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Executive Summary 

Introduction 
 
In 2000, the Secretary of State for Education and Skills ŀƴƴƻǳƴŎŜŘ ǘƘŀǘ ΨƻǾŜǊ ǘƛƳŜΣ ŀƭƭ ǇǳǇƛƭǎ ƛƴ 
primary schools who wish to will have the opportunity to learn a musical ƛƴǎǘǊǳƳŜƴǘΩΦ Lƴ ǎǳƳƳŜǊ 
2002, six local education authorities were invited by the then Department for Education and Skills 
(DfES) to participate in pilot programmes to demonstrate how the specialist music instrumental 
tuition could be developed to involve all pupils in Key Stage 2 (KS2). The policy that emerged became 
ƪƴƻǿƴ ŀǎ ǘƘŜ Ψ²ƛŘŜǊ hǇǇƻǊǘǳƴƛǘƛŜǎ tƭŜŘƎŜΩΦ 

As members of the Federation of Music Services (FMS), local authority music services throughout 
England have, since 20071, been engaged in the strategic development and delivery of what 
subsequently became the Wider Opportunities Programme in Music at Key Stage Two2 (referred to 
from now on as WO).  This programme, funded by the Department for Children, Schools and 
Families (DCSF) through its Standards Fund  Music Grant, addresses the government aim that every 
child should have the opportunity to learn to play a musical instrument whilst at primary school.   

Lǘ ƛǎ ƛƴǘŜƴŘŜŘ ǘƘŀǘ ²h ǇǊƻƧŜŎǘǎ ǎƘƻǳƭŘ ǇǊƻǾƛŘŜ ǇǳǇƛƭǎ ǿƛǘƘ Ψŀƴ ŀǳǘƘŜƴǘƛŎ ƛƴǎǘǊǳƳŜƴǘŀƭ ŜȄǇŜǊƛŜƴŎŜΩΣ 
preferably for a whole year.  The WO programme is usually based on large group or whole class 
instrumental lessons, though sometimes WO projects have focussed exclusively on singing. WO 
projects are commonly, but not always, run by specialist instrumental tutors, usually working 
alongside class teachers.  Underpinning the WO programme are two key government aspirations: 

 Nationally, by 2011, over 2 million pupils will have had the opportunity to learn a musical 
instrument for free, for at least one year.3 

 By 2011, programmes will be in place that will result in every child having this opportunity 
during their time in primary school. 

 

Impact evaluation method 
 
In March 2009, the Engine Room, a research unit based at the University of the Arts London (UAL), 
was commissioned by the FMS to provide objective evidence about the impact of the WO 
programme. 

The methods used for data collection included:  

                                                           
 

1
 £3 million pounds was given to all local authorities in 2006 with an additional £23 million devolved to schools 

in 2007. 

2
 Key Stage 2 (KS2) is a collective term used to refer to children generally in years 3-6 in primary school. 

Children in KS2 are aged from around 7-11 years of age. Children with special educational needs may be 

operating at KS2 in terms of their development but be older or younger in terms of their chronological age or 

year group. 

3
 This represents over 80% of the total Key Stage 2 school population. 
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 Face-to-face interviews with pupils, class teachers, headteachers, school music 
coordinators, specialist music tutors and music service managers.  

 Observation of WO sessions and performances in schools (n=56). 

 A series of eight focus groups comprising different stakeholders who could give feedback 
on their own experiences and perceptions of the WO programme.  

 An online survey that all headteachers and/or music coordinators at schools across all 
local areas (LAs) where the WO programme was offered were invited to complete (n=1354 
completed or partially completed). 

The field research was carried out in eight different local authority areas in England: Bolton, 
Coventry, Derbyshire, Haringey, Newcastle, Oxfordshire, Sheffield and Somerset. The authorities 
chosen represented the broad range of local authority areas, both geographically and 
demographically. The music services within the chosen authorities were at different stages of 
development and had different organisational characteristics and modus operandi, which, as will 
later be discussed, influenced their delivery of the WO programme in their area. In each of the eight 
local authority areas, the research team visited between six and eight KS2 schools. Through a matrix 
approach it was ensured that a diversity of types and situations of schools were covered.  

The research commenced in March 2009 and the data gathering was completed in September 2009. 
In total, 56 schools were visited during the period 21st May to 8th July 2009 and 328 people were 
interviewed; a further 41 people participated in focus groups.  

 

Effect and impact tracking matrix 
 
There are a number of factors that have been identified through international research in arts 
education (Bamford, 2006) that are consistently associated with high level impact. These have 
ŎƻƳōƛƴŜŘ ǘƻ ŦƻǊƳ ŀƴ ΨŜŦŦŜŎǘ ŀƴŘ ƛƳǇŀŎǘ ǘǊŀŎƪƛƴƎ ƳŀǘǊƛȄΩ ό9L¢aύ ǿƘƛŎƘ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ƛƴ ǘƘƛǎ ǊŜǇƻǊǘ ǘƻ 
organise the analysis of the data and report impact on the pupils, teachers, schools and wider 
systems affected by the WO programme under the following areas: 

 Personal impact, such as the development of confidence, aspiration, enjoyment, fun and 
happiness. 

 Social impact, such as the fostering or development of networks, collaborations, 
partnerships and contact webs. 

 Cultural impact, such as changes prompted at an organisational level, changes in external 
perceptions, changes in profile and influence.  

 Educational impact, such as new knowledge, skills development, conceptual development, 
professional education, education of the broader field or community. 

 Ethical impact, such as addressing social problems or minority issues or audiences, 
promoting changes in attitudes, or contributing to sustainability. 

 Economic impact, such as value for money, changing spending patterns, income generation.  

 Innovation impact, such as talent development, the development of new pedagogic 
techniques, processes or products and the instigation of debates or new discourse.  

 Catalytic impact, such as flow-on effects, changes in direction, transformations and 
journeys. 
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 Negative loss impact described things that had to be sacrificed, or else negative 
consequences of some other kind that arose, as a consequence of WO programme. This 
includes opportunity costs, talent loss, personal loss, unhappiness, loss of enjoyment, loss of 
creativity.  

 

Summary of results 
 
The overall results of the impact evaluation indicate that the WO music programme is generally of 
high international standard and receives widespread positive support from pupils, parents, 
teachers, headteachers and local authorities. Children appeared genuinely happy in most of the 
lessons and effective lessons were characterised by innovative pedagogy and interesting 
approaches. 

Best practice 

Successful WO programmes built partnerships between the child, the family, the school and music 
services. Active partnerships where all stakeholders were involved in shared planning and decision 
making, were at the heart of best practice. In a number of instances, children could have been more 
actively involved in decision making with regard to their WO learning. The same could be said of 
family members, especially the importance of parents, grandparents and carers in supporting and 
encouraging musical learning.   

LƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ²hΩǎ ŀƛƳǎ 

There is a diversity of espoused aims of the WO programme that are enacted in the classroom. 
There are those people who argue that WO is aimed at instrument learning and others who claim 
that WO is aimed at music learning through the instrument. Within WO practice there was a greater 
emphasis given in most cases to the enjoyment and experience of making music rather than a strong 
focus on musical and instrumental skill development. Having said that, the WO programme allowed 
talent to be identified, nurtured and developed. It is unlikely that these children would have been 
recognised without the WO programme.  

Talent and progression 

²ƘƛƭŜ ΨƻƴŜ ƻŦŦΩ ŀǊǊŀƴƎŜƳŜƴǘǎ ŀǊŜ ƻŦǘŜƴ ƳŀŘŜ ŦƻǊ ŎƘƛƭŘǊŜƴ ǘƘŀǘ ǎƘƻǿ ǘŀƭŜƴǘΣ ƛǘ ƛǎ ƴƻǘ clear how these 
connect with broader programmes of talent development in music. In particular, more effort needs 
to be made to build continuous pathways for instrumental learning, especially between primary and 
secondary school. Further information could be made available to pupils and their teachers that 
highlight continuation options and provisions for talented children. 

Group lessons 

WO has challenged the value of group lessons over individual lessons for beginner instrumental 
learning. The experience of the WO music teachers indicates that instrumental skills and knowledge 
were acquired by the children at approximately the same rate in the WO group lessons as in 
individual or small group lessons with targeted students. Some music services offered both WO 
ǿƘƻƭŜ Ŏƭŀǎǎ ƎǊƻǳǇ ƭŜŀǊƴƛƴƎΣ ŎƻƳōƛƴŜŘ ǿƛǘƘ ƳƻǊŜ ƛƴǘŜƴǎƛǾŜ ǎƳŀƭƭ ƎǊƻǳǇ Ψǎƪƛƭƭ-ōŀǎŜŘΩ ƭŜŀǊƴƛƴƎ, to 
achieve a balance between the aims of both participation and skill development. 
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Celebrating success 

Assessment of pupil learning in WO tended to be based on involvement and interest rather than on 
knowledge or skills.  In successful WO programmes, process and product were clearly linked. 
Celebratory events such as performances, exhibitions and presentations acted as powerful drivers 
of quality enhancement and were influential advocacy tools to promote music. 

Access 

Accessibility for all is fundamental to the WO programme. There was considerable evidence that 
WO had successfully brought instrumental music lessons to groups of children who would not 
otherwise have experienced them. There was clear evidence that WO was both explicitly and 
implicitly aimed at inclusive practices. WO has allowed children from very diverse backgrounds to 
learn an instrument.  

Special education needs and technology 

While there is excellent practice evident in catering for the needs of pupils with SEN, the WO 
programmes would benefit from giving greater consideration to diversity amongst WO teaching 
staff. The WO provisions for children with moderate to severe educational needs showed innovative 
use of technology, yet the survey results and research visits would suggest that more general WO 
provisions would be enhanced through greater access to technology and more widespread use of 
music technology in WO lessons. 

Improvements 

The WO programme would be improved through being more open to input and decision making 
from children and broadening the range of musical styles/instruments covered. Similarly, more 
opportunities for the children to attend performances and appreciate instrumental music would 
enhance their active learning of the instrument. 
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The impacts of the WO music programme for children included: 

 Increased motivation to learn the musical instrument 

Sometimes we come in from playtime so we can start early - Pupil 

 Acquisition of instrumental knowledge and skills 

The large group progress has been very, very good ς Headteacher 

 Increased self-confidence  

Music gives her confidence. She learns about other cultures, other things, has a 
better understanding - Parent 

 Raised esteem  

So often we have seen increased confidence and self esteem ς Headteacher 

 Increased musical confidence  

Harry struggles to concentrate but music does his confidence a lot of good; he really 
shines ς Headteacher 

 Enjoyment  

LǘΩǎ Ŧǳƴ ŀƴŘ ȅƻǳ ƭŜŀǊƴ ƭƻǘǎ ƻŦ ǘƘƛƴƎǎ - Pupil 

 Pride and achievement 

She played it without a flaw; if you could have bottled the look on her face 
afterwards, it was worth millions ς Teaching Assistant 

 Enhanced aspirations  

You are raising the aspirations of the children; they are experiencing success ς 
Headteacher 

 Increased empowerment and responsibility 

{ƻƳŜǘƛƳŜǎ ƛǘΩǎ ǘƘŜ ŎƘƛƭŘǊŜƴ ǿƘƻ ŜƴŘ ǳǇ ƭŜŀŘƛƴƎ ǘƘŜ ƭŜǎǎƻƴΦ ¢ƘŜȅ ǘŀƪŜ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ 
themselves ς Music Co-ordinator 

 Greater respect for their instruments and music 

Looking after something precious has been a good learning curve for them ς 
Headteacher 

 Improved behaviour  

The class is naughtier in normal class than in music lessons ς Class teacher 

 Improved discipline  

The kids are more disciplined in that lesson than anywhere else ς Music Co-ordinator 

 LƳǇǊƻǾŜŘ ǇǳǇƛƭǎΩ ǎŎƘƻƻƭ attendance 

I feel excited when I know it is music day. I more want to come to school - Pupil 

 A more positive attitude to learning (especially in boys) 

The impact WO has had on the boys is particularly marked; they all go for it ς 
Headteacher 
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 More focused and longer attention spans during WO lessons  

By Christmas they could clearly focus more in other lessons and that in my view is 
linked to WO ς Headteacher 

