 

Scottish Borders 

23 26 North Ayrshire 

Falkirk 

Scottish Borders 

South Lanarkshire 

West Lothian 

North Lanarkshire 

Dumfries & Galloway 

Renfrewshire 

4 20 
- 2 9 17 29 7 14 23 

1 32 3 29 11 16 24 10 
29 7 23 26 3 29 10 19 

7 22 1 32 9 
10 

17 13 21 
22 24 10 24 10 19 7 

8 25 10 19 7 22 18 9 
10 19 7 22 24 10 8 25 

 
 

This chart shows the total number (FTE) of instrumental music teachers in each 
local authority in proportion to the total number of pupils at five-year intervals for 
the past fifteen years. This is, in effect, a measure of the size of the instrumental 
music service in proportion to the population it serves. The table provides the 
‘top’ and ‘bottom’ 8 authorities for each year. 

IMS FTE Teachers/Pupil Population 
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Whilst the median value of the dataset’s ratio has roughly remained the same, 
between 8.5 and 9.5, the outlying values have declined; furthermore, the total 
pupil population has also declined during this period (see Context). During the 
period in question, there has been a decrease in the total number of IMS 
teachers across the nation, from approximately 685 in 2003 to 559 in 2018, 
representing an 18.4% loss. 

The relative stability of the central tendency in this analysis suggests that IMS 
teachers have mostly been lost from authorities that had relatively greater 
numbers of teachers. Very few local authorities (6 at most) have seen a rise in 
the number of FTE IMS teachers over the past 15 years and some have seen 
considerable reductions. 

Again the highest outlying ratios can be seen in more rural areas such as 
Orkney, Shetland and Na h-Eileanan Siar. Informally, we can see a tendency 
for authorities with higher SIMD rankings to appear in the bottom 8 of the table, 
meaning that they have a smaller service in proportion to the number of pupils 
in the authority. 

 

4.3.3. Size of instrumental music service (FTE IMS teachers) in 
proportion to number of pupils taught by the service. 
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2003 SIMD-20 Rurality 2008 SIMD-20 Rurality 2013 SIMD-20 Rurality 2017/18 SIMD-20 Rurality 
South Ayrshire 

Clackmannanshire 

Argyll & Bute 

Falkirk 

Fife 

Shetland Islands 

Highland 

Aberdeen City 

12 11 Aberdeen City 

Clackmannanshire 

East Ayrshire 

Dundee City 

- 

- 

- 
- 

19 n/a Shetland Islands 

Stirling 

Falkirk 

Scottish Borders 

Argyll & Bute 

Angus 

Highland 

East Dunbartonshire 

n/a 15 Inverclyde 

Angus 

Shetland Islands 

Clackmannanshire 

Stirling 

Na h-Eileanan Siar 

Highland 
Aberdeenshire 

2 27 
9 13 9 13 16 2 22 17 

20 7 6 
5 

4 14 20 n/a 15 
14 20 n/a 24 5 9 13 
11 12  20 

22 
21 

7 16 2 
n/a 15 17 n/a 26 
21 8 8 21 8 
19 n/a 26 24 28 3 

Dumfries & Galloway 

East Ayrshire 

East Renfrewshire 

North Lanarkshire 

Na h-Eileanan Siar 

North Ayrshire 

South Lanarkshire 

Orkney Islands 

18 10 - 

- 

- 

Perth & Kinross 

Orkney Islands 

West Lothian 

North Ayrshire 

West Dunbartonshire 

 South Lanarkshire 

North Ayrshire 

West Lothian 

West Dunbartonshire 

Dundee City 

North Lanarkshire 

Na h-Eileanan Siar 

East Renfrewshire 

10 19 West Dunbartonshire 

Fife 

North Ayrshire 

East Renfrewshire 

West Lothian 

Falkirk 

Renfrewshire 

Dundee City 

3 n/a 
6 4 4 21 11 12 

23 25 13 22 4 21 
7 18 25 1 3 n/a 

n/a 
23 25 

n/a 26 n/a 14 5 13 
14 

22 
4 21 13 22 7 18 20 

10 19 4 21 n/a 26 
25 

8 23 
n/a 14 3 n/a 23 5 n/a 

 

 
This chart shows the total number (FTE) of instrumental music teachers in each 
local authority in proportion to the total number of pupils receiving tuition from 
the service at five-year intervals for the past fifteen years. This could be 
imagined as an indicator of the how ‘hardworking’ or efficient the service is, with 
lower values associated with services in which fewer instructors teacher more 
pupils; an alternative interpretation is that higher values are associated with IMS 
teachers spending more time with each student. 
 

The broadly consistent statistics generated in this analysis again support the 
idea that instrumental music is supply- and not demand-led. 

 

The top and bottom 8 authorities in these datasets represent a diverse mix of 
local authority areas, but we can informally observe that many of the authorities 
in the fourth quartile in 2017/18 (least contact time or ‘most efficient’) are also in 
the third or fourth quartile in terms of SIMD 20 population. 

 

 

 

 

 

 

 

 

 

 

 

“Music is just as important as science, maths 
and technology. It is as important as PE. Pupils 
have daily lessons in these subjects why not 
music?  
 
It has to start from day one in primary school, 
the benefits to all subjects will be obvious.” 

Teacher - WGON Survey 
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4.3.4. Instrumental music service tuition fees 
Many local authorities charge a fee for instrumental music service lessons. In 
2002-3, 15 of the 32 authorities charged such a fee; in 2018-19 that number had 
risen to 25. The fees themselves had also increased.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

The graph above gives a 15-year comparison of the national IMS fees for 
charging authorities in Scotland, showing an increase both in the central 
tendency for fees in charging authorities and in the maximum and minimum fees 
charged. The median (middle) fee charged in 2018-19 was £220, up from 
£102 in 2002/3, an increase of 116% – but note that this does not include 
additional fees such as instrument hire, or fees for music ‘camps’ or similar. 
Were the 2002/3 figure increased only for inflation, it would be around £160 now. 

The above analysis is at the level of local authority area. However, as we have 
seen, each local authority has different numbers of pupils receiving IMS lessons. 
We can, therefore, estimate how many pupils are paying IMS fees. The following 
table gives the numbers for a range of fee intervals, before concession are 
applied (meaning that the numbers paying each fee will be somewhat lower than 
indicated here). 

 
 

  How many pupils are paying how much?  
Fee £0 £100- £150- £200- £250- £300- £350- £400+ 

 £149 £199 £249 £299 £349 £399  

Number of pupils*  18,845 1,976 8,155 11,618 4,701 9,450 2,178 432 
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4.4. National Qualifications in Music 2002 – 2018 
4.4.1. Introduction 

 
To take account of developments in the formal curriculum for music in Scotland 
over the fifteen-year period under consideration, we have considered in this 
section all presentations for exams from the Scottish Qualifications Authority 
(SQA) between SCQF level 5 (Standard Grade; Intermediate 2 and Nat. 5), 
SCQF level 6 (Higher) and SCQF level 7 (Advanced Higher). 
 
The numbers of presentations at these levels have seen very considerable 
increase over the past fifteen years. 
 

 
 
 

  

Year 2002/3 2007/8 2012/13 2017/18 
SQA Music Presentations (all) 6,296 9,094 10,577 14,934 
%increase on 2002/3 - 44% 68% 137% 

 
 

4.4.2. Number of National Qualification presentations in proportion to 
total pupil numbers 
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2003 SIMD-20 Rurality 2008 SIMD-20 Rurality 2013 SIMD-20 Rurality 2017/18 SIMD-20 Rurality 
Shetland Islands 
Clackmannanshire 
West Dunbartonshire 
Aberdeen City 
Na h-Eileanan an Iar 
Orkney Islands 
Edinburgh, City of 
Highland 

- 3 East Renfrewshire 
Orkney Islands 
Na h-Eileanan an Iar 
Aberdeen City 
Shetland Islands 
South Ayrshire 
Edinburgh, City of 
East Ayrshire 

23 26 Orkney Islands 
East Renfrewshire 
Clackmannanshire 
Stirling 
South Ayrshire 
East Ayrshire 
Na h-Eileanan an Iar 
Perth and Kinross 

- 2 Orkney Islands 
East Renfrewshire 
West Dunbartonshire 
Shetland Islands 
Argyll and Bute 
North Ayrshire 
Midlothian 
Inverclyde 

- 2 
9 17 - 

- 
2 
1 

23 26 23 26 
3 29 

28 
9 17 3 29 

19 19 28 16 13 
14 

- 3 
4 - 

- 
1 
2 

- 3 12 20 
12 14 6 12 4 20 

15 30 15 30 - 1 17 18 
21 5 6 12 25 6 2 27 

Argyll and Bute 
East Renfrewshire 
Fife 
East Dunbartonshire 
Angus 
North Lanarkshire 
Renfrewshire 
East Lothian 

20 4 Argyll and Bute 
North Lanarkshire 
West Lothian 
Fife 
East Lothian 
Inverclyde 
Renfrewshire 
Angus 

20 4 Highland 
Fife 
Renfrewshire 
West Lothian 
Moray 
East Lothian 
Aberdeenshire 
Angus 

21 5 Perth and Kinross 
Aberdeen City 
Moray 
Highland 
East Lothian 
Edinburgh, City of 
Angus 
Aberdeenshire 

25 6 
23 26 7 22 

21 
11 16 19 28 

11 16 13 8 25 29 7 
26 24 11 16 13 21 21 5 
22 15 27 11 29 7 27 11 

7 
8 

22 2 27 27 
28 

11 15 30 
25 8 25 8 22 15 

27 11 22 15 22 15 28 8 

 
 
This chart shows the total number of SQA music presentations in relation to the 
total pupil populations in each local authority five-year intervals for the past 
fifteen years. 

The data shows a strong increase in the total number of music 
presentations across the country, accelerating in recent years such that 
the minimum number of presentations (in relation to total pupil population) in 
2017-18 was close to the median number five years earlier. 

The top quartile includes three local authorities that also have the greatest 
SIMD-20 populations, while we can observe that the fourth quartile 
increasingly comprises of local authority areas of lower SIMD 20 populations, 
with four of the eight authorities with the lowest numbers of SQA music 
presentations being also being among the eight authorities with the smallest 
SIMD 20 populations. Exceptions to this trend are the island communities, which 
have high proportions of SQA presentations and low (or zero) SIMD 20 
populations. 

This analysis may indicate a trend for greater uptake of SQA music 
examinations in local authorities with higher SIMD 20 populations, and a related 
decrease (or slower increase) in uptake in more affluent, and more rural areas. 

 

 

 

 

 

 

 

 

“The main point I want to get across is that 
music education is still not accessible to 
everyone, and the music curriculum needs to 
be re-evaluated so that students can progress 
onto degree level music education.” 

Tutor - WGON Survey 
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4.4.3. Numbers of music teachers in proportion to total pupil population 
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2003 SIMD-20 Rurality 2008 SIMD-20 Rurality 2013 SIMD-20 Rurality 2017/18 SIMD-20 Rurality
Shetland Islands - 3 Shetland Islands - 3 Na h-Eileanan Siar - 1 Orkney Islands - 2
Na h-Eileanan Siar - 1 Midlothian 17 18 Orkney Islands - 2 Falkirk 14 23
Argyll & Bute 20 4 East Dunbartonshire 26 24 Shetland Islands - 3 Argyll & Bute 20 4
West Dunbartonshire 3 29 North Ayrshire 4 20 Stirling 16 13 Na h-Eileanan Siar - 1
Midlothian 17 18 Na h-Eileanan Siar - 1 Argyll & Bute 20 4 Midlothian 17 18
Scottish Borders 24 10 Dumfries & Galloway 18 9 Inverclyde 2 27 Inverclyde 2 27
Falkirk 14 23 Highland 21 5 North Ayrshire 4 20 West Dunbartonshire 3 29
East Ayrshire 6 12 Argyll & Bute 20 4 Highland 21 5 North Ayrshire 4 20

East Dunbartonshire 26 24 Renfrewshire 8 25 Angus 22 15 East Lothian 27 11
Glasgow City 1 32 Stirling 16 13 Perth & Kinross 25 6 Dumfries & Galloway 18 9
East Renfrewshire 23 26 Glasgow City 1 32 East Ayrshire 6 12 Perth & Kinross 25 6
Aberdeenshire 28 8 Edinburgh, City of 15 30 Fife 11 16 Fife 11 16
South Lanarkshire 10 19 Perth & Kinross 25 6 East Lothian 27 11 Scottish Borders 24 10
Renfrewshire 8 25 East Lothian 27 11 Edinburgh, City of 15 30 Edinburgh, City of 15 30
East Lothian 27 11 South Lanarkshire 10 19 Moray 29 7 Moray 29 7
West Lothian 13 21 Aberdeenshire 28 8 Aberdeenshire 28 8 Aberdeenshire 28 8
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This chart shows the total number (FTE) of classroom music teachers in relation 
to the total pupil populations in each local authority at five-year intervals for the 
past fifteen years. 

The analysis shows a slow and modest rise in the ratio between FTE music 
teachers and total pupil population in each local authority. While the median 
values have remained around the same (about 3 teachers to every 1000 pupils) 
and the ‘boxes’ are compressed – meaning that the picture is more consistent 
across the country, with outlying values representing cases that are exceptional. 

It is important to note here that teacher numbers show a consistent (FTE) 
increase from 791 (in 2003) to 891 teachers (in 2018). The number of school 
pupils has shown a much larger decrease in the past decade, hence the slight 
increase in teacher to pupil ratios. 

As in the analysis of SQA presentations, the top quartile includes both local 
authorities with high SIMD 20 populations as well as island communities; the 
lowest (fourth) quartile includes no fewer than five authorities that have the 
smallest SIMD 20 populations. 

This analysis may indicate a trend for greater investment in classroom music in 
certain local authorities with higher SIMD 20 populations, and a related 
disinvestment in more affluent areas. 

 
4.4.4. Number of music teachers in proportion to number of National 

Qualification presentations in music 
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2003 SIMD-20 Rurality 2008 SIMD-20 Rurality 2013 SIMD-20 Rurality 2017/18 SIMD-20 Rurality 
Argyll & Bute 
Angus 

Fife 
Moray 
North Lanarkshire 

East Dunbartonshire 
North Ayrshire 
Dundee City 

20 7 Inverclyde 
Angus 

West Lothian 
Renfrewshire 
North Lanarkshire 

North Ayrshire 
Argyll & Bute 
Fife 

2 27 Angus 
Highland 

West Lothian 
East Lothian 
Renfrewshire 

Falkirk 
Inverclyde 
Midlothian 

22 
21 

17 Falkirk 

Na h-Eileanan Siar 
Angus 
Orkney Islands 

Highland 
East Lothian 
Argyll & Bute 
Aberdeen City 

14 20 
22 17 22 17 8 n/a 26 
11 12 13 22 

23 
13 22 22 17 

29 6 8 
7 

27 9 n/a 14 
7 18 18 8 23 21 8 

9 26 24 4 21 14 20 27 
4 
5 

21 20 7 2 27 20 
19 

7 
n/a 11 12 17 16 n/a 

Highland 

Orkney Islands 

Aberdeenshire 

Glasgow City 
Aberdeen City 

South Lanarkshire 

Clackmannanshire 
West Lothian 

21 8 Stirling 
Aberdeenshire 

Na h-Eileanan Siar 

Edinburgh, City of 

South Ayrshire 

Aberdeen City 

Orkney Islands 
East Renfrewshire 

16 2 
3 

South Ayrshire 

Edinburgh, City of 

Perth & Kinross 

East Ayrshire 
Stirling 

Orkney Islands 

Clackmannanshire 
East Renfrewshire 

12 11 Glasgow City 
Fife 

Scottish Borders 
Moray 

Shetland Islands 

North Lanarkshire 

South Lanarkshire 
East Renfrewshire 

1 29 
n/a 14 28 15 28 11 12 
28 3 n/a 26 25 1 24 5 

6 1 29 
n/a 

15 28 6 4 29 
n/a 19 12 11 16 2 15 

10 
9 

19 19 n/a n/a 14 
13 

7 18 
19 13 n/a 14 9 10 

13 22 23 25 23 25 23 25 

 
 

This chart shows the total number (FTE) of classroom music teachers in relation 
to the total number of SQA presentation in each local authority at five-year 
intervals for the past fifteen years. 
 

As might have been inferred from the previous analyses, this analysis shows a 
very striking decrease in the ratio of FTE music teachers to SQA music 
presentations. In 15 years, the change is such that the highest ratio in a single 
local authority is now roughly similar to the top of the lower quartile in 2002/3: 
the pupil-teacher ratio has dramatically increased, or (to put it a different way) 
teachers are now working harder or more efficiently to teach larger numbers of 
music pupils. 

 
For 2017/18, there is a very tight bunching of data around the mean, meaning 
that across the nation, pupil/teacher ratios in the classroom are broadly similar. 
Informal comparison with our contextual rankings for SIMD 20 populations and 
‘rurality’ show now obvious trends. 

 
 

“If Scotland is serious about producing good 
professional musicians, in any genre, it needs 
to change the experiences of teenagers who 
play music.” 

Mentor - WGON Survey 
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5. Key findings from the Case Studies 
 
5.1. Introduction 

 
This chapter reports the findings three case studies that were undertaken to 
provide a rich qualitative account of music education and young people’s 
music making in three particular communities. The three case studies 
comprise an urban, rural and a semi-rural area and were selected in 
consultation with the project Steering Group to represent the diversity of local 
authorities across Scotland. 

Drawing on data from three case studies of local authorities in Scotland, this 
chapter focuses on issues arising from the case study data, namely: resource 
constraints; how experiences and opportunities to participate in music are 
facilitated, the perceptions and purpose of music, and the growing evidence 
of inequality in access to music tuition. 

