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Introduction 

Ask any modern musician in the Western world and they are bound to know of Freddie 

Mercury – the man himself or any of the work he was involved in. 

As the frontman of the spectacular band, Queen, Mercury spent much of his life in the 

limelight and under the scrutiny of the public eye and ear. However, upon first listening, one 

is ignorant to the meaning of his music and the wisdom in the words of his songs, leading us 

to ask; 

Who was the man behind the music? 

There are a multitude of factors contributing to the formation of Mercury’s musical identity; 

his cultural heritage, education and even his sexuality. It is through exploration of these parts 

of the musician’s life, that we can determine what took the young Farrokh Bulsara and 

shaped him into the musical hero that is, Freddie Mercury. 

 

Childhood and Education 

On 5 September 1946, Farrokh Bulsara was born to parents Bomi and Jer, on the island of 

Zanzibar.1 From the age of eight, Farrokh attended the English boarding school, St. Peter’s 

near Bombay and began to show an interest in music at the same time in his life. His mother 

recalls that her son would ‘stack the singles to play constantly’ on the family’s record player, 

with any type of music he could find (mostly Indian music, and the odd Western record when 

they became available).2 

 

Prompted by a letter of recommendation written by the headmaster at St Peter’s, the Bulsara 

family paid the extra fees to the school for Farrokh to receive piano lessons. Upon reflecting 

on his childhood, his mother, Jer, told a journalist that; 

 
1 The Selected Top. “Life Story of Freddie Mercury and Queen - Documentary.” YouTube. November 4, 2014. 

Posted November 3, 2016. https://www.youtube.com/watch?v=4mTAVAN0w40. 

2 Gunn, Jacky and Jim Jenkins. “Freddie Mercury: Biography.” Accessed November 3, 2016. 

http://www.freddie.ru/e/bio/. 



 
 

 

‘Right from the start, Freddie was musical. He had it on his mind all the time. He could play 

any tune. He could hear something and play it straight away.’3 

Here, Mrs Bulsara testifies that her son became interested and involved in both listening to 

and playing music, during his time at school at St. Peter’s. 

 

Coincidentally, it is reported that the same group of friends that Farrokh met at St. Peter’s, 

went on to start their first rock band together, The Hectics.4 These would be the friends with 

which Farrokh played at school concerts and parties, and who coined the nickname, Freddie.5 

When he returned to Zanzibar in 1962, he continued to play the piano and write songs, and 

was since referred to by family as Freddie.  

 

The family stance on Freddie’s interest in music was not a negative one, but perhaps a 

sceptical perspective, from which his parents would not discourage music, but place it in 

equal standing with schoolwork. This acceptance is perhaps why Mercury became so 

confident a performer, having only his determination to differentiate him from every other 

music obsessed teenager. 

 

It would appear that Freddie’s time at St. Peter’s as a child, influenced him greatly, beginning 

to shape his musical identity. Had it not been for his time at St. Peter’s, Mercury may never 

have learned to play the piano, and so he would never have joined The Hectics and performed 

as part of a band. It is very true in regards to Freddie’s musical abilities when said;  

‘To ensure a comprehensive learning experience, music must be included in early 

childhood.’6 

Freddie’s education paired with the acceptance he received from family and friends, helped 

him to establish a positive association between music and everyday life and created the initial 

determination to make a living from his art, possibly planting the seed for a future career in 

the music industry. 

 

Sexuality 

In the 1970s, Freddie and family were living in Britain (having fled Zanzibar by choice due 

to political unrest), in a time where sexuality underwent a ‘revolution’. People had developed 

a passion for the relaxation of ideas about sexuality and began to demonstrate accordingly, 

wearing tight fitting clothes like spandex and having long hair. This fashion became popular 

amongst young Brits, including Mercury, who began styling himself to match the trend. 

Although this way of dressing was not explicit confirmation that Freddie was homosexual, it 

was perhaps the first hint at his sexuality. 

 

 
3 Bhatia, Shekhar. “Freddie Mercury’s Family Tell of Singer’s Pride in His Asian Heritage.” The 

Telegraph(Telegraph.co.uk), October 16, 2011. http://www.telegraph.co.uk/culture/music/music-

news/8828994/Freddie-Mercurys-family-tell-of-singers-pride-in-his-Asian-heritage.html. 

4 Bhatia, Shekhar. “Freddie Mercury’s Family Tell of Singer’s Pride in His Asian Heritage.” The Telegraph 

(Telegraph.co.uk), October 16, 2011. http://www.telegraph.co.uk/culture/music/music-news/8828994/Freddie-

Mercurys-family-tell-of-singers-pride-in-his-Asian-heritage.html. 

5 Gunn, Jacky and Jim Jenkins. “Freddie Mercury: Biography.” Accessed November 3, 2016. 

http://www.freddie.ru/e/bio/. 

6 LLC, Together. “A Research-Based Program.” 2016. Accessed November 6, 2016. 

https://www.musictogether.com/about/research-and-development/researched-based-program//importance-of-

music-in-early-childhood 



 
 

 

However, when it came to music and the expression of sexuality, Mercury again hinted at his 

own homosexuality. In 1970, he formed a band with Brian May, choosing the name ‘Queen’ 

– perhaps as a way of implying a certain camp and effeminate nature or sexual inclination, as 

well as sounding catchy.7  

As the band grew more popular and released their first album, they were noticed - but not so 

much for their music as their flamboyant performance style and painted nails (characteristics 

notably associated with the stereotypical woman) – and hence, the band’s frontman Mercury, 

was perceived to be fashionably camp.8    

 

After developing an effeminate image for ‘Queen’ which established a degree of popularity 

for the band, Freddie began to create various ‘performing identities’, most famously seen in 

demonstration in the music video for ‘I Want to Break Free’. The video opens to a shot of 

Mercury dressed in a pink tank top and skirt, with bobbed hair, hoovering.9 The video paired 

with the opening line; ‘I want to break free’, heavily suggests that Mercury did not feel as if 

he were entirely masculine, and the way that he performed this song (both on film and in 

concert) implies Freddie was naturally very camp – with a liking for female fashion and 

intended the literal meaning of the chorus lyrics. 

From this particular example, one can see his conspicuous issues with his sexuality, and how 

music and lyrics gave him a platform to express and explore himself, as can be said; 

‘Sexuality is a vitally important currency in our modern media world.’10 

 

 

Bohemian Rhapsody 

One song in particular, known as ‘Queen’s greatest hit, reveals how Freddie used music to its 

full extent to aid in his expression of his sexuality. ‘Bohemian Rhapsody’ – both the structure 

and lyrics – have been examined, analysed and picked apart countless times, to reveal the 

meaning behind the much-loved song. 

In the famous line; 

‘Mama, I just killed a man/ Put a gun against his head/ pulled my trigger now he’s dead’ 

Mercury is admitting that he is more woman in his affectionate preferences and, having 

realised this, he refers to ‘killing’ his former image as a heterosexual man.11  

 

 
7 Prono, Luca. Encyclopedia of Gay and Lesbian Popular Culture. n.p.: ABC-CLIO, 2008. 

https://books.google.co.uk/books?id=Y3FYzMPH2OwC&pg=PT199&lpg=PT199&dq=the+musical+identity+of+fre

ddie+mercury&source=bl&ots=0TXL_6qVz6&sig=4ftGy_UaDyOpO0DOOxK8Hb9QucA&hl=en&sa=X&ved=0ahU

KEwjez8vm_OHPAhUSM8AKHV8PDAUQ6AEIPDAF#v=onepage&q=the%20musical%20identity%20of%20fredd

ie%20mercury&f=false. 

8  Prono, Luca. Encyclopedia of Gay and Lesbian Popular Culture. n.p.: ABC-CLIO, 2008. 

https://books.google.co.uk/books?id=Y3FYzMPH2OwC&pg=PT199&lpg=PT199&dq=the+musical+identity+of+fre
ddie+mercury&source=bl&ots=0TXL_6qVz6&sig=4ftGy_UaDyOpO0DOOxK8Hb9QucA&hl=en&sa=X&ved=0ahU
KEwjez8vm_OHPAhUSM8AKHV8PDAUQ6AEIPDAF#v=onepage&q=the%20musical%20identity%20of%20fredd
ie%20mercury&f=false. 
9 Canal de ELPILONBAR. “Queen - I Want to Break Free (high Quality).” YouTube. February 6, 2011. Posted 

November 4, 2016. https://www.youtube.com/watch?v=kEKVLjXO2Fk. 

10 Wilson, Karina. “Mediaknowall AS&A Level — Pop Music and Sexuality.” 2000. Accessed November 6, 2016. 

http://www.mediaknowall.com/as_alevel/Music/music.php?pageID=sexuality. 

11 Oliver, Amy. “How Freddie Mercury ‘came out’ in Baffling Lyrics to Bohemian Rhapsody.” Daily Mail (Daily 

Mail), October 25, 2015. http://www.dailymail.co.uk/tvshowbiz/article-3288070/How-Freddie-Mercury-came-

baffling-lyrics-Bohemian-Rhapsody-Biographer-says-singer-penned-famous-rock-song-confess-sexuality.html. 



 
 

 

The continuation of this particular verse could actually be interpreted to tell the story of the 

development of Mercury’s musical identity, using his sexuality as a trigger point or moment 

of inspiration, to acknowledge the changes in his identity. For instance, when he sings the 

line; 

‘Goodbye everybody/ I’ve got to go/ Gotta leave you all behind and face the truth’, 

Freddie begins the line like he began his musical education, playing the piano in a band 

setting, but then finishing the line by singing in a throatier tone (associated with rock music). 

In the music video, we also see Mercury stand up and abandon his piano for the remainder of 

the song, as the electric guitar becomes more prominent, which symbolises his transition 

from; boy to man, heterosexual to homosexual, Parsee to British, and old to new.12 

 

Also, the inner conflict that Mercury felt is communicated in the lines; 

‘Easy come/ easy go/ will you let me go? / (let him go)/ Bismillah! / We will not let you go’, 

with the piano accompanying the fainter and quieter voice at the beginning of the phrase (as 

if the young Farrokh were asking the new Freddie to move on and accept himself) and the 

new Freddie responding again, in a throatier tone, struggling to accept his sexuality and to let 

go of his past and move on to rock music. 