 Longer intervals of concentration and task perseverance in WO lessons  

Learning to concentrate for that amount of time transfers across to other musical 
activities and outside of music ς Class teacher 

 A calming effect on the children, especially those with behavioural needs 

A child with ADHD is in another world in music; it was a complete revelation ς 
Headteacher 

 Improved collaborative learning and team work skills 

hǘƘŜǊ ŎƘƛƭŘǊŜƴ ǘŜƭƭ ǳǎ ǿƘŀǘ ǘƘŜȅ ƪƴƻǿ ōǳǘ ȅƻǳ ŘƻƴΩǘ ƪƴƻǿΦ  ²ŜΩǊŜ ǉǳƛǘŜ ƎƻƻŘ ƴƻǿ; 
we were terrible when we started - Pupil 

 Increased cƘƛƭŘǊŜƴΩǎ happiness  

That was so fun - Pupil 

 Enhanced instrumental learning 

These kids have progressed quicker than some small groups in a nice area ς Music 
Service Tutor 

 In some pupils, their educational development had been accelerated by their involvement 
in WO 

He is a very challenging boy, but the teacher has noticed a vast improvement in all 
ŀǊŜŀǎ ǎƛƴŎŜ ƘŜ ǘƻƻƪ ²h ƻƴΣ ŀƴŘ ƘŜ ǿƻǳƭŘƴΩǘ ōŜ ǘƘŜ ƻƴƭȅ ƻƴŜ ς Headteacher 

 

The impact on the schools and teachers included: 

 Making music more valued in the school 

LǘΩǎ ǊŀƛǎŜŘ ǘƘŜ ǇǊƻŦƛƭŜ ƻŦ ƳǳǎƛŎ ƘŜǊŜΦ  Lǘ ǿŀǎ ǿŀȅ Řƻǿƴ ǘƘŜ ƭƛǎǘ ǇǊƛƻǊ ǘƻ ǘƘƛsΤ ƴƻǿ ǿŜΩǊŜ 
really proud of the music ς Headteacher 

 Building musical resources in the school 

There is much more music going on in schools now because of the WO resources 
available ς Headteacher 

 A more supportive learning environment  

Arts and music have improved; other activities have started to matter. The school 
now wants to do more for our children - Parent 

 A more holistic and rounded curriculum 

Ofsted noticed it was going on. ²Ŝ ǊŜŎŜƛǾŜŘ ŀƴ ΨhǳǘǎǘŀƴŘƛƴƎΩ ŦƻǊ ŎǳǊǊƛŎǳƭǳƳ ƻŦŦŜǊ ς 
Headteacher 

 Improving the profile of the school  

Parents are proud and they all turn up to concerts; we get good press coverage ς 
Headteacher 
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 Boosting recruitment 

Parents said it was something on the plus side that would make them want to send 
their children to this school ς Headteacher 

 Greater parental and family involvement 

Music brings people together. It is as important as studying - Parent 

 Encouragement for schools to form networks and collaborations with other schools 

3 headteachers met yesterday to talk about doing a concert; ƛǘΩǎ ŀ ƎǊŜŀǘ ŎƘŀƴŎŜ ǘƻ 
develop community profile and links ς Headteacher 

 More involvement in community initiatives 

We performed at VictoǊƛŀ IŀƭƭΧ ǿŜ ƴŜǾŜǊ ƪƴŜǿ ƛǘ ǿƻǳƭŘ ōŜ ǎƻ ƎƻƻŘΦ ¢ƘŜ ƳŀȅƻǊ ǿŀǎ 
there and all sorts of people.  It was brilliant - Pupil 

 Assisting schools in special measures to improve school profile and performance 

We were Ofsteded last week ς they could see the improvement and I think music has 
been important to that ς Headteacher 

 Assisted in schools to highlight their achievement 

¢ƘŜ ǇŀǊŜƴǘǎ ƭŜŦǘ ǘƘŜ ŎƻƴŎŜǊǘ ǎŀȅƛƴƎ Ƙƻǿ ǿƻƴŘŜǊŦǳƭ ƛǘ ǿŀǎ ƛƴ ŀ Ƨŀǿ ŘǊƻǇ ƪƛƴŘ ƻŦ ǿŀȅΧ 
they were absolutely amazed ς Headteacher 

 Enhanced general music education  

96% of schools surveyed agreed or strongly agreed that WO had provided 
instrumental education for those children who would otherwise not receive it ς 
{ŎƘƻƻƭǎΩ {ǳǊǾŜȅ 

 In some schools, WO projects were an important catalyst for change 

WO assisted struggling schools by providing a catalyst for the schools to change 
direction, turn around their performance and improve the profile and image of their 
school ς Anne Bamford 

 New and enhanced perceptions of some pupils by their teachers 

I took up the saxophone. I was lost and they (pupils) were the experts ς Headteacher 

 

Sustainability into the future 

Initial teacher education for primary teachers does not adequately prepare teachers to feel 
confident to teach music in the primary school. Despite the ambition that class teachers would 
receive considerable professional development by participating in WO lessons this has not occurred 
to the extent that it was initially envisaged.  

Concurrently, there is a shortage of WO music teachers, especially in contemporary guitar and 
percussion and certain areas have more acute music teacher shortages than other areas. 
Encouraging greater parity of training and pay and conditions across music services and continued 
targeted recruitment and training of WO music teachers, especially individuals from diverse 
backgrounds, would help to alleviate teacher shortages. Most music services offer a period of 
training and induction to new WO teachers and many services made good use of the national 
training programme offered by Trinity Guildhall and The Open University.  
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Paired teaching 

About 50% of the services visited used paired (team) teaching in WO lessons. Despite being 
considered as best practice in terms of professional learning, budget limitations and decisions means 
ǘƘŀǘ ǇŀƛǊŜŘ ǘŜŀŎƘƛƴƎ ǿŀǎ ōŜŎƻƳƛƴƎ ƭŜǎǎ ŎƻƳƳƻƴΦ {ƻƳŜ ǎŜǊǾƛŎŜǎ ƘŀǾŜ ŀŘƻǇǘŜŘ ǘƘŜ ƳƻŘŜƭ ƻŦ ŀ ΨƳǳǎƛŎ 
ŀǎǎƛǎǘŀƴǘΩ ƻǊ ǇǊŀŎǘƛtioner approach as a lower cost way to support the music serviceǎΩ ǘŜŀŎƘŜǊǎΦ 

Funding concerns 

While there are generally adequate resources for effective, high quality WO programmes, the 
financial arrangements vary considerably from one area to the next. It is argued that funding 
patterns are not always equitable and transparent. Despite the widespread view that WO 
represented good value for money, there was a major concern about the affordability of the service 
if the subsidies were removed or reduced.  

Many of the teachers, tutors and headteachers interviewed expressed concern that if costs of WO 
were transferred to parents it would adversely impact on the underpinning principles of a universal 
offer with general inclusion and access. 

There is considerable concern in schools, music services and amongst parents about the 
sustainability of the WO programme in terms of the ongoing financial commitment from 
government. Proactive initiatives are being developed to increase the sustainability of music 
provision in schools and for individual pupils on the back of WO projects, but not in all areas. 

Strengthening primary and secondary schools links 

Whilst it was recognised that the target of a 50% continuation rate was challenging, the general 
consensus expressed in the survey and through the visits and interviews suggests that there were 
many complementary success indicators that were important. Concurrently, definitions of 
continuation and progression differ from one setting to the next making accurate measurement of 
progression rates difficult. In particular, better progression pathways of instrumental learning need 
to be forged between primary and secondary schools. 

 

Recommended areas for further development 
 

1. Children and community involvement 

1.1  While there have been some examples of WO leading to greater parental and community 
involvement, further development in this area would benefit the WO programme 

1.2  Planning and programming of WO should be more open to input and decision making from 
children 

 

2. Quality and sustainability 

2.1  Partnership between the school and their music service should be strengthened through 
more collaborative planning and shared delivery 

2.2 More opportunities should be made available for the children to attend performances and 
appreciate instrumental music linked to their active learning of the instrument 

2.3 Clearer pathways for children in instrumental learning, especially between primary and 
secondary school 

2.4 The range and choice of musical styles/instruments covered in WO instrumental learning 
should be broader 

2.5  Continued financial and resource commitment to schools and music services is needed to 
meet the rapid growth in demand for WO music provisions 
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3. Teacher development 

3.1 More attention to recruiting and training WO music teachers from diverse backgrounds  
3.2 Continued practice-focused professional development for both music servicesΩ teachers and 

tutors and class teachers 
3.3 More direct engagement and participation from some class teachers in the WO programme 
3.4 Strategic targeting towards broader improvement in initial teacher education for class 

teachers 
3.5 Encouraging greater parity of training and pay and conditions across music services 
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Chapter One Introduction 

 

The background to the research 
 
In 2000, ǘƘŜ {ŜŎǊŜǘŀǊȅ ƻŦ {ǘŀǘŜ ŦƻǊ 9ŘǳŎŀǘƛƻƴ ŀƴŘ {ƪƛƭƭǎ ŀƴƴƻǳƴŎŜŘ ǘƘŀǘ ΨƻǾŜǊ ǘƛƳŜΣ ŀƭƭ ǇǳǇƛƭǎ ƛƴ 
ǇǊƛƳŀǊȅ ǎŎƘƻƻƭǎ ǿƘƻ ǿƛǎƘ ǘƻ ǿƛƭƭ ƘŀǾŜ ǘƘŜ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ƭŜŀǊƴ ŀ ƳǳǎƛŎŀƭ ƛƴǎǘǊǳƳŜƴǘΩΦ Lƴ ǎǳƳƳŜǊ 
2002, 6 local education authorities were invited by the then Department for Education and Skills 
(DfES) to participate in pilot programmes to demonstrate how the specialist music instrumental 
tuition could be developed to involve all pupils in Key Stage 2 (KS2). The policy that emerged became 
ƪƴƻǿƴ ŀǎ ǘƘŜ Ψ²ƛŘŜǊ hǇǇƻǊǘǳƴƛǘƛŜǎ tƭŜŘƎŜΩΦ 

As members of the Federation of Music Services (FMS), local authority music services throughout 
England have, since 20074, been engaged in the strategic development and delivery of what 
subsequently became the Wider Opportunities Programme in Music at Key Stage Two (referred to 
from now on as WO).  This programme, funded by the Department for Children, Schools and 
Families (DCSF) through its Standards Fund  Music Grant, addresses the government aim that every 
child should have the opportunity to learn to play a musical instrument whilst at primary school. 

Lǘ ƛǎ ƛƴǘŜƴŘŜŘ ǘƘŀǘ ²h ǇǊƻƧŜŎǘǎ ǎƘƻǳƭŘ ǇǊƻǾƛŘŜ ǇǳǇƛƭǎ ǿƛǘƘ Ψŀƴ ŀǳǘƘŜƴǘƛŎ ƛƴǎǘǊǳƳŜƴǘŀƭ ŜȄǇŜǊƛŜƴŎŜΩΣ 
preferably for a whole year.  The WO programme is usually based on large group or whole class 
instrumental lessons, though sometimes WO projects have focussed exclusively on singing. WO 
projects are commonly, but not always, run by specialist instrumental tutors, usually working 
alongside class teachers.  Underpinning the WO programme are two key government targets: 

Nationally, by 2011, over 2 million pupils will have had the opportunity to learn a musical 
instrument for free, for at least one year.5 

By 2011, programmes will be in place that will result in every child having this opportunity during 
their time in primary school. 

In March 2009, the Engine Room, a research unit, based at the University of the Arts London (UAL) 
that specialises in impact assessments of programmes and projects focussed on education and the 
arts, was commissioned by the FMS and Awards for Young Musicians (AYM) and the DCSF to provide 
objective evidence about the impact of the WO programme so that a clear account of its effects and 
achievements could be reported to the key stakeholders involved, good quality practice could be 
highlighted and recommendations made for the future. 

                                                           
 

4
 £3 million pounds was given to all local authorities in 2006 with an additional £23 million devolved to schools 

in 2007. 

5
 This represents over 80% of the total Key Stage 2 school population. 
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Research Objectives 
 
The FMS set the following objectives for the WO programme impact evaluation. The research should 
seek to establish: 

 The milestones of success for WO. 