 
 
5.1.1. Summary of Case Studies 
5.1.2.  

Case 
study A 

Shetland 
Islands 

This is perceived as a prosperous island community with a strong traditional music 
scene and a strong music network involving schools, the local arts scene and a 
newly flourishing private sector. A population of approximately 23000 is served by: 

● 1 secondary school 
● 1 secondary school with a primary and nursery department 
● 1 school with a secondary, primary and nursery department 
● 4 junior high schools with secondary, primary and nursery departments 
● 22 primary schools 

 
Currently this LA charges for instrumental music lessons. 

Case 
study B 

North- 
East 
Glasgow 

An urban area of a major city with a largely working-class population and 
significant areas of poverty. No conspicuous music tradition outside of that 
established around marching bands. A population of approximately 70,000 people. 
Single parent households make up 45% of all households with dependent children. 
Eight out of ten people live within 500m of vacant or derelict land. Twenty- five per 
cent of adults are claiming out of work benefits. Thirty-seven per cent of children 
live in poverty and levels of deprivation are considerably higher than the Scottish 
average. 

● 3 secondary schools 
● 15 primary schools 
● 2 ASN primary schools 

Currently this LA does not charge for instrumental music lessons. 
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Case 
study C 

Perth & 
Kinross 

A semi-rural community with a large rural area and a central city that is the 
administrative centre. The overall population is approximately 151,000 with 47,000 
of this number living in the city. The central geographical location makes it 
accessible to visiting arts organisation and the city is served by modern concert 
hall that houses a diverse range of concerts programmes and community events. 

● 10 secondary schools 
● 69 primary schools 
● 1 ASN straight through school. 
● There are also a number of independent mainstream and special schools 

in the district. 

Currently this LA charges for instrumental music lessons. 
 

 
 

 
5.2. Resource constraints and the shaping of provision 

 
Changes in the overall amount and allocation of resources has been a key 
factor in shaping provision in each of the case study areas. Each local 
authority has developed different approaches in terms of the nature and 
organisation of provision. The following sections highlight these differences 
and identify key issues emerging. 

 
In case study A the reduction in allocation to schools has resulted in reduced 
one-to-one lessons, more group lessons and a reduction in the range of 
genre experiences on offer. Parents had reacted to this by seeking more one-
to-one lessons in the private sector and there was evidence that this sector 
was growing to meet this new demand. While parents had to meet this 
expense themselves fees were of a reasonable rate and not considered 
extortionate. Further research would be necessary to understand the impact 
of this shift in provision on those not able to afford private lessons. In addition, 
there was evidence that as particular instructors left or retired there was a 
tendency not to replace them, further reducing school-based provision and 
choice for pupils. 

 
“When someone retires it’s very difficult to replace them. And very often they don’t 
get replaced and that’s a real concern from our perspective to try and maintain what 
we’ve got … 
I think it’s so subtle and it’s happening in such a small way. It’s only when you stop 
and look back and think what we had a few years ago (interview with secondary 
teacher).” 

 
Provision was also shaped in case study A by the prevalence of traditional 
music. While historical this had also been subject to a more recent revival of 
interest and emphasis in schools of traditional music and its role in local 
communities and culture. This revival of traditional music was driven by a 
concern of that it may be lost if a new emphasis was not placed on its 
importance and nurturing in schools in particular. This has enabled music to 
have achieved significant status and support within schools: 
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We have two primary music specialists that come in 3 days a week and they cover 
the non-class contact time. 
How is music seen in relation to the rest of the curriculum? 
It’s equal I would say up here, there’s as much emphasis on that as anything 
(interview with primary teacher). 
 

Evidence from the case study suggested that the valued position of traditional 
music was an important catalyst in terms of both preserving the status of 
music provision and in providing a fertile basis for its development. Other 
genres though occasionally overshadowed by the traditional scene were also 
able to benefit from this situation. Whilst overall the music environment was 
described positively, there were still areas of development that were 
problematic. For example, a need had been recognised for developing 
opportunities for learning in music technology and the secondary school has 
been equipped with the necessary equipment. However, staffing had not 
been secured to realise this and to date the new technologically advanced 
rooms remain unused. 

 
In case study B instrumental tuition was determined by the numbers of pupils 
who were SQA candidates. Further provision was then allocated from any 
excess in tutor hours above SQA provision that could be allocated elsewhere 
for example in a local feeder primary school. In this particular area the number 
of SQA pupils was very low and this restricted access to music across the 
area. The engagement of the third sector has attempted to bridge the gap in 
provision but the impact of this is mixed. Of primary concern to these 
organisations were difficulties liaising with schools and the fragile, often 
insecure nature of funding. It is important to note here though, that teachers 
(in the absence of a prominent role taken by parents) in this area are charged 
with brokering and/or nurturing almost all the musical experiences that 
children and young people may encounter e.g. liaising with primaries, 
instrumental services, local voluntary organisations and potential post-school 
providers. 

 
In case study C there was evidence that provision had been centralised in 
response to resource constraints. It is currently in the process of coping with 
the implementation of 20% increases in costs per year over the next 3 years. 
These costs have been passed on to parents and there has been a reduction 
in the past session in terms of the numbers of pupils coming forward to seek 
lessons. Further exploration of this situation shows that while actual numbers 
overall have remained stable the constituency of these has moved towards 
those parents that can afford the new higher costs. This suggests that less 
affluent families are not now seeking music tuition. 
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What we are finding hard to capture are the ones who are not coming forward [for 
instrumental music lessons]. Unfortunately, because demand has always 
outweighed supply, our numbers overall so far are not dropping because new people 
are taking their place. But the new people are those who can afford it (interview with 
local authority interviewee). 

 
As a consequence, provision is generally shaped towards a more classical 
music experience for children and young people. One result of this has been 
the ways in which relationships have been developed and nurtured between 
local provision and national organisations (e.g. symphony orchestras). 
Experiences such as masterclasses led by orchestral musicians and whole- 
school events offering one-off musical experiences. While offering some 
benefit these may not necessarily be sustainable or build capacity within 
schools. In contrast other opportunities, for example engaging with pipe and 
drums organisations have been more problematic to progress through to 
provision. 

 
A further consequence of this situation has been the appearance, particularly 
in the secondary school studied, of an almost two-tier approach to provision. 
Young people who had individual music tuition in primary school formed the 
majority of those selected to receive tuition in secondary school. 

 
From the feeder schools that come up to [name of secondary school] you definitely 
see a lot from one [primary] school that have a lot of people that play instruments. 
There are some that have hardly any [opportunity to learn a musical instrument] at 
all (interview with secondary school pupil). 

 
This situation was reported by the school staff as largely favouring more 
middle-class pupils who had the resources to pay for tuition. The music 
teacher recognised this issue and was seeking to engage young people in 
music who were interested in music but missing out on formal provision. 
Lunchtime sessions for example based around rock music were being 
developed to try and engage young people with a different music experience 
and opportunity. 

 
For me, I was acutely aware of the fact that instrumental provision is elitist here. It is 
elitist based on finance, if you can afford it you can get and if you can’t you don’t. It 
sounds like a very curt thing to say but it is the truth and it means that providing for 
kids that can’t access that is difficult. Kids can obviously say ‘well, I want to play 
guitar’ and we have issued guitar forms out to every kid in 1st year and I think I got 
35-40 guitar forms back. We had space for 12. So, the vast majority of kids that 
come back and say well I can’t afford to be considered for anything else other than 
guitar, we are having to turn away because we don’t have the capacity to teach them 
(interview with secondary school music teacher). 

 
The differences in terms of opportunity and progression in music are 
underlined by the following in table (2) which shows figures for a secondary 
school in case study A and a similar sized school in case study B. This shows 
a stark contrast in numbers presenting for national qualifications across two 
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areas with significantly differing demographics. 
 
 
Comparison of number of students presented for National Qualifications in similar 
sized secondary schools in case study A and B 

 
 

 
*Advanced Higher, S5 Higher and National 5, taught in same class 

 
These differences were also highlighted in case study C in the post-school 
experiences of young people on university courses which focused on more 
contemporary forms of music for example rock and pop: 

 
I think quite a lot of them are what we call bedroom musicians or those that have 
learned through YouTube that may be playing guitar or singing on the side but not on 
a formal curriculum (interview with university music lecturer). 

 
Similar to young people in case study B, these young people had largely been 
unaware of trajectories in music and opportunities in music industries outside 
of the more formally shaped school provision. 

 
In summary across the case studies formal provision has been largely shaped 
by economic factors and restraints. In parallel there are social and cultural 
factors that also strongly influence provision. The experiences of children and 
young people from more middle class and affluent backgrounds is very 
different to those from working class or poor households. This has 
implications at different levels; middle class children and young people have 
opportunities to learn an instrument and engage in performance, 
predominantly for intrinsic reward and on occasion as the basis of a future 
career. Those children and young people from more working class or poor 
backgrounds are more likely to be excluded from these opportunities. In 
addition, they are not prepared or equipped to take advantage of 
opportunities within the wider world of music industries. 
 
 
 

 

 Secondary School Case 
Study A 

Secondary School Case 
Study B 

Pupil population ~920 ~800 

Pupils taking National 5 Two full classes ~40 10* 

Pupils taking Higher music 42 5* 

Pupils taking Advanced 
Higher music 

18 3* 
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5.3. Facilitating experiences and opportunities 
 

Each of the local authority case studies had common provision in terms of 
Instrumental Music Services and the Youth Music Initiative (YMI). In addition, 
there was evidence of engagement with numerous arts organisations both 
large and small scale and independently and centrally funded. This 
foundation provided a basis for provision that evolved in different directions. 

 
5.3.1. Coordination 

 
Creating and maintaining opportunities for engaging in musical activity 
requires considerable resources in terms of time, networking and strategic 
coordination. This was most evident in case study A in which a council post 
at senior level had a ‘central coordinating role’. This distinguishing feature of 
provision in case study A permitted an overview of school level provision 
 (including IMS and YMI) as well as wider liaison with the private sector and 
various arts organisations. This also facilitated the development of creative 
projects (and funding opportunities) across the arts. The capacity to network 
in this coordinated way allowed the development of a wide range of provision 
and innovation. This varied from securing opportunities for small group 
performances to large scale music events and engagement with national 
organisations. This role also facilitated the establishing and maintaining of 
links between various organisations. It enabled an overview of a range of 
pathways open to children and young people as they progressed their 
musical careers. A further key aspect of this role was that it was able to secure 
new forms of funding that cumulatively raised substantive income that, it 
could be argued, offset the cost of the post. 

 
In case study B there was an absence of such a key post and associated role. 
This meant that responsibility for trying to network and liaise between 
organisations fell largely to teachers in secondary school. This produced a 
mixed picture. The ability to create and maintain links between community 
projects and more formal provision was very underdeveloped. Teachers were 
stretched trying to nurture pupils’ engagement in music and it was outside 
their capacity to liaise with other organisations and navigate different options 
however promising. This was frustrating for some of the local voluntary 
organisations that perceived schools as ‘stonewalling’ their attempts to work 
together. 

 
On occasion specific projects had developed, largely driven by the 
commitment and resourcefulness of individuals. For example, one school had 
received a donation allowing them to purchase musical instruments. In 
discussion with the head of the Instrumental Music Service, music tutors and 
the principal teacher of music at the school, the school had purchased a 
number of good quality tuned percussion instruments. This had facilitated 
much greater pupil engagement in music at the school and progression at 
SQA Higher level. The principal teacher had also liaised with the local primary 
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schools and the instrumental teachers were teaching groups of 
approximately 10 pupils which over the last two years had led to greater 
numbers participating in music instruction in secondary school. A cross- 
schools percussion festival had also been introduced by the secondary and 
their partner primary schools, and the secondary school ran a lunch time 
percussion ensemble group in addition to choir and wind ensemble. 

 
In contrast to the momentum described above, a community project which 
had proven success of facilitating opportunities to perform and gain 
experience in the music industry, available to all young people across the 
city, had lost funding in 2018. This was due to the local authority categorising 
it as an employability rather than a music project. In a neighbouring local 
authority where the project is still operational, the project has been 
categorised differently as a music project and is being funded by YMI. Two 
former pupils in case study B identified their involvement in this project as 
being the basis for their choosing to study music at HND level and then 
transfer to university. In the absence of a post to address opportunities for 
this project to network with schools, funding bodies and local authority, and 
with no input from parents in this area the experiences of children and young 
people were restricted. 

 
Case study C fell somewhere in between the experiences in case studies A 
and B. The local authority provided a strong established base for formal 
provision but was also networked into local arts organisations and 
charities/parent groups. There was evidence of local engagement with 
community-based arts organisations as well as with national orchestra and 
arts organisations. While this delivered some effective working relationships 
there was an absence of the sustained and productive coordination that was 
evident in case study A. One interviewee commented on the ways in which 
local community-based collaborations were often more productive once 
established but that their initial growth and development was often stunted 
by the absence of resourcing and a lack of leadership. Where they were able 
to continue, there was evidence of a more prolonged engagement with 
children and young people: 

 
I think in some ways working with some of the smaller partners more locally, the 
work can actually be more exciting because it is more grassroots… in some ways I 
think it is probably easier to get in place than working with the national orchestras 
because they have a national remit and we are not necessarily their priority. 
Whereas working with someone like [name of three community projects] have a [city] 
remit and that is who they want to work with. We both have that common language 
of knowing the area and knowing the young people locally. I think sometimes that 
can be easier ...so for those young people, it is a longer-term thing. It isn’t just a one-
off dipping in thing (interview with third sector representative). 

 
 
Engagement in this way was problematic in terms of the resource implications 
and this links to the issue about maintaining a more developed coordinating 
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role as discussed above: 
 

 
My worry is that we don’t capture all of the community thing because it is quite rich. 
There are lots of coral societies and operatic societies. A lot of the villages have their 
own. It’s how we capture all of that (interview with local authority representative). 

 
Where more local coordination was possible there was evidence of ways in 
which local contexts could be understood and action planned in response. 
This achieved significant impact: 

 
The Young Promoters Group has been going since 2009. It was actually done in 
response to the informal youth music scene becoming a bit quieter. Some of that 
was changes in licensing laws and another big thing was the change in legislation 
around how country halls were operated. A lot of personal liabilities ended up lying 
with individual committee members for licensing and health and safety and things. 
They were less inclined to put on youth music events. The Young Promoters Group 
was started as a way to help young people to learn skills to put the events on and 
create the opportunities (interview with local authority lead). 

 
5.3.2. Building on young people’s interests 

 
In case study A, a strong community interest in traditional music was 
important in encouraging children and young people into music. The 
prevalence of traditional music caused some tensions but this could be 
balanced by the overall benefit derived from a culture in which the valuing of 
traditional music had raised interest and support of music across different 
genres. Opportunities to perform in local communities were available though 
some had been lost due to changes in legislation preventing performances in 
community halls. This was specifically referred to by young people and tutors 
as threatening a key aspect of local music culture and opportunity in different 
genres. Some young people reported using online learning to support their 
learning in different genres of music for example rock and heavy metal (electric 
and bass guitar). 

 
In a similar way to case study A, case study C had a prevailing emphasis on 
what could be described as western classical music tradition involving formal 
tuition, reading music and selection according to perceived ability and 
performance. This was arguably driven by parental interest and aspirations 
for their children in terms of music. However young people also reported on 
the social aspect of being involved in music and the benefits this brought. 
Music Camp for example offered an annual opportunity to engage in social 
music making activity and mix with other young people of varying ability and 
potentially similar interests. There was evidence of engagement in other 
genres which were less deterministic and formal for example the long 
standing of a traditional fiddle group that was open to anyone. There was also 
evidence of pipe band music at a local community level but there was a 
tension relating to how this could be developed more fully within the school 
system. This reflected broader concerns across the case studies in which 



54  

more local forms of music struggled to be recognised and engaged with: 
 

We’ve got a world of music underneath our feet in Scotland in Scottish music and 
yet we have to fight to get it into schools and into educational situations and yet we’re 
supposed to learn about African drumming and all other sorts of world music when 
we’ve got our own. Why are we not championing that in our own schools? Why are 
we not seeing more bagpipes, clarsach, fiddle, accordion, the things that are 
providing the folk music of our country. Why is that not being championed more than 
it is? (interview with musician). 

 
In case study B young people’s interests were perceived as being centred 
around rock and pop emphasising for example keyboard, guitar and voice. 
Young people did engage with other instruments but with limited longevity. 

 
When I started singing, I would never put myself forward to do performances. Mrs 
[name of music teacher] from 1st year told me she wanted me to do different shows. 
I took up saxophone in 1st year but I was really small and struggled carrying it home. 
I wasn't loving it because at that time I was a total 'metal head'. I wanted to do guitar 
in 2nd year. I started taking singing more seriously as something that I wanted to do 
and Mrs [name of music teacher] was always the one encouraging me and giving 
me lessons (interview with university student). 

 
This had different explanations in terms of a lack of support, a cultural 
distance and an understanding of how their musical learning might develop 
over a sustained period and the commitment and investment this may take. 
In parallel with this, learning provision in college and community providers 
responded to young people’s broader interests in music and the ways that 
these could be built upon to try and realise participation in post school 
destinations. One project for example which linked with schools in case study 
B tended to try and build on young people’s interest, focussing on preparation 
for an eventual rock/pop performance as well as insights into careers in the 
music industry. 

 
We work with generally eighty to around one hundred and twenty kids every year. 
Last year we managed to get SQA accreditation for the project which means any 
young person on it can achieve an SCQF Level 5 that’s like a National 5. So, we 
delivered 135 SQA’s working with [name of] College for 2017/18. We found that over 
the years that the things that really come out of it are kids who didn’t like Music at 
school. I think Music can be quite disengaging at school for a lot of people. I think 
giving them something that they’re interested in and it’s their project is better. We 
provide the framework, but we don’t tell them what to do, we give them guidance 
and they work with professionals in the industry with loads of experience to kind of 
mentoring as opposed to telling them you need to do that. The way they respond to 
that is amazing, the years we’ve been doing it we must have worked with around 
600 young people and we’ve never had any problems. They come in when they’re 
supposed to, and they work at it. The development in them from the start to the end 
(around a 7-month period) we see such a difference in them (interview with third 
sector provider). 