It is interesting also, that Mercury uses the word ‘Bismillah’, a word used in religion meaning 

‘in the name of God’, which could perhaps be seen as a reference to his parents’ religion, and 

how his sexuality contradicted the beliefs that he was raised with. 

 

Discernibly, Freddie found an effective a moving method of expression in his music, and was 

able to use it as a coping mechanism, as pointed out by his dear friend and fellow lyricist, 

Tim Rice; 

‘Every time I hear the song I think of him trying to shake off one Freddie and embracing 

another – even all these years. Do I think he managed it? I think he was in the process of 

managing it rather well.’13 

 

Therefore, it is apparent that Mercury came to acceptance and tackled his struggles with his 

sexuality via the medium of song, allowing his sexuality to shape and develop his musical 

identity as he accepted and altered his personal identity simultaneously. 

 

Conclusion 

Collectively, Freddie Mercury’s childhood and education made up the fundamental 

foundations of his musical involvement, establishing his piano skills and interest in rock 

music. His days in ‘The Hectics’ at St. Peter’s gave him essential and beneficial performance 

experience, allowing him to develop a taste in new genres of music, and to build confidence 

and song writing skills. 

 

Mercury’s exploration of his sexuality through fashion and the contrast of British culture led 

him to develop his musical reasoning and to create an image and feminine reputation, 

allowing himself to create performance identities for concerts and music videos. 

 
 

12 Queen Official. “Queen - Bohemian Rhapsody (official Video).” YouTube. August 1, 2008. Posted November 4, 

2016. https://www.youtube.com/watch?v=fJ9rUzIMcZQ. 

13 Oliver, Amy. “How Freddie Mercury ‘came out’ in Baffling Lyrics to Bohemian Rhapsody.” Daily Mail (Daily 

Mail), October 25, 2015. http://www.dailymail.co.uk/tvshowbiz/article-3288070/How-Freddie-Mercury-came-

baffling-lyrics-Bohemian-Rhapsody-Biographer-says-singer-penned-famous-rock-song-confess-sexuality.html. 

 



 
 

 

Furthermore, and most significantly, we can see the finalisation of Mercury’s musical identity 

through his use of lyrics and instrumental structure in his masterpiece of a composition, 

‘Bohemian Rhapsody’, showing his internal conflict between his old self and his new alias. 

 

Ultimately, Mercury’s education, exploration of sexuality and use of song writing as a 

method of self-acceptance, formed the man behind the music and helped to develop his 

musical identity and reputation that survived in people’s minds. 

His musical image and identity were once summarised, by David Bowie, in these words; 

‘Of all the more theatrical rock performers, Freddie took it further than the rest… he took it 

over the edge. And of course, I always admired a man who wears tights.’14 
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Introduction 

The year is 2018. Yet tune in to a radio station or television channel in search of music, and 

you are sure to find a show about the advent of Rock and Roll or the synthetic sounds of the 

‘80s. Ironic, isn’t it? 

We have an abundance of 21st-century musical technologies at our fingertips and still, we 

look to the past for musical guidance. This is a concept that Simon Reynolds refers to as 

‘Retromania’ - the obsession we have with our musical past and more importantly, how this 

obsession is shaping today’s music. 

Reynolds argues that: “we have become victims of our ever-increasing capacity to store, 

organise, instantly access, and share vast amounts of cultural knowledge.” (Reynolds, 2011) 

Through examination, analysis and comparison of popular music in the past and the present, 

this essay aims to act as a counterstatement to Reynolds, arguing that we can still imagine the 

future of popular music despite its digitalisation, repetition and cultural connections. 

 

Digitalisation: Destructive or Delightful? 

One of the most notable differences in the music industry of 2018 compared to that of the 

‘50s or the ‘80s is how digital things have become. We can play any song, from any genre, at 

any time we wish to do so. The digital download has temporarily removed the tangible 

physicality of music, allowing us to collect, store, organise, listen and share music in ways 

which were never before possible. For example, the invention of iTunes in 2001 meant that 

listeners could refine their music libraries with the option to download a single track from an 

entire album for a reasonable price, meaning that listeners no longer needed to buy and 

possess the full album to enjoy their favourite tracks. (Wikström, 2013) This example 

demonstrates that the digitalised music industry has created a more user-friendly listening 

experience. 

 

In fact, the digital advances in music have created a D.I.Y. element of the music industry in 

which the listener can become the ‘listened to’. The internet and streaming services have 

facilitated Prosumerism (Toffler, 1980) in today’s music industry, providing routes and 

pathways into music careers for listeners. Artists no longer need to send demo tapes to record 

labels and radio stations or be signed to a label to get their music out into the world. Services 



 
 

 

like Ditto Music (Ditto Music, 2018) distribute and promote your music on to a variety of 

different platforms around the globe, making success more accessible. 

However, a critical perspective of Prosumerism may imply that such methods of distribution 

create an overcrowded library and a cloudy or unclear picture of the kind of music that we 

find popular. Of course, it should also be said that this open, equal and digital side of the 

industry will also diversify the popular charts, which can be seen in the success of 

independent artists like Chance the Rapper (Rapper, 2015), and the inclusion of K-pop bands 

in the UK charts (White, 2018) In these instances, digitalisation has created a fairer and more 

accessible music industry, where artists do not need to worry so much about their image or 

the cost of success. As Michael Raine says “it’s just about making sure they have those same 

opportunities.” (Raine, 2017) 

 

Having such an open and accessible route into the popular music industry allows for the 

development and distribution of new ideas, many of which are digital themselves. The ‘80s 

saw synthesisers and their non-human sounds enter the popular music scene for the first time; 

similarly, the Digital Age has its own sounds of non-human origin. Virtual Studio 

Technologies (VSTs) such as Garageband and MuseScore allows users to write, notate and 

record music on their personal electronic devices - a home studio. But it’s so much more than 

that! These VSTs give users the ability to play instruments with virtuosity, notate the most 

complex of rhythms and record and edit hours of sound, even if they have never touched an 

instrument, don’t know how to read music and can’t tell the difference between normalising 

and splicing. The home music studio can create the home musician. 

Savage comments that VSTs make us into active participants, reviving the role of the amateur 

(Savage, 2013) - a role which in his essay ‘Musica Practica’, Roland Barthes, believed died 

when trained specialists composed for money and not desire. (Barthes, 1977) These VSTs 

have given the user the tools with which to create great music, but given no formula or 

structure for a successful song. Therefore, the amateur must have the desire to create 

something great with the tools they are given in order to succeed. As Professor Raymond 

MacDonald says, “We are all musical.” (MacDonald, 2015), meaning that VSTs and similar 

technologies are an accessible tool to help people to express their musicality, who otherwise 

can’t. 

 

Hence, we are not ‘victims’ of the digitalised music industry as Reynolds suggests, because 

we embrace the listening experience it offers, the opportunities it creates and the tools it 

provides us with. 

 

Reality VS Recycling 

Although, with so much at our fingertips nowadays and little to no limitations on what is 

musically possible, are technologies like VSTs taking away the authenticity behind the music 

that we love? 



 
 

 

Years ago, studio time was expensive and recording artists would have to favour near-perfect, 

authentic recordings of their best take in the studio for use on vinyl. (Gould, 1987)  In 2018, 

recording artists have the tools, time and money available to create a flawless track by 

stitching together the best parts of multiple recordings, sometimes creating polished tracks 

that are difficult to recreate in live performance. Which begs the question: is the digitalised 

music industry removing the reality of music and killing the live music industry? 

 

Apparently not. According to Brown and Knox, “the popularity of live music appears to be 

enjoying an unprecedented boom.” (Brown & Knox, 2017) The humanity behind the music, 

the social act of gathering to listen to and make music, is far from dead. In fact, Mark Dery 

argues that the humanity behind music will never die, saying that “the sweaty physicality of 

live music... may prove an important social ritual for reconnecting our free-floating, online 

minds with our inescapably off-line bodies.” (Dery, 1997) Although digital downloads are 

our main measurement of popularity in 2018, live music and physical copies still prove 

popular today, with vinyl sales reaching a 25-year high in 2016. (Ellis-Peterson, 2017) 

 

Despite this, Reynolds remarks that we have “succumbed to Chris Farley Syndrome”, 

accusing us of viewing the past through rose-tinted spectacles and glorifying things like 

bumbling idiots. (Reynolds, 2011) But that’s not necessarily true - and if it is, it’s not 

something that only applies to the genre of popular music. All this depends on the ways in 

which we listen. 

For example, one may say that they like “Love Me Do” by The Beatles and be labelled as the 

stereotypical Rock fan that views the band’s repertoire as gospel, when they may actually 

appreciate the song for something as complex as the recording techniques, or as simple as the 

harmonica solo. Is it so wrong to look back on something with admiration? After all, classical 

music fans are well known for looking to the past and - in the case of composers - looking for 

ways to develop the music of the future. Pop musicians do the same thing. Celine Dion was 

raised on French-Canadian folk music but decided to take influences from power ballads to 

form her musical style, much like Aretha Franklin and her experience in Gospel music. 

(Frith, 2001) Therefore, when Reynolds says that popular music is just repeating itself he is 

not entirely correct (Reynolds, 2011) - rather than simply reviving the music of a time we 

wish we could go back to, or taking what we know will work when we’re all out of ideas, we 

bring what we like with us from the past as a way to shape and influence the future. 

 

The humanity behind the music. The physical interaction. The influence and development of 

new ideas. All of these things are still present in the digitalised music industry that we have 

today. Contrary to what Reynolds believes, the powers that such an industry allows us are 

less like a burden and more like a gift. 