 The benefit and impact on pupiƭǎΩ ƭƛǾŜǎ ŀƴŘ ƻƴƎƻƛƴƎ ƳǳǎƛŎal experiences, attitudes and 
interests. 

 Models and characteristics of good practice that can be adopted by music services, schools, 
teachers and pupils. 

 Evidence of the extent of facilitation of opportunities for widening participation. 

 Evidence of the quality and value for money of the provisions. 

 Professional development needs and opportunities. 

 Whether there are operational synergies with other music programmes, including the 
national singing initiative Sing Up.6 

 

Research Scope and Methods 
 
The research was conducted by Professor Anne Bamford, the Director, and Paul Glinkowski, the 
Senior Researcher, of the Engine Room at the University of the Arts London (UAL). A research board 
of senior professionals drawn from a range of organisations with an interest in music education was 
established to provide guidance, advice and feedback. The board met four times during the course 
of the research. The FMS provided ongoing logistical support, particularly during the fieldwork phase 
of the research. 

There is widespread acceptance of the value of qualitative data (such as the evidence of personal 
ǘŜǎǘƛƳƻƴȅύΣ ŀǎ ƻǇǇƻǎŜŘ ǘƻ ΨǉǳŀƴǘƛǘŀǘƛǾŜΩ Řŀǘŀ όǘƘƛƴƎǎ ǘƘŀǘ Ŏŀƴ ōŜ more easily counted and measured) 
to understand the impacts arising from educational activity focussed on creativity. A largely 
qualitative research approach was therefore chosen for this study, where the findings are based on 
the evidence provided directly through face-to-face interviews, focus groups and observations 
conducted with individuals and groups who were participating in, or who were affected by, the WO 
programme. This qualitative data was complemented by the online survey which elicited 
quantitative information from a much larger sample of the schools that had participated in WO. 

                                                           
 

6
  Sing Up is a national singing programme for schools. The aim of Sing Up ƛǎ ŦƻǊ ΨǎƛƴƎƛƴƎ ǘƻ ōŜ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ 
ŜǾŜǊȅ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭΩΦ ¢ƘŜ DƻǾŜǊƴƳŜƴǘ Ƙŀǎ ŎƻƳƳƛǘǘŜŘ ϻпл Ƴillion over four years, starting in 2007, to support 
the programme. 
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The methods used for data collection were:  

 Face-to-face interviews with pupils, class teachers, headteachers, school music coordinators, 
specialist music tutors and music service managers.  

 Observation of WO sessions and performances at 54 schools.7 

 A series of eight focus groups which were invited to give feedback on their own experiences 
and perceptions of the WO programme.  

 An online survey that all headteachers and/or music coordinators at schools where the WO 
programme was offered were invited to complete.8  

 
The field research was carried out in eight different local authority areas in England: 

 Bolton 

 Coventry 

 Derbyshire 

 Haringey 

 Newcastle 

 Oxfordshire 

 Sheffield 

 Somerset 

 
The authorities chosen represented the broad range of local authority areas, both geographically 
and demographically. They included shire county, large city and inner city music services from across 
the length and breadth of the country. The music services within the chosen authorities were at 
different stages of development and had different organisational characteristics and modus 
operandi, which, as will later be discussed, influenced their delivery of the WO programme in their 
area. In each of the eight local authority areas, the research team visited between six and eight KS2 
schools. Through a matrix approach it was ensured that a diversity of types and situations of schools 
were covered. Three different types of musical performance involving pupils who had participated in 
WO projects were also attended and observed. 

The research commenced in March 2009 and the data gathering was completed in September 2009. 
In total, 56 schools were visited during the period 21st May to 8th July 2009 and 328 people were 
interviewed9; a further 41 participated in focus groups.10  

                                                           
 

7
  Fifty six schools were visited in total, but at two schools where interviews were conducted it was not 

possible to witness WO related activity on the day of the visit. 
8
  Details of schools with WO programmes were provided by 123 Local Authority music services. No details 

were received from 7 other services and 1 service preferred that their schools were not included as there had 

been a local WO questionnaire a short time before. However, this service kindly provided contact details of 

headteachers who trialled and gave feedback on the survey before it went live to all schools. 

9
  The breakdown of interviewees by stakeholder type is as follows: 156 KS2 pupils (interviewed in 36 small 

groups); 36 class teachers and teaching assistants; 48 headteachers or other senior school managers; 21 school 
ƳǳǎƛŎ ŎƻƻǊŘƛƴŀǘƻǊǎΤ рн ǎǇŜŎƛŀƭƛǎǘ ƳǳǎƛŎ ǘǳǘƻǊǎΣ ƻǊ ŀǎǎƛǎǘŀƴǘǎΣ ǿƻǊƪƛƴƎ ƻƴ ²h ǇǊƻƧŜŎǘǎΤ мр ƳǳǎƛŎ ǎŜǊǾƛŎŜǎΩ 
managers.  
10

  The breakdown of focus group participants was as follows:  5 parents and carers (Bolton); 10 heads of music 
services (during FMS annual conference in Windsor); 5 headteachers (Sheffield); 9 headteachers and music 
ǎŜǊǾƛŎŜǎΩ ǎǘŀŦŦ όbŜǿŎŀǎǘƭŜύΤ ŀƴŘ мн ŀŎŀŘŜƳƛŎǎ ŀƴŘ ŜȄǇŜǊǘǎ ŀǘ ŀ ŦƻŎǳǎ ƎǊƻup in London. 
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The interviewees and focus group participants represented a range of stakeholder perspectives:  

 KS2 pupils 

 parents and carers 

 managers of music 

 class teachers and teaching assistants (TAs) 

 headteachers and other senior managers in KS2 schools 

 specialist music tutors  

 school music coordinators 

 
An internet-based survey was sent to all schools in England that have a WO programme for KS2 
pupils (N=6618) and of the surveys distributed there were 998 surveys fully completed and 356 
partially completed surveys. There were 384 surveys returned (where the email address did not 
work). This gives an overall response rate of 21% (16% fully completed and 5% partially completed. 
The survey was sent to all schools in local authorities participating in the WO programme and 
responses were received from across all parts of England. 
 

Data analysis: the effect and impact tracking matrix (EITM) 
 
There are a number of factors that have been identified through international research in arts 
education (Bamford, 2006) that are consistently associated with high level impact. These can be 
combined to form an ΨŜŦŦŜŎǘ ŀƴŘ impact tracking matrixΩ (EITM) which has been used in this report to 
organise the analysis of the data. Aƴ ΨƛƴŘǳŎǘƛǾŜΩ ŀƴŀƭȅǎƛǎ ς where, rather than being predetermined, 
themes are allowed to emerge from the data ς is widely understood to offer a suitable approach to 
impact evaluation in the field of creative learning. The EITM approach allowed for an inductive 
identification of specific impacts within nine categories of more broadly defined types of impact. 
While these filters provide a useful frame for viewing impact, they should not been seen in isolation, 
as a series of linear categories, but as part of a complex web of interrelationships. In this report the 
matrix method is used to report impact on the pupils, teachers, schools and wider systems affected 
by the WO programme under the following areas: 
 

 Personal impact, such as the development of confidence, aspiration, enjoyment, fun and 
happiness. 

 Social impact, such as the fostering or development of networks, collaborations, 
partnerships and contact webs. 

 Cultural impact, such as changes prompted at an organisational level, changes in external 
perceptions, changes in profile and influence.  

 Educational impact, such as new musical knowledge, musical skills development, conceptual 
development, professional education, education of the broader field or community. 

 Ethical impact, such as addressing social problems or minority issues or audiences, 
promoting changes in attitudes, or contributing to sustainability. 

 Economic impact, such as value for money, changing spending patterns, income generation.  

 Innovation impact, such as talent development, the development of new pedagogic 
techniques, processes or products and the instigation of debates or new discourse.  
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 Catalytic impact, such as flow-on effects, changes in direction, transformations and 
journeys. 

 Negative loss impact described things that had to be sacrificed, or else negative 
consequences of some other kind that arose, as a consequence of WO programme. This 
includes opportunity costs, talent loss, personal loss, unhappiness, loss of enjoyment, loss of 
creativity.  

 
The measurement of the effects of WO included an analysis of the impacts on the individuals 
concerned, including pupils and staff at different stages of their educational and professional 
learning; an analysis of the institutional impact, mainly on schools and on music services; and an 
assessment of the impact of WO at a policy level, on policy development and implementation and 
best practice sharing. In addition to the above, our impact measurement analysis assesses the 
degree to which the stated ƎƻǾŜǊƴƳŜƴǘΩǎ aims and objectives of the WO programme have been 
achieved.  

The analysis also considered and commented on a range of other factors that have consistently been 
found to have been significant indicators of the success of creative programmes within education, 
such as: partnerships formed; flexibility of organisational structures; shared and collaborative 
planning; detailed reflection and evaluation practices; accessibility practices; utilisation of local 
knowledge; opportunities for presentation or performance; levels of risk taking; and planning and 
pathways for sustainability.  

The aim of our analysis is to highlight salient, transferable and overarching themes, not to comment 
on the success or otherwise of particular cases or specific schools, individuals, groups or 
organisations. Actual quotations have been used, wherever possible, to evidence the conclusions 
arrived at. These extended quotations and narratives allow for an authentic insight into all levels of 
the implementation and delivery of WO projects and present a cross section of the views of 
stakeholders. Where contradictions of evidence occur, these embedded anomalies are highlighted 
and the range of opinion is fully represented. 
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Chapter 2 World Benchmarking 

 

2.1 Introduction 
 
For the positive impacts of arts education to become apparent, children must experience high 
quality arts education. The results from the global study of arts education suggest that in around ¼ 
ƻŦ ŀƭƭ ƛƴǎǘŀƴŎŜ ƻŦ ŀǊǘǎ ŜŘǳŎŀǘƛƻƴΣ ǘƘŜ ǉǳŀƭƛǘȅ ƛǎ ǎƻ ƭƻǿ ŀǎ ǘƻ ƴŜƎŀǘƛǾŜƭȅ ŜŦŦŜŎǘ ŀ ŎƘƛƭŘΩǎ ŀǊǘƛstic and 
creative development11. This chapter outlines the basic components that together form high quality 
music education programmes. 
 

2.2 World standards: Defining the alpha of quality arts education 
 
Art education - like health - is not a mono-causal phenomenon but one which hinges on many 
variables pointing in the same direction. Related to music education, we know that quality 
programmes have a number of measurable characteristics in common, such as inclusion of 
partnerships, performances and approaches to learning but equally they depend on attitudes of risk 
taking, collaboration, sharing and other abstract constructs. These together form the baseline alpha 
that needs to be considered prior to the measurement of impact. 
 

2.3 The nature of quality 
 
'Quality' here is being defined as those music provisions that are of recognised high value and worth 
in terms of the skills, attitudes and performance engendered. In the case of music education, quality 
is considered to exist as something that may include achievements (i.e. quality outputs), but goes 
beyond this to consider learning journeys, pathways, partnerships and recognition.  