 
This project afforded welcome opportunities to meet with other like-minded 
young people from their own and other communities and facilitated 
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networking opportunities with music courses in college and university. 
However, such projects were (as illustrated above) subject to the fragile 
nature of funding. 

 
5.4. Perceptions of purpose of music 
5.4.1. Cultural and social value 

 
In case study A music had a strong social and community value. Traditional 
music was familiar to many children and young people in their families and at 
social events. In this way it was evident what engaging in musical activity 
could lead to. This could be interpreted both as accomplishment in performing 
but also as being part of a wider community of musicians with both local and 
international status. This was a trajectory that was understood and valued: 

 
Music is really important in [case study A] so why would we cut it back?... What you 
have to remember is that [case study A] has a culture of music. It is proud of its 
music tradition … I suppose it’s about what you value. It’s about what the culture of 
your local authority is. For us music and arts has been really strong… and has 
always been really highly respected by our councillors and by our Local Authority 
(interview with senior manager, Local Authority). 

 
 

This was not dissimilar in case study C where a more typical middle-class 
view dominated. This valued music and engaging in the arts more generally 
and perceived music as having intrinsic value to the individual. This was not 
exclusive and there were some opportunities for engagement with other 
genres such as pipe band and traditional music. Across the case studies 
more middle-class parents were generally more able to navigate the different 
forms of provision to secure access to music that met their children’s 
interests: 

 
Whatever my daughter wanted to learn she got the opportunity to do at school...she 
privately went for piano lessons. I think it’s there if you want it. I think if there’s not 
many instrumentalists that it’s hard to get, if you want a drum lesson there’s not 
exactly a kit teacher coming round to every school but there are kit teachers in [name 
of area]. It’s that controversial thing, should we be expected to pay for it privately, 
can we not access that in schools? She’s tried various instruments. I know she would 
have liked it if there were different music making opportunities available to her, like 
more modern, more contemporary stuff she would have been right into that (interview 
with parent). 

 
In case study B there was not a prevalent community valuing of music 
(outside of some attention to marching bands) nor was there evidence of 
more middle-class aspirations for musical accomplishment. This is not to say 
that interest in music was absent. For young people there was an awareness 
of music in terms of popular rock bands, talent shows and choir participation. 
Only a very small proportion of children and young people in case study B 
were able to progress their music experiences and careers in a similar way 
to those in case studies A and C. A contributing factor here was parental and 
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young people’s understanding and awareness of potential employment with 
in the arts: 

 
Quite often what happens is parents will say 'well you don't need music to get a job' 
or 'you don't need art to get a job (interview with music secondary teacher). 
 

 
5.4.2. Musical trajectories 

 
Some young people could progress their musical interest into a performance 
career. The evidence from the case studies suggests that this route was 
difficult both in terms of its competitiveness and its emphasis on exceptional 
attainment and accomplishment. For others, music could form the basis of a 
university course then career in a range of different occupations such as 
teaching or music therapy. Interestingly case studies A & C showed that were 
there was a high level of interest in music and this translated into SQA 
attainment there was also evidence to suggest that pupils were not interested 
in progressing music as a career. Instead they enjoyed it and valued the 
experiences it afforded. These young people tended also to have high levels 
of attainment that offered other opportunities such as a career in the more 
competitive professions. In case study B young people had much more 
limited accomplishment (e.g. more limited experience from childhood and 
throughout school, no private tuition) and a career in music or a related 
profession was unlikely: 

 
We're getting a new member of staff and we now do music and music technology. 
We do have an awful lot more kids go on from school to do music technology or 
sound production at college. We don't have many that go from school to university, 
that's not to say that they don't go eventually go, but a lot do college courses 
(interview with secondary music teacher). 

 
One emergent trajectory was the potential for some young people to follow a 
musical training in university and college-based courses designed to open up 
opportunities in the music industries (for example sound production, music 
business or popular music). Young people interviewed on these courses 
tended to have followed less formal routes in their music education: 

 
I didn’t take any lessons, it was just YouTube really helped, and I guess it was just 
determination as well. I did have brief drum lessons but they didn’t really teach me 
much. They got me started but then everything else I’ve learnt has just been myself 
(interview with university student). 

 
 
5.5. Inequality in access to music provision 

 
The three case studies offered very different narratives as to how different 
groups were able to access tuition. It the sections below we highlight two key 
areas of concern. The first addresses the growing inequality in access to 
music provision being experienced by working-class or poor students. The 
second addresses the ways in which music provision is accessible to all, 
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particularly children and young people with additional support needs. 
 
5.5.1. The impact of social class and disadvantage 

 
Case study C provided the most stark example of the ways in which tuition 
fees are impacting on equal access to tuition. The picture that emerged was 
one in which more middle-class children are able to access paid tuition in 
primary school. Then, in their progression to secondary school these children 
were generally those selected (on basis of previous tuition and 
accomplishment) to receive the limited tuition available in the early years of 
secondary school. As a result, there was a clear division between children 
and young people whose parents could afford to pay for tuition and those 
who could not: 

 
For me, I was acutely aware of the fact that instrumental provision is elitist here. It is 
elitist based on finance, if you can afford it you can get and if you can’t you don’t. It 
sounds like a very curt thing to say but it is the truth and it means that providing for 
kids that can’t access that is difficult (interview with music instructor). 

 

High achieving middle class pupils were more likely to take advantage of 
musical opportunities: 

 
On the Residential Music Camp, I run a big band and last year...I had 5 boys in it 
and they had 25 A’s between them and you are talking about top of the class 
(interview with music instructor). 

 
This was a source of concern in the secondary school visited to the extent 
that the lead teacher was trying to involve young people in lunchtime and 
other ad hoc sessions offering opportunity to participate in band and rock 
music sessions. This pattern of access was of concern to instructors and the 
music teachers but was one they felt unable to resolve or disrupt. 

 
Table 3 illustrates the costs of music tuition for one instrument incurred by 
one family per year without any discounts applied. 
 
Table 3: Costs of music for parents from case study C 
 

Activity Cost (£) 
Cost of lessons 295 
Music camp 260 
Concert tickets (to see various child performances) 60 
Music ensembles 95 
Associated travel costs Variable, dependent on location 
Total estimated casts £710 + associated travel costs 

 
In addition, there was evidence that in some areas where primary music 
opportunities were limited or were withdrawn middle class parents had found 
ways to organise their own forms of provision. For example, the local authority 
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was unable to provide string lessons in primary school, a parent led group, 
was established and organised to provide private tuition within the school. In 
contrast to that, where there is no such community-based support, there was 
evidence of an absence of working-class or disadvantaged young people 
participating in music at a regional level: 

 
All of the council schemes were devoid of players at the Youth Orchestra level. [They 
may have started] but I think they fell foul because whether it is a lifestyle thing, or 
whether it’s the hidden costs, the repeated dedication or bussing the children or 
getting the children on a particular night in a family which has chaotic situations or 
employment is on shifts that doesn’t suit them to get or whether it is the cost of the 
instrument which we are looking at but not making much headway on. The vast areas 
and the same with the rural areas as well. 
You could look at [name of town] and you could say [name of town district] was 
empty, because that’s the other side of the bridge. It’s mainly the council housing 
area and so it is definitely related to sectors of society (interview with representative 
of charitable trust). 

 
In contrast within Case study B access to music tuition was almost entirely 
dependent on what was made available in or coordinated by schools. Access 
to tuition in primary was limited: 

 
We have a woodwind instructor who comes down on a Monday. Last week she was 
doing hearing tests for any of our p6’s who were interested in starting on the 
recorder. She did that last year and 3 pupils from that went on to play the flute from 
the recorder (interview with primary school teacher). 

 
In one primary school year group, the deputy head teacher identified six 
pupils as learning music outside of school. Of this group two were learning 
piano privately in 1:1 lessons. Both were from immigrant backgrounds and 
were progressing to secondary schools located in more middle-class areas 
out-with their own communities. There was also evidence that limited 
exposure to music at an early age impacted on the potential to take music as 
a subject and gain confidence in performance. This is illustrated by the 
experiences of one secondary music teacher in case study B: 

 
Confidence is something that is lacking or the commitment of doing something and 
seeing it through. So, we had a performance at the award ceremony this year that 
we had about 12 singers had been practising all the time. At the performance there 
were only 4 that turned up. Some of them had to babysit siblings which was a case 
for a couple of them. There was one that was here in the audience, she just broke 
down and said 'I can't do this in front of this many people.' others I'm sure just wanted 
to be off classes for the rehearsals and had no intention of coming (interview with 
music teacher, secondary school). 

 
In case study A the introduction of tuition fees has reduced the amount of one 
to one tuition available to pupils. This was then met by an increasing reliance 
by parents on the private sector for tuition. A buoyant mixed economy of 
school and private sector provision has emerged however it was difficult to 
discern the impact of this on more disadvantaged or poor pupils. Further 
research would be needed to understand whether this evolving system will 
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increase inequality. 
 
Case studies A & C contained isolated rural areas which posed additional 
challenges for provision of and accessibility to musical opportunities. 
Economies of scale tended to centralise provision and make access 
problematic for some children and young people. Some families could afford 
the extra expense and time demanded by journeys but for others this was a 
major barrier: 

 
There are probably families that might not be able to afford lessons that might have 
done it in the past. They might have done it if they were free (interview with primary 
school teacher). 

 
Explanations for these differences however were perhaps not solely 
economical. In case study A for example there was a high level of social and 
historical interest in traditional music. Parents, children and young people 
were familiar with different forms of traditional music experienced in their 
families and local communities. In case study B there was no conspicuous 
musical heritage that similarly shaped provision. There was evidence of 
young people being aware of and engaging with marching bands which 
provided opportunity to learn and play instruments. Some young people 
described this as their starting point for learning music which they now used 
more widely. Case study C was a more mixed picture. Formal provision was 
heavily shaped by the interests of more middle-class parents eager for their 
children to have the opportunity to engage with a more formal classical music 
experience. In parallel there was a local interest in pipe band music which 
while popular had a more difficult engagement with formal local authority 
provision. 

 
5.5.2. Inclusive practice in music education? 

 
The emphasis on charging for instrumental tuition combined with a drive on 
attainment promotes a focus on performance-based criteria. This tends to 
favour those children who are more able to demonstrate academic and 
performance-based competencies, overlooking the intrinsic value of 
participation in musical activity. It produces a tension in the system between 
ensuring access and participation for all and the achievement of performance 
standards and attainment. Disabled children and young people and those 
with additional support needs are particularly likely to be overlooked. 

 
Across the case studies there was little conspicuous formal mention of how 
disabled children and young people and those with additional support needs 
were able to engage with the forms of music provision available. Music 
provision for this group was generally described in terms of additionality and 
difference rather than thinking about a sense of entitlement for all and taking 
the inclusion of everyone as a starting point. Inclusive practice was described 
in terms of responding to particular groups of children and their otherness. 
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This reflects a needs-based, as opposed to a rights-based, response to 
inclusive practice. There was evidence that while some progress had been 
made in this area, more work was required: 

 
I think some are more comfortable with [working with pupils with additional support 
needs] than others and I think there is more work to be done because some are 
working more often with the ASN children (interview with local authority officer). 

 
ASN pupils don’t get any music at the moment but there are plans that there is going 
to be, it is being addressed (interview with local authority officer). 

 
It was very clear that there was a willingness and genuine concern that all 
pupils should have access to music provision. The absence of a clear and 
explicit shared philosophy and a coherent and structured strategic 
development of inclusive practice at a systems level meant that this gap was 
frequently filled by third sector organisations with experience in this field. 
Some of these organisations provided learning and performance 
opportunities for disabled children and young people and those with 
additional support needs which would otherwise have not been available. In 
some cases, third sector organisations assisted children and young people 
through key stages in transition towards pursuing their musical goals. 

 
Across the case studies, individual tutors, YMI tutors and teachers with 
experience of working with children and young people with additional support 
needs, recognise the wider benefits of music and are keen for inclusive 
approaches. The value of music for all children and young people was 
emphasised and it is without question that everybody interviewed, regardless 
of their position in the educational system, held this belief. In case study B, 
there was evidence of this: 

 
I used to work in [names special school] as well and they very much enjoy music as 
well. It’s maybe not fair to say they have better resources, but they have some more 
specialist resources. I worked in there for a year and I absolutely loved it. The 
children in [names special school] have very complex needs – physical and 
emotional. Seeing any kind of response in them is amazing. It was daunting for me 
when I first started working there because I wasn’t sure how much impact it was 
having on them, but it was amazing seeing the classroom staff reaching for iPads to 
film them because they were saying it was really something the reaction I was 
getting. [Now] I have much more of an understanding. You see both sides of it and 
you can see how to better meet the needs of everyone in the class...It’s a big 
challenge when there a few children in the class with more complex needs and I 
want to make as much difference to them as I can to everybody. That’s really 
important for me (interview with YMI tutor). 

 
The study also identified opportunities for collaboration across schools and 
sectors, in some cases facilitated by the close proximity of different provision, 
for example shared campuses. However due to the lack of teacher time to 
coordinate any collaboration this had not been developed. 
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In conclusion, there was a general consensus at all levels that there should 
be equality of opportunity for all children and young people. However as 
indicated above emerging systems of provision tended to favour those 
children and young people with capacity to pay for tuition disadvantaging 
those from more working class or poor backgrounds. Disabled children and 
young people and those with additional support needs are similarly 
disadvantaged. Provision for these groups was stunted and there was no 
evidence of strong models of inclusive practice. Although individuals within 
the system held the belief that music is for everyone this was not supported 
at a structural level. In summary, we did not hear about examples of practice 
that started with the idea of ‘everybody’ as an organising principle or a 
recognition of the transformability of learners in terms of their capability and 
what each individual brings to the learning experience. 

 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

 
 
 

 
 
 
 

“Music enhances everyone's quality of life, as 
performers or as listeners. It is fundamental 
and should be seen as a fundamental part of 
education - the skills which are developed 
through music transfer across all areas of the 
curriculum and enhance brain function, as 
well as increasing wellbeing. It should not be 
possible to squeeze music out of teaching 
due to a lack of budget.” 

Teacher - WGON Survey 
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6. Analysis of respondents: profile, experience, 
roles, employment and work with young 
people 

 
6.1. Quick Reference 
 

• Our surveys reached their intended recipients 
 

• The young Participants who responded to the survey tend to be very 
actively engaged in music, with nearly three quarters of respondents 
spending more than four hours a week engaged in music.  

• Nearly a third of Tutors/Teachers/Mentors responding to the 
survey have more than 25 years of experience helping young 
people make music, around half also describe themselves 
professional musicians (52%). A significant proportion (60%) 
described themselves as full time and around the same proportion 
cited local authorities as their main employer, suggesting that the 
sample includes a strong representation from school music 
teachers and peripatetic staff working for the Instrumental Music 
Services.  

• Organisers and Coordinators were less likely to describe 
themselves as professional musicians, although more than half of 
Organisers and around a third of Coordinators do some kind of 
teaching. Therefore, although these roles are more administrative, 
many of the individuals responding are likely to have direct 
experience of working with young people. 

 

6.2. Introduction 
 

In this section, we describe in detail the respondents who participated in the 
research – their profile, experience, roles in music education and youth 
music, employment patterns and the kind of work they do with young people. 
This allows us to understand the context for the responses we explore in later 
sections of the report; if our respondents are reasonably representative of 
stakeholders in music education and young people’s music making more 
generally, then the analysis may offer wider insights, particular as regards 
employment patterns. 
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6.3.  Profile of Young Participants 
6.3.1. Age profile of young Participants responding to the survey 
 

The young Participants completing our survey were grouped into ranges 5 - 
11; 12 - 17; and 18 - 25 years old.  

• 31% of Participants in the sample were in the 5 - 11 and 12 - 17 age 
ranges.  

• 69% of Participants in the sample were in the upper age range of 18 - 
25 years old 

The majority of surveys were collected online. It is clear that online circulation 
was the quickest and easiest way for most youth participants to take part in 
this research. 4 However, some youth music organisations requested paper 
copies of the survey for younger participants (or those without access to a 
computer/tablet/phone) to complete.  

6.3.2. Young Participants’ weekly time commitment to music 
 

We asked Participants to tell us how many hours per week they spent 
participating in music sessions or activities. A large proportion of the 
Participants sample told us that they were participating in ‘more than 8 hours’ 
of music sessions/activities per week, with about three-quarters (75%) 
spending more than 4 hours per week. 

This suggests that our respondents are highly engaged in music; their views 
and opinions on the issues raised in the survey are those of young people 
who are actively engaged with music in Scotland. 

Participants - time spent on musical activities (per week) 
 

 

                                            
4 It is important to note that some social media websites, such as Facebook, 
have minimum age requirement of 13 years old; this will likely have shaped 
the greater proportion of Participants in the upper age range of 18 - 25 years 
in this research. 
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6.4. Profile of Tutors, Teachers and Mentors 
6.4.1. Tutors, Teacher and Mentors: Years of experience 
 

We asked all TTMs to say how long they have been working with young 
people according to four predefined intervals. 

Most of the stakeholders in our TTMs sample have considerable experience. 
About a quarter (27.9%) of our respondents have less than 10 years’ 
experience supporting young people in their music making, but around three 
quarters have more than 10 years’ experience, with nearly a third having 
more than 25 years’ experience.  

In undertaking our analysis, we explored whether there were differences in 
the view of Tutors, Teachers and Mentors with greater or lesser experience. 
In most cases, we found the same broad responses from respondents 
regardless of the length of their career working with young people. 

Years of experience (TTMs) 

 

 

6.4.2. Tutors, Teachers and Mentors: how they describe their work 
with young people 

 

We built two questions into the TTM sample which were designed to establish 
the kinds of relationship that individual respondents have with young people 
through their work, to act as a confirmation of whether our samples hit their 
targets. Firstly, we presented these respondents with a predefined list of roles 
and asked them to say which they would apply to themselves in the context 
of their musical work with young people.  