 

 

 



 
 

 

Cultural Connotations 

In this digital age, the power to share has created a cross-cultural industry, making ‘popular 

music’ an umbrella term that encompasses all sorts of world music too. In oral cultures, such 

as Scottish Gaelic, little to nothing is documented or written down, usually passing down 

history and tradition through folk song and storytelling. In the digital music industry, 

however, the remnants of this ancient culture can live on in the recordings made by young 

and old, and the culture can be shared and experienced in parts of the world that it never 

existed in before. Similarly, UK Grime music has spread worldwide, allowing listeners 

everywhere to share in the music of the people from the most deprived areas of London. 

(Beaumont-Thomas, 2018) 

 

Unfortunately, popular music does have a lot of links to social class. Studies show that there 

are very clear distinctions between groups that listen to classical or jazz music, and groups 

that listen to rock and popular music, suggesting that different genres of music are classed as 

high culture and low culture. (Bennet, et al., 2009) Hopefully, the digital and open nature of 

today’s music industry will provide the necessary environment to change this, showing 

listeners that music has cultural ties, but also that all cultures are of equal importance. 

Perhaps, this idea of low and high cultured music stems from what Bourdieu calls the 

‘Habitus’ - the idea that our tastes, abilities and actions are ingrained within us. (Bourdieu, 

1984) 

Popular music can often be seen as ‘too mainstream’, a viewpoint which suggests the listener 

believes the genre is low culture because of the other cultural aspects associated with the 

music. An example of this could be a conservative Christian that chooses not to listen to 

musical theatre because of the links between the theatre community and the gay community - 

a justified decision but nonetheless, they are missing out on some brilliant biblical works 

such as Jesus Christ Superstar and Children of Eden. But in this new digital age, the 

conservative Christian listener can drop all concerns of judgement over conflicting ideologies 

and beliefs and listen to musical theatre songs on a personal electronic device - rather than 

attending a theatre performance - if they want to. The digital nature of today’s music industry 

provides both the freedom and the privacy for listeners to broaden their horizons and expand 

their music libraries without judgement. In removing the judgement and criticism, the listener 

can ignore or disregard the Habitus, breaking down the barriers and limitations of social class 

and expectation in the music industry, proving ourselves as what Peterson calls ‘cultural 

omnivores’. (Peterson, 1996) 

 

In contrast to Bourdieu, DeNora argues that we do not organise music in accordance with 

social class, but in accordance with our moods, tasks and situations instead. (DeNora, 2000) 

This perspective suggests either that we have blocked out the Habitus, or that no such thing 

exists. However, further analysis of DeNora’s theory shows that listening to music for tasks, 

moods and situations can also have underlying classist ties. 

For example, the typical teenager might listen to pop music when with their friends, jazz 

music when they want to relax, and classical music when they are studying. Although the 

teenager appears to have a well-rounded taste in music, they associate certain types of music 



 
 

 

with specific characteristics. Studies and reports of recent years are urging teenagers to “turn 

down the Beyoncé, and turn up the Bach” in an attempt to improve test scores and achieve 

exam success. (Ali, 2016) Are there educational properties and academic powers in classical 

music? No, but the genre’s association with disciplined, well-off, middle-class people may be 

the reason for the connection here, which can also be seen in Campbell’s ‘Mozart Effect’, 

used to encourage pregnant women to play classical music to their babies in the womb for the 

best start in life. (Campbell, 2009) 

In cases like this, we may be cultural omnivores thanks to the accessible nature of today’s 

digitalised music industry, but we still assign genres of music a class or classist 

characteristics as a society. 

 

Instead, Lahire suggests that - although people may listen to music through their Habitus or 

for their moods and situations - the modern-day music industry relies more on our individual 

listenership decisions than the graphs and statistics that show how we listen to music as a 

collective. (Lahire, 2003) In a world where the social class system seems to be fading and 

equality is on the rise, the overall statistics aren’t exactly representative of the individual 

decisions we make and the reasoning behind them. As Mark Twain famously said: “There are 

three kinds of lies: lies, damned lies and statistics.” 

Simon Frith also seems to recognise the individual and personal role that music plays in our 

lives today, commenting that almost everyone today could map out their family history in 

songs and music. (Frith, 2002) Hence, the openness of the music industry in the digital age 

allows us to share and then to learn more about the individual, not just their culture. This 

sentiment is echoed by John Blacking in his exploration of the role of music in society and 

culture, How Musical Is Man? in which he concludes that music is essential to our humanity 

as individuals. (Blacking, 1974) 

Christopher Small seems to agree, saying that those who choose to engage in a musical 

activity of an unfamiliar nature or in unfamiliar company, are seeking ways to forge new 

relationships - be it with themselves or another person or community. (Small, 1998) Lahire, 

Frith, Blacking and Small all acknowledge that music has an intimate quality that can’t be 

lost, that humans actively seek out. Consequently, they oppose Reynolds in his view that a 

digitalised music industry is leading the human race to a largely online, antisocial doom. 

 

The downfall of music that Reynolds insinuates, supposedly comes from a lack of 

consideration for the future of popular music, causing popular culture to spiral into a 

repetitive loop of the past as we try to work out what comes next. (Reynolds, 2011) Of 

course, ‘next’ is a rather problematic concept in terms of music and genre. Music and genres 

are often further categorised into micro-genres and periods, usually with much discourse - 

such as the refusal to consider neo-classical music as a new musical development and the 

preference to consider it a stylistic tribute instead. There is much dispute over the beginning 

of the popular music period, with some saying that ‘20s jazz started the new era, and others 

arguing that the rock sounds of the ‘50s or even the synth-pop of the ‘80s was where it began. 

But this disagreement is completely natural. 



 
 

 

Matt Brennan claims that, “Writing history is an act of production, of choosing what to leave 

in the story and what to leave out”, suggesting that this period of disagreement and 

Retromania is perhaps a way to define popular culture before it reaches its ‘next’. (Brennan, 

2017) Reynolds’ accusations that the popular music of the 2000s and 2010s can no longer be 

defined like the decades previous - rave ‘90s, swinging ‘60s, etc. - are unquestionably false 

ones. Yes, it is still difficult to precisely define and summarise the music of the 2000s and 

2010s as we approach the 2020s, but this age of Retromania is a process of doing just that. 

Ironically, Reynolds appears to have fallen victim to the instantaneous nature that we are so 

used to in today’s digitalised music industry, forgetting that history can only be history when 

it is no longer the present. The 2010s are not over quite yet. Two years remain of future 

content in the realm of popular culture before we can even begin to define the current decade 

in musical terms. 

 

Furthermore, who is to say that popular music must continue and develop further? This spell 

of Retromania could also be a reflective window of time in which we summarise the popular 

music period before moving on to a new age of music. If we think really hard, the last few 

years have welcomed glitch music, grime, virtual musicians and a new form of musical - 

could these be the things that we can’t quite place or categorise because we’re experiencing a 

crossover period between the music of now and the music of the future? That’s something 

that Vic Galloway hints at, at least for pop music in Scotland, in his history of Scottish pop 

written for the National Museum of Scotland Exhibition Rip It Up: “With an impressive 

musical legacy behind it, this new, confident, progressive Scotland is now capable of 

celebrating its past, its present and its future.” (Galloway, 2018) If this is the case, this 

progression from popular music to its unknown next step, is only possible because of the state 

of today’s music industry and its digital properties of capacity, categorisation, immediacy and 

cross-cultural connections. 

 

Thus, Reynolds is wrong to propose that our instantaneous access to cultural knowledge will 

be to our downfall and that popular music is stuck in a repetitive loop, as discussion and 

analysis speculates that Retromania in the digital age is in fact, a process of evaluating and 

moving forward. 

 

Conclusion 

All in all, there are several flaws in Reynolds’ statement. Today’s digitalised music industry 

sees us embrace the listening experience it offers, the opportunities it creates and the tools it 

provides us with. 

The humanity behind the music, the physical interaction it provides us with, and the 

influences it has on our personal lives are not lost in this technology dominated world as 

Reynolds suggests. 

Most importantly, this period of Retromania is not a sign that popular music is confined to an 

endless cycle of rehash and romance of the past, but rather a signpost to the future of popular 

music in the digital age. 



 
 

 

 

The closing statement of Retromania, Pop Culture’s Addiction to its Own Past, reads: 

“I still believe the future is out there.” (Reynolds, 2011) 

Perhaps he just needs reminding that our constant remembrance of the past means that we 

still believe the future is out there too. 
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Analyse the relationship between number and narrative in a film musical 

of your choice. Make reference to the relevant literature and to 

historical/contextual issues in your argument. 

 

Submitted for: Film Music to 1950 (2018/19) 

Word Count: 2923 

 

Introduction 

Snow White and the Seven Dwarfs is one of the most well-known animated musical fantasy 

films across the globe. Following the success of the Mickey Mouse and Silly Symphonies 

series, Walt Disney released the animated musical as his first full-length cel animated feature. 

Under the supervision of David Hand, directors William Cottrell, Wilfred Jackson, Larry 

Morey, Perce Pearce, and Ben Sharpsteen - all known for their work on previous Disney 

shorts - directed individual sequences of the film. Bringing the Brothers Grimm’s German 

fairy tale to life, Larry Morey worked alongside Frank Churchill on songs, and Paul J Smith 

and Leigh Harline scored the incidental music, creating the magical and memorable 

soundtrack that went on to receive a nomination for Best Musical Score at the 1938 Academy 

Awards. 

 

The film follows a beautiful young princess named Snow White as she tries to escape the 

clutches of her evil stepmother, Queen Grimhilde. She flees to a small cottage in the woods, 

belonging to seven Dwarfs, and stays there in exchange for cooking and cleaning. One day 

when the Dwarfs are away mining, a mysterious old woman approaches Snow White with 

some apples, encouraging her to take a bite of one. The princess bites into a cursed apple just 

as her Animal friends alert the Dwarfs to her situation, and they rush home only to find her 

dead. They have a funeral service for her in a clearing in the woods, and a young prince 

appears, breaking the curse with true love’s kiss. Snow White is revived and leaves to live a 

happy life with the prince. 