These generic quality indicators are: 

 Active partnerships between schools and arts organizations and between teachers, artists 
and the community 

 Shared responsibility for planning, implementation and assessment and evaluation 

 Opportunities for public performance, exhibition and/or presentation 

 A combination of development within the specific art forms (education in music) with artistic 
and creative approaches to learning (education through music) 

 Provision for critical reflection, problem solving and risk taking 

 Emphasis on collaboration 

 Flexible school structures and permeable boundaries between schools and the community 

 Accessibility to all children 

 5ŜǘŀƛƭŜŘ ǎǘǊŀǘŜƎƛŜǎ ŦƻǊ ŀǎǎŜǎǎƛƴƎ ŀƴŘ ǊŜǇƻǊǘƛƴƎ ƻƴ ŎƘƛƭŘǊŜƴΩǎ ƭŜŀǊƴƛƴƎΣ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ 
development 

 Ongoing professional learning for teachers, artists and the community 

                                                           
 

11
 Bamford, A (2006) The Wow Factor: Global research compendium on the impact of arts in education. ²ŀȄƳŀƴƴΣ aǼnchen. 
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1 1.5 2 2.5 3 3.5 4 4.5 5

Experience of music

Personal e.g. enjoyment, self esteem, confidence

Whole child development

Creativity development

Intrinsic value of music

Musical skill development

Social e.g. cooperation, collaboration

Musical knowledge development

Cultural e.g. English culture, heritage, multicultural

Numeracy goals e.g. improved test scores

Literacy goals e.g. improved test scores

Average Importance (1 least important; 5 most important)

2.4 Aims 
 

ü There is a diversity of espoused aims that are enacted in the classroom 

ü There is a difference of opinions as to whether WO is aimed at instrument learning or 
whether WO is aimed at learning music through the instrument 

 

While the stated aims of the WO programme are quite clear, in practice these are interpreted in a 
number of ways. The focus groups and field research revealed quite different opinions as to the 
purpose and intent of the programme. While there was a broad range of views on the continuum of 
aims, at one end, some music teachers were very clear that their purpose was to teach the children 
ǘƘŜ ƛƴǎǘǊǳƳŜƴǘ ŀƴŘ ŜƴǎǳǊŜ ǘŜŎƘƴƛŎŀƭ ŎƻƳǇŜǘŜƴŎŜ ŀƴŘ ǘƘŀǘ ǘƘŜ ŎƘƛƭŘǊŜƴ ǿŜǊŜ ƴƻǘ ΨƭŜŀǊƴƛƴƎ ōŀŘ 
ƭŜǎǎƻƴǎΩΦ hƴ ǘƘŜ ƻǘƘŜǊ ŜƴŘΣ ƻǘƘers saw the instrument (and voice) as almost incidental, with the 
main focus being on exposure, enjoyment and participation. As one quote from an official within the 
ƴŀǘƛƻƴŀƭ ƳǳǎƛŎ ŦƛŜƭŘ ǎŀƛŘΥ άThere are 150 ways of working, because there are 150 music services and 
they are all differently funded. Difference is very deeply rooted indeed.έ 

As can be seen from Figure 2.4.1, intrinsic goals seem to be the most important (according to the 
survey respondents), especially creativity, whole child development, personal impacts, and the 
experience of music. Musical skill and knowledge were rated less highly while least important 
seemed to be more utilitarian matters such as literacy and numeracy development. 
 

Figure 2.4.1 ς The importance of various aims for WO music in KS2 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
  N=969 
 
 
There were those people who believed WO was education in the instrument (or voice) while others 
felt it was definitely musical education through the instrument or voice, as these quotes from key 
stakeholders and experts focus group suggest:  

That is one of the problems that we all have going across the country. Wider Ops have grown 
ǳǇ ƛƴ ŘƛŦŦŜǊŜƴǘ ǿŀȅǎΦ ²Ŝ ŀƭƭ ƪƴƻǿ ǘƘŀǘΦ LǘΩǎ ƻƴŜ ƻŦ ǘƘŜ ǇǊƻōƭŜƳǎ ǿƛǘƘ the CPD programme but 
L ǘƘƛƴƪ ǘƘŀǘ ǘƘŜ 5/{C ƛǎ ǾŜǊȅ ǎƭƻǿ ŀōƻǳǘ ŜǎǘŀōƭƛǎƘƛƴƎ ǿƘŀǘ ΨWider OpsΩ ƛǎΦ ¢ƘŜȅ ŀǊŜ ǾŜǊȅ 
ǊŜƭǳŎǘŀƴǘ ǘƻ ŀŎǘǳŀƭƭȅ ŜǎǘŀōƭƛǎƘ ƛǘǎ ŀǎǇƛǊŀǘƛƻƴǎΦ LŦ ǿŜ ƭƻƻƪ ŀǘ ǿƘŀǘ ǘƘŜȅ ŀǊŜ ǎŀȅƛƴƎΣ ƛǘΩǎ Ǝƻǘ ǘƻ ōŜ 
ŀ ȅŜŀǊΧ ƴƻǿ ²h ƛǎ ƳǳŎƘ ŎƭƻǎŜǊ ǘƻ ǘŜŀŎƘƛƴƎ ƳǳǎƛŎ than instrumental teaching. They say the 
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instrument is ǘƘŜ ƳŜŘƛǳƳ ōǳǘ ƛǘΩǎ ƴƻǘ ȅƻǳ ƪƴƻǿΦΦΦ ƛǘΩǎ ƴƻǘ ǘƘŜ ǎŀƳŜΦ L ŘƻƴΩǘ ƪƴƻǿ Ƙƻǿ ƛǘ ǿƛƭƭ 
work. We do have a model that does take us someway there. 

The Wider Ops lesson is probably taught where a third would be non-instrumental in some 
ǿŀȅΦ ¢ƘŜȅ ǇǊƻōŀōƭȅ ŘƻƴΩǘ ǳǎŜ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘΦ  

With an hour you play 25% of the time. I had to wait 5 weeks for the instruments and they 
ǿŜǊŜ ǘƘŜ ōŜǎǘ р ǿŜŜƪǎΦ LΩƳ ƴƻǘ ǘŜŀŎƘƛƴƎ ŎƘƛƭŘǊŜƴ Ƙƻǿ ǘƻ Ǉƭŀȅ ŀƴ ƛƴǎǘǊǳƳŜƴǘΣ ǘƘŀǘΩǎ ƴƻǘ ǿƘȅ 
LΩƳ there. 

5ƻ ǿŜ ƪƴƻǿ ǿƘŀǘ ǿŜ ǿŀƴǘ ŦǊƻƳ ƳǳǎƛŎ ŜŘǳŎŀǘƛƻƴ ƛƴ ǘƘƛǎ ŎƻǳƴǘǊȅΚ .ŜŎŀǳǎŜ L ŘƻƴΩǘ ǘƘƛƴƪ ǿŜ 
ŘƻΦ L ǘƘƛƴƪ L ƘŀǾŜ ǎƻƳŜ ƛŘŜŀΦ ²Ŝ ǿƻǳƭŘƴΩǘ ōŜ ƘŀǾƛƴƎ ǘƘƛǎ ŎƻƴǾŜǊǎŀǘƛƻƴ ŀōƻǳǘ aŀǘƘǎΣ {ŎƛŜƴŎŜ 
etc. We have a constant battle about what and why and what it is we want to achieve. I was 
disappointed when something called vocal Wider Ops came out; I thought the national 
curriculum was supposed to give the children the opportunity to sing. 

 
This difference of opinion caused some tension within the management of the programme, but in 
practice it could merely indicate the manner in which the local level providers adapted the 
programme to their own values and the needs of the community. The following is a summary of the 
aims espoused by the practitioners: 

 Refining and developing music in the schools

 Have an opportunity to play an instrument

 Educating the whole child

 Giving children the chance to shine through the music programme 

 Music is for everybody and can be part of their lives 

 Providing that opportunity for children who would not have the chance to learn an 
instrument 

A focus group of experts was also asked to nominate the aims of WO and they too differed on the 
nature of these: 
 

 Teaching music through the instrument 

 LǘΩǎ ŀōǎƻlutely not teaching instruments 

 One of my priƳŜ ŎƻƴŎŜǊƴǎ ƛǎ ǘƘŀǘ ȅƻǳ ǿƻƴΩǘ ƎŜǘ ǘƘŜ ǎŀƳŜ ŀƴǎǿŜǊ ƛŦ ȅƻǳ Ǝƻ ǊƻǳƴŘ ŀƭƭ ǘƘŜ 
music services 

 Every child at primary school should have the opportunity to learn an instrument. A pledge 
by the government to enable every child to have a wider understanding of music 

 The principles which are access, integration, inclusion, co-operation. I think they are strong 
principles 

 Getting good music teaching going in primary schools 

 LŦ ƛǘΩǎ ŀōƻǳǘ ǘŜŀŎƘƛƴƎ ƳǳǎƛŎ ƛǘ Ƙŀǎ ǘƻ ōŜ ŀ ƳǳǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ǘƘŜǊŜŦƻǊŜ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘ 
has to come into it 

 Best practice is small instruments, and also the history and pedagogy going back ǘƻ ǘƘŜ тлΩǎ 
about how to do it 

 What it means to be a musician. If we lose this opportunity it will be lost forever 

 LǘΩǎ ŀōƻǳǘ ŀŎŎŜǎǎ ŀƴŘ ǿƛŘŜƴƛƴƎ ŀŎŎŜǎǎ ǘƻ a musical experience, a positive experience starting 
with children; also the cultural access has repercussion across the community 

 An instrument can enhance their experience taught in the right way 

 Partnerships are very important and valuable 

 A more sophisticated relationship with music 



23 

 

 ItΩs part of the agenda that every child matters. And giving the child the opportunity to play 
an instrument 

 Engagement in an inspirational musical experience and Wider Ops should be part of their 
musical experience 

 
Some practitionŜǊǎ ŘƛŘ ƴƻǘ ƭƛƪŜ ǘƘŜ ǘƛǘƭŜ ƻŦ Ψ²ƛŘŜǊ hǇǇƻǊǘǳƴƛǘƛŜǎΩ ŀǊƎǳƛƴƎ that this took away the 
focus from the instrument and the musical aims of the progrŀƳƳŜΥ ά²Ŝ ŘƻƴΩǘ ƭƛƪŜ ǘƘŜ ǘƛǘƭŜ Ψ²ƛŘŜǊ 
hǇǎΩΦ Lǘ ǘŀƪŜǎ ǘƘŜ ΨƭŜŀǊƴƛƴƎ ŀƴ ƛƴǎǘǊǳƳŜƴǘΩ ƻǳǘ ƻŦ ǘƘŜ ŜǉǳŀǘƛƻƴέΦ  
 
hǘƘŜǊǎ ŦŜƭǘ ǘƘŀǘ ǘƘŜ ŀƛƳǎ ƻŦ ǘƘŜ ǇǊƻƎǊŀƳƳŜ ǿŜǊŜ ǘƻƻ ƴŀǊǊƻǿΥ ά! ƭƻǘ ƻŦ ƎŜƴǊŜǎ ƻŦ ƳǳǎƛŎ ŀǊŜ 
neglected. We have turned into an anti-ŎǳƭǘǳǊŀƭ ŎƻǳƴǘǊȅΦέ  
 
The contrast between these aims was exemplified in this comment from a school head teacher: 
 

Which is more important? Wider Ops or the individual? Natural talent ς we prefer to fund 
individuals. (In WO) there may be children in there that will never be brilliant at music. Waste 
is the wrong word. But, Wider Ops is more important because there were chances to learn an 
instrument. If I have to pay for Wider OpsΣ ǘƘŜƴ L ŘƻƴΩǘ ƪƴƻǿΦ 

 
Between music services there were also differences in the connection between the aims of WO and 
the aims of the broader music education in the school. In some schools, the WO programme served 
as a proxy for curriculum music while in other examples, WO was quite separate and additional to 
the general music curriculum in the school. At other times, the local music service might also provide 
additional services to the school, including delivery of some - or all - of the music curriculum, 
ŀŘŘƛǘƛƻƴŀƭ ǇǊƛǾŀǘŜ ƻǊ ǎƳŀƭƭ ƎǊƻǳǇ ŎƭŀǎǎŜǎ ŀƴŘ ŎƘƻƛǊ ƻǊ ōŀƴŘ ǘǳƛǘƛƻƴΦ CƻǊ ŜȄŀƳǇƭŜΤ άLƴ ǘƘƛǎ ǎŎƘƻƻƭΣ the 
music service teaches the music curriculum and school ŎƘƻƛǊΦέ  

Other schools have continued the WO programme, but appear to be less clear about the aims of the 
ǇǊƻƎǊŀƳƳŜΥ ά²Ŝ ƘŀǾŜ ōƻǳƎƘǘ ƛƴǘƻ ŀ ǎŜŎƻƴŘ ȅŜŀǊ ƻŦ ƛƴǎǘǊǳƳŜƴǘŀƭ ƭŜǎǎƻƴǎΦ .ǳǘ ƛǘ ǿŀǎ ƴƻǘ ƻǳǊ 
ŘŜŎƛǎƛƻƴΦ ²Ŝ ƘŀǾŜ ǘƻ ǘŀƪŜ ǿƘŀǘ ǘƘŜ ƳǳǎƛŎ ǎŎƘƻƻƭ ƻŦŦŜǊŜŘΦέ 