A slightly higher proportion of our respondents chose the looser term ‘tutor’ 
to describe their work than the more formal ‘teacher/lecturer’, with many 
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choosing both, and more than half indicating that they also work as 
professional musicians. This result mirrors that found in What’s Going On?  
(2003) and highlights the extent to which those supporting young people in 
their music making are also working professionally as musicians; it probably 
reflects a closely networked relationship between music education and the 
creative industries in Scotland. 

TTMs description of their role 

 

 

Only 10.9% of respondents in this sample said they primarily took on an 
administrator/manager role, indicating that our TTM sample principally 
includes those whose main responsibilities lie in working directly with young 
people. 

6.4.3. Tutors, Teachers and Mentors: Working patterns 
 

We also asked these respondents to describe themselves as either ‘Full-time’ 
or ‘Not full-time’ in the context of their musical work with young people. Note 
that this question did not relate to a single employment, but to the totality of 
respondents’ work with young people (which may be across multiple roles). 
We anticipated that this result might differ from What’s Going On? in that the 
present survey also specifically sought responses from those working in 
formal education (the classroom and in colleges and universities), which is 
more likely to offer full time employment than the informal and non-formal 
sectors.  This change was indeed observed, with the proportions of those 
working full time with young people and those working part time being almost 
exactly inverted since 2003. 

It is unlikely that this is solely reflective of a change in working patterns: as 
noted above, the inclusion of formal education in the present study will have 
shaped this result. However, it may also reflect changes in wider employment 
patterns as a result of the increased professionalisation of the non-formal 
sector through the Youth Music Initiative (for example). 
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TTMs - in the context of their work: FT / PT?  

 

 

6.4.4. Tutors, Teachers and Mentors: what age of young people do 
they work with? 

 

Tutors, Teachers and Mentors were asked about the young people that they 
worked with to get a broader sense of these practitioners’ work and priorities. 
Respondents gave information about the ages of the young people they 
worked with most often; respondents were asked to rank the age groups they 
worked with in order (‘1’ = most and ‘4’ = least). (In some cases, respondents 
did not leave a ranking for an age range: in such cases, we assumed that 
these practitioners did not work with this particular group of young people.)  
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The following chart summarises the results:  

Age ranges worked with (TTMs) 
 

 

From the chart above, it can be seen that respondents in our Tutor, Teacher 
and Mentor sample are more likely to work with school-age young people 
compared to pre- or post-school age, with marginally more working most with 
young people of secondary school age. Note that this does not necessarily 
mean that these respondents work in a school context – merely that school-
age children are best provided for in terms of the activity of Tutors, Teachers 
and Mentors. 

6.4.5. Tutors, Teachers and Mentors: main employer 
 

We asked TTM respondents to tell us, by means of single choice from a pre-
defined list, who was their main employer. The results are shown in the graph 
below.  

Main employers (TTMs) 

 

The largest proportion of TTMs told us that their main employment is with 
local authorities indicating that two-thirds of respondents in the sample are 
either music teachers in classrooms, instructors for a local authority music 
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service, or employed by a local authority in a youth support or community 
setting. While this may simply reflect a particular constituency that dominates 
the sample, it may also reflect a reality of portfolio working for those working 
in music education and youth music making, where the ‘main employer’ is a 
local authority but that some of the individuals’ economically significant 
activity occurs outside that main employment. Responses to a further 
question (see section SSS below) reinforces this proposition, and it should 
be further noted that the smaller proportion of respondents who indicated 
their main employment was self-employment may also have some smaller 
contracts as an employee, given the prevalence of small-fraction contracts 
across the formal and non-formal sectors.  

6.4.6. Tutors, Teachers and Mentors: how many work on a self-
employed basis? 

 

Further to the question on main employer, we asked respondents from our 
TTM sample whether they did any music tutoring, teaching or mentoring on 
a self-employed basis. Over half of respondents (58.6%) told us that they did 
some work on a self-employed basis. Bearing in mind responses to the 
previous question, in which 23.3% of respondents told us their main 
employment was self-employment, this indicates that more than a third of 
respondents (35.3%) who gave a main employer other than ‘self-
employment’ also work part-time on a self-employed basis.  

Do you teach on a self-employed basis? (TTMs) 

 

If our respondents are reflective of tutor, teachers and mentors more widely, 
then this result may give us an insight into the complex employment patterns 
associated with music education and youth music: recall that more than half 
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of our respondents also said that in addition to their work as a tutor or a 
teacher, they worked as a professional musician. This probably indicates a 
complex employment ecology for musicians, in which a main employer (such 
as a local authority) has a role in sustaining the economic viability of wider 
work in music education, and the creative industries more generally. 

6.4.7. Tutors, Teachers and Mentors: who do they work with on a self-
employed basis? 

 

We asked respondents who reported undertaking some self-employed work 
as a tutor, teacher or mentor what ages of young people they worked with, 
and whether they prioritised particular groups of young people. The age 
profile of young people with whom respondents worked on a self-employed 
basis broadly mirrors the age profile of the young people they work with 
across all employments (see above). 

We also asked respondents whether they prioritised work with particular 
groups of young people when working on a self-employed basis. More than 
a third (34.6%) indicated that they prioritise young people with additional 
support needs in their self-employed work, while more than a quarter (28.8%) 
indicated that they prioritise young people who they consider gifted or 
talented. 

 

Who do you teach on a self-employed basis? (TTMs) 
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6.5. Profile of Organisations in the informal and non-formal sectors 
6.5.1. Types of Organisation offering music activities 
 

To establish a picture of informal and non-formal provision, we asked 
Organisers a range of questions relating to their organisation. In each case, 
we asked the responding Organiser to describe the organisation according 
to a predetermined list of organisation types. Around two-thirds (65.1%) 
described themselves as either ‘community’ or ‘youth’ organisations, or as a 
charity. The following graph indicates the percentage of responses received 
from each type of organisation: 

 

Breakdown of types of youth music organisations 

 

Organisers were asked if their organisation was affiliated to or run by a local 
authority in order to understand how organisations in the informal and non-
formal sectors are networked and funded. Fewer than 1 in 5 (19.4%) 
organisations responding to our survey were affiliated to or run by a local 
authority  

6.5.2. Organisations: which young people do they work with? 
 

We asked Organisers what ages of young people their Organisation worked 
with, and whether they prioritised particular groups of young people. The age 
profile roughly matched that of the young people with whom respondents to 
our Tutor, Teachers and Mentors survey worked, though, as might be 
expected, there was a higher proportion of Organisations in the informal and 
non-formal sectors working with young people between 18 and 25. 
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Who participates in the sessions/classes run by your organisation? 
 

 

We also asked respondents whether their Organisation prioritised work with 
particular groups of young people. Nearly two thirds (61.2%) indicated that 
their organisation prioritises young people with additional support needs, with 
more than half (52.5%) indicating that they prioritised young people who are 
considered vulnerable or who are socially excluded. A smaller proportion 
(36.7%) indicated that they prioritise young people who they consider gifted 
or talented. 

Comparing these reported priorities to those reported by individual Tutors, 
Teachers and Mentors in their self-employed (that is to say, private sector) 
work, we should note that organisations in the informal and non-formal 
sectors are much more likely to say that they prioritise young people with 
additional support needs, or who are vulnerable or socially excluded than are 
Tutors, Teachers and Mentors in their self-employed work. This indicates the 
potential role of these Organisations in pursuing socially-meaningful 
outcomes around music education. 
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6.5.3. Organisations: geographical spread 
 

We tried to be as comprehensive as possible, basing our planned sample 
upon the previous report, databases, industry directories and social media  
campaigns. The following cartograms give an indication of the geographical 
spread of the Organisations we contacted and those who responded. 

 

 

 

 

 

  

Organisations contacted  Responding Organisations 

Nonresponding Organisations 
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6.6. Profile of Organisers 
6.6.1. Organisers: Years of experience 
 

Because we wanted to know more about the Organisers themselves, their 
personal thoughts and experience of working in youth music in Scotland, we 
asked a range of questions to understand who was included in our sample, 
including respondents’ years of experience in music education and young 
people’s music making. As in the Tutor, Teachers and Mentors sample, our 
Organisers sample included responses from individuals with a wide range of 
experience. 

Most of the stakeholders in our Organisers sample have considerable 
experience. About a third (31.2%) of our respondents have less than 10 
years’ experience supporting young people in their music making, but around 
two thirds have more than 10 years’ experience, with nearly a third (29.7%) 
having more than 25 years’ experience. 

 

Please tell us how long you’ve been helping young people make music: 
 

 

 
6.6.2. Organisers: Working patterns 
 

While the Tutors, Teacher and Mentors sample and the Organisers sample 
show a roughly similar profile of experience, there was a considerable 
contrast in their working patterns. While around 60% of our Tutors, Teachers 
and Mentors described themselves as full time, only 43.8% of our Organisers 
– those responsible for responding Organisations in the informal and non-
formal sectors – said they were full time. 
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Organisers’ working patters – Full or Part Time? 
 

 

The majority of our Organisers sample (79.4%) described their role as 
Admin/Manager roles but, crucially, more than half (54%) also work as tutors, 
indicating that multiple roles are significant in the informal and non-formal 
sectors. In a more detailed supplementary question, a large proportion 
(72.9%) of Organisers cited project development as a key activity. 

 

 

Organisers main role in context of their youth music work 
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6.7. Profile of Co-ordinators 
6.7.1. Co-ordinators: Years of experience 
 

Please tell us how long you’ve been helping young people make music: 

 

 

 

 

 

 

 

Stakeholders in this category typically represent someone with a more ‘co-
ordinating’ role for youth music in their area, a role that is often, but not 
always, reflected in their years of experience. As might be expected, our Co-
ordinators represented the stakeholders with the most experience, with 44% 
answering more than 25 years. As with the Tutors, Teachers and Mentors 
sample, around three-quarters of the Co-ordinators have more than 10 years’ 
experience. 

 

Co-ordinators: Working Pattern 
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6.7.2. Co-ordinators: Working patterns 
While all the samples show a roughly similar profile of experience, the Co-
ordinators sample aligns more closely with the Tutor, Teachers and Mentors 
sample than the Organiser sample when it comes to work pattern, with 
around two-thirds (67.6%) of Co-ordinators indicating that they were full time.  

6.7.3. Co-ordinators: how they describe their work with young people 
As expected, the vast majority of our Co-ordinators sample (91.9%) 
described their role as administrative and/or managerial and only around a 
third (29.7%) also work as tutors; however, it may be significant that the same 
proportion (29.7%) also work as professional musicians, again indicating the 
‘porous’ nature of music education and youth music employment and the 
complex ecology within which individual roles reside. 

In a more detailed supplementary question, a large proportion of Co-
ordinators (87.8%) indicated project development as a key activity for them, 
with a further 50% highlighting their role in training other people. 

Co-ordinators main role in context of their youth music work 
 

 

6.8. Music education and youth music as a complex ecology of roles 
 

The following graph summarises the information above on the activities 
undertaken by members of our three stakeholder groups (Teacher, Tutors 
and Mentors; Organisers; and Co-ordinators). The clear patterns that can be 
seen provide confirmation that the surveys successfully hit their target 
audiences – for example, they provide evidence that that the respondents 
targeted by the survey for Tutors, Teachers and Mentors have both the 
greatest contact with young participants and the least to do with managerial 
matters, as intended in the design of the sample. 
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Comparison of each categorised stakeholder’s roles in youth music

 
 

However, it is notable that across each of the selected roles, there is a 
considerable overlap between our samples. If our respondents are broadly 
representative of those working in the sector, then this may reflect the 
complex ecology that supports music education and youth music making, in 
which individuals play multiple roles and expertise and insights from 
professional work in the creative industries (as a professional musician) may 
feed into teaching and the leadership of organisations. 
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7. What’s Going On Now? in the informal and 
non-formal sectors 

 

7.1. Quick reference 
 
• We estimate that around 75,000 young people participated in 

music activities in the informal and non-formal sectors, an 
estimated increase of up to 50% since 2002-3. 

• A typical total cost for a year’s engagement in timetabled activities in 
the informal and/or non-formal sectors would be around £300. 

• A typical total cost for a year’s lessons in the private sectors would be 
around £560. 
 

7.2. Activities offered by Organisations in the informal and non-formal 
sectors 
 

7.2.1. Introduction 
 

More than 300 Organisations in the informal and non-formal sectors 
responded to our survey, giving information about their work with young 
people. In this section, we summarise that information to give a snapshot of 
these sectors. 

7.2.2. Organisations: Main forms of activity offered 
 

Organisers were asked which types of activity were offered by their 
Organisation in order to establish an outline of working practices in the 
informal and non-formal sectors. A large majority (84.2%) indicated that 
workshops and/or rehearsals were offered by their Organisation, confirming 
that work in the informal and non-formal sectors tends to be hands-on and 
undertaken with groups that are shaped around particular aims (such as 
preparing for a performance, or making a recording). Small group tuition and 
individual tuition (in order) were the next most commonly cited activities, 
underlining that the informal and non-formal sectors share a great deal of 
common ground with instrumental music services and private music tuition, 
a conclusion supported by the perhaps more surprisingly result that more 
than one in three (34.5%) of our responding Organisations said they were 
also involved in delivering formal classes or lectures. 
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Organisations main forms of youth music activity  
 

 
7.2.3. Organisations: Styles of music offered 

 
The most popular musical style offered by the Organisations in our sample 
was Traditional Music, with more than two-thirds (68.7%) of responding 
Organisations offering this style. This is followed by Contemporary 
Commercial (60.3%) and Western Classical (48.1%). Other musical styles 
were offered by fewer responding Organisations, but it is notable that around 
a quarter offered Non-Western styles, Musical Theatre or Jazz.  

Most popular styles of music offered by youth music organisations 
 

 
Organisations: Total participation in timetabled sessions  

We asked Organisers to report the total number of young people participating 
in the timetabled musical activities with their Organisation. Across the sample 
of more than 300 Organisations, the total number of participants was nearly 
28,000 young people. 
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The Organisations in our sample tended to be focussed around children of 
Primary School age, with around 45% of the total participants being of that 
age.  

Organisations - total no. of youth participant’s based on age ranges  
 

 

 

 

 

 

 

 

 

 

 

By calculating the average numbers of participants being reached by the 
Organisations that responded to our survey and numbers of organisations we 
contact but who did not respond to the survey, we can roughly estimate the 
number of young people involved in the informal and non-formal 
sectors to be around 75,000 young people, an estimated increase of up to 
50% since 2002-3. Note that we cannot assume that these are different 
young people from those that engage with instrumental music services, so 
some caution should be used in using this estimate to achieve a ‘total’ 
number of young people engaging in music. 

 

7.2.4. Organisations: Numbers of timetabled sessions offered to a 
typical participant annually 
 

Our Organisations varied dramatically in size and scope with some 
Organisations offering as many as 80 sessions to a participant each year and 
some as few as three. The median value for the average number of sessions 
each year delivered by an Organisation to an individual participant, was 30, 
with half of all Organisations offering 20 - 38 sessions each year. 

Some of these will be weekly offerings, and we can see a rough correlation 
with the length of the school year.  
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7.2.5. Organisations: Cost of timetabled sessions 
 

Boxplot of sessions costs for individual participants, per hour (Organisations) 
 

 

The median cost of sessions/activities hosted by youth music organisations 
in our sample was worked out around £5. If we were to take this median value 
as typical and do the same for the number of sessions that a young person 
might experience in a year, then the total cost for a year’s engagement in 
timetabled activities in the informal and/or non-formal sectors would be 
around £300. 

Many responding Organisations in our sample received funding (for example, 
from the Youth Music Initiative) specifically to reduce the costs to participants. 

7.2.6. Organisations: Total participation in drop-in sessions 
 

Bearing in mind that not all Organisations in the informal and non-formal 
sectors are focussed on timetabled sessions (with the relative formality that 
that implies) we also asked Organisers for the total number of young people 
involved in a ‘drop-in’ sessions each week. 

Our sample had smaller numbers of Organisations offering ‘drop in’ sessions, 
but across the sample, a total of 3048 young people attended such sessions 
weekly. Reflecting the age profile of young people that we saw above, the 
largest proportion of these young people were of Primary School age. This 
may reflect a bias in our sample of Organisations, rather than the reality of 
music delivered in this way and this could usefully be the object of further 
research. 
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Organisations drop-in sessions based on age ranges 
 
 

 

 

 

 

 

 

 

 

 

7.3. Activities offered by Tutors, Teachers and Mentors on a self-
employed basis (private tuition) 
 

7.3.1. Introduction 
 

More than half (58.6%) of the Tutors, Teachers and Mentors who responded 
to our survey said that they did some music tutoring, teaching or mentoring 
on a self-employed basis. In this section, we summarise what they told us 
about that self-employed work, which gives an insight into the nature of 
‘private’ tuition in music (although it must also be remembered that self-
employed work in music education need not necessarily be confined to 
traditional ‘instrumental lessons’). 

7.3.2. Self-employed Tutors, Teachers and Mentors: Style of music 
taught 
 

We asked the respondents who said they did self-employed work as tutors, 
teachers or mentors which styles of music they offered in their work. Nearly 
three-quarters (72.3%) indicated that they taught Western Classical music, 
with just over a half indicating that they taught Traditional (56.2%) and chose 
Contemporary Commercial (54.8%) styles. Very few respondents in our 
sample taught Non-Western music in the self-employed work. 

These results bear some comparison with the style offered by Organisations 
in the informal and non-formal sectors, in which the balance between 
Western Classical, Traditional and Contemporary Commercial is inverted. 
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7.3.3. Self-employed Tutors, Teachers and Mentors: Total 

participation in private tuition 
 

In total, the 289 members of our sample of self-employed Tutors, Teachers 
and Mentors worked with a total of 20,995 pupils annually. The chart below 
gives the age profile of the young people with which our self-employed 
Tutors, Teachers and Mentors work. 