 

The relationship between number and narrative in Snow White and the Seven Dwarfs is 

instrumental to one’s experience of the film. Through both song and incidental music, the 

Disney team add to the visual narrative by using sound techniques like Mickey Mousing and 

adhering to social tropes and class-related genres, to accentuate important elements of the 

story. This analysis aims to emphasise how intertwined sound and image are within Snow 

White and the Seven Dwarfs, and how such a strong relationship between number and 

narrative has contributed to the film’s success. 

 

 

 



 
 

 

Sound Diegesis and Understanding 

Not only a film musical, but an animated film musical, Snow White and the Seven Dwarfs is 

allowed a great deal of leeway surrounding sound diegesis. Batchelder remarks that the 

Disney composers showcased, “…some of the unique expressive opportunities offered to 

musicians by the medium of animation.” (Batchelder, 2012). A popular Disney technique for 

animated sound accompaniment was something known as ‘Mickey Mousing’ - “The 

matching of the musical soundtrack of a film, etc., to the details of the accompanying action, 

in a manner reminiscent of animated cartoons.” (Cooke, 2001). In the case of Snow White, 

Mickey Mousing brings life and personality to the inanimate and inhuman objects and 

characters on screen through sound. This sonic personification is used frequently, aiding the 

audience’s understanding of the story. In fact, Mickey Mousing has such a strong presence 

that; “there are practically no motions that are not obviously correlated to a rhythmic, 

melodic or timbral impulse.” (Batchelder, 2012). 

 

Perhaps where this technique is most noticeable, is when it is used to illustrate the 

movements and intentions of the Animals. For example: when Snow White finds herself 

surrounded by Animals in a clearing after a traumatic experience in the forest, birds approach 

her, and their movements are mimicked in the accompaniment as they float downwards to sit 

on her hand (0:11:23-0:11:53, Timing Table in Appendix). Although this example is 

extremely subtle, it is enough to reinforce the direction of the bird’s movements as the 

woodwind accompaniment falls simultaneously. Adding sonic detail to the slightest of 

movements bends the traditional rules of diegesis and allows the audience to follow the story 

with ease. Bearing in mind that Snow White was Disney’s first feature length animation, 

maintaining an audience’s interest for 79 minutes was a big worry for the ambitious project 

(Batchelder, 2012). Having experienced success with the Mickey Mousing technique in 

previous ventures, Smith and Harline made the clever decision to use the technique to capture 

the attention of the film’s young target audience for the lengthier animation. 

 

In terms of diegesis, Snow White would not have heard the bird fall to her hand like the 

audience does, as the accompaniment in this scene is non-diegetic. However, there are 

instances in which the animated nature of the film raises questions around diegesis and 

effects. For instance, when the Dwarfs arrive home to discover there is someone else in their 

cottage, loud squelching footsteps and a low string and brass accompaniment can be heard as 

Dopey tiptoes towards the occupied bed (0:23:07-0:33:28, Timing Table in Appendix). The 

low string and brass accompaniment follow the rhythm of Dopey’s steps, Mickey Mousing 

his actions, and because none of the characters on screen can hear this accompaniment, it is 

considered non-diegetic and purely for the audience’s benefit. However, the loud squelching 

footstep sounds - reportedly scored as “shoe squelch” (Batchelder, 2016) - are partly diegetic. 

The audience assumes that Dopey - and perhaps Snow White too - can hear his footsteps. 

Although, compared to some of the film’s earlier Foley effects such as wind or water, 

Dopey’s footsteps sound fake, comical and amplified. In this case, it is as if the footstep 

sound has been amplified to allow the audience to sympathise with Dopey, emphasising how 

loud he perceives his footsteps to be as he tries to sneak into the bedroom. For the audience, 

the squelching sound of Dopey’s footsteps allow us to establish a contrast between the 



 
 

 

Dwarfs and Snow White - whose footsteps are realistic in sound or accompanied by lighter, 

gentler and higher instruments - portraying the Dwarfs as less elegant characters than Snow 

White from the offset; a viewpoint that is continued in the rest of the film. 

 

Number and Narrative 

Focusing on song in Snow White, characters always seem to be aware that they are singing 

and most of the film’s musical numbers appear to be diegetic. In suggesting that; “Songs in 

film musicals thus have a function similar to that of the spoken dialogue of the narrative 

structure and can function as essential elements of the obligatory narrative elements” 

(Plemenitaṧ, 2016), it could be argued that in order to serve a narrative function, musical 

numbers must adhere to any of the stages of schematic structure of narratives proposed by 

Martin and Rose (2008): 

Abstract, Orientation, Complication, Evaluation, Resolution and Coda 

Similarly - and put more simply - musical numbers may also be split into three categories 

depending on how they contribute to the story: 

1. “I Am” songs; in which a character, group of characters or situation is explained 

2. “I Want” songs; in which we learn character’s desires and motivations 

3. “New” songs; which do not fit into either of the previous categories but serve special 

dramatic needs (Jarrett & Day, 2008). 

 

Following these frameworks, Snow White’s musical numbers can be categorised according to 

their contributions to the film’s narrative. To illustrate, I’m Wishing/One Song (0:04:21-

0:06:42, Timing Table in Appendix) is the first musical number of the film. Snow White 

begins the song: 

“Want to hear a secret? 

Promise not to tell? 

We are standing by a wishing well. 

Make a wish into the well 

That’s all you have to do 

And if you hear it echoing 

Your wish will soon come true.” 

 

By Martin and Rose’s standards, these opening lines introduce the scene and establish the 

characters, meaning that the beginning of this song serves as both Abstract and Orientation to 

the narrative. Jarrett and Day may categorise the beginning of this song as “I Am”, as we are 

introduced to Snow White as she explains where she is and what she is doing. However, this 

song continues and develops to serve the narrative in other ways. Snow White then proceeds 

with: 



 
 

 

“I’m wishing (I’m wishing) 

For the one I love 

To find me (to find me) 

Today (today) 

I’m hoping (I’m hoping) 

And I’m dreaming of 

The nice things (The nice things) 

He’ll say.” 

In this new verse, the song serves as an “I Want” number, communicating Snow White’s 

longing for love and motivation to leave the palace. This verse is in keeping with the 

Orientation stage of musical narrative, but also covers the Complication stage too, as Snow 

White’s vocals are echoed at the wishing well, drawing attention to her loneliness at this early 

point in the story, and setting this problem up for resolution by the end of the film. As the 

song goes on for the Prince to sing his part, it’s services to the narrative change yet again. 

The Prince enters with: 

“One song 

I have but one song 

One song 

Only for you 

One heart 

Tenderly beating 

Ever entreating 

Constant and true” 

 

This verse serves both as an “I Am” and an “I Want” song for the Prince, as we are 

introduced to him and learn that he pines after Snow White. This verse also offers Abstract, 

summarising the purpose for the Prince’s character, and Evaluation, assessing Snow White’s 

lonely situation and proposing his presence will serve as a Resolution later in the film. 

In its entirety, the number serves mostly as an Abstract of the story, summarising and 

foreshadowing the following narrative - Snow White will leave the palace, the Prince will be 

Snow White’s one true love, and they will eventually end up together. The “I Am” and “I 

Want” natures of this song introduce important plot points for exploration and resolution later 

in the film. 

 

The fact that the film’s narrative progresses through song is a vital sign in establishing the 

film as a musical, and not just a film with music and song. Many early film musicals of the 

time included music and song by having vaudeville-style rehearsals and performances dotted 

through the film as part of a ‘backstage’ or ‘tour around town’ story. However, directors such 



 
 

 

as Busby Berkeley tended to favour extravagance over realism, often ‘spectacularising’ the 

camera by freeing it from the constraints of space (Rubin, 2002). Adversely, the direction 

team for Snow White chose to keep shots largely realistic in terms of the spaces visible on 

screen. Of course, there is no real need to maintain realism of camera angles or shots since 

Snow White is animated, but perhaps this approach works well since animation allows instead 

for freedom around diegesis. Where Berkeley’s backstage films lend themselves to a sort of 

liberated omnipresence, Snow White recreates this omnipresence through song and musical 

accompaniment, making the film more intertwined with its score than other movie musicals 

of the time (Barrios, 2014). 

 

A fitting example of this tight bond between number and narrative is the defining musical 

number for Snow White’s character, Someday My Prince Will Come (0:54:30-0:56:25, 

Timing Table in Appendix). This song is key to the overall narrative, summarising and 

foreshadowing the protagonist’s character arc. Primarily an “I Want” song - with a portion of 

“I Am” dialogue at the beginning (Jarrett & Day, 2008) - we learn that Snow White is safe 

with the Dwarfs in the forest and that she longs for a time when she can be reunited with the 

Prince. This song acts as an Abstract of Snow White’s story, and an Orientation of both her 

character’s location in setting and arc. Complication arises when Snow White sings about her 

Prince in the past tense - which is symbolic of the physical distance between them -but a 

point of Evaluation is reached in the chorus when the lyrics shift to the future tense, 

foretelling their reunion (Martin & Rose, 2008). 

 

Yet, even the least obvious musical number can help to progress the narrative in subtle ways. 

This can be seen in The Silly Song, which the Dwarfs sing for Snow White: 

 

“Ho hum the tune is dumb 

The words don’t mean a thing. 

Isn’t this a silly song 

For anyone to sing?” 

 

What Jarrett and Day (2008) might categorise as a “New” song, The Silly Song plays under 

the illusion that it merely fills some time whilst the Queen schemes to kill Snow White. 

Although the song’s title suggests irrelevance, the song actually juxtaposes the dark and scary 

scene that it follows (0:49:53-0:54:30, Timing Table in Appendix), and acts as an Evaluation 

device by showing Snow White as safe and happy with the Dwarfs (Martin & Rose, 2008). 

 

Remembering that the characters the audience encounters in Snow White are cel animated 

drawings, the Disney team made a calculated and admirable decision to have such a close 

relationship between number and narrative. The human voice really does add to the narrative 

of an animated film musical: “When considered in relation to animation’s ability to bring the 



 
 

 

inanimate to life, then, this makes it possible for anything to become endowed with a 

musicality of movement and expression all its own.” (Smith, 2012). This close relationship 

between song and story is conveyed so effortlessly by Morey and Churchill, that it seems 

entirely natural, which is a great achievement for a film with fabricated roots in fairy tales 

and animation. 