Also expressed by some schools was a sense that the WO programme might be meeting an aim that 
ƛǎ ƳƻǊŜ ōǊƻŀŘƭȅ ƳƛǎǎƛƴƎ ƛƴ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ǎŜǊǾƛƴƎ ǘƻ ΨǊŜ-ōŀƭŀƴŎŜΩ ŀƴ ƻǾŜǊ-emphasis in the school on 
numeracy and literacy and standards testing: 
 

We neglect the thiƴƎǎ ƛƴ ǎŎƘƻƻƭ ǘƘŀǘ ŘƻƴΩǘ ƘŀǾŜ ǘŜǎǘǎ ƻǊ ƭŜŀƎǳŜ ǘŀōƭŜǎ. You have to fight hard 
against the aggressive blanket of maths and English. (Headteacher) 
 
The SATS have a negative effect on music and the arts. We have just been flogging the 
children. There is a negative effect on everyone. (Headteacher) 
 

For other schools, the WO programme led to the generation of additional musical activities that 
extended beyond the initial stated aims of the WO programme, but directly or indirectly emerged 
from this offer:  
 

άMusic has not been our priority ς Now we want to put lots more into the arts. Broaden it out 
ŀ ōƛǘΦ ²Ŝ ƴƻǿ Ǌǳƴ ƳǳǎƛŎ Ŏƭǳōǎ ŜǾŜǊȅ ƭǳƴŎƘǘƛƳŜ ŦƻǊ ŎƘƛƭŘǊŜƴ ǿƛǘƘ ǘŀƭŜƴǘΦέ 
 

Of the schools surveyed (n=971), 81% had been involved with the WO programme for between 1 to 
3 years. Only 9% of schools had been involved for 12 months or less, and similar percent (10%) of 
schools had been involved in WO for 4 or more years. Only slightly more than one quarter (26%) of 
survey responders described their schoolsΩ KS2 curriculum as being strongly focussed on the arts, 
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while 65% described it as moderately focussed on the arts. Only 9% of the responders described 
their curriculum as not focussed on the arts.  

Figure 2.4.2 indicates that Year Four and Year Five were the most popular age group to select to 
participate in a WO programme. Strings, woodwind and singing were generally popular at all age 
levels, with brass and percussion also being popular. Interestingly, guitar, keyboards and music 
technology that were most popular instrument choice amongst the children interviewed but were 
the least likely to be the WO instrument taught at all age levels. 
 

Figure 2.4.2 - Which year groups participated in the WO in Music programme 

and in which activities they participate 

N=998 (Number of survey responses received. NB categories are not mutually exclusive so a single 
respondent can have multiple instruments and multiple year level WO groups). 

2.5 Finance 
 
ü The financial arrangements vary considerably from one area to the next; one music service 

to the next; and, one school to the next. 

ü It is argued that funding patterns are not always equitable and transparent. 
 
The financial arrangements for WO vary considerably from one area to the next. Given this wide 
range of possible options, it is difficult to make a summary of the approaches adopted.  

The finance arrangements range from being 100% funded through the music services and free to the 
ǇǳǇƛƭǎ ŀƴŘ ǎŎƘƻƻƭǎΣ ǘƻ ōŜƛƴƎ ŦǳƴŘŜŘ ŀƭƳƻǎǘ млл҈ ōȅ ǘƘŜ ǎŎƘƻƻƭǎ ǿƛǘƘ ǘŜŀŎƘƛƴƎ ΨōƻǳƎƘǘ ƛƴΩ ŦǊƻƳ ǘƘŜ 
music services.  

In principle, policy guidance states that WO should always be free to the children, but once again in 
practice, this can vary from being completely free, through to a voluntary contribution, and through 
to a partial payment.  

The cost varies considerably from one service to the next, but aligned to this variation in cost, there 
is frequently considerable variation in what the school receives for its contribution:  
 
άThe music service also runs after school ensembles and fun days (one each term) ς orchestras, 
ŜƴǎŜƳōƭŜǎΦέ  

 

 The WO programme received can range from full class to small group tuition 
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 It may have one, two or more music teachers and/or assistants 

 It may include free instruments or the school may have to buy or hire the instruments 

 The pupils may get 40 minutes or up to 2 hours  
 
The majority (75%) of schools have between 15 and 34 pupils per visiting music tutor in a WO 
session. As can be seen in Figure 2.5.1, a small but significant percent of schools have more than 40 
pupils per tutor in a session.  
 

Figure 2.5.1 - The average number of pupils per visiting music tutor in a WO 

session 

 
N= 979 
Note: Total adds to more than 100% due to statistical rounding 

Figure 2.5.2 - 5ǳǊŀǘƛƻƴǎ ƻŦ ǎŎƘƻƻƭǎΩ ²h ǇǊƻƎǊŀƳƳŜ 

 N=976 
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Figure 2.5.3 - Average time per week, over the year as a whole, a pupil 

spends in WO music 

 
N= 977 
 
As can be seen from tables 2.5.2 and 2.5.3, the majority of schools have between 45-60 minutes per 
week across the school ȅŜŀǊΣ ǎƻ ǘƘƛǎ ŎƻǳƭŘ ōŜ ŎƻƴǎƛŘŜǊŜŘ ǘƻ ōŜ ǘƘŜ ΨǘȅǇƛŎŀƭΩ ǇŀǘǘŜǊƴ ƻŦ ŜƴƎŀƎŜƳŜƴǘΣ 
but as can also be seen by the graphs, considerable variation exists across all the possibilities. With 
all these combinations and variables possible, it is only realistic to present some examples by way of 
an indicative sketch of the financial arrangements in place.  The range of the cost is shown in just the 
following few examples from schools and music services: 
 

Out of the school budget we spend £6,000 per year for musical commitment. 

33 schools out of 52 have brought into the process and are involved. The financial split is 
between the government and between schools. A local charity pays for instrument hire each 
year (£1,000). It costs £1,000 per class per year. It will be £1,250 next year (and because of 
the increase, 2 schools have withdrawn). 
 
Any child on income support is entitled to free provision (providing they remain eligible). 
Anybody doing GCSE and A levels gets free support to continue music. 
 
The cost per year is £4,000, for lessons twice a week (or £2,000 per class per year). There are 
foundations we can apply to for help (with the cost of music lessons) such as the X 
CƻǳƴŘŀǘƛƻƴΦ .ǳǘ ǿŜ ƴŜŜŘ ǘƻ ōƛŘ ŜǾŜǊȅ ȅŜŀǊΦ ¢ƘŜȅ ŘƻƴΩǘ ŎƻƳƳƛǘ ǘƻ о ȅŜŀǊǎΦ ¸ŜŀǊ п ƘŀǾŜ ŀ 
fantastic time ς where does that leave year 5. 
 
As a school we have made a financial commitment ς continue in strings. We are keen for it to 
be whole class. That would be about £1,500 per year for two classes. We are considering 
asking parents for a contribution ς a voluntary contribution. 
 
£3,546 per year cost of widening ops but the schools pay just £500 per school. 
 
Each school makes £3,000 contribution from the school funds. 
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We ŀǎƪ ŦƻǊ ŀ άǾoƭǳƴǘŀǊȅ ŎƻƴǘǊƛōǳǘƛƻƴέ ōǳǘ ƻƴƭȅ оς4% [of families] pay. We get an additional 
£1,200 from production receipts. 
 
In a small rural school, a school head teacher is happily learning to play a brass instrument 
alongside the pupils in a Wider Ops ŎƭŀǎǎΦ  άL ƭƻƻƪ ŦƻǊǿŀǊŘ ǘƻ ƛǘΦέ ¢ƘŜ Ŏƻǎǘ ǘƻ ǘƘŜ ǎŎƘƻƻƭ ƛǎ 
£1,000 for the year ς άƳƻƴŜȅ ǿŜƭƭ ǎǇŜƴǘέΦ 

 
Generally, though, the overwhelming view was that the WO programme offered good value for 
money, as these comments suggest: 
 

Even if money is tight you have to look at value for money. Value for money ς I do believe the 
level of funding means WO is fantastic value for money. 
 
Wider Ops is better value for money than a dancer for one week. 

Figure 2.5.4 ς Access to additional 

individual or small group instrumental or 

vocal tuition in school, for which a charge 

is made 

Figure 2.5.5 ς If Yes, is there a 

subsidy to the charges to 

parents from any of the 

following? 

  
N=986        N=590 
 
!ǎ ƛǎ ŜǾƛŘŜƴŎŜŘ ƛƴ CƛƎǳǊŜ нΦрΦпΣ тр҈ ƻŦ ǎŎƘƻƻƭǎ ƻŦŦŜǊ ŀŘŘƛǘƛƻƴŀƭ ƛƴǎǘǊǳƳŜƴǘŀƭ ƻŦŦŜǊǎ ǘƻ ΨǘƻǇ-ǳǇΩ ƻǊ 
support the WO programme. In this way it could be argued that the WO initiative leads to 
considerable leverage of additional musical activity that may not exist if the WO funding were to be 
removed. Of the schools having additional programmes, music services are directly contributing to 
48% of that additional activity, but significantly, the school budget is also being used in 40% of cases 
(Figure 2.5.5). 
 
A minority of schools (presumably a subset of the 40% adding money to music from the schoolΩǎ 
budget) ŦŜƭǘ ǘƘŜ Ŏƻǎǘ ǘƻ ǎŎƘƻƻƭǎ ǿŀǎ ǘƻƻ ƘƛƎƘΥ άaǳǎƛŎ ƭŜǎǎƻƴǎ ǳsed to be free here in XΦ слΩǎΣ тлΩǎ up 
ǳƴǘƛƭ флΩǎΦέ .ǳǘ Ƴƻǎǘ ƻŦ ǘƘŜ ǊŜǎǇƻƴŘŜƴǘǎ ŦŜƭǘ ǘƘŀǘ ƳŀƪƛƴƎ ǘƘŜ schools and even parents pay a small 
amount meant that the programme was valued more: 
 

I think it is always important to charge at least something so that schools value it. 

School 
budget, 

40%
LA 

through 
your 
music 

service, 
48%

Other, 
12%
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I went to charities to get funding for some poor children to continue music. 
 

Everything here needs to be as cheap as possible. But it is not always money but the attitude 
of the parents. 

 
It is worthwhile noting though, that this diversity of possible financial arrangements has caused 
some consternation within the WO community:  
 

άLǘ ƛǎ ƴƻǘ ŀ ŦŀƛǊ ƻǊ ƻǇŜƴ ǎȅǎǘŜƳΦέ 
 
There is questioning of whether the financing of WO has been equitable with some services 
ǎŜŜƳƛƴƎƭȅ ǊŜŎŜƛǾƛƴƎ ƳǳŎƘ ƳƻǊŜ ǘƘŀƴ ƻǘƘŜǊǎΦ !ƭǎƻ ǘƘŜ ΨǊƛŎƘŜǊΩ ²h ǇǊƻƎǊŀƳƳŜǎ ǘŜƴŘ ǘƻ ōŜ ŀōƭŜ ǘƻ 
provide better pay and conditions for teaching staff, leading to a talent drain of staff from the poorer 
services.  
 

This music service is the fifth worst funded in the country. The Standards Fund is not evenly 
distributed. For example, there is a big difference in the funding between X and Y. As a result, 
ǿŜ ŎŀƴΩǘ ƻŦŦŜǊ ŀ ǇŜǊmanent contract and all our music teachers are paid only on an hourly 
contract. 