 
Self-employed TTMs - Total number of young people worked with annually (by age range) 
 

 

 

 

 

 

 

 
 

This age profile is different from those in the Tutors, Teachers and Mentors 
sample who worked for employers, who were much more inclined to be 
working with ‘school aged’ pupils of 5 - 11 and 12 - 17 years old.  
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7.3.4. Self-employed Tutors, Teachers and Mentors: Numbers of 
lessons in a year and their cost 
 

Bearing in mind the potential for self-employed Tutors, Teachers and Mentors 
to work in a number of different ways with young people, we asked them to 
indicate how many sessions they would expect to offer to a young person 
each year, on a self-employed basis. There was a very wide range of 
responses, but half of all responses were closely packed around the median 
of 35, as the following chart shows: 

 

 
Boxplot diagram of the total number of sessions per year offered by self-employed TTMs 
 
 

 

 

As in the case of the pattern of activities offered by Organisations in the 
informal and non-formal sectors, it is likely that the pattern of the school year 
guides the shape of private provision. 

We also asked self-employed Tutors, Teachers and Mentors to indicate what 
they charge participants for a music session. Again, the answers varied 
considerably, with the maximum report being £30 and the minimum just £3 – 
but the median value for a music lesson was £16. 
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Boxplot diagram of average cost per session offered by self-employed TTMs 
 

 

 

 

If we were to take this median value as typical of a private music lesson, and 
make the same assumption for the number of sessions that a young person 
might experience in a year, then the total cost for a year’s lessons in the 
private sectors would be around £560. 

 

This value gives credence to some of the comments made by respondents 
to the survey of the cost of Instrumental Music Service provision in some local 
authority areas, in comparison to lessons in the private sector. A number of 
respondents commented that the highest fees charged for IMS lessons were 
‘unrealistic’ or ‘ill-informed’ and did not offer value for money with respect to 
the private sector. The figures obtained from self-employed Tutors, Teachers 
and Mentors bear out this assertion. 
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8. Qualifications & Training 
 

8.1. Quick Reference 
 
• Around three quarters of Tutors, Teachers and Mentors support young 

people to achieve formal qualifications and accreditations. 
• Tutors, Teachers and Mentors, and Organisers, are positive about 

engaging in further training 
 

8.2. Tutors, Teachers & Mentors: Qualifications & training 
8.2.1. Tutors, Teachers and Mentors: their qualifications and training 

 
We were interested in the qualifications and training of our respondents. 
Around three quarters (76.5%) of our Tutors, Teachers and Mentors indicated 
that their work requires formal qualifications and/or training. A proportion of 
these respondents will be classroom music teachers, who require both a 
subject qualification and a teaching qualification, plus continued registration 
with the General Teaching Council for Scotland. 

Currently there is no formal requirement for local authority instrumental 
instructors to hold a qualification. A proportion of instrumental tutors more 
generally placed an emphasis on a competent level of playing in addition to 
teaching experience, a consideration that might relate to around half of this 
sample also describing themselves as professional musicians (see above). 
While formal qualifications are not always needed, it was stipulated by these 
stakeholders that a good music tutor, teacher or mentor will usually have at 
least a degree in music. 

 

8.2.2. Tutors, Teachers and Mentors: qualifications and accreditations 
they support young people to achieve 
 

More than three-quarters (78.3%) of the Tutors, Teachers and Mentors in our 
sample indicated that they supported young people to achieve formal 
qualifications or accreditations in music; of these, around half referred to 
instrumental teaching that supported SQA qualifications, which at once 
indicates that our sample includes many classroom teachers and music 
teachers, but also includes those who work outside the formal educational 
setting. 

43% of our Tutors, Teachers and Mentors sample indicated that they 
supported young people to achieve grade exams with the Associated Board 
of the Royal Schools of Music (ABRSM) and 26% said they supported their 
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students to gain qualifications from Trinity College London. Other support 
accreditations included those provided through Rockschool. 

 

8.2.3. Tutors, Teachers and Mentors: Perceived further training needs 
 

Many of our Tutor, Teachers and Mentor respondents indicated that they 
would consider further training if this were available: fewer than 1 in 5 
respondents (17.5%) indicated that they needed no further training, though a 
further quarter (26%) were ‘not sure’.  

In their free-text responses, the ability and means to know of any training 
available, in advance, was a factor that TTM respondents felt could be 
improved. Better advance notice would, for example, allow teachers to be 
able to apply for funding in order to further their training and career 
opportunities. 

There were many qualifications, practices and training programmes that 
respondents identified as being useful to them, and there was broad 
consensus that they would like to see more opportunities available in order 
to achieve them. In addition to further formal training and education (for 
example, through postgraduate study), and among a wide range of 
examples, the following were recurring themes: 

• Music technology training (recording practices, Sibelius, etc.) 
• Mental health training (pupil anxiety, stress disorders, etc.) 
• Kodály method 
• Dalcroze method 
• Estill Voice training 
• Colourstrings 
• Other pedagogical training 

Other respondents reported that training opportunities presented particular 
challenges for self-employed TTMs, who often miss out on training on 
account of cost and time restrictions.  

8.3. Organisations: Qualifications & training 
8.3.1. Formal qualifications or accreditations required by 

Organisations in the informal and non-formal sectors 
 

Bearing in mind the informal and non-formal context of the Organisations 
responding to our survey, we asked whether the personnel involved in each 
Organisation required any training and/or qualification before they were 
permitted to work. 3 in 5 (59%) of respondent Organisations indicated that 
they required staff to have a formal qualification. In the free-text responses 
some prevailing categories were apparent in respondents’ answers. 
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Many Organisers referred to ‘a relevant music qualification’. In some cases, 
Organisers indicated that they expected their Tutors, Teachers or Mentors to 
hold at least ABRSM Grade 8 (which is also an indicative entry requirement 
for most undergraduate degree performance music courses). A small 
minority of Organisations (less than 10%) referred specifically to a teaching 
qualification, and others indicated that they preferred to look at a mixture of 
qualifications and experience in assessing individuals’ suitability for work with 
the Organisation; many tutors working for Organisations in the sample were 
declared to be experienced musicians. Still other Organisers said that their 
personnel should hold or be working towards music qualification. 

Protection of Vulnerable Groups (PVG) registration and child protection 
training were also a prerequisite for most youth music organisations. 
Organisers asserted that personnel who did not have experience in work with 
young people would be provided with training in child protection and be 
required to undergo PVG checks. Youth work qualifications were also 
mentioned by respondents. 

8.3.2. Organisers: perceived further training needs 
 

By percentage, Organisers were slightly more open to and interested in 
further training opportunities than the other stakeholder groups: less than 
15% indicated that they required no further training, with just over two thirds 
(68.8%) saying they would be interested in further training and the remainder 
being unsure. 

Much like respondents in our TTM sample, Organisers said that they would 
like to be more aware of the current training opportunities available for 
themselves and those who worked for their Organisation. In their free-text 
responses, Organiser were keen to support the wider professional 
development of those that work for their Organisation and indicated a 
willingness to collaborate with other youth music organisations to widen CPD 
opportunities (see Networks and Partnerships, page 103). 
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9. Resources & Support 
 

9.1. Quick reference 
 
• Young people feel very well supported by their Tutors, Teachers or 

Mentors, with 88.6% of Participants saying they felt either ‘well’ or 
‘very well supported’. 

• Although parent and carers of young people are supportive, 
stakeholders generally feel less supported by the wider community, 
mangers and policymakers, and express concerns about perceptions 
of music. 

9.2. Stakeholders views of resource needs 
9.2.1. Participants: views of priorities for investment (defined 

responses) 
 

We asked young Participants to think about what additional resources would 
improve their experience of music making, focusing on three resource areas: 
additional tutors, teachers and mentors; space and/or accommodation; 
equipment (including, but not limited to instruments). 

The most requested resource from young Participants was ‘More 
teachers/tutors or mentors’ (26%). For participants who selected the ‘Other 
(please explain)’ this was typically followed by ‘all of the above’. Intriguingly, 
the highest single answer from Participant respondents was ‘None of the 
above’, suggesting a degree of satisfaction with the delivery of their music 
sessions/activities with regards to the above resources. The following bar 
chart gives Participants’ responses: 

Participants - Thinking about your music sessions/activities at the moment do you need more 
equipment, space or teachers/tutors? 
 

 

 

 

 

 

 

 
 

7.18.1 -  



  

   
90 

9.2.2. Tutors, Teachers and Mentors: views of priorities for investment 
(defined responses)  
 

We asked Tutors, Teachers and Mentors to consider their priorities for 
investment in additional resources. First, we asked them to prioritise the 
same three resource areas that we raised with young Participants, which had 
emerged from our review of What’s Going On?: additional tutors, teachers 
and mentors; space and/or accommodation; equipment (including, but not 
limited to instruments). 

Tutors, Teachers and Mentors indicated the same top priority as young 
Participants, with nearly half (47%) indicating that additional tutors, teachers 
and/or mentors should be prioritised. ‘Equipment (instruments or other 
equipment) was the most frequently indicated second priority; and 
‘Space/accommodation’ was the most frequently indicated third priority for 
additional resource. While Tutors, Teachers and Mentors might be expected 
to prioritise investment in more colleagues, it is striking that this is the same 
priority that young Participant respondents also cite.  

9.2.3. Tutors, Teachers and Mentors: views of priorities for investment 
(open responses) 
 

In addition to the structured questions considered above, we asked Tutors, 
Teachers and Mentors to give an ordered list of three priorities for investment 
in music education and youth music making, in free text. The responses were 
coded and analysed thematically to reveal investment priorities for this 
stakeholder group.  

The most frequent top priorities cited were ‘equipment and resources’; 
‘instruments’ and ‘more tutors/teachers’ with half (50%) of all respondents 
mentioning one or more of these; these priorities may have been prompted 
by the question that approached the same issue with defined responses (the 

 

‘If additional funding were available, 
what would be your top 3 priorities?’ 

Choice 1 Choice 3 Choice 2 

50% 28% 19% 
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so-called availability bias). Other themes that emerged from the responses 
included: 

• Removing tuition fees for instrumental music – this was a strong 
theme among respondents, who clearly consider it a high priority for 
investment.  

• Training / CPD opportunities – this is particularly striking given the 
appetite for further training identified earlier. There was a theme of 
respondents requesting more provision in training and qualifications to 
further professionalise the workforce of instrumental music teachers, 
and the specific identification of ‘music technology’ training for 
teachers. 

• Facilities / Spaces - Teachers are concerned that the standards set 
for schools, in terms of physical space and estate, to deliver good 
quality music education is too low. There were reports of ‘cupboard’ 
size spaces being the norm for school-based practice rooms. The 
consequences of poor spaces were thought to have a detrimental 
effect on these stakeholders’ teaching practices. 

• Classroom music specialists – as noted above, investment in 
additional teachers was one of the most common themes, but a 
specific perceived need for music specialists in the Primary classroom 
in was an important subsidiary theme. 

9.2.4. Tutors, Teachers and Mentors: strategic priorities (excluding 
additional funding)` 
 

We asked Tutors, Teachers and Mentors to give an ordered list of three 
priorities for music education and youth music making, excluding additional 
funding. Free text responses were coded and analysed thematically to reveal 
priorities for this stakeholder group. While few of these responses are cost-
neutral, they nonetheless indicated the priorities of Tutors, Teachers and 
Mentors more precisely than a vague request for ‘more money’. The figure 
below summarises the most frequently-occurring answers, after thematic 
coding. 

 

 

 

 

 

 

 

746 total 
responses  

 

‘Excluding additional funding, what would be your top 3 priorities 
could improve the quality of work you are involved in?’ 

Choice 1 Choice 3 Choice 2 

45% 32% 23% 
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• The most frequently recurring theme was ‘support’. Many respondents 
highlighted a sense that their work lacked support in the most general 
sense from those charged with overseeing it. Linked to the issues of 
‘support’ were issues around recognition & perceptions of music - one 
of the things Tutors, Teachers and Mentors felt they needed most was 
recognition for their work and for the value of music education in 
general, both as a good in itself, but also for the range of additional 
skills and personal development that young people can achieve 
through music. Nearly half (45%) of all respondent mentioned one or 
more of these themes. Many reported feeling undervalued by local 
authorities and the government, though others pointed to the support 
they received from parents and carers of young people, and there was 
a sense of determination from stakeholders to advocate the benefits 
of music education to parents, the community, local and national 
government - related to subsidiary themes around a perceived social 
stigma surrounding music as a subject in the curriculum. 

• Equipment and facilities, access to music specialists in the primary 
school, and the continuing professional development of Tutors, 
Teachers and Mentors, were other important trends in the responses. 

9.2.5. Organisers: views of priorities for investment (defined 
responses) 
 

We also asked Organisers (those with responsibility for an organisation in the 
informal or non-formal sector) to consider their priorities for investment in 
additional resources according to the same defined priorities: additional 
tutors, teachers and mentors; space and/or accommodation; equipment 
(including, but not limited to instruments). 

Organisers indicated the same top priority as young Participants and Tutors, 
Teachers and Mentors, with just over half (52%) indicating that additional 
tutors, teachers and/or mentors should be prioritised. As with the Tutors, 
Teachers and Mentors sample, ‘Equipment (instruments or other equipment) 
was the most frequently indicated second priority; and 
‘Space/accommodation’ was the most frequently indicated third priority for 
additional investment.  

9.2.6. Organisers: views of priorities for investment (open responses) 
 

As with our Tutors, Teachers and Mentors sample, we asked Organisers to 
give an ordered list of three priorities for investment in music education and 
youth music making, in free text. The responses were coded and analysed 
thematically to reveal investment priorities for Organisers. 
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Excluding additional funding, what would be your top 
3 priorities could improve the quality of work you are 

Choice 1 Choice 3 Choice 2 

58% 

 

40% 30% 

The most frequent top priorities cited were ‘equipment and resources’; 
‘instruments’ and ‘more tutors/teachers’; these priorities may have been 
prompted by the question that approached the same issue with defined 
responses (availability bias). Other themes that emerged from the responses 
included (perhaps surprisingly for respondents from the informal and non-
formal sectors) classroom music specialists in primary schools and a clear 
emphasis on early access to music. 

 

 

9.2.7. Organisers: strategic priorities (excluding additional funding) 
 

As with the other samples, we asked Organisers to give an ordered list of 
three priorities for music education and youth music making, excluding 
additional funding. Again, few of these responses are cost-neutral, but they 
are helpful in indicating the priorities of Organisers.  The figure below 
summarises the most frequently-occurring answers, after thematic coding. 

While the familiar themes of more staff, more and/or better spaces and 
equipment are all present, with nearly two thirds (64%) of respondents 
mentioning one or more of these, Organisers also highlighted enhanced 
collaborations and partnerships with other organisations as being a high 
strategic priority, together with additional training/CPD opportunities, 
again highlighting the appetite for further workforce development.  

 

 

 

 

 

 

 

 

 

 

 

If additional funding were available, what would be your 
top 3 priorities? 

Choice 1 Choice 3 Choice 2 

64% 43% 33% 
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9.3. Stakeholders’ perceptions of support 
9.3.1. Participants: perceptions of the support they receive from their 

Tutor, Teacher or Mentor 
 

We asked young Participants to tell us how well supported they felt by their 
Tutor, Teacher or Mentor in the course of their music lessons or activities. 
Young Participants were notably positive: 88.6% of Participants said they 
felt either ‘well’ or ‘very well supported’. 6.8% were ‘not sure’ and 4.5% 
said they were either ‘poorly’ or ‘very poorly’ supported.  

 

9.3.2. Other stakeholders’ perceptions of the support they receive 
 

We asked respondents in our Tutor, Teachers and Mentors, Organisers and 
Co-ordinators samples to indicate the level of support they perceived for their 
work from a variety of groups involved in Scottish youth music: 

• Young people’s parents and/or carers 
• The wider community 
• Local authorities 
• Scottish Government 
• Local arts agencies 
• National arts agencies 

 

TTMs: perceived level of support 
 
How well supported do you feel by… Badly OK Quite well Very well 

…young people’s parents and carers? 24 153 194 101 
…the wider community? 55 190 157 30 

…local authorities? 185 150 70 34 
…the Scottish Government? 233 107 47 14 

…local arts agencies? 74 148 85 18 
…national arts agencies? 100 121 70 14 

 

All three stakeholder groups felt best supported by the parents and carers of 
young people, with 61% of Tutors, Teachers and Mentors reporting that they 
were ‘well’ or ‘very well’ supported by parents and carers. Broadly similar 
proportions of Organisers (66%) and Co-ordinators (73%) perceived positive 
support from parents and carers.  

Support from the wider community was less evident, with 39% of Tutors, 
Teachers and Mentors saying they felt ‘well’ or ‘very well’ supported by the 
wider community, with broadly similar proportions of Organisers (44%) and 
Co-ordinators (46%) perceiving positive support from the wider community.  
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Organisers: perceived level of support 
 
How well supported do you feel by… Badly OK Quite well Very well 

…young people’s parents and carers? 2 16 19 21 
…the wider community? 6 26 17 10 

…local authorities? 26 12 15 3 
…the Scottish Government? 19 19 5 5 

…local arts agencies? 18 16 9 4 
…national arts agencies? 20 11 9 7 

 

Perceived support from local and national government was less in evidence, 
with much smaller proportions of Tutors, Teachers and Mentors saying they 
felt either ‘quite’ or ‘very well’ supported by local authorities (21%) or the 
Scottish Government (13%). Perceived positive support from the Scottish 
Government was also low for Organisers (16%), but much higher for Co-
ordinators (33%); perceptions of support from local authorities were generally 
higher for both Organisers and Co-ordinators, with 30% and 44% respectively 
saying they felt either ‘quite’ or ‘very well’ supported by Local Authorities.  