 

Class, Genre and Context 

Snow White would not be Snow White without her iconic Seven Dwarfs. Throughout the 

film, the Dwarfs provide a folk-like, cartoonish, American contrast to the elegant and 

respectable character of the German Princess. These ideals are not just conveyed through 

drawings of the characters, but through music and song too. The Dwarfs are portrayed as 

simple and folksy characters, with many of their musical contributions involving whistling, 

yodelling, or playing instruments. The first of their numbers, Heigh-Ho (0:20:29-0:23:07, 

Timing Table in Appendix), shows the Dwarfs at work. The call and response form, coupled 

with the Dwarfs’ rhythmic working pace, is reminiscent of a Scottish Waulking song, 

introducing the Dwarfs as working-class folk (Batchelder, 2012). It is also worth noting the 

repetition of words like ‘dig’, ‘mine’, or even the repetitive chorus as a way to imply 

simplicity and - unfortunately - lack of comprehensive education. As demonstrated in modern 

musical theatre, smarter characters are often given more complex and impressive lyrics as a 

display of intellectual hierarchy; such as when Something Rotten!’s Portia sings, “Oh I love a 

lilting line of lyrical alliteration!”, showcasing her character’s academic prowess (Kirkpatrick 

& Kirkpatrick, 2015). Facing scepticism over a feature-length musical cartoon, the Disney 

teams - both for musical numbers and incidental music - elected to adhere to high-brow 

musical tropes for Snow White, gambling on the recent popularity of operetta-style musical 

theatre in America (Kenrick, 2008). 

 

I’m Wishing/One Song (0:04:21-0:06:42, Timing Table in Appendix) introduces both Snow 

White and the Prince. Snow White sings a graceful arietta, harmonising with her own echo in 

a coloratura fashion, before the Prince takes over this echo and begins to serenade her as she 

flees to the balcony, akin to the famous scene in Shakespeare’s Romeo and Juliet. Batchelder 

recognises this, aside from a way to establish the backgrounds of the characters, as Disney’s 

attempt to show animation as a form of high art, with Someday My Prince Will Come taking 

on the form of a Viennese Waltz (Batchelder, 2012). The incidental music that accompanies 

Snow White and the Prince also speaks volumes about their characters, with traditional 

orchestral instruments and colourful variations, ringing true to the sophisticated and 

respectable natures of their characters. This choice in instrumentation does not seem to be 

solely influenced by class and genre, but perhaps also by gender, as the Prince’s One Song 

opens with a brass fanfare like the brass that is often heard in the incidental music that 

accompanies the Dwarfs. In contrast, Snow White is accompanied by woodwind and high 

strings, which can be heard influencing the accompaniment for Bluddle-Uddle-Um-Dum 

(0:40:44-0:45:49, Timing Table in Appendix), as Snow White influences the Dwarfs’ actions 

by asking them to wash up before dinner. This conforms to the tenor variable of systematic-

functional register theory, where the register of the text is symbolic of, “the role of 

relationships between the interactants.” (Eggins, 1994). 



 
 

 

 

Revisiting The Silly Song (0:49:53-0:54:30, Timing Table in Appendix), the audience see the 

Dwarfs having a musical gathering, reiterating the stereotype evoked earlier in the film 

during Heigh-Ho. Yet again, this musical trope is a nod to folk culture with The Silly Song 

recreating a folk ceilidh, similar to Heigh-Ho recreating a Waulking or work song. The Silly 

Song also acknowledges show culture of the early 20th century, paying tribute to Vaudeville 

style songs. Not only were many of the voice actors for the Dwarfs long-serving comedians, 

but a lot of their comic routines were mimicked in this number, such as Billy Gilbert - the 

voice of Sneezy - and his renowned sneezing routine (Batchelder, 2012). The yodelling 

throughout The Silly Song pays homage to the typical Vaudevillian singing quartette, along 

with the Geoffrey O’Hara-like stutters and false starts that we hear from Bashful (Laurie, 

1953). These social and historical references are important to the narrative of the film in 

terms of context, allowing modern audiences to understand why The Silly Song, and other 

numbers with less narrative weighting, are included in the film. This Vaudeville-inspired 

scene is not only a presentation of the limitless medium of animation; it is a valuable 

contextual reference to the show business and film industries of the early 20th century. 

 

Conclusion 

Without a doubt, there is a strong relationship between number and narrative in Snow White 

and the Seven Dwarfs. Through exploration of sound diegesis within the parameters of 

animation, Smith and Harline make effective use of techniques like Mickey Mousing to aid 

audience comprehension of the story. Morey and Churchill do a fantastic job of ensuring the 

film’s musical numbers serve several narrative purposes, whilst also entertaining. The Disney 

music team strike an excellent balance between the explicit and implicit, hinting at plot points 

and characteristics through instrumentation and register, and providing adequate social and 

historical context that exposes links between genre, class and culture. 

After analysis, it is safe to say that the relationship between number and narrative in Snow 

White and the Seven Dwarfs is a strong one, gracefully intertwining sound and story to create 

one of the world’s most loved film musicals. 
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Appendix - Timing Table 

Time from Time 'til Cue Context 

0:00:00 0:01:21 Opening overture Credits and title card 

0:01:21 0:02:06 Opening music "Someday my prince" 
theme 

Storybook opening 

0:02:06 0:02:33 Suspended high note and 
descending sequence to a minor key 

Zoom into castle and towards Evil 
Queen 

0:02:33 0:02:43 Wind blowing, thunder crashing, 
ascending sequence 

Summoning mirror spirit with wind 
and fire and magic 

0:02:43 0:03:24 Chromatic riffing on woodwind Mirror describing Snow White as 
fairest of them all 

0:03:24 0:03:57 Snow White humming tune along 
with orchestral accompaniment, 
brush scrubbing, sigh, water splash, 
well rope cranking, birds tweeting 

Snow White scrubbing steps, 
emptying bucket and collecting 
water, surrounded by birds 

0:03:57 0:04:21 Snow White talking to birds, birds 
chirping, beginning of song, Snow 
White singing, mention of echoing 

Talking to birds around the well 

0:04:21 0:05:08 Snow White sings "I'm wishing" with 
echoes, wings flapping, horse 
trotting, "ah ah ah ah ah ah ah ah 
aahh" with descending sequence 

Singing down well, birds flying 
around, Prince approaching on 
horse 

0:05:08 0:05:29 Prince sings "today", speech, 
orchestra speed up, door slams, 
Prince starts song 

Prince joins in, Snow White runs 
off, she looks out window at him 
and then goes to balcony to hear 
him out 

0:05:29 0:06:42 Prince sings "One Song" with strings, 
voice gets louder as she goes out 
onto the balcony to listen, dove purrs 
during instrumental ending  

Snow White listens from behind 
curtain, then from balcony, sends 
a kiss down to him from the Dove 
as he serenades her 

0:06:42 0:06:58 Evil Queen "Take her far into the 
forest, minor key brass rising in 
semitones like hunting horns 

She sits in throne and tells hunter 
to kill her 

0:06:58 0:07:24 Hunter speaks, Horns stop, Evil 
Queen demands silence, sustained 
strings as she threatens him with a 
penalty, rising oboe accompaniment, 
bells chime and accompaniment 
climaxes at reveal of box  

She threatens hunter with a 
penalty if he fails to kill Snow 
White and reveals box to put her 
heart in for proof of assassination 

https://www.academia.edu/14419103/HOLLYWOOD_MUSICALS_THE_FILM_READER
https://www.academia.edu/14419103/HOLLYWOOD_MUSICALS_THE_FILM_READER
http://www.oxfordhandbooks.com/view/10.1093/oxfordhb/9780195385946.001.0001/oxfordhb-9780195385946-e-13
http://www.oxfordhandbooks.com/view/10.1093/oxfordhb/9780195385946.001.0001/oxfordhb-9780195385946-e-13


 
 

 

0:07:24 0:08:34 Snow White humming and singing 
One Song to herself with orchestra 
accompaniment, bird tweets, Snow 
White speaks, minor woodwind riff as 
Hunter is seen, major riffing as Snow 
White is shown, Crescendo and 
more instruments added as hunter 
approaches with dagger, drumroll as 
shadow of hunter looms over Snow 
White, scream,  

Snow White picks flowers and 
goes to comfort baby bird as the 
hunter approaches to murder her 
in the forest 

0:08:34 0:10:26 Hunter says he can't do it and drops 
to his knees as oboe descends in 
pitch, quick bows on strings as he 
describes Evil Queen, strings rise to 
a striking sound as she questions 
Queen, Hunter shouts to run away, 
Minor and loud tritonal as she runs 
into woods, owl screeches, strings 
ascend and descend quickly as owl 
and bats fly away, she screams as 
she gets stuck, repeat of horns as 
she gets stuck on several branches, 
scream as she sees face in tree 
trunk, as she falls away from shot the 
sequence descends, plateau note 
and massive scream as she falls 
down ditch and the music descends 
too, repeating and ascending strings 
sequence as she clings to vine, 
splash a she falls into water, scream, 
louder and higher riffing as she runs 
from the river, gusts of wind, piccolo 
riffing with wind as she runs away, 
scream, sequence gets higher and 
louder as she sees faces in trees, 
sequence quickens as eyes appear 
everywhere, scream, small 
descension as she falls to ground, 
whimpering and crying, crying 
drowned out as scene becomes 
lighter and sunnier more major 
accompaniment is eased in as 
camera zooms out,  

Snow white runs away deep into 
the woods, is shocked and 
horrified at all that she sees, the 
scene is very dark and scary, she 
begins imagining the logs are 
crocodiles and the trees have 
faces and then she collapses in a 
clearing until it gets light there 