 
¢ƘŜ ǎȅǎǘŜƳ ƛǎ ŀƴǘƛǉǳŀǘŜŘ ŀƴŘ ǳƴŦŀƛǊΦ {ŀƳŜ Ǉŀȅ ǇŜǊ ƘƻǳǊΣ ŘƻƴΩǘ Ǉŀȅ ƘƻƭƛŘŀȅǎΦ ¢ƘŜǊŜ ƛǎ ƴƻ 
parity between areas. I can be doing the same job and if I get a PGCE (Post Graduate 
Certificate in Education), I earn 15K more per year ς L ŎƻƳŜ ŦǊƻƳ ŀ ǊŜŀƭ ǿƻǊƭŘΦ L ŘƻƴΩǘ ƘŀǾŜ ŀ 
qualification to my name. Qualification is not relevant. There is a 5 tier structure (2 not 
ǉǳŀƭƛŦƛŜŘΦύ L ŘƻƴΩǘ ƘŀǾŜ ŀ ŘŜƎǊŜŜ ƻǊ ŀ tD/EΦ ²Ŝ ŎŀƴΩǘ Řƻ ŀ tD/E. I have been teaching 10 
years. I had an Ofsted as outstanding. I was observed again as outstanding. Bolton Music 
Service has treated me well. What my beef is with the national system. There is a course 
ƻŦŦŜǊŜŘ ƛƴ !ƳōƭŜǎƛŘŜ άŘŜƎǊŜŜ ƻǊ ŜǉǳƛǾŀƭŜƴǘΦέ ²Ƙŀǘ ƛǎ ŜǉǳƛǾŀƭent? Only having A levels and 
going straight to Music College. I have been around the world and played at the highest 
ƭŜǾŜƭΦ L ǎƘƻǳƭŘ ōŜ ŀōƭŜ ǘƻ Ǝƻ ǘƘǊƻǳƎƘ ŀ ƳƻŘŜǊŀǘƛƻƴ ǇǊƻŎŜǎǎΦ L ŘƻƴΩǘ ƘŀǾŜ ǉǳŀƭƛŦƛŎŀǘƛƻƴǎ ς a bit 
of paper ς but I can do the job and I am tŜŀŎƘƛƴƎ ǿŜƭƭΦ L ŘƻƴΩǘ ƘŀǾŜ ŀ ŘŜƎǊŜŜ ς I have a 
performance diploma. 

 
Some headteachers were also confused by the funding and unsure of what their budgetary 
commitments to the programme were for each year.  

On the positive side, it could be argued that the different financial arrangements enabled some 
services to be more responsive and to design programmes in a flexible manner to meet the needs 
and budgets of individual schools. There was anecdotal evidence to suggest that even within a 
service some schools might receive more favourable funding because their interest in the 
programme or pupil need was greater. Also it would appear that some discretionary funding could 
be allocated where a particular pocket of talent or interest had emerged. There was also evidence of 
schools effectively working across several programmes including Sing Up, Musical Futures (as a 
progression pathway), Creative Partnerships and Find Your Talent. Additionally, some schools were 
able to access local funds available through special pǊƻǾƛǎƛƻƴǎΣ ŦƻǳƴŘŀǘƛƻƴǎ ŀƴŘ ƎǊŀƴǘǎ ǘƻ ΨǘƻǇ-ǳǇΩ 
and supplement the WO programme. 
 

2.6 Progression 
 
ü Definitions of progression differ from one setting to the next, making accurate 

measurement of progression rates difficult 
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ü There is a general consensus view that the continuation rate of 50% continuing into the 
second year is challenging, especially in areas of greater deprivation 

ü In qualitative interviews, a smaller but significant number of pupils reported that they did 
not like music if it moved from being whole class to small group or individual, feeling that 
it suddenly became too serious or pressured 

ü Better progression pathways of instrumental learning need to be forged between primary 
and secondary schools 

The question of continuation and progression is a complex one, and, like finance, the views of 
schools and music services on what constitutes progression vary considerably. The initial intention 
was that ŀƭƭ ǇǳǇƛƭǎ ǿƻǳƭŘ ōŜ ŀōƭŜ ǘƻ ƳŀƪŜ Ψŀƴ ƛƴŦƻǊƳŜŘ ŎƘƻƛŎŜ ŀƴŘ ǘƻ ƎŜƴǳƛƴely decide if they wish 
ǘƻ ŎƻƴǘƛƴǳŜ ǘƻ ƭŜŀǊƴ ŀ ƳǳǎƛŎŀƭ ƛƴǎǘǊǳƳŜƴǘΦΩ Lǘ ǿŀǎ ŜȄǇŜŎǘŜŘ ǘƘŀǘ 50% of children would choose to 
continue to learn a musical instrument or should express a desire to continue after the completion 
of one year of WO instruction. Some schools have made a strategic, long-term commitment to 
ongoing instrumental music and have supplemented the WO budget with considerable funds from 
the school budget to ensure some universal instrumental learning continuity, especially in the 
primary years, as the following examples demonstrate: 
 

Year three learn recorder and will continue on next year. The music service has a menu of 
offers and instruments come from the music service.  

We have a long term plan to have a band. We are working with the adjoining school. 
 
I worry about sustainability over the year, but we have a vision forward - 35% go on into the 
ǎŜŎƻƴŘ ȅŜŀǊ ǘƻ ŀƴ άŜƴƘŀƴŎŜŘ ƳǳǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜΦέ ²Ŝ ŀǊŜ ōǳƛƭŘƛƴƎ ŀ ŎǳƭǘǳǊŜ ƻŦ ŎƘŀƴƎŜ ς new 
ways to work in the future. Quality is really important.  
We (from the school budget) have put a lot of investment into music. We have bought ethnic 
instruments (spent several £1,000s). There are class sets of instruments plus a music room. 
We would have done the creative curriculum anyway. Music is often a hook into the lesson. 
Music is on the school improvement plan.  
 

Other schools have opted not to ŎƻƴǘƛƴǳŜ ǿƛǘƘ ŀ ΨǳƴƛǾŜǊǎŀƭΩ ƛƴǎǘǊǳƳŜƴǘŀƭ ƻŦŦŜǊΣ ōǳǘ ǘƻ ŜƴǎǳǊŜ 
children with a talent or interest are able to continue, as typified in these examples: 
 

Recorders and clarinets are offered to year five. The school pays in year six for the ones 
(children) who show a slight talent to progress. 

 
In some schools, there is a sense of low level of support from the parents and children for the offer 
to continue. It is difficult to determine if the low level of interest is the result of a lack of interest 
from the school or whether the lack of interest from the school is a result of low levels of interest 
from parents and the pupils. 
 

The instruments are not taken home. In our school there are no private lessons. 
 
We do not send instruments home. 
 

Particular schools felt that it was other strategies and offers in the school that were more conducive 
to continuation and that these were not directly connected with WO. This poses a measurement 
challenge, as quantitative figures may suggest these ongoing musical experiences were in some way 
the result of the WO programme, whereas qualitative interviews suggest that this is not always the 
case. 
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90% of class are in choir, but this was nothing to do with Wider Ops. 
 
Other schools have opted for progression models that favour informal provisions. These are harder 
ǘƻ ŀŎŎƻǳƴǘ ŦƻǊ ŀǎ ǘƘŜȅ Ƴŀȅ ƴƻǘ ōŜ ǊŜŎƻǊŘŜŘ ŀǎ ōŜƛƴƎ ΨŎƻƴǘƛƴǳŀǘƛƻƴΩ ƛƴ ǘŜǊƳǎ ƻŦ music services, but 
could be considered as the school and pupils making an ongoing commitment to develop an interest 
in music. 
 

Children do talent show at lunchtime. We find the lunchtime clubs tend to continue more and 
are a better way (than WO) to catch the children. 

 
Very few children in our school learn an instrument. There are 6 children (in Year 6) learning 
drumming; 3 children learning guitar. One child in the school is learning guitar outside 
ǎŎƘƻƻƭΦ ¢ƘŜ ŎƘƛƭŘǊŜƴ ǎǘŀǊǘŜŘ ŀ άƧŀƳƳƛƴƎ ƎǊƻǳǇέ ŀǘ ƭǳƴŎƘǘƛƳŜ ǿƛǘƘ ŘǊums and guitars and 
70% of year 6 children are in choir. 

 
Both schools and music services expressed the view that the proposed wish to continue rate of 50% 
was challenging, especially in areas where there has not been a pre-existing culture of learning a 
musical instrument. The view in these areas is that WO has been successful, but - even given this 
success - they doubt that there will be adequate community support to make a large scale difference 
in terms of musical progression. 
 

L ŘƻƴΩǘ ǘƘƛƴƪ ²ƛŘŜǊ hǇǎ are really helping the continuation rate. It is still about the same 3 or 
4 continuing.  
 
I am concerned about progression and transition. This can be a barrier. We have good 
instruments. We feel supported by the music service. But individual lessons are still very 
expensive. It has been a huge success really. 
 
We are trying to roll it out to all schools but in a lot of schools there is nothing going on. 
(Music service) 
 
Only around 12% go into the second year, even though this has been incentivised with 
continuation funding so it only costs £600 per year per school. (Music service) 

 
Figure 2.6.1 indicates that while there are a large number of schools who stated they did not know 
what percentage of children wished to continue learning an instrument, the general level of 
expressions of interest to continue are much lower than the 50% progression rate as an aspiration of 
the WO policy. This may in part be because the views of schools and music services on what 
constitutes progression vary considerably. The survey indicates that a more realistic continuation 
rate would be between 10-30% based on current predictions.  
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Figure 2.6.1 - Percentage of KS2 children who express an interest in 

continuing to learn an instrument beyond the first year of WO 

 
N=998 
 
The survey further indicates that in those schools that responded only 21% of schools achieved more 
than 50% actual continuation rate, compared to 79% not ŀŎƘƛŜǾƛƴƎ ǘƘŜ ΨƳƻǊŜ ǘƘŀƴ рл҈ ǇǊƻƎǊŜǎǎƛƻƴΩ 
rate. 
 

Figure 2.6.2 - Approximate percentage of KS2 children who actually continue 

beyond the first year 

 
N=743 

There are a few significant points to note in these figures. Firstly, actual take-up was in all cases 
lower than predicted. Secondly, in 37% of schools (over a third of all schools) take-up rates were less 
than 10% of children, with 5% of schools reporting no take-up at all. More research needs to be 
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conducted in the third of schools with very low take-up rates as the overall sustainability of the 
programme would be difficult to maintain with more than one third of schools having less than 10% 
take-up. While this research has highlighted a number of factors (see Figure 2.6.3) that influence 
progression (including relevance, enjoyment, quality and cost) a more detailed analysis of this with 
remediation would be needed if the 50% progression target was to be reached. 
 

Figure 2.6.3 ς Main reasons why pupils may wish not to continue 

 
N=998 
Note: Total adds to more than 100% as respondents can choose multiple options 

Figure 2.6.3 highlights that the major factors influencing non-continuation are overwhelmingly the 
personal preference (choice) of the pupils and the introduction of charges. Once again, more detail 
needs to be gained about why pupils who enjoyed the experience do not want to continue. 
Indications from the interviews tend to suggest that pupils (comparatively) tend to enjoy music 
compared to other in-school activities, but do not rate music as highly compared to other out-of-
school activities (such as sport) so, if continuation occurs in out-of-school time, this could in some 
way account for this drop off. Also pupils complained about a lack of choice and pupil involvement in 
decision making within music and this could also explain the figures in 2.6.3, as the pupils enjoyed 
the WO music experience but did not feel any sense of ownership of the experience (especially in 
terms of choice of instrument and choice of music).  

A statistic of concern is the almost one fifth (18%) of pupils who have not enjoyed the experience 
and the 13% of pupils who may or may not have enjoyed the WO experience they had, but wish they 
could have done a different instrument. Clearly cost factors are very important too. 

Ensuring that the progression from whole class to smaller group follow-on music lessons and 
opportunities is phased, not a seismic jump. 
 

In my first year doing WO I did very little formal notation. They were playing lots of funky 
tunes. That was great fun for them, but the problem I found was that when they went on to 
ǎƳŀƭƭ ƎǊƻǳǇ ǘǳƛǘƛƻƴ ƛǘ ǎǘŀǊǘŜŘ ǘƻ ǎŜŜƳ ǊŜŀƭƭȅ ōƻǊƛƴƎΦ ¢ƘŜȅ ŘƛŘƴΩǘ ǎƛƎƴ ǳǇ ǘƻ Řƻ ŎǊƻtchets and 
mƛƴƛƳǎΦ ¢Ƙƛǎ ȅŜŀǊ ǿŜΩǾŜ ŘƻƴŜ ǎƻƳŜ ƴƻǘŀǘƛƻƴ ŀƭƻƴƎǎƛŘŜ - doing it by ear and by note names. A 
ƘŀƴŘŦǳƭ ŘƻƴΩǘ Ŧǳƭƭȅ ƎŜǘ ƛǘΣ ōǳǘ ǘƘŜ ƳŀƧƻǊƛǘȅ ŀǊŜ ƴƻǿ ǊŜŀŘƛƴƎ / ǘƻ CΣ ŎǊƻtchets, minims, quavers 
ŜǘŎΦΣ ǎƻ ƛǘ ǿƻƴΩǘ ŎƻƳŜ ŀǎ ŀ ƘǳƎŜ ǎƘƻŎƪ ƴŜȄǘ ȅŜŀǊΦ .ǳǘ ƛǘΩǎ ƴƻǘ ōŜŜƴ ƛncorporated in a dry way. I 
do it all in one go. I try to introduce pitch and notation together and as a group they are 
happy to sing note names from notation. (Music service tutor) 
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It is important that there is an intermediate step between WO and normal instrumental 
teaching; otherwise the change of gear from whole group to small group can be a bit 
dramatic for WO kids. (Music service tutor)   

 
An important issue is the provision of musical progression pathways between the primary and 
secondary school. This was an area of concern expressed by both the schools and the music services 
staff interviewed. 
 