 

Co-ordinators: perceived level of support  
 
How well supported do you feel by… Badly OK Quite well Very well 

…young people’s parents and carers? 1 14 27 19 
…the wider community? 4 28 19 10 

…local authorities? 19 16 19 9 
…the Scottish Government? 21 21 15 6 

…local arts agencies? 8 26 22 4 
…national arts agencies? 9 24 22 6 

 

In general, Organiser and Co-ordinators are more likely to feel positively 
supported by those around them than Tutors, Teachers and Mentors. Bearing 
in mind that Organisers are those with responsibility for an Organisation in 
the informal and non-formal sectors, and that Co-ordinators are more likely 
to have a strategic and/or managerial role than Tutors, Teachers and 
Mentors, these results indicate that those who are closest to decision-making 
are likely to feel better supported by government and agencies than those 
whose main role is working with young people; all, however, feel well 
supported by parents and carers. 
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10. Pathways & Barriers 
 

10.1. Quick Reference 
 
• The vast majority of stakeholders perceive financial barriers to 

participation in music, with charges for instrumental music service 
lessons the most frequently-cited example. 

• Only a little over half (58%) of Tutors, Teachers and Mentors 
responding to the survey considered the current National 
Qualifications to be effective or mostly effective in preparing pupils 
for continuing study in music, in contrast to 96% who consider private 
tuition to be effective or mostly effective. 

• Over half (65%) of all respondents referred to social issues such as 
‘social stigma’, the ‘institutional ethos’ and ‘elitist values’ of some 
styles of music and Organisations associated with them. 

• 19% of all respondents referred to cultural issues such as diversity 
in music, language barriers, ethnicity and religion. 
 

10.2.   Perceived barriers to accessing music 
10.2.1. Stakeholders’ perceptions of financial barriers to accessing music 

 
We asked stakeholders in our Tutors, Teachers and Mentors, Organiser and 
Co-ordinator sample whether they perceived any financial barriers to young 
people taking part in music-making in Scotland. 

94% of Tutors, Teachers and Mentors said they perceived financial barriers, 
with more than 50% of these respondents referring to ‘instrumental music 
service tuition fees’ as the main financial barrier to participation in music. 
Similarly, 98% of our Organisers and Co-ordinators samples perceived 
financial barriers (with 30% and 54% respectively mentioning IMS tuition 
fees). 

10.2.2  Stakeholders’ views of charges for instrumental music service 
provision 
 

As noted above, around half of all respondents in our Coordinators and 
Tutors, Teachers and Mentors samples referred to charges for instrumental 
music services in their free text responses to our question on financial 
barriers. This result probably reflects both a deeply-held view of those fees, 
and the level of media attention that changes to charging policies were 
receiving at the time of the survey. Tutors, Teachers and Mentors strongly 
believe that instrumental tuition should be free and many of the respondents 
in that sample referred to policy changes under consideration at the time of 
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the research, whether this was decisions to introduce fees, or to raise those 
fees. 

Respondents reported that even if numbers of pupils in the music services 
remained constant after the introduction (or increase) of fees, these changes 
would have a differential impact on poorer families and would make the music 
service as a whole less inclusive. More than one in five (21%) of Tutors, 
Teachers and Mentors, and a quarter of Coordinators (25%) also mentioned 
the impact on fees on families with middle incomes, meaning those who are 
above the threshold for receiving benefits for their child’s education, such as 
free school meals, which are often a trigger for concessions to the fee for 
instrumental music services. Coordinators in particular noted the variation 
across Scotland in fees and the lack of a consistent approach to concessions 
and additional charges (for instrument hire, music camps, etc.).  

Many of the respondents felt that introducing or raising instrumental music 
fees is contradictory to policies that are specifically designed to improve 
access to music and the arts (such as the Youth Music Initiative) or tackle the 
attainment gap. Some respondents also indicated a view that, in some local 
authority areas, private music lessons are now ‘better value’, in terms of cost 
and pupil-teacher ratio, than instrumental music service lessons. 

10.2.3  Financial barriers in the informal and non-formal sectors 
 

Respondents in our Organisers sample, who represent Organisations in the 
informal and non-formal sectors, frequently noted instrumental music service 
fees as a financial barrier to participation in music and tended to frame their 
own activities in terms of a responsibility to provide young people with the 
opportunity to engage with music activity that they would not access at 
school. While fees in the informal and non-formal sector are generally low, 
Organisers were particularly sensitive to the costs associated with their 
provision, particularly where their Organisation works in areas of poverty. 
Around a third (34%) of Organisers noted that the cost of music activities, 
and any potential financial barrier, does not solely relate to fees for lessons 
or classes, but may also include travel costs, instrument purchase or hire, 
booking fees for facilities like studios and a range of other costs that may be 
forgotten if concerns about tuition fees predominate.  

10.3. Views of the existing formal pathways for music 
 

We sought views on the existing formal pathways in music education from 
our Tutors, Teachers and Mentors, Organisers, and Coordinators samples 
by asking respondents to say how effective they thought a range of pathways 
were in preparing young people for work or further study as music tutors, 
teachers or mentors, or as professional musicians. Respondents indicated 
their view of the effectiveness of: 
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• Private lessons 
• Local Authority Instrumental Music Service Lessons 
• National Qualifications (Nat 4 & 5, Higher and Advanced Higher) 
• Higher National Certificates and Diplomas 
• Music Degrees 
• Graded music exams 

by means of a Likert scale, and expanded on their answers in free text. 

The results indicate considerable doubts among those responding to our 
survey as to the effectiveness of the current national qualifications (National 
4 & 5, Higher and Advanced Higher Music) as effective pathways to further 
study, and highlight the perceived effectiveness of private tuition. 

• Only a little over half (58%) of Tutors, Teachers and Mentors 
responding to the survey considered the current National 
Qualifications to be effective or mostly effective in preparing pupils 
for continuing study in music, in contrast to 96% who consider private 
tuition to be effective or mostly effective. Some of the respondents in 
this sample will be teachers working in the private sector but, as 
indicated above, a very significant proportion are likely to be 
classroom teachers. 

• On this issue, there was no difference in the views of Tutors, 
Teacher and Mentors with many years of experience, compared 
with those with less experience.  

• A similar response was found among Coordinators (53% 
considering NQs to be effective or mostly effective and 93% 
considering private tuition to be effective or mostly effective).  

• In the list of potential pathways to the further study of music, National 
Qualifications were indicated as the least effective route by Tutor, 
Teachers and Mentors, Organisers and Coordinators alike, and 
private tuition was considered the most effective route. 

In the free text responses, a number of respondents indicated that the 
perceived weakness of the National Qualifications as pathways to further 
study has the potential to exacerbate inequalities in music education. 

The charts below give weighted averages for the perceived effectiveness of 
each formal pathway, as perceived by respondents in each sample. 
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10.4. Stakeholders’ perceptions of Cultural, Social, Gender & Other 
Structural Barriers  
 

We asked stakeholders in our Tutors, Teachers and Mentors, Organiser and 
Co-ordinator samples whether they perceived any cultural, social, gender or 
other structural barriers to young people taking part in music-making in 
Scotland. 

In 2003, What’s Going On? identified two clusters of non-financial barriers to 
participation in music. One related to gender, and in particular the concern 
that girls and women were not able to access the full range of musical 
experiences. The other was a cluster of issues around what was termed 
‘cultural approval’ – broadly, the perceptions and beliefs about the value of 
music and, within the music world, the relative value of different styles and 
activities (for example, a perceived bias against rock and pop which was not 
thought to be ‘taken seriously’ by policymakers and funders). 

The most notable change since 2003 is the diminishing of perceived gender 
barriers. While it perhaps positive that gender barriers are now thought to be 
reduced in Scottish youth music culture, there appears to be an increased 
concern around the social and cultural issues. 

10.4.1 Perceptions of ‘social barriers’  
 

Over half (65%) of all respondents referred to social issues such as ‘social 
stigma’, the ‘institutional ethos’ and ‘elitist values’ of some styles of music and 
Organisations associated with them.  

• 50% of responding Tutors/Teachers/Mentors and 70% of responding 
Organisers found issues around ‘social stigma’ or ‘social class’ to be 
the main barriers for young people participating in music activities. 

• 37% of responding Co-ordinators described barriers around social 
class and poverty. 

The notion of social stigma in formal education was an issue raised by 
Participants, Teachers and Organisers alike, with the contention being that 
music is often viewed as a ‘non-serious’ subject. This was reported to lead to 
pressure on young people from peers, and even parents, not to study music 
at school. There are still, it seems, perceptions that music is not a legitimate 
pursuit within the formal education. 

A majority of respondents also alluded to advocacy work around ‘STEM’ 
subjects (Science, Technology, Engineering and Mathematics) that were 
though to undermine arts subjects (Music, Visual arts and Design) in the 
school curriculum. 
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The relationship of music to social class was a further issue raised by 
respondents, who report that many people perceive music-making as a 
‘middle class’, luxury activity. Some Tutors, Teachers and Mentors said they 
had found that children in lower socio-economic groups do not feel music is 
‘for them’. Respondents also noted a concern that there is a lack of 
knowledge & understanding of the benefits of participation in music, and the 
significant career prospects. Some respondents from the Tutors, Teachers 
and Mentors sample suggested that issues around social class may be due 
to the design of the formal curriculum, which leans towards Western Classical 
and Traditional Music, rather than Contemporary Commercial Music (though 
other respondents strongly resisted the notion that different music styles 
could be legitimately related to different social groups). 

 

10.4.2  Perceptions of ‘cultural barriers’ 
 

19% of all respondents referred to cultural issues such as diversity in 
music, language barriers, ethnicity and religion. 

• Around a third (32%) of responding Co-ordinators indicated that 
particular disadvantaged ethnic communities often find it harder to 
participate in youth music culture. 

• 16% of responding Tutors, Teachers and Mentors highlighted cultural 
issues such as language and religious barriers to be the main 
impediment for some ethnic minorities participating in youth music. 

• Around 1 in 10 (9%) of responding Organisers reported that there 
wasn’t enough diversity in youth music Organisations, and sought to 
remedy this issue. 
 

10.4.3. Perceptions of ‘gender barriers’ 
 

17% of all respondents referred to gender issues as structural barriers to 
participation in music – this compares to nearly 40% who perceived gender 
barriers to participation in 2002-3. 

• 26% of responding Co-ordinators indicated a lack of female role 
models. They also reported that fewer boys take up singing than girls. 

• 18% of responding Tutors, Teachers and Mentors found biases of 
gender roles towards certain instruments and also the lack of boys 
taking up singing 

Gender issues centred around the stereotyped ‘gendering’ of certain 
musical instruments and roles, which often sees boys playing and girls 
singing. Stakeholders in both the formal and informal sectors highlights 
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continued division along gender lines in terms of girls singing and boys 
playing guitar or bring involved in production or DJing. 

There is also perceived to be a lack of female role models in the music 
industry, particularly in occupations such as sound engineers, producers, 
managers and stage crew. Many of our Organiser respondents highlighted 
this as a continuing concern. Nonetheless, there were also respondents who 
felt that gender barriers were slowly diminishing, at least in some contexts, 
and that other issues, particularly to do with cost, were more potent barriers. 
 

10.5. Stakeholders’ awareness of and views of policy initiatives  
 

We asked the stakeholders about their awareness of national policies or 
initiatives relating to music education and young people’s music making, and 
to elaborate on their perceived effectiveness. Responses indicated that the 
Youth Music Initiative (YMI) has a very strong place in the awareness of 
stakeholders, with 61% of Organisers and 75% of Tutors, Teacher and 
Mentors, and Coordinators naming it, unprompted, as a key initiative for the 
sector. 

The significance and value of the YMI was highlighted by a large proportion 
of respondents, with a wide range of positive views expressed. Some 
indicated frustration that YMI in-school activity in their area was less effective 
than it could be because of a perceived underdevelopment of the wider 
musical culture in schools, noting that greater teacher confidence, and more 
music specialists in primary schools, could be transformative in boosting the 
impact of the YMI. Others commented on the challenges of onward provision 
after the ‘free year’, with one respondent describing it as being potentially a 
‘frustrating taster’ if there is no capacity in the music service for ongoing 
provision, or if financial barriers make further study unviable for pupils and 
their families.  

Another project with high visibility among respondents was the Pupil Equity 
Fund; this was highlighted as potentially transformative where headteachers 
and other leaders understand the role that music can play in closing the 
attainment gap and achieving a range of other outcomes, and therefore 
choose to channel it towards music activities.  

Finally, the Big Noise centres run by Sistema Scotland were regularly cited 
as examples of good practice, albeit with some concerns raised that the level 
of investment in these programmes might constrain budgets for other work. 
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11. Networks & Partnerships 
 

11.1. Quick Summary 
 
• Tutors, Teachers and Mentors generally consider themselves to 

be well networked. 
• Local and national partnerships were most frequently cited by 

Organisers as being of greatest important to their Organisation. 
Regional partnerships were less important. 

 
11.2. Tutors, Teachers and Mentors: existing networks and how they 

could be improved 
 

We asked Tutors, Teachers and Mentors to consider the personal networks 
and relationships with other teachers, organisations, agencies, etc. that 
support their work with young people. A large majority (80%) considered 
their personal networks to be effective. Among those that expressed a 
positive view of their own networks, the most important themes were the 
personal connections with colleagues and relationships with organisations. 
Online relationships and forums were considered less important, being 
mentioned by around 1 in 10 respondents who viewed their networks 
positively. 

Of those respondents who felt that their personal networks were ineffective, 
the themes explored in their free text responses included a perceived lack 
of available opportunities to build networks, a lack of time, and for 15% of 
those perceiving problems with their networks, living and/or working in a 
rural setting. 

Partnerships between musicians, teachers, head teachers, schools and 
parent volunteers were generally considered to be good. Communication 
between the formal sector (for example, music services and local authority 
run ensembles) and private teachers was considered to be less effective. 

11.2.1. Most popular categories for improving TTMs personal networks  
Emerging themes Networking events/meet-ups 
 More time 
 Further training/CPD opportunities 
 More collaborative working 
 Better links with agencies/organisations 
 National group/network for tutors, teachers and mentors 
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11.3. Organisations: existing networks and partnerships 
 

In order to understand the nature of the networks and partnerships that 
underpin music education and youth music making in Scotland, we asked 
Organisers to list up to 3 most beneficial collaborations or partnerships for 
their Organisation. These responses, in free text, were coded for an 
analysis that explored the nature of these responses: three broad kinds of 
relationship were identified. 

Around a half (53%) of the relationships that Organisations indicated 
were most beneficial to them operated at the local, and peer-to-peer, 
level – they were with schools, art clubs, theatres, studios and other small 
organisations in the responding Organisations’ local area.  

Around a third (30%) indicated that the relationships that were most 
beneficial to them were those with larger national (or even 
international) organisations working in related areas – such as Creative 
Scotland, the National Youth Choir of Scotland, the national companies, 
etc.. In many instances, the organisations that respondents referred to were 
larger or had greater capacity than their own Organisation. Many also had 
an identified national role or remit  

A smaller proportion of fewer than 1 in 5 (17%) indicated that regional 
relationships were most beneficial to them. Where they were listed, such 
relationships included those with local authorities or music services, 
regional development organisations or similar.  

A number of smaller Organisations indicated that they feel they need more 
support, which they believe larger Organisations could provide. 

11.4. Organisations: strengthening their networks and partnerships 
 

We also asked Organisers what actions they thought would strengthen their 
Organisations’ networks and partnerships. 

• The majority of Organisers (56%) commented that specific project-
based collaborations with other youth music organisations were 
the best means to strengthen networks. A number of respondents 
highlighted project work with national providers (mirroring the 
significance ascribed to national organisations above). 

• Networking events were considered important by just under half 
(44%) of respondents, with around a third (35%) indicating that 
building more effective networks and partnerships would require 
additional investment. 
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12. Young Participants’ - Views & Aspirations 
 

12.1. Quick reference 
• Young Participants are overwhelmingly positive about their music 

sessions/activities, with 38% highlighting the social and 
community aspects of music making as the thing they like most. 

• Young Participants’ aspirations for the future show strong commitment 
to music, to continuing to play music for fun, and extending their skills. 
Around half of all Participants were interested in further study in 
music (48%), in becoming a professional musician (46%) or a 
music teacher (43%). 

12.2. Introduction 
 

We saw in Chapter 9 above that the young Participants who responded to 
our survey were very positive indeed about the support they receive from 
their Tutors, Teachers and Mentors. In this section, we briefly summarise 
Participants’ views on the music activities they take part in, and their musical 
aspirations for the future. 

12.3. Participants: Views on their music sessions 
 

We asked young Participants to tell us, in free text, what they like most and 
what they liked least about their music sessions/activities. The responses 
were coded for analysis and the emerging themes were identified. Among 
the responding Participants, the top themes were: 

• the social and community aspect of their music sessions/activities, 
noted by 38% of respondents 

• the element of creative learning that their music sessions/activities 
provided, mentioned by 34% of respondents 

• the chance to have fun and relax in their music sessions/activities, 
mentioned by 28% of respondents  

When it came to the things they liked least about their music 
sessions/activities, the top themes in the responses were 

• that the music sessions/activities were too short on time, mentioned 
by 39% 

• the pressure to succeed and the competitive aspects of certain music 
sessions/activities, mentioned by 32% of respondents 

A further 29% of respondents subverted this question, and said they had no 
problems with their music sessions/activities. 
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We also asked Participants ‘if they could change one thing about their music 
sessions/activities, what would it be?’ The top three themes after coding were 
that  

• 32% of respondents would like to have the opportunity to do more 
music activities/sessions 

• 29% were concerned with issues surrounding funding 
• 29% wanted more time to be able to participate in these sessions 

These responses present an overwhelming positive view of their music 
session/activities on the part of young Participants.  

12.4. Participants: musical aspirations for the future 
 

In order to get a sense of Participants’ musical aspirations, we presented 
them with a list of possible future activities and asked them to rate how 
interested they were in each one on a Likert scale of 1 (not interested) to 5 
(very interested). The responses were as follows: 

How interested are you in… Reponses 
(n) 

1 
Not 

interested 

2 3 4 5 
Very 

interested 
…learning a new instrument 248 6% 7% 17% 21% 49% 

…listening to music 248 0% 0% 1% 8% 91% 
…creating new music 246 5% 5% 15% 14% 61% 

…playing in a group/band/orchestra 246 4% 4% 12% 17% 63% 
…becoming a professional musician 240 23% 14% 18% 10% 36% 

…playing music for fun 247 1% 0% 6% 14% 78% 
…teaching/tutoring music 239 21% 15% 21% 20% 23% 

…studying music at 
school/college/university 

241 22% 11% 19% 15% 33% 

…achieving a formal musical qualification 
(ABRSM, RockSchool etc.) 