0:10:26 0:11:23 Crying fades out as string 
accompaniment becomes more 
major whilst animal approach, she 
exclaims "oh!" when a rabbit touches 
her, animals retreat and celeste is 
heard in ascending sequences, short 
wind sounds as animals return to 
nests, Snow White speaks, 
woodwind comes in to accompany 
her soft apology, woodwind turns 
when birds fly closer 

Sun comes out and animals 
approach her, she gets a fright 
and they retreat, she then 
convinces them to get closer and 
apologises for scaring them, 
asking what they do to feel less 
lonely and scared in the wood 

0:11:23 0:11:53 Birds whistle, birds tweet, call and 
response "ahs" and whistles, 
descending sequence as little bird 
floats back to Snow White's hand, 
chuckle,  

Whistle call and response 
character relationship established 



 
 

 

0:11:53 0:14:19 "A Smile and a Song" begins, tweets, 
water splashes, light strings and keys 
and woodwind accompaniment, bird 
whistle mimicking, continuous bird 
tweeting, chipmunk squeaking, 
tweeting response to questions, 
instrumental ending on journey out of 
clearing with crescendo and faster 
tempo and rall when she dances 
along the river, fade as branches are 
separated 

She warms to the idea of staying 
in the woods by duetting with the 
animals and they lead her to a 
place she can sleep 

0:14:19 0:15:10 Harp riffs as she sees house and 
small and light woodwind 
accompaniment as she approaches 
house, mickeymousing 
accompaniment clusters as she 
takes groups of steps, lower strings 
join as she peers in the window, 
mickeymousing clusters as animals 
peer in through the clean glass, 
speech with light accompaniment "it's 
dark inside", ascending strings and 
woodwind as she primps her hair in 
preparation, door knocking and 
orchestra call and response, 
descending accompaniment as 
"guess there's no one home",  

Approaches and investigates the 
little house from the outside 

0:15:10 0:17:08 Door screeches, mellow ad low 
woodwinds enter as she peers round 
the door into dark room, "Hello? May 
I come in?" call and response with 
lighter accompaniment as animals 
edge inside, floorboards creek and 
low winds edge in again, lean into 
notes as she stops to hush them, 
"shhh!", mickeymousing of step 
taking, suspended strings in 
background, slower and lower step 
mickeymousing for tortoise, higher 
and quicker mickeymousing as she 
gets further inside, "oh!" and high 
winds descend, animals scuttle 
away, slight pause between them 
leaving and her admiring the chair, 
"what a cute little chair!", light 
accompaniment returns as animals 
emerge from the doorframe, positive 
accompaniment in rhythm with her 
speech and the animals popping out 
from places, "and a shoe!" birds 
mimic with "twit twooo" tweet, 
blowing, sneezing with orchestra 
mimicking, clink from pot lid, 
whistling and gasping at mess, 
tutting, "Maybe they have no mother? 
Then they're orphans!" Minor string 
accompaniment, tweets as she 
begins to clean. 

She looks about, surveys the 
situation, decides they're missing 
a woman's touch and starts 
cleaning the place up to pay for a 
place to stay. 



 
 

 

0:17:08 0:20:29 Bird whistle introduction to song, 
"Whistle While You Work", buzzing 
as plates dry, clatter as dishes enter 
sink, splashes as water is pumped, 
brushing noises, actions in time with 
melody, mickeymousing as 
chipmunks hide under rug, mouse 
chatters teeth, humming and 
whistling along to accompaniment, 
music box takes melody for a few 
seconds, sneezing in gap, 
mickeymousing as chipmunk falls 
and other chipmunk reels in a spider, 
tweeting as birds enter, splash as 
birds water flowers, mickeymousing 
as chipmunk falls, low bass as deer 
stumbles its way out of the cottage, 
instrumental continues 
mickeymousing but becomes more 
jazzy as sun is there, instruments 
change for different animals, 
instrumental goes minor as chipmunk 
gets pulled away from tortoise friend, 
ascending flute sequence as birds fly 
high with shirt and hang it on the line 
to dry, singing mimicked by whistle 
then mimicked by humming then 
mimicked by whistle, whistles and 
"aah"s as song fades out to an end 
with picture zooming out to new 
scene 

Snow white and the animals start 
to clean and make it fun by singing 
and whistling tunes to pass the 
time 

0:20:29 0:23:07 Xylophone as dwarfs mine 
diamonds, "I am" song for "Heigh-
Ho" to introduce who they are and 
what they're doing, mickeymousing 
of digging, "the mines" echo call and 
response in low voice, "shine" 
response from nobody, fly buzzing, 
stick wacking, deer kicking, bells as 
good diamond is hit, clunk as bad 
diamond hit, brushing and clinking as 
Dopey sweeps up and carries away 
diamonds, clinking of diamonds in 
background, boink as Doc bashes 
diamonds out of Dopey's eyes,  tick 
tock of clock, mechanisms of 
automaton clock, sound of 
automaton hour strike starts chorus, 
Doc calls Heigh Ho and others 
response, heigh ho's overlap, song 
goes along with marching, crash as 
bags get thrown into cupboard, door 
closing, whistling, singing gets louder 
as dwarves march towards screen,  
once all dwarves are in a line 
harmonies are added in, singing gets 
quieter as dwarves march over 
bridge, music chromatically winds 
down as dwarves march off of bridge 
and out of sight 

Dwarfs mine and pack up to leave. 
They march home. 



 
 

 

0:23:07 0:33:28 Slow and suspenseful 
accompaniment as Snow White 
looks upstairs, bump as tortoise falls 
off step, low bassoon as tortoise 
snaps and pulls himself upstairs, nice 
string accompaniment as Snow 
White is shown entering room, door 
creaks, celeste rolls as Snow White 
and animals yawn, flute riff as bird 
flies to put out the candle, cadences 
as animals shut their eyes, brass 
triumphant riff as turtle goes up last 
steps, "Heigh ho" heard in distance, 
animals wake with each heigh ho, 
wind and strings up and down riffing 
a animals leave room to go down 
stairs, rhythmic wooden pitched 
mickeymousing as tortoise falls down 
steps, strings and wind riffing stops 
once all animals back in the wood, 
whistling, bangs and clatters s 
dwarves stop and fall into each other, 
low brass and strings mickeymousing 
of tiptoe steps, high string 
mickeymousing of heads popping up 
for a look, "Jiminy Cricket!" 
exclamation in unison, rhythmic 
dialogue and whispering, low wind 
and brass mickeymousing for 
creeping towards house, sustained 
violin as they glimpse through 
window, door creaks, mickeymousing 
as heads appear round door, 
squeaking of creeping footsteps, 
bang of door, scurrying of feet and 
quick ascending strings riff, shh,   
whispering, creaking of floorboards, 
yelp, low bassoon as they realise 
someone has been in and tampered, 
mickeymousing with sniffing, spitting 
of pot, high wind and strings 
mickeymousing of sneeze, big 
sneeze with wind and descending 
woodwind and high strings 
sequence, clattering as dwarves hit 
wall, knocking of bird beaks, 
suspense in strings, birds screaming, 
pot swallowing up dwarves, 
mickeymousing as dwarfs start to 
come out, high wind accompaniment 
after going upstairs is suggested, 
mickeymousing as Dopey runs away 
and is pulled back, creaking up 
steps, repetition of "we're right 
behind ya" and mimicking in following 
accompaniment that alternates 
between two notes like a nod, door 
creaks, tremolo on strings mimics 
shaking candle, moaning as Snow 
White wakes, scream, descending 

Snow White goes upstairs for a 
rest and so do animals. They hear 
the dwarfs returning and leave. 
The dwarfs notice someone has 
been in their house and 
investigate. They send Dopey 
upstairs and they all leave in fright 
as he tells them there is a monster 
sleeping upstairs. They go back in, 
ready to attack, only to find the 
beautiful Snow White asleep 
under the sheet they thought was 
a ghost. 



 
 

 

sequence and crash as dwarfs fall 
down stairs, sweeping squeak as 
dwarfs leave, door slams, bump as 
Dopey hits door, mickeymousing as 
door is pulled, tremolo as door is 
wide open, crashing as Dopey falls 
into cabinet, bashing Dopey, silence 
as Doc say "hold on there", snoring 
noises, tremolo strings, rhythmic 
speaking, brass mickeymousing 
approach bed, loud string halt as 
they see Snow White isn't a monster,  

0:33:28 0:37:30 Light woodwind as they describe 
Snow White, Stops as Grumpy snaps 
about women, pros vs cons like 
dwarves vs Grumpy and high vs low, 
shhh, rising as Snow White turns and 
wakes, descending chaos sequence 
as Dwarfs scramble and hide at foot 
of bed, Snow White yawns with a 
sleepy string accompaniment, flute 
and piccolo as Dwarfs raise eyes 
from foot of bed, scream, descending 
string bowing as hats fly off and float 
back down to dwarves, pizzicato 
mickeymousing as noses perch on 
footboard, sustained notes as Snow 
White waits for an answer from the 
Dwarfs, major and sweet and 
romantic accompaniment as she gets 
to guess who is who, quick 
intermittent string for Grumpy, as 
Grumpy speaks its minor and 
staccato, minor string 
accompaniment crescendos as 
Grumpy gestures with hands about 
the Queen,  conversation between 
Snow and Grumpy is sunny vs 
stormy, strikes in pauses as Grumpy 
describes the Queen, "bop" as 
Happy hits Dopey on the nose, 
mickeymousing of Snow listing the 
chores she'll do for the Dwarfs, 

Dwarfs get to know Snow White 
after she wakes up and decide 
she can stay 



 
 

 

"cook?!" shout, quicker 
accompaniment and speech as they 
get to know each other and start to 
agree, "hurray she stays" shout in 
unison with glee 

0:37:30 0:40:44 Wind chromatic sequence as pot 
boils and Snow goes down the stairs, 
accompaniment becomes light 
woodwind and strings as it is just 
Snow White and she stops the pot 
from boiling over, It gets slower as 
she tastes the soup, mickeymousing 
of string pizzicato as Dwarfs come to 
top of stairs to smell soup, sniff, 
"ahhh" as music begins again, 
Descending happy accompaniment 
as dwarfs scramble down the stairs, 
footsteps on stairs, chaotic and loud 
accompaniment as they race to the 
table, clattering of bowls, shouts and 
grumbles, wood knocking as Dopey 
has his head stuck in between the 
bannisters, descending 
accompaniment as Dopey runs down 
stairs and it stops as he trips over, 
accompaniment ascends to a high 
point before stopping, Snow White 
breaks up squabble as she tells them 
"ah-aha just a minute!", slower as 
she begins to speak, low winds as 
Dwarfs discuss concept of washing, 
spoon rattles off table, low 
mickeymousing as Grumpy folds 
arms, wind riff as Dwarfs shake 
heads, call and response of riff in 
high and low winds, "ting" as Dwarfs 
share an answer in agreement, 
pause for Dwarfs to wash, 
mickeymousing as dwarves hide 
hands and stop when hands are 
behind their backs, descending string 
mickeymousing of steps taken 
backwards, brass starts a march as 
Snow tells them to "march straight 
outside and wash", melody as a 
Dwarf joins the line, clatter as Dopey 
walks into the wall, descending 
chromatic woodwind riff as he runs 
round door to leave and wash, 
Grumpy grunts with no 
accompaniment, low minor riff as he 

Snow White starts making dinner 
and the Dwarfs start squabbling. 
She makes them all go wash 
before eating and Grumpy falls out 
with her. 