To give children from poorer backgrounds the opportunity. There are real hidden gems ς like 
Jessica did Wider Ops. She had brass lessons then I took her 30 minutes per week for an extra 
class ς I got her through grade two. She comes to ōŀƴŘ ƻƴŎŜ ŀ ǿŜŜƪ ŀƴŘ ǎƘŜ ǎƛƴƎǎΧ wŜΩǾŜ 
got her for life now. There is not a provision in some of the secondary schools. We are trying 
to break down the boundaries e.g. joint concerts ς impress on the music school heads [school 
heads of music] the calibre of the children. We should have a year seven compulsory band. 
That is the US system. 

 
The secondary school is all brand new and equipped for music. The head will buy it in for next 
year and 8 will have the support from home. It would be really good if they could continue. 
 
I am not sure if the middle school does any instruments. (Primary school) 
 
¢ƘŜ ǎŜŎƻƴŘŀǊȅ ƳǳǎƛŎ ǘŜŀŎƘŜǊǎ ŘƻƴΩǘ ƪƴƻǿ ǘƘƻǎŜ ŎƘƛƭŘǊŜƴΦ ²Ŝ ŘƻƴΩǘ ƪƴƻǿ ǘƘƛǎ ǇǊƻǇŜǊƭȅ [sic]. I 
place myself in secondary schools. Children recognise me as their music teacher. But it is 
hard. The head teacher has taken music off the timetable in Year 7. 

 
There are a few examples of primary schools actively working with secondary schools to ensure 
there is some continuity: 
 

The secondary school music teacher comes and works in the (primary) school. We are getting 
the children prepared for secondary school (music). 
Secondary school teachers could not believe skills and are actually a little bit worried about 
it! A lot will continue playing in the swing band and orchestra (at secondary school). 

 
In a minority of cases, the profile that music had gained within the school since the introduction of 
WO was felt to have a significant positive impact on the uptake of small group instrumental tuition. 
 

For next year we have 30 kids paying for guitar lessons and 10 on piano and 5 on violin. In a 
Y{н ƻŦ фл ǇǳǇƛƭǎ ǘƘŀǘΩǎ ŀ ƘƛƎƘ ǇŜǊŎŜƴǘŀƎŜΦ Lǘ ǳǎŜŘ ǘƻ ōŜ ŀōƻǳǘ р ƻǊ с ƛƴ ǘƘŜ ǎƳŀƭƭ ƎǊƻǳǇ 
lessons. I think the take up now is to do with the higher profile that music has in the school. 
(Class teacher) 
 
We had just a scattering of instrument learners before, but not many. WO has really 
encouraged instrument take up. Since WO started, of the first cohort of recorders, six of 
those children (in year 6) now learn drum kit; three learn guitar in school; one learns guitar 
outside. 70% of first WO class are now in the choir so there is definitely an impact on music in 
school. (Headteacher) 
 
Before, we had very, very small numbers learning instruments out of school; it had dwindled 
so that our orchestra was unworkable. This has helped to revitalise it. (Music coordinator) 
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Even if continuance rates in instrumental learning were not yet necessarily high, there was often 
evidence of a positive shift in attitude amongst the school population to music education. 
 

¢ƘŜǊŜΩǎ ŀ ƭƻǘ ƻŦ ǎƻŎƛŀƭ ŘŜǇǊƛǾŀǘƛƻƴ ƛƴ ǘƘŜ ǎŎƘƻƻƭΦ ¢Ƙƛǎ Ƙŀǎ ƎƛǾŜƴ ǘƘƻǎŜ ǿƘƻ ŎŀƴΩǘ ŦƛƴŀƴŎƛŀƭƭȅ 
ŀŎŎŜǎǎ ǘƘŜ ǇŜǊƛǇŀǘŜǘƛŎ ƻǇǘƛƻƴ ǘƘŜ ŎƘŀƴŎŜ ǘƻ ŀŎŎŜǎǎ ƛƴǎǘǊǳƳŜƴǘǎΦ ²Ŝ ƘŀǾŜƴΩǘ ƘŀŘ ŀ much 
greater take up of paid for lessons, but we have seen a much greater enthusiasm for music as 
a subject. (Music coordinator) 

 
In some cases positive knock-on effects for music in the secondary schools that were being fed by 
WO primary schools was beginning to been seen. 
 

WO has led to greater take up in the high schools that we feed. They are going in with that 
basis of experience and that impacts on their take up of peri lessons and of GCSE and A level 
take up. Because other children have seen their friends performing they have started to 
express an interest in learning instruments. The percentage has increased enormously since 
WO started. (Music service tutor) 

 
In some of the most deprived areas, it is difficult to track progression because there is a high level of 
transience and mobility among families. 
 

Progression is hard to track. There is huge pupil mobility (30% mobility every year). 
 
Progression is very hard to track. There is a lot of transience here. The chances are that of the 
24 pupils you see now, by year 6 a third will leave. I can show you individual cases. 

 
For other schools and music services, the issue of continuation was directly related to the likelihood 
ς or not ς of ongoing financial support for the programme to continue. 
 

The ŦǳǘǳǊŜΧ ¢ƘŀǘΩǎ ŀ ōƛƎ ǉǳŜǎǘƛƻƴΧ ŎǳǊǊŜƴǘƭȅ ǿŜ ŀǊŜ ŎƘŀǊƎƛƴƎ ǘƘŜ ǎŎƘƻƻƭ ϻн,000 per class. 
The true cost £5,000 per year per class. Each year the money is getting more and more 
diluted. Either we need more money centrally or more money in the local authority. 
 
5ƻƴΩǘ ǎǘƻǇ ƛǘΦ ²Ŝ ƴŜŜŘ ǘƻ ŎƻƴǎƻƭƛŘŀǘŜ ŀƴŘ ƪŜŜǇ ƎƻƛƴƎ ōǳǘ ǿŜ ƴŜŜŘ ŦǳƴŘƛƴƎ ǘƻ Řƻ ǘƘŀǘΦ 
 
/ƻƴǘƛƴǳŀǘƛƻƴΧ L ǘƘƛƴƪ ƛǘ ǿŀǎ ŀ ŦǳƴŘƛƴƎ ƛǎǎǳŜΦ ²Ŝ ǿŀƴǘ ƛǘ ǘƻ ōŜ ŎƻƴǘƛƴǳƻǳǎΦ tŜǊƘŀǇǎ ǿŜ Ŏŀƴ 
teach it ourselves. 
 

Yet in other cases, money was not the problem, but rather there was a lack of demand for 
progression or continuation: 
 

Only 1 child will follow on for next year. 
 
LǘΩǎ ǉǳƛǘŜ ƘŀǊŘ ς I would not carry on. I was excited and then it was so hard. (Pupil) 
 
The hardest thing is to get the children to continue ς the children simply do not have the 
resilience, ǘƘŜ ǇŜǊǎŜǾŜǊŀƴŎŜΦ ¢ƘŜ ƳƻŘŜƭƭƛƴƎ όŦǊƻƳ ƘƻƳŜύ ƛǎƴΩǘ ǘƘŜǊŜΦ 
 
There is about a 20 ς 30% take up in the second year but there is a need for the school staff 
to push it, but it is left to the tutor. The numbers have gradually dwindled in the school.  
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Some schools felt that parents and the community could pay for instrumental music lessons but fail 
ǘƻ ǎŜŜ ǘƘŜ ǾŀƭǳŜ ƻŦ ǘƘŜǎŜ ŀƴŘ ǎƻ ǘƘŜǊŜŦƻǊŜ ǿƛƭƭ ƴƻǘ ǎǳǇǇƻǊǘ ǘƘŜƛǊ ŎƘƛƭŘǊŜƴΩǎ ǇǊƻƎǊŜǎǎƛƻƴΦ 
 

The majority of families could pay but a number would not do it. 
 
A minority of schools were critical of the lack of progression inherent in the provision provided by 
the music service. The argument was that staff shortages of particular instrumental teachers or 
ΨǘƛƳŜǘŀōƭƛƴƎ ƛǎǎǳŜǎΩ ƳŜŀnt that often schools were told - rather than asked ς what instrument the 
children could learn and that often there was not a continuation of one instrument from one year to 
the next. 
 

²Ŝ ŎŀƴΩǘ ŀƭǿŀȅǎ Řƻ ǘƘŜ ǎŀƳŜ ƛƴǎǘǊǳƳŜƴǘǎΦ Lǘ ŘŜǇŜƴŘǎ ǿƘŀǘ ƛǎ ŀǾŀƛƭŀōƭŜ Ŝach year in terms of 
teachers, what the music service sends us. 
 

One of the major concerns raised by parents and headteachers was that the programme lacked 
sustainability and so could falsely build interest and expectations that could not in the future be met. 
¢ƘŜǊŜ ǿŀǎ ŎƻƴŎŜǊƴ ǘƘŀǘ ǘƘŜ ǇǊƻƎǊŀƳƳŜ ǿƻǳƭŘ ōŜ ǊŜƳƻǾŜŘ ōŜŦƻǊŜ ŀ άǘƛǇǇƛƴƎ Ǉƻƛƴǘέ ǿƻǳƭŘ ōŜ 
reached and all the investment to date would not result in long term change. This issue was 
ŜȄŀŎŜǊōŀǘŜŘ ōȅ ǿƘŀǘ ǿŀǎ ǇŜǊŎŜƛǾŜŘ ǘƻ ōŜ ŀ ƭŀŎƪ ƻŦ άǎǳŎŎŜǎǎƛƻƴ ǇƭŀƴƴƛƴƎέ, with the widely held belief 
that often the success of a WO programme was dependent on the enthusiasm and passion of a 
άǎƛƎƴƛŦƛŎŀƴǘ ǇŜǊǎƻƴέ ŀƴŘ ƛŦ ǘƘƛǎ ǇŜǊǎƻƴ ƭŜŀǾŜǎ ŀ ǎŎƘƻƻƭΣ ǘƘŜ ǇǊƻƎǊŀƳƳŜ ǿƻǳƭŘ ǎǘƻǇ ƻǊ ōŜ ǊŜŘǳŎŜŘ ƛƴ 
quality. 