238 23% 8% 17% 13% 39% 

 
The following table represents the same data, summing the top two scores 
in the Likert scale and putting the activities in order of preference: 

How interested are you in… Reponses (n)  
…listening to music 248 99% 

…playing music for fun 247 92% 
…playing in a group/band/orchestra 246 80% 

…creating new music 246 75% 
…learning a new instrument 248 70% 

…achieving a formal musical qualification (ABRSM, 
RockSchool etc.) 

238 52% 

…studying music at school/college/university 241 48% 
…becoming a professional musician 240 46% 

…teaching/tutoring music 239 43% 
 



  

 
107 

 

It is striking that almost all respondents said they would be very interested in 
listening to music in the future – evidence for the often-quoted claim that 
young musicians are the audiences of the future. Almost all said they would 
be very interested in playing for fun, and a large proportion interested in 
playing with other people (compare this with the responses above regarding 
the social and community importance of music activities).  

 

Fewer respondents indicated that they would wish to achieve a formal 
qualification, or study music formally, become a professional musician or 
teach/tutor music – but the proportion of respondents choosing these options 
is still high in general terms. For example, among those who responded to 
the question, the 46% who are interested in becoming a profession musician 
is 110 individuals; the 48% considering formal study of music is 115 
individuals. If our Participants sample is at all representative of young 
musicians in Scotland as a whole, this indicates a significant potential 
appetite for formal study in music, and the wider ‘ecological’ implications of 
these results could usefully be the object of further study. 

  

 
“Music should be an essential part of a young 
person's education and accessible to all young 
people regardless of age or background. 
Participating in music provides young people with 
a myriad of transferable skills.  
 
The Scottish Government must recognise the folly 
of cutting funding to arts organisations, 
independent providers, schools and further 
education in this area.” 
 

Teacher - WGON Survey 
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13. Adult stakeholders’ priorities 
 

13.1. Introduction 
 

We asked adult stakeholders (members of our Tutors, Teachers and 
Mentors, Organisers, & Co-ordinators samples) about their top priorities for 
music education and young people’s music making by means of a thought 
experiment: ‘If you had a minute to talk to the First Minister about music 
education and/or young people's music-making, what would be the 
main point you would want to get across?’ 

13.2. Responses 
 

A total of 395 respondents across the 3 samples responded to this open 
question in free text. The responses were coded for analysis and from this 
analysis, six main categories of priority ‘message’ emerged. These were: 

• The health and developmental benefits of music (confidence) 
(educational value) (attainment)  
 

• Financial support for music (long term funding) (resources) 
(policies/initiatives) (investment) 
 

• More inclusive music tuition (accessible to all) (opportunity) (no 
barriers/exclusions) 
 

• An improved curriculum (core subject) (provision gap) (prioritise) 
(class sizes) 
 

• ‘Stop the cuts’ (ring-fencing) (cap fees) (local authorities) 
 

• The importance of early access to music (music specialists) 
(primary school music) 

Among our Tutors, Teachers and Mentors sample, the three most common 
responses centred around the benefits of music, sustainable funding, and the 
formal curriculum: 

• 40% of responding Tutors, Teachers and Mentors advocated the 
cognitive benefits of music 
 

• 34% of responding Tutors, Teachers and Mentors asked for 
continued support in funding music (informal and formal sectors) 
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• 20% of responding Tutors, Teachers and Mentors expressed the 
view that the formal curriculum needs improvement to make it an 
effective pathway and improve perceptions of music 
 

The top three more frequently occurring themes in our Organisers sample 
were broadly in line with those of the Tutors, Teachers and Mentors sample: 
 

• 45% of responding Organisers identified the importance of music on 
a child’s mental wellbeing and overall educational development 
 

• 31% of responding Organisers highlighted the importance of 
continued support in funding music (informal and formal sectors) 
 

• 20% of responding Organisers wanted to see music specialists 
return to primary schools and thereby support children with earlier 
access to structured quality music education 
 

Respondents from our Co-ordinators sample tended to prioritise inclusion, 
with half of all respondents mentioning this; the two other most frequently 
occurring themes were improving the curriculum and the potential of specific 
policies for youth music. 

 

• 50% of responding Co-ordinators thought that music should be free 
and accessible to all, regardless of their backgrounds 
 

• 40% of responding Co-ordinators wanted to see an improved music 
curriculum to help prioritise the subject within all schools 
 

• 34% of responding Co-ordinators advocated support in 
policies/initiatives of youth music (informal and formal sectors) 
 

The quotes below are an indicative selection illustrating these main themes. 
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13.2.1. Tutors, Teachers and Mentors: Indicative quotations 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

“The value children get from high 
quality music education extends far 
beyond simply learning about music. 
The cognitive benefits are proven, as 
are the development in important ‘soft’ 
skills such as collaboration and 
communication. 
 
Music offers opportunities for pupils 
from all backgrounds to succeed. It is 
vitally important for government to 
support this through policy and 
supporting the enactment of it through 
proper funding.” 

 

“If Scotland is serious about producing 
good professional musicians, in any 
genre, it needs to change the 
experiences of teenagers who play 
music.” 

 

“Instrumental Instruction should be part of 
the National curriculum from Primary 
school with every child playing and being 
involved in music making. The numerous 
different skills you learn are invaluable and 
help you in all professions not just music.” 

 

Tutor - WGON Survey 

Teacher - WGON Survey 

Mentor - WGON Survey 

“To place instrumental music as a core 
part of school teaching, not some little 
side on that authorities can play 
around with at their will. This of course 
must be funded properly, and 
allowances given to pupils who aren't 
'marketable' in the corporate sense of 
profitability.” 

 

“The ‘Curriculum for Excellence’ was 
supposed to produce well rounded 
people and ‘joined up’ education, but if 
the arts are going to keep being 
treated as unimportant, how are we 
going to be a forward thinking, 
culturally rich society?” 

 

Tutor - WGON Survey Teacher - WGON Survey 
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13.2.2. Organisers: Indicative quotations 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

“Music is fundamental to who we are as 
humans. We are a Music making people. 
We must fully recognise this by providing 
opportunities for all children to make 
music. It should be a fundamental human 
right, like education in maths and 
language. If we wish for a balanced 
society we must embrace music and all it 
can enhance; academically, emotionally, 
mentally, socially and ultimately 
financially.” 

 

 

Mentor - WGON Survey 

“I’d emphasise the huge difference that the 
Creative Scotland funding is making to the 
lives of those living in Scotland. The 
opportunities that this is offering to many, 
many students who wouldn't have this 
opportunity. And to emphasise the First 
Ministers’ continued support for this 
funding.” 

 

“I have been approached by young 
people years after finishing playing 
drums with us, who have told us of the 
impact of being part of the drumming 
band, how it helps build their 
confidence and change their 
immediate social circle” 

 

Organiser - WGON Survey Organiser - WGON Survey 
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13.2.3. Co-ordinators thoughts & views 
 

 

 

 

 

 

 

 

 

 

“Music is a basic human right, bring it back 
into the classroom in primary schools and 
watch the benefits spread across literacy, 
numeracy and social interaction. It is not 
elitist and should not be feared. I came from 
the poorest background imaginable from a 
family with no music in it at all, and I 
became one of the UK’s most successful 
international classical musicians” 

 

Organiser - WGON Survey 

“All pathways into music are relevant, 
informal or formal. The range of 
opportunities must be preserved - free 
access to instrumental tuition at school 
being one of the most important.” 

“Lifelong music making is a vital part of 
any society and brings so many benefits 
to the health, confidence and economy 
of our country. Giving young people the 
skills and enthusiasm for making music, 
in the style they choose and at whatever 
skill level is essential in ensuring they 
can continue to engage with music 
throughout their lives. The best quality 
music education in schools will provide 
routes for those with the talent and 
desire to make music their profession but 
also give everyone the confidence to 
listen to and make music in their own 
way throughout their lives.” 

 

Co-ordinator - WGON Survey 

Co-ordinator - WGON Survey 
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14. Key Issues 
 

14.1. Introduction 
 

We found considerable strengths and good practice distributed across 
Scotland; the responses to our work also demonstrated the overwhelming 
commitment of all those involved in supporting young people to make music. 
Nonetheless, by triangulating the outcomes of the three strands of our 
research, we also uncovered weaknesses and identified some of the barriers 
to realising the outstanding potential of our young people. Working closely 
with the project Steering Group, we have proposed recommendations to 
tackle these issues. 

We have structured the key issues that we perceive, and the associated 
recommendations, around four key themes. These four themes are closely 
related to those that emerged from the case studies, and which shaped the 
detailed discussion of the case studies in Chapter 5. However, our discussion 
here draws together all aspects of the research and, in doing that, the four 
key themes that shape our concluding discussion are:  

• Inequalities in access to music provision 
• Perceptions of music and its purpose 
• Music in the school 
• Facilitating experiences and opportunities 

It is important to emphasise that these are themes that emerge from the data 
itself, when triangulated across all three strands of the project. They were not 
predetermined, but emergent.  

 

14.2. Inequalities in access to music provision 
 

Perceived inequalities in access to music provision were a consistent theme 
in the research, both in the surveys (perhaps influenced by high-profile 
reporting and campaigns around policy changes within Local Authorities at 
the time of the research) and in the case studies. 

From the data… 

The data on instrumental music services, and in particular the evidence 
around proportions of young people access instrumental music lessons and 
the variety of uptake around the country, strongly suggests that participation 
is supply--and not demand-led. All the evidence is that demand far outstrips 
supply, perhaps by as much as 100,000 young people.  
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This imbalance of supply and demand (unmet demand that is possibly more 
than twice the supply) means that inequalities may be perpetuated or 
deepened by policies decision, without there being a clear impact in the raw 
numbers of young people accessing the service. 

  

From the Case Studies… 

• The attainment gap between children and young people from middle class 
and more working class and poorer households is conspicuous with 
regard to engagement and attainment in music. 

• The introduction of charges for music tuition is impacting significantly on 
the ways in which provision is shaped and delivered.  There is evidence 
in some areas of an increasing role for the private sector. 

• The case studies also illuminated the ways in which access to music is 
becoming increasingly inequitable in different communities. This occurs 
not just between different schools and communities but within them. 
Financial capital plays a key role here but also family access to different 
forms of social and cultural capital can increase opportunity. 

• There was evidence of very different post school opportunities for those 
from more advantaged backgrounds and those from working class or 
poorer ones. Young people from more middle-class backgrounds are 
more likely to have gained higher level qualifications that afford them more 
choice in the career pathways. 

• Those with formal experiences of musical tuition have more choice 
through school and more opportunity to follow chosen career paths, e.g. 
musical or non-musical professions. Opportunities for those without 
experiences of formal provision tended to exist in FE in relation to popular 
music.  

• There was little evidence in the case studies of authentic models of 
inclusive practice in which music provision is accessible to all children and 
young people.  The case studies illustrated ways in which children and 
young people with impairments or from working class or poor families had 
limited or no access to musical activities over a sustained period. 

 

From the surveys… 

There is a sense in the responses that, in the changes to Instrumental Music 
Service provision across the country, ‘Scotland is in danger of losing 
something that has worked’. 

Among the Tutors, Teachers and Mentors responding to the survey, 94% 
said they perceived financial barriers to young people taking part in music 
making; for Organisers and Coordinators, the proportion was even higher, at 
98% in each respondent group. Tuition fees for Instrumental Music Services 
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were by far the most frequently cited example of inequality in access to music 
provision, with many respondents suggesting that these impact greatly on 
students from more working class and poorer households; a large proportion 
of Tutors, Teachers and Mentors (21%) also questioned approaches to 
concessions for these fees, where they exist, suggesting that there may be 
many young people and families who are not eligible for concessions but for 
whom fees are still a significant disincentive. Some Coordinators expressed 
a view that the costs of music tuition through some Instrumental Music 
Services had been set at an ‘unrealistic’ or ‘ill-informed’ level, meaning that 
in some cases these services no longer offer value for money for pupils and 
parents who are able to afford the fees, compared with the private sector. 

 

“Within Local Authorities there is an absolute postcode 
lottery with regard to paying for music tuition, with some 
authorities providing this for free while others are charging 
prohibitively high rates.” 
 

 

In the course of the research, it also became apparent that further work is 
required to understand how Instrumental Music Services engage with the full 
range of young people, including pupils with Additional Support Needs (ASN) 
in mainstream schools, and those in specialist ASN schools and units. An 
inclusive approach for all needs to take account of all needs and 
circumstances. 

 

“Every person who enjoys music should be given 
opportunity to play instruments, not just because your 
parents can afford to pay tuition fees” 
 

 

The astonishing rise in the number of SQA presentations in music over the 
past fifteen years shows that there is great appetite among young people to 
pursue the formal study of music in the curriculum. This is further evidenced 
by the responses of young Participants to our survey – and by the fact that 

“Within Local Authorities there is an absolute postcode 
lottery with regard to paying for music tuition, with 
some authorities providing this for free while others 
are charging prohibitively high rates.” 
 

Tutor 

Participant 

“Every person who enjoys music should be given 
opportunity to play instruments, not just because your 
parents can afford to pay tuition fees” 
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Advance Higher Music was the sixth most popular Advanced Higher in 2016-
17. 

However, the effectiveness of the formal curriculum in preparing young 
people for work in music has emerged as an area that may promote further 
inequalities. Survey respondents note and value the inclusivity that the 
National Qualifications promote, and our case studies include examples of 
how they have opened up opportunities within and beyond music; at the same 
time, however, many respondents also consider them ineffective in preparing 
pupils for further study in music, including study to become a music teacher. 

Only 58% of Tutors, Teachers and Mentors responding to the survey 
considered the current National Qualifications to be effective or mostly 
effective in preparing pupils for continuing study in music, in contrast to 96% 
who consider private tuition to be effective or mostly effective. On this issue, 
there is no difference in the views of Tutors, Teacher and Mentors with many 
years of experience, compared with those with less experience. A similar 
response was found among Coordinators (53% considering NQs to be 
effective or mostly effective and 93% considering private tuition to be 
effective or mostly effective). In a list of potential pathways to the further study 
of music, National Qualifications were indicated as the least effective route 
by Tutor, Teachers and Mentors, Organisers and Coordinators alike, and 
private tuition was considered the most effective route. 

 

“Students are no longer prepared … to study music at 
degree level unless they have music tuition out of school” 
 

 

 

Effective pathways to further study in all its forms, which work for everyone 
and not only those with access to additional private tuition, should be a part 
of the more equal and inclusive approach to music provision. There is 
perception among some respondents that the availability of effectively 
articulated routes into further study would also help to re-shape perceptions 
around the purpose of music. 

 

“Music is not seen as a serious or difficult subject” 

“Students are no longer prepared … to study music at 
degree level unless they have music tuition out of 
school” 
 

Tutor 

“Music is not seen as a serious or difficult subject” 
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Recognising that further study in music takes many forms 
and, crucially, includes training to become the next 

generation of tutors, teachers and mentors, respondents emphasise the 
importance of a flexible and relevant curriculum at this level. A number of 
respondents to our Tutor, Teachers and Mentors survey suggested that a 
further broadening of the music curriculum is necessary. Any revision to the 
curricular offer should therefore include a range of options, taking account of 
the needs of and expectations on pupils continuing to the full range of music 
provision in further and higher education, across all styles of music, and 
including Initial Teacher Education in Music, music technology and 
production, ensuring that Scotland’s young people have the best opportunity 
of entering a growing global industry.  

 

“The best quality music education in schools will provide 
routes for those with the talent and desire to make music 
their profession but also give everyone the confidence to 
listen to and make music in their own way throughout their 
lives” 
 

 

 
14.3. Perceptions of music and its purpose 

 
Complex considerations around perceptions of music and music education, 
and the value that is placed on different kinds of music, were also significant 
themes in the research. This theme emerged from both the case studies and 
the qualitative surveys. 

Over half of all respondents to the survey referred to social or cultural 
issues around music, whether this was a perceived stigma to taking part in 
music, the perceived ‘elitism’ of certain styles, or the perceived position of 
music within the hierarchy of formal education. 50% of Tutor, Teachers and 
Mentors responding to the survey, and 70% of Organisers, referred directly 
to issues of ‘social class’ and ‘stigma’ in their responses.  

 

 

Tutor 

“The best quality music education in schools will 
provide routes for those with the talent and desire to 
make music their profession but also give everyone 
the confidence to listen to and make music in their own 
way throughout their lives” 
 

Coordinator 
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“Music is a basic human right … The language of music 
is not complicated, it is not elitist and should not be feared. 
I came from the poorest background imaginable from a 
family with no music in it at all, and I became one of the 
UK’s most successful international classical musicians … 
music is not about class.” 
 

 

 

 

While there was unanimity on the importance of addressing problematic 
social and cultural perceptions around music, the research also uncovered 
tensions around attainment in music (on the one hand) and the value of 
participation in itself (on the other), closely linked to the longstanding debates 
around the intrinsic and instrumental benefits of music.  

Many respondents drew a connection between the benefits of participating in 
music and perceptions of a narrowing range of opportunity for those from 
disadvantaged communities, expressing concerns that these benefits will 
only be available to those who have the means to pay and already recognise 
the intrinsic and instrumental value of music. 

 

 

From the Case Studies… 

• The most dominant discourse as to the purpose of music education in 
school values, attainment and performance. The case studies provide 
evidence of the ways in which this is limiting engagement in music both 
as a creative process and for its intrinsic value.  This has major 
implications for the ways in which experience of a broad music education 
is accessible to all children and young people. 

 

• Young people from more middle-class backgrounds tended to reach high 
levels of engagement and academic attainment.  However, these young 

“Music is a basic human right … The language of 
music is not complicated, it is not elitist and should 
not be feared. I came from the poorest background 
imaginable from a family with no music in it at all, and 
I became one of the UK’s most successful 
international classical musicians … music is not about 
class.” 
 