 
 

 

turns to see Snow with hands on 
hips, music in conversation with 
Snow as Grumpy refuses to answer, 
tremolo and crescendo as Grumpy 
turns to stick tongue out, low 
mickeymousing as Grumpy huffily 
marches towards door which stops 
when he hits the door with his nose, 
Snow lets out a high pitched giggle, 
Silence as Snow asks if he hurt 
himself, he "ha"s and then storms 
away to a low wind repetition. 

0:40:44 0:45:49 Slam of the door, low wind and brass 
melody as Grumpy approaches 
barrel, mickeymousing with 
cadences and Grumpy's actions, 
slow low minor accompaniment as 
Dwarfs muster up courage to wash,  
slow trill mickeymousing finger 
swirling the water, brrr, repetition of 
theme as Dwarfs discuss washing, 
rhythmic explanation of washing as 
song starts to come in, brlrlrlrlrl, 
buzzing of fly, pop of bubble, wet 
brush noises, splash as Dopey is 
pushed in, Low brass 
accompaniment when Grumpy talks, 
spit on cadence, shaking, patting, 
shaking, blowing out water from ears, 
key change for Grumpy, expression 
and beckon and whisper 
mickeymousing, whispering whilst 
accompaniment alters between 
minor notes, whistles tune, bucket 
breaking, scramble and low and loud 
accompaniment, drum roll and 
cymbal as Doc and Dopey fall and 
roll and sit up again, high descending 
accompaniment as Doc throws 
Dopey away and tells him to get the 
soap,  wood block as Dopey trips, 
slipping sound as soap flies out of 
Dopey's hands in time with flute 
ornaments, bash and slide of soap, 
low brass mickeymousing as Dopey 
crawls and creeps up on soap, high 
and repetitive accompaniment as 
Dopey swallows soap, hiccupping, 
mickeymousing with wind as Dopey 

The Dwarfs force Grumpy to have 
a wash after doing so themselves. 
Dopey manages to swallow the 
soap and have a fit of hiccups 
where he releases bubbles. 



 
 

 

pats his stomach, scrubbing, 
shouting, ascending sequence into 
key change of another song verse, 
splashing and dunking, high contrast 
with Dopey hiccupping shot, 
repetition as bubbles burst and 
Dopey turns red, cadence as Dopey 
lands, repetitive trill sequence as 
Dopey grows bubble under hat, back 
to song and chatter, sniffing and 
laughing, "supper", clanging of spoon 
against pot, splash, "hooray" in 
unison, blrlrlrlrlrll, cadence falls in low 
brass with a "ha!" from Grumpy 

0:45:49 0:49:53 High sustained strings as shot 
brightens to show castle, descending 
winds and strings as castle zooms in, 
repetitive ascending minor 
accompaniment using high strings as 
Queen asks Mirror who is the fairest 
now, descending clarinet line as 
Mirror delivers unexpected news 
about Snow White, trill and stop as 
she closes the box shut, loud brass 
and wind descending sequence as 
she comes down the staircase in a 
mood,  as the staircase spirals and 
she goes out of sight the brass 
muffles slightly, brass 
mickeymousing in ascending as she 
approaches room in the dungeons, 
high strike as crow notices Evil 
Queen, low sustained string tremolo 
as she looks at the box,  wooden 
bang as box is thrown to floor, quiet 
accompaniment as she sort of 
whispers a plan as she's talking 
about being undercover, metallic 
echo as black of night is added to 
goblet, accompaniment steps us a 
semitone for new ingredient, echoing 
cackle that fades when dripped into 
the goblet, steam sound, scream 
echoes, crescendo, wind and high 
woodwind sequence, thunder, 
bubbling, sustained high string 
tremolo as she starts to almost 
whisper the next step, 
accompaniment quickens and gets 
louder as she drinks potion, glass 
smashing, gasping for air, loud 
repetitive sequence as spinning 
happens and potion takes effect, low 

Evil Queen learns that Snow 
White is still alive after another 
consultation with the Mirror. She 
goes to a dungeon lair to disguise 
herself and make a poisoned 
apple to kill Snow White. 



 
 

 

brass line as potion takes effect, 
thunder, wind, accompaniment 
sequence gets higher as changes 
start happening, thunder and 
bubbling, descending low strings and 
wind accompaniment as we hear the 
new voice and shot moves down to 
see the old hag, knocking as crow 
hides inside skull, quiet low wind and 
string accompaniment rises as she 
starts to make poison apple, 
crescendo and ascending sequence 
in brass and low strings as she says 
death and shot closes up on her 
face, sound fades as image fades 

0:49:53 0:54:30 Dance music and a yodelling, sound 
of feet dancing, mickeymousing as 
Dopey watches yodelling Adam's 
apple, piccolos and flutes heard as 
wooden bird pipes shown on 
Grumpy's pipe organ instrument, tap 
dancing feet, woodblock sounds and 
drum sounds, popping as sticks 
move through Dopey's sleeve, 
cymbal crash, brass vamping in-
between verses as Dwarves move 
round room, laughing, false starts 
from Bashful with pauses and 
laughter afterwards, wind shout 
prompt on the pipe organ from 
Grumpy to get Bashful singing,  high 
wind has melody, snort, Sleepy plays 
a chanter, Dopey clashes a cymbal, 
Snow White claps, yodelling in 
harmony after dance and 
instrumental break, Snow White 
sings, fly buzzing, drumming, cymbal 
crash at cadence as Dopey swats a 
fly which leads to a drum solo, 
cymbal echoes, descending pipe 
solo and tweet at cadence, cheers as 
animals watch on through window, 
gasp, finger clicking, giggling, new 
bridge part for dance with tall Dopey, 
banjo solo ending with a samba call, 
cheer, accordion part, wooden blocks 
and cymbal, all together, key change, 
drums, claps, chanter, sneezing 
brings music to a halt, cymbal roll 
and whistle as Dopey is sneezed out 
of the coat, laughing, bump as Dopey 
slides down beam to the floor, 

A little dance in the Dwarfs' house 
to welcome Snow White 



 
 

 

laughter and speech with Dwarfs in 
Unison and then taking turns 

0:54:30 0:56:25 "Tell us a story", piano lead into 
song, accompaniment is conversant 
with Snow White and the Dwarfs, 
violins and singing, gap left to let 
Grumpy say "hah mush!", 
Mickeymousing as she sings love 
and birds cuddle together, loud on 
"sing" as Sleepy is woken up,  "and 
wedding bells will ring" is quieter and 
goes lower down as Sleepy relaxes 
again, sigh 

Snow White sings her love story - 
"Someday My Prince Will Come" 

0:56:25 0:58:02 Ringing and ribbit from cuckoo clock, 
flute sequence as she shuffles them 
to bed, slide as Doc pulls Dopey 
back from stairs, cellos as Doc tells 
Snow White where she can sleep, 
"oh yes mighty comfortable" in 
unison, door shutting, buzzing of 
accompaniment as Dwarves race 
towards Dopey and the pillow, 
shouting, strings as they pull on 
pillow, ripping noise, whole tone 
section as feathers fall to ground, 
bassoon as Dopey pulls large feather 
out from tunic, squeaking sound as 
he pokes at feather,  

They all head to bed and the 
Dwarfs sacrifice their bedroom for 
the Princess. They all fight over 
the one pillow downstairs and rip it 
to shreds. 

0:58:02 1:00:02 Plagal cadence as Snow White says 
her bedtime prayers, Snoring, spoon 
clatter, spitting, spitting of fire, 
moaning in sleep, whistling and 
blowing mickeymousing as Happy 
snores the doors open and closed on 
the cupboard and Doc snores the 
water to and from his open mouth, 
gargling as water drops into Doc's 
mouth as he sleeps, whining as 
Dopey has a dream like a dog, 
buzzing, tutting, high pitched buzzy 
snore, tweeting of birds at night in 
the forest as snoring fades and 
image zooms out from cottage. 

Everyone gets to sleep peacefully 
in the cottage in the woods 



 
 

 

01:00:02 01:02:57 Soaking and bubbling, low wind and 
strings ascending minor sequence as 
apple is pulled out, dripping, piano riff 
before apple turns red, flute riff as 
crow cowers in fear, string trill for 
suspense after "but wait", low 
bassoon as she steps towards spell 
book to find antidote, ascending 
sequence in wind is halted when 
Witch closes book, cackle and low 
wind and string accompaniment, 
pause to talk to skeleton prisoner, 
clatter as skeleton is kicked, scuttle 
of a spider, splashing as she steps in 
boat, suspended high note as there 
is a loud repetitive low string 
accompaniment in minor key, rustling 
of reeves, sound lowers and fades 
down quickly as Witch walks away 
into the mist  

Witch makes the poison apple and 
makes her way to give it to Snow 
White. We learn the antidote to the 
curse. 

01:02:57 01:05:34 Light string major happy 
accompaniment, birds tweeting, click 
and screech of door opening, kissing, 
sneezing and wind, descending 
chord in wind accompaniment as 
Sneezy blows himself away, trill 
mickeymousing as Dopey pulls on 
Snow's skirt, descending 
accompaniment as she moves 
Dopey's head down to kiss him on 
top of his head instead of on the lips, 
loud brass accompaniment as Dopey 
rushes back inside for another kiss, 
whistle and boing as he bounces 
back, "Heigh-ho", goodbye, low 
winds as she kisses Grumpy, low 
accompaniment mickeymousing 
Grumpy stomping away, Lulls and 
slows as he slows and starts to 
smile, sigh, kiss is blown as triangle 
tings, Grumpy low accompaniment 
as he marches away in a huff into a 
tree, whistle as he unsticks his nose 
from the tree trunk, "hmm", "Heigh-
ho" accompaniment as he walks on, 
splash as he walks right into river, 
low brass heigh ho accompaniment, 
bang of head on underside of bridge, 
minor low brass and strings heigh-ho 
accompaniment as he walks away 
grumpily and staccato, squelches,  

Snow White waves and kisses the 
Dwarfs off as they head to work. 
Grumpy falls after being kissed by 
Snow White. They warn her of 
intruders and to be wary of the 
Queen and her witchcraft. 

01:05:34 01:06:06 Low strings, cackle, Witch's voice 
gets louder as she passes under the 
vultures on a tree branch 

Witch on her way to poison Snow 
White 

01:06:06 01:06:56 Birds tweeting and Snow White 
singing "Someday My Prince Will 
Come", ascending strings 
mickeymousing the bird lifting up the 
pastry cuttings, harp glissando as 
birds press the pastry crust edge 

Snow White and the animals make 
pies for the Dwarfs whilst singing 
"Someday My Prince Will Come" 



 
 

 

01:06:56 01:08:55 Gasp, birdsong stops, low trill on 
cello and strings, cackle, strings rise 
in minor accompaniment along with 
conversation, sniffing, lull in 
conversation sees low and loud 
strings, concerned chirping, Witch's 
voice gets louder as shots closes 
back in on the window, flute and 
piccolo and bird chirping in 
ascending pitch as they attack Witch 
and she yells out, wind cadenza and 
birds stop as they settle back in 
trees, breathing heavily, door closes, 
animals chattering at window, low 
strings alternating between two minor 
notes, sustained string tremolos and 
bassoon melody as Witch pulls apple 
out, quicker and ascending 
instrumental as animals hurry off to 
get the Dwarfs, running feet 

Witch appears and convinces 
Snow White to buy apples. She is 
attacked by the animals as they try 
to warn Snow White but feigns a 
heart attack. Snow White lets her 
in and the animals rush off for 
help. 

01:08:55 01:09:47 Dwarfs singing heigh-ho, whistling 
cross cut with flute cadenza as 
animals run through the forest, 
wheels of the minecart, gasp, shout, 
Dwarfs all bump into each other, 
stampede, tense and quick 
accompaniment, shouting, bash as 
Dopey falls, relentless and alarmed 
tweeting, sneeze, descending 
pizzicato strings as the birds are 
blow away by sneeze 

Animals try to pull the Dwarfs back 
to the cottage o Snow White's aid 
but Sneezy blow the birds away, 
delaying their urgently needed 
return 

01:09:47 01:12:37 Low strings and oboe, brass 
accompaniment, "the Queen!" 
shouted in unison, brass motifs rising 
in pitch between dialogue about 
saving Snow, heigh-ho motif returns 
and is played quicker as the deer 
gallop away, brass heigh-ho variation 
in minor as Happy can't get on his 
steed, low wind accompaniment as 
Witch convinces Snow White to take 
the apple, crashing down 
mountainside, brass repetition as 
they jump cliff, whimpers, drumrolls 
and low buzzing accompaniment 
change to a low minor chord as 
Witch cackles loudly, thunder, rising 
hearty accompaniment as Witch 
steps out into the rain 

The Witch convinces Snow White 
to take the apple as the Dwarfs 
realise she is in danger. They start 
running home with the animals as 
Snow White eats the apple, 
dropping to the floor. The Witch 
cackles gleefully. 

01:12:37 01:14:30 Thunder, chatter, running, tweeting, 
brass fanfare, minor fanfare when 
vultures shown, ascending minor 
theme by semitone as Witch runs 
away into forest, repetitive brass as 
Dwarfs climb cliff after Witch, wind, 
small pauses in between rising 
accompaniment as Witch reaches 
top of cliff and pulls herself up on 
branch, accompaniment rises to a 
sustained tremolo, Witch gasps as 

Dwarfs catch up to Witch and 
chase her up a cliff. She tries to 
flatten them with a boulder but the 
cliff is actually struck by lightning 
and the stone breaks off, causing 
her to fall to her death. 



 
 

 

she exclaims she is trapped at top of 
cliff, minor mickeymousing as 
vultures land on branch above Witch, 
low brass and strings as she 
attempts to tip boulder, shouts, 
cackle in distance as shot focuses on 
Dwarfs, cackle very loud as shot 
moves to her, loud thunder and crack 
of rock, bloodcurdling scream that 
descends in pitch and diminuendos 
as Witch falls off, just wind rain and 
storm as vultures watch the Witch 
falling, noises fade out as scene 
fades and Witch dies 

01:14:30 01:15:30 Organ fades in as picture fades in, 
crying, rain dripping, hymn fades out 
as picture fades out 

Dwarfs cry as they surround Snow 
White's coffin 

01:15:30 01:19:40 Instrumental, accompaniment 
brightens with seasons, "One Song" 
in Prince's voice with choral 
accompaniment, harps as the coffin 
is seen, "ouch's as sun shines on her 
body, male voice gets louder as 
Prince appears in clearing, sustained 
high winds and strings as he 
approaches the coffin, descending 
whole tone as he bends to kiss her, 
as lips touch, a major chord is played 
and starts off "Someday My Prince 
Will Come" hummed version, 
humming turns to singing as Snow 
White opens her eyes, "to be happy 
forever I know" sung in male voices 
as Dwarfs all look up at the 
resurrected Princess, instrumental of 
the song quickens and crescendos 
as the animals look up and Snow 
White sits up, key change and 
crescendo when she looks up and is 
scooped up by Prince, 
accompaniment quickens as Dwarfs 
and Animals celebrate, slowed down 
song accompaniment as she kisses 
Dwarfs goodbye, crescendo and 
rallentando as they ride off into the 
sunset, ascending vocals to key 
change, finishing verse sung by all 
chorus in new key and slower, "and 
wedding bells will ring" bells are 
heard, rallentando into "One Song" in 
brass, brass and chorus and bells 
and harp end film 

Snow White's curse is lifted by 
true love's kiss. She is resurrected 
and rides off to the palace with the 
Prince, after kissing the Dwarfs 
goodbye. Wedding bells are 
heard. 

01:19:40 01:19:45 Silence Walt Disney logo 
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Introduction 

In 2020, TikTok is one of the most popular social media short-video platforms in the world. 

Allowing users to post low budget, low effort clips from their bedrooms and workplaces, 

TikTok has the power to turn the school bathroom into a music studio. The app’s ‘For You’ 

page plays an endless stream of user content operated by an algorithm based on user data - 

likes, follows, shares, hashtags, location, age, gender and more (Feldman, 2019). Since it 

merged with - or rather, encapsulated - the Musical.ly app in 2017, TikTok has become a 

virtual performance space for professional and amateur musicians alike (Shaw, 2019). When 

making a video, users can react and add to videos and sounds made by other users. TikTokers 

can then perform virtual duets by recording over each other’s sounds, enabling their handheld 

devices to function as music production software (Liffreing, 2020).  

This begs the question; how do musicians communicate effectively to create performances on 

TikTok? 

To investigate, this essay aims to analyse the communication between performers and their 

audience to create a musical duet on TikTok. Two short videos will be analysed. First, an 

original musical performance of ‘(Hit Me Baby) One More Time’ by Johnathan Tilkin, and 

second, a harmonised duet of Tilkin’s performance by Taylor Edlin. By looking at 

communication between performers, and communication between performers and their 

audience, this analysis aims to break down a musical duet in its social context. Using 

Clayton’s four functions of music (2012) - regulation of an individual's emotional, cognitive 

or physiological state, mediation between self and other, symbolic representation, and 

coordination of action - this duet will be broken down to reveal non-verbal aspects of 

communication, the social meanings of music on TikTok, and how these forms of 

communication contribute to effective virtual music collaboration. 

 

About The Videos 

The original video by Johnathan Tilkin was posted on 10th March 2020. The video shows 

Tilkin in his car, singing a cover of the Britney Spears hit; ‘(Hit Me Baby) One More Time’. 

Under the video is the caption; 

“ keeping this beat while singing was nearly impossible          but it feels good to be able 

to sing again after being sickkk #music #britneyspears #foryou ” 

Jonathan Tilkin has a blue tick next to his name on TikTok, which means that his account is 

verified. This also means that his account is extremely popular on TikTok, making him 

TikTok famous. A quick glance at his profile reveals 75 videos of Tilkin singing to 966.8 K 

followers on the app, and a link to his Spotify artist page. The video is shot in his car, like 

most of Tilkin’s videos. His use of the hashtags; music, britneyspears, and foryou, indicate 

his efforts to appear on the app’s For You page, where the video is broadcast to users that do 

not already follow Tilkin. The video currently stands at 288.6 K likes and 3082 comments - 

most of which are requests from users for @tayloresings - Taylor Edlin - to duet and 

harmonise the video (Tilkin, 2020). 
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The duetted video by Taylor Edlin was posted one day after the original on 11th March 2020. 

The video shows Edlin in his bedroom, harmonising to Tilkin