Overwhelmingly though, schools acknowledged the benefits of the programme and in the majority 
of cases, wished WO to continue. In particular, it was emphasised that the appropriate resources 
should exist to promote continuation through into secondary school. The main practical issues 
identified as inhibiting continuation included pupilsΩ choice, availability of staff and cost. 
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Chapter 3 Responses to quality 

 

3.1 Introduction ς Overall statements about quality  
 
ü The WO music programme is generally of high international standard 

ü The WO music programme receives widespread positive support from pupils, parents, 
teachers, headteachers and local authorities 

ü There are generally adequate resources for effective, high quality WO programmes 
 

In a general sense, the quality of the WO programme meets the international benchmarks of being 
high quality. The programmes are very popular with schools, pupils and the music teaching staff. 
While it was not the purpose of this report to conduct a detailed analysis of the quality of teaching 
and learning in the WO context, the lessons observed were generally well prepared, engaging and 
relevant. Children appeared genuinely happy in most of the lessons and effective lessons were 
characterised by innovative pedagogy and interesting approaches as the following two vignettes of 
ΨōŜǎǘ ǇǊŀŎǘƛŎŜΩ ŜȄŀƳǇƭŜǎ ƛƴŘƛŎŀǘŜΥ 

Vignette 3.1.1 The 50 pence challenge 

¢ƘŜ ŎƘƛƭŘǊŜƴ ŀǊŜ ŜȄŎƛǘŜŘƭȅ ǘŀƪƛƴƎ ǇŀǊǘ ƛƴ ǘƘŜ άрл ǇŜƴŎŜ ŎƘŀƭƭŜƴƎŜέΦ ¢ƘŜ ŦƛǊǎǘ ŎƘƛƭŘ ǘƻ Ǉƭŀȅ ǘƘŜ ǇƛŜŎŜ 
correctly without mistakes will get 50p. The children are confident in their playing and happy and 
ŜȄŎƛǘŜŘΦ ¢ƘŜȅ ŀǊŜ ŜƴǘƘǳǎƛŀǎǘƛŎ ǘƻ Ǉƭŀȅ ŀƴŘ ǘƘŜ ŎƘƛƭŘǊŜƴ ŀǊŜ ǎǳǇǇƻǊǘƛǾŜ ƻŦ ŜŀŎƘ ƻǘƘŜǊΩǎ ƭŜŀǊƴƛƴƎΦ ¢ƘŜ 
class teacher is active in the lesson - not playing but actively adding support. The children clap 
enthusiastically. The children are visibly proud of their efforts. Learning is through imitation and 
repetition with embedded aural learning. The class teacher is helping coach children experiencing 
difficulties. Musical notation is displayed on the electronic white board but the children are primarily 
learning by ear and imitation. Musical terminology and theory is being introduced as the lesson is 
progressing.  The lesson is predominantly active playing with a good mix of playing of existing pieces 
ŀƴŘ ǘƘŜ ŎƘƛƭŘǊŜƴ ŎǊŜŀǘƛƴƎ ǘƘŜƛǊ ƻǿƴ ǇƛŜŎŜǎΥ άLǘ ǿƻǳƭŘ ōŜ ƎƻƻŘ ǘƻ ƘŀǾŜ ǎƻƳŜ ƻŦ ȅƻǳ ƳŀƪŜ ǳǇ ŀ ŎŀƭƭΦέ 
The design of the tasks means that all levels of children are being catered for. Children are 
encouraged to be creative. There are 34 pupils in the group with 2 adults (the music teacher and the 
class teacher). Children all do free experimentation. Throughout the lesson there is good use of 
positive reinforcement. Children are laughing and very happy. The teacher is laughing too. 

Vignette 3.1.2 The class is a special educational needs group  

The music teacher is encouraging all children to join in. He is quickly moving from one activity to the 
ƴŜȄǘΦ ¢ƘŜ ŎƘƛƭŘǊŜƴ ŜǎǇŜŎƛŀƭƭȅ ƭƛƪŜ άaƛŎǊƻǇƘƻƴŜέ ǘƛƳŜΦ 9ǾŜƴ ŀ ǊŜƭǳŎǘŀƴǘ ŎƘƛƭŘ ƛǎ ŜƴŎƻǳǊŀƎŜŘ ǘo 
participate for the microphone (singing and sound making). The microphone is very sensitive and a 
ŎƘƛƭŘ ǿƛǘƘƻǳǘ ƭŀƴƎǳŀƎŜ ƳŀƪŜǎ ƴƻƛǎŜǎΦ ¢ƘŜ ƳƛŎǊƻǇƘƻƴŜ ΨƭƛǎǘŜƴǎΩ ǘƻ ǘƘŜ ǎƻǳƴŘǎ ŦǊƻƳ ŀ ǇǳǇƛƭΩǎ ǎǘƻƳŀŎƘΦ 
The children make body rhythms with clear joy. The lesson is multi-sensory with total body 
involvement. The percuǎǎƛƻƴ ƛǎ ŦƻƭƭƻǿŜŘ ōȅ ǘƘŜ ά{ƻǳƴŘōŜŀƳέ ŀƴŘ ά{ǿƛǘŎƘŜǎέ ǇŜǊŎǳǎǎƛƻƴΦ /ƘƛƭŘǊŜƴ 
choose instruments and use free space around the room. The class teacher joins in. The pupils are 
able to make rhythmic, repeat patterns and follow fast and slow rhythms. Throughout the lesson 
there is the development and reinforcement of musical language including naming instruments. 
tƘȅǎƛŎŀƭ ǘƻǳŎƘ ŀƴŘ ƳƻǾŜƳŜƴǘ ƛǎ ŀ ƪŜȅ ǇŀǊǘ ƻŦ ǘƘŜ ǇǊƻŎŜǎǎΦ ¢ƘŜ ǇǳǇƛƭǎ ŎŀǊŜ ŦƻǊ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘǎ ά5ƻƴΩǘ 
ǘƘǊƻǿ ǘƘŜƳ ƛƴ ǘƘŜ ōƻȄΦ tƛŎƪ ǘƘŜƳ ǳǇ ƎŜƴǘƭȅΦέ ¢ƘŜ ǎǇŜŎƛŀƭ ǎŎƘƻƻƭ ǊŜŎŜƴǘƭȅ ǿƻƴ ŀƴ !Ǌǘǎ aŀǊƪ όƎƻƭŘύΦ 
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Children were asked to comment on their perceptions of the quality of the WO lessons they receive. 
The majority rated the music lessons as being in the top three things in the week at school. The 
comments were largely positive towards the music lessons as this small sample of quotes suggests: 
 

 LǘΩǎ Ŧǳƴ ŀƴŘ ȅƻǳ ƭŜŀǊƴ lots of things 

 I really like the claǊƛƴŜǘǎΦ LǘΩǎ ŦƻǊ ōƻȅǎ ŀƴŘ ƎƛǊƭǎ 

 I like the clarinets best 

 LǘΩǎ ǊŜŀƭƭȅ Ŧǳƴ 

 Music is fun and you should try it 

 You have a good experience in your life 

 Pass it on to other people so they get the opportunity 

 LǘΩǎ ŀ ƎƻƻŘ ŜȄǇŜǊƛŜƴŎŜ 
 

Children were more likely to want to attend school if they knew that music was on that day: 
 

I feel excited when I know it is music day. I more want to come to school. School is better 
than staying at home. 

 
They also generally felt that the class was better behaved in music than at other times in the school 
week. For example:  
 

ά¢ƘŜ Ŏƭŀǎǎ ƛǎ ƴŀǳƎƘǘƛŜǊ ƛƴ ƴƻǊƳŀƭ Ŏƭŀǎǎ ǘƘŀƴ ƛƴ ƳǳǎƛŎ ƭŜǎǎƻƴǎΦέ  
 
The children especially liked it when the class teacher or the head teacher joined in with the music 
lessons:  
 

άL ǘƻƻƪ ǳǇ ǘƘŜ ǎŀȄƻǇƘƻƴŜΦ L ǿŀǎ ƭƻǎǘ όhead teacher) and they (students) were ǘƘŜ ŜȄǇŜǊǘǎΦέ 
 
In terms of improving quality, the children felt that they should be given more opportunity to create 
their own music; more chance to choose the instrument they would learn and the songs they would 
play. The following is a summary of changes that children would make to improve the quality of the 
WO lessons: 
 

 Get a few minutes to do what we like. 

 {ƻƳŜ ōŜǘǘŜǊ ǎƻƴƎǎΧ wƻŎƪ ǎǘǳŦŦΦ 

 L ǿŀƴǘ ǘƻ ΨƻǿƴΩ όōƻǊǊƻǿ ƛǘ ŀǎ ǘƘŜƛǊ ƛƴǎǘǊǳƳŜƴǘύ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘ ŀƴŘ ǘŀƪŜ ƛǘ ƘƻƳŜΦ 

 It makes a difference if I can take it home. I want to be going home with a violin and a 
laptop. 

 Mr E chooses the songs. I would like to choose some songs. 

 L ŘƻƴΩǘ ƭƛƪŜ ǘƘŜ ǿƻƻŘǿƛƴŘ ƛƴǎǘǊǳƳŜƴǘǎΦ Lǘ ǿƻǳƭŘ ōŜ ōŜǘǘŜǊ ƛŦ ȅƻǳ ŎƻǳƭŘ ŎƘƻƻǎŜ ǘƘŜ ǎƻƴƎǎ 
and the instruments 

 It would be better if people were in different groups. Some people just quit. Younger ones 
find it harder. It would be better if they separated the groups. 

 ²Ŝ ƘŀǾŜƴΩǘ ŘƻƴŜ ŀƴȅ ȅŜǘ όǎƻƴƎǎύΦ Lƴ ŀ ǿƘƻƭŜ ȅŜŀǊ ǿŜ ƘŀǾŜ ƻƴƭȅ ƭŜŀǊƴǘ о ǎƻƴƎǎΦ 
 
They wanted their personal interests in music to be more fully recognised in the content and 
method of the WO music. This was especially the case in terms of the songs that they wanted to 
learn to play, as these collective quotes from small focus groups of children suggest: 
 

LǘΩǎ ό²h ƳǳǎƛŎύ ŀ ōƛǘ ƎƻƻŘΦ L like other things though. The music lesson would be better if we 
could play songs we like. The teacher should listen to the musical interests of the children. 
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We like Foetus; ACDC; Oasis; Michael Jackson. There should be more chart music. I like my 
5ŀŘΩǎ music. I would like to do guitar and play Rock Crusader. I want to play drums. I prefer 
the drums ς they are more cool. The teacher chooses the songs.  
 
We like Westlife; Beyonce; Katie Perry; McFly; Leona Lewis; High School Musical. 
 
Music could be better. We could play the guitar. The violin hurts your neck. It is too hard to 
play. My violin is too small. I would like to play rock roll/drums/guitars. I want to smash the 
violin up. My dad plays in band ς he is the best professional musician. Dad doesƴΩǘ ǘƘƛƴƪ ƛǘ 
(the violin) is a good instrument. None of us want to carry on (continue to play violin). 
 

Generally, children are not active in the decision making process. In a few examples, the ideas of the 
children were incorporated into the lesson. For example;  

 
ά²Ŝ Ŏŀƴ Ŏŀƭƭ ǘƘŜ ǘŜŀŎƘŜǊ άbƛƪƪƛέ ŀƴŘ ŦŜŜƭ ƘŀǇǇȅ ǘƻ ƻŦŦŜǊ ƻǳǊ ƻǇƛƴƛƻƴǎ ŀƴŘ ŀǎƪǎ ǉǳŜǎǘƛƻƴǎΦέ  
 

A child says as he is leaving the lesson ά¢Ƙŀǘ ǿŀǎ so ŦǳƴΦέ Children continue singing as they go out to 
eat their lunch.  

Many music teachers said that they did the same or roughly the same programme in a number of 
schools irrespective of the interest of the children:  
 

άL Řƻ ǘƘŜ teŀŎƘƛƴƎ ǘƘŜ ǎŀƳŜ ƛƴ ŀƭƭ ǎŎƘƻƻƭǎέΦ 
 

There appears to be a contrast between the qualitative interviews with children and the results 
gained in the survey. The survey (answered by school headteachers in consultation with school staff 
and sometimes music serviceǎΩ ǎǘŀŦŦύ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ ²h ǇǊƻƎǊŀƳƳŜ ŘƻŜǎ ƭƛǎǘŜƴ ƳƻǊŜ ǘƻ 
ŎƘƛƭŘǊŜƴΩǎ ǾƻƛŎŜΦ ¢ƘŜ ǎǳǊǾŜȅ ǊŜǎǳƭǘǎ ƛƴŘƛŎŀǘŜ ǘƘŀǘ (according to the head teacher or teacher) in 84% of 
ŎŀǎŜǎ ŎƘƛƭŘǊŜƴΩǎ ǾƻƛŎŜ ƛǎ ƭƛǎǘŜƴŜŘ ǘƻΦ ¢Ƙƛǎ ŀǇǇears to be at a significantly higher rate than the children 
themselves generally indicated in interview, but to be able to substantiate this, a survey would have 
to be conducted with a larger number of children. 
 

Figure 3.1.3 ς 84% of pǳǇƛƭǎΩ ǾƛŜǿǎ ŀǊŜ ƭƛǎǘŜƴŜŘ ǘƻ ƛƴ ²h ƭŜǎǎƻƴǎ 
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