Organiser 
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people and their families recognised the intrinsic value of engaging in 
musical activity and the social opportunities this affords.  Many did not 
intend to pursue a career in music. 

 

• Where music was valued highly in the community there was significantly 
higher participation by children and young people.  Crucially for the island 
community studied this was more the consequence of the efforts of a few 
passionate individuals than a historical inheritance. This leaves open the 
possibility for growing interest in other communities in a similar way. 

 

• Young people interviewed, particularly those from more disadvantaged 
communities had an underdeveloped understanding of the varied 
pathways to a potential career in the music industries. 

 

Schools, and the formal curriculum, were thought to be central to addressing 
these perceptions, but the case studies also underline the importance of the 
wider community. 

 

“Making music should be a fundamental right for all young 
people – there is ample evidence on the huge social, 
emotional, cultural and cognitive benefits of participation 
in making music.” 
 

 

 

14.4. Music in the School 
 

Although this research encompasses all forms of music making in all 
contexts, the responses of participants in the surveys and interviews point to 
the central role of the school and, in particular, the primary school. The case 
studies indicate that this role may be even more significant in less 
advantaged areas. 

From the data… 

The impact on music in schools of the Youth Music Initiative is clear from the 
numbers of young people experiencing music through it: 202,000 young 
people benefitting from school-based activity in 2016-17. The increased 

“Making music should be a fundamental right for all 
young people – there is ample evidence on the huge 
social, emotional, cultural and cognitive benefits of 
participation in making music.” 
 

Tutor 
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numbers of young people taking National Qualifications in music also speak 
to the place of music in schools, especially the position of Advanced Higher 
Music as the sixth most popular Advanced Higher – a position that stands in 
stark contrast to the position of music in the school curriculum in other nations 
of the UK.  

 

 “Above all, bring music into primary schools – it helps 
everything: the rest will grow, multiply, snowball from 
there” 
 

 

 

From the surveys… 

Respondents express concern that, notwithstanding the positive impact of 
the Youth Music Initiative (YMI), music has become devalued as an integral 
part of a rounded learning experience. The sense of music as ‘second best’ 
is also expressed by young participants completing our survey, some of 
whom experienced pressure to drop formal music studies in preference for 
other subjects, because they could continue it as an ‘extra-curricular’ interest. 

 

“The YMI is a good start, but as it only guarantees one 
year [of] tuition it can be merely a frustrating taster for 
pupils.” 
 

 

Respondents feel that young people should have more opportunities to 
access music education from an early age as an integral part of their broad 
general education and that the value of the YMI ‘free year’ would be 
significantly enhanced if the context for that experience were more effective. 
In practical terms, this means classroom provision in the early years, the 
availability of inclusive onward routes for young people to develop their music 
making beyond the YMI year, and enhancing the general culture for music in 
the wider school. 

“Making music should be a fundamental right for all 
young people – there is ample evidence on the huge 
social, emotional, cultural and cognitive benefits of 
participation in making music.” 
 

Organiser 

“The YMI is a good start, but as it only guarantees one 
year [of] tuition it can be merely a frustrating taster for 
pupils.” 
 

Tutor 
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Access to appropriately skilled practitioners, and classroom teacher 
confidence to deliver music provision, are essential in developing the wider 
role of music in the primary school. A number of Organisers from the third 
sector signalled that they target their work towards pre-school and primary 
school pupils due to a perceived lack of confidence in schools – but this 
provision is, inevitably, piecemeal. 

Nearly two thirds of respondents to our Organisers survey (64%) made 
‘additional music specialists’ their top priority for investment, ahead of 
‘equipment and resources’, and ‘facilities and spaces’. Other respondents 
pointed to examples of good practice in embedding music in the school, from 
specific local authorities and the Youth Music Initiative, and charities such as 
the National Youth Choir of Scotland, the National Youth Orchestras of 
Scotland, the Scottish Brass Band Association, the Scottish Schools Pipes 
and Drums Trust, Drake Music Scotland and Sistema Scotland. The range of 
expertise that can be available in specific localities, across formal and third-
sector provision, was also emphasised. 

 

From the Case Studies… 

 

• Particularly evident in the less socially advantaged areas is the roles that 
schools are required to play in brokering new opportunities for children 
and young people. While there are some successes this role is too 
challenging for already stretched teachers. 

 

• Evidence from the case studies suggested a significant reduction in the 
numbers of primary school music specialists. Newly qualified primary 
teachers often have little training in primary music. This places them in a 
position of delivering music as part of the curriculum with few if any 
opportunities to collaborate with or learn from experienced specialists. 

 

• The responsibility for delivering more inclusive forms of provision seems 
to now reside with the voluntary sector. This is evidenced by third sector 
organisations now nurturing and supporting children and young people in 
their musical journeys within and post school. 

 

“Bring it back into the classroom in primary schools and 
watch the benefits spread across literacy, numeracy and 
social interaction.” 

“Bring it back into the classroom in primary schools 
and watch the benefits spread across literacy, 
numeracy and social interaction.” 
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14.5. Facilitating experiences and opportunities 
 

The significance of coordinated networks and access to sustainable funding 
both emerged as significant strategic concerns in the research, together with 
the need for targeted investment in resources like musical instruments. 
Again, this theme emerges from both of the qualitative strands of the research 
– the case studies and the national survey. 

“[We need] more meaningful and sustained partnership 
with other organisations, institutions and bodies.” 
 

 

 

 

From the case studies… 

! In a new mixed economy of provision there is evidence to suggest that 
the presence of a more coordinating and strategic role is necessary to 
facilitate the development of different opportunities for children and young 
people.  This is particularly important in terms of engagement with the 
voluntary sector. 

 

! There was evidence of some very positive developments across the case 
studies some of which were not solely dependent on securing new 
resources. Better sharing of resources and information could play a key 
role in allowing similar forms of local replication. 

 

! Musical experiences outside of formal education tended to be shaped by 
national level arts organisations and more local community-based 
projects. Evidence from the case studies indicates that where local 
projects were able to achieve financial security they were able to maintain 
and sustain useful impact. 

 

Organiser 

“[We need] more meaningful and sustained partnership 
with other organisations, institutions and bodies.” 
 

Organiser 
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Survey responses underlined the importance of networks in opening up new 
experiences and opportunities for young people. Asked about their most 
important existing networks, Organisers underlined the importance of ‘place’ 
with just over half (53%) identifying organisations such as schools, clubs and 
venues in their locality as their most important networks. A further 30% of 
organisations cited national or international collaborations with, for example, 
organisations like the National Youth Choir of Scotland, or the national 
companies, as being most important to their work. Only a smaller proportion 
(17%) listed networks at the regional level. 

This suggests that local (‘place-based’) partnerships may be the most 
significant in supporting the work of organisations, with the ‘hub-and-spoke’ 
support of bodies with a national remit playing an important supporting role. 

Respondents across a range of organisations cited a lack of sustainable 
support for projects that have shown significant growth and/or a track-record 
of success, noting that they would benefit from long-term funding rather than 
trying to promote newer projects from scratch for each funding round.  

“[We need] longer funding cycles. Currently, funding is 
approved on an annual basis and this does not allow for 
medium-long term strategic planning.” 

 

 

 
There was also concern that smaller organisations in the informal sector 
perceive difficulties of scale in accessing YMI funding, and some 
organisations proposed that funding bodies should insist on more 
collaborative working as a criterion of any funding award, with evidence in 
their reporting. This would give smaller organisations the opportunity to work 
with larger, well-funded organisations in a ‘common aims’ strategy. For 
Organisers, ‘strengthening partnerships’ was the most frequently cited action 
that could increase the quality of the work they were involved in. 

An ‘instrument grant scheme’ was frequently mentioned by all stakeholder 
groups in this research (including young participants). In addition, and despite 
existing initiatives from a range of sectoral organisations, many respondents 
also feel that they would benefit from more effective sharing of information, 
resources and opportunities, to support them both in their activities, but also 
their advocacy of music.  

“[We need] longer funding cycles. Currently, funding is 
approved on an annual basis and this does not allow 
for medium-long term strategic planning.” 
 

Organiser 
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Pooled investments could include instruments (including accessible music 
technologies) and their maintenance, advocacy tools for practitioners (see 
earlier recommendation), and new ways of connecting individual and 
organisational expertise.  

“Music education is proven to have a 
dramatic, positive effect on general 
education.  
 
It is well documented, but government 
still stresses STEM subjects at the 
expense of music education, even 
though the study of music enhances 
achievement in STEM subjects and 
beyond.” 
 

Co-ordinator - WGON Survey 

“Music needs not to be seen as a 
singularity, as when you get young 
people playing music together as a 
group the focus changes from the 
individual to the group. This means 
transferrable skills start coming into 
play: communication, collaboration, 
commitment... the list goes on..  

The point being that making music 
is so much more than just the music 
discipline. If more young people 
engaged in music there would be a 
different kind of music appreciation. 
Wherever and however you can 
build young people's confidence 
then you will increase the capacity 
to learn.” 

Organiser - WGON Survey 
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15. Recommendations 
 

15.1. To TACKLE inequalities in access to music provision… 
 

 

15.1.1. Discussion 
 

In pursuing these two recommendations, a wide range of inequalities need to 
be addressed, both economic inequalities, such as those arising from the 
charging of fees for instrumental music lessons, but also equalities around, 
for example, provision to young people with Additional Support Needs. Article 
31 of the UN Convention on the Rights of the Child is referenced because it 
emphasises that all children and young people have a right to ‘take part freely 
in cultural activities’ and that ‘the government should make sure it’s easy for 
them to do this whether or not they have a disability’. 

‘Common guidance’ and ‘coherence’ are key ideas in the recommendation: 
there should be no significant ‘postcode lottery’ as regards music in schools 
and this recommendation aims to end the current regional inequalities. 

There needs to be better understanding of local provision and the ways in 
which this impacts on the availability and accessibility of music provision to 
all children and young people. Research-informed audits of provision could 
help identify the implicit understanding and processes that are excluding 
some children and young people. 

Essential to more equitable forms of music provision is a working 
understanding of inclusion as an evolving process. Professional learning 
needs to be available at all levels including senior management to support a 

1: Local Authorities should develop common guidance for Instrumental 
Music Services that reflects an inclusive approach consistent with article 
31 of the UN Convention on the Rights of the Child, and coherently 
extends equality of opportunity to all of Scotland’s young people within 
the lifetime of the next Scottish Government. 

2: The Music Education Partnership Group (MEPG) should initiate a 
dialogue with key national agencies which, while cognisant of the value of 
current national qualifications in music, will explore further initiatives to 
develop effective pathways into the continuing study of music and the 
rapidly evolving contemporary cultural industries. 
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system wide understanding of this process. Rather than ad hoc responses to 
difference this should illustrate and support the engagement of all children 
and young people in music experiences. 

We consider the effectiveness of pathways in formal education to be an 
inclusion issue. The data offers evidence of the success of National 
Qualifications in engaging large numbers of young people; the survey 
evidence indicates the significant concerns of teachers (many of whom are 
also professional musicians) that the current National Qualifications don’t 
offer the necessary pathways to further study and work in music education, 
performance and production. To square this circle, proposing additional 
pathways, developed by the sector in partnership with the key agencies. 

 

15.2. To CHANGE perceptions of music and its purpose… 

 
15.2.1. Discussion 

 
Unhelpful perceptions of music were a recurring theme in the qualitative 
elements of the research, but there is also very clear evidence of the 
commitment of stakeholders – both in the data that underpins this report but 
also in the recent campaigns for free music tuition. Young people, their 
parents and carers, tutors, teachers and mentors are very powerful 
advocates for the value of music. 

This recommendation centres on better supporting their advocacy efforts, 
recognising that views and discourse are shaped by thought-leaders at all 
levels, from the primary school headteachers to local councilors to national 
politicians.  

MEPG, as a partnership of many organizations in the music education and 
youth music sectors, is well placed to drive forward the production of a range 
of resources and reference points, including easy-to-use advocacy tools that 
can be deployed by anyone involved in music. 

The resources developed should include further information on the strong 
research base around the benefits of music making.  

 

3: MEPG should continue to develop a range of resources for schools and 
teachers, and those working in the informal and non-formal sectors to 
enhance their effectiveness, impact and status while promoting wider 
understanding of the personal, social and community benefits of making 
music. 
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15.3. To REALISE THE POTENTIAL of music in the school… 
 

 

15.3.1. Discussion 
 

We Make Music should be an action-oriented programme of activities to build 
on the Youth Music Initiative (YMI) and help realise the potential of music in 
the school. Those activities could include: 

• Specific initiatives to support a positive culture of music-making in 
schools - for example, exploring a We Make Music badged scheme 
with a range of progressive levels to encourage and reward music 
making across the whole school community, within and beyond the 
curriculum, across the whole school day. Easily achieved entry level, 
with progressively more challenging requirements for higher levels (cf. 
SportScotland School Sport Award) 

• Widely promoting the resources for teachers created by MEPG under 
WGON recommendation 2, and other existing resources 

• Testing new ways to build inclusive progression from the YMI 
experience into further learning in instrumental music.  

• Developing professional learning in music as part of the career-long 
professional learning of primary school teachers in mainstream and 
ASN schools, such as: 

o CPD supporting primary teacher musical literacy and 
confidence, including for ASN teachers. 

o Working with providers of Initial Teacher Education to support 
music and creative arts learning within ITE to extend and 
deepen this wherever possible 

o Linking in training with the resources created by MEPG under 
WGON recommendation 2, and the ‘We Make Music’ badged 
scheme 

• Pathfinder projects to achieve a step-change in the role of music in the 
school, such as 

4: MEPG, taking guidance from Education Scotland on possible 
opportunities arising through the Regional Improvement Collaboratives, 
should develop a programme of activity - We Make Music - to build on 
the YMI. This would encompass initiatives to support a positive culture 
of music-making in schools; professional learning in music as part of the 
career-long professional learning of primary school teachers in 
mainstream and ASN schools, and three pathfinder projects to explore 
ways of achieving a step-change in the positive role of music in the 
school. 
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o Building new partnerships with local musicians and 
organisations – place-based approach bringing people together 
within their own communities to make music, building 
distinctive, vibrant communities. 

o Project specifically exploring innovative ways to use music for 
wider aims within the Curriculum for Excellence – personal 
development across the four capacities; learning in specific 
(non-musical) curricular areas 

o Projects that seek a change in the communal life of the school 
as a community, through music. 

Given the centrality of partnership working to all of the above, MEPG is an 
appropriate vehicle to drive the different strands of We Make Music. 

15.4. To FURTHER FACILITATE Experiences and Opportunities… 

 
15.4.1. Discussion 

 
This recommendation is all about working together. 

MEPG is well placed to support increased partnerships across the sectors, 
and to provide a means to develop approaches for the pooling of resources. 

In addition to exploring specific mechanisms for advocacy (as mentioned in 
respect of recommendation two) and for pooling resources and procurement 
processes, MEPG should consider supporting and coordinating with Creative 
Scotland in its activities under the ‘Strengthening the Sector’ strand of work 
within the Youth Music Initiative. 

New approaches to funding, in which smaller organisations are partnered up 
with larger organisations, could be considered within the actions to support 
this recommendation. 

A critical dimension to provision is that it is socially and culturally relevant and 
sensitive to local contexts.  A coordination of local community resources and 
opportunities is essential to achieving this.  Of particular importance here is 
the liaison required between national and more local organisations and the 
wider arts community. This may be achieved by drawing understanding from 
areas where a coordinating role exists and piloting such a role in a local 
context. MEPG could act as a channel to achieve this. 

5: MEPG should work with all agencies towards strengthening the sector 
through increased partnership working between formal, non-formal, public 
and private agencies: this would support local co-ordination and networks 
and the pooling of resources for music, procurement, organisation and 
advocacy. 
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Organisations 
 
The following organisations provided qualitative data on their activities and gave permission to use their name in the 
appendix.
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Appendix 3 
 

Project Timeline 
 

 
 
 

20 December Recruitment of RA1 begins PT 

18 January Project Inception begins  

 PB identified CS 

 Shortlisting RA candidates PT 

 Project Initiation Document drafted PT 

 Correspondence with PB to confirm constitution of SG PT/PB 

31 January RA interviews PT 

February Inception meeting with PB. Draft Project Initiation 
Document, including risk register PT/PB 

 Research design decisions explored in detail PT 

 Existing sources of data confirmed PT 

 Project Initiation Document finalised (WP1) PT 

1 March 2018 Stage 1 begins  

 Analysis of existing data commences (WP2) PT 

 Desk research commences (WP4) PT 

 
Early March 

Meeting of SG, presenting research design decisions 
and data collection instruments for review; discussion 
and agreement on case study locations 

 
PT/SG 

Key 

PT (Project Team) 
CS (Creative Scotland) 
PB (Project Board) 
SG (Steering Group) 
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By 31 March Data collection commences (WPs3 & 5) PT 

April – May – June Data collection and analysis continues (WPs3 & 5) PT 

 Analysis of existing data and desk research continues 
concurrently (WPs2 & 4) PT 

By 15 June Interim Report drafting begins (WP6) PT 

 
13 July 2018 

Interim Report Delivered (WP6) 

Stage 2 begins 

 
PT 

 Planning for National Seminar (WP7) begins PT 

20 July 2018 Meeting of PB PB 

Early August Meeting of the SG to discuss Interim Report, draft 
recommendations PT/SG 

By 15 August Final Report drafting begins (WP8) PT 

Early Sept National Seminar (WP7) PT/SG 

Mid Sept Meeting of the PB PB 

10 October Draft final report delivered (WP8) PT 

Mid October Final meeting of the SG to review and feed into final 
draft of Final Report (WP8) 

PT/SG 

26 October 2018 Final Report Delivered (WP8) PT 

TBC (before 31 
January 2018) 

Presentation of findings and publication of report 
at stakeholder event PT 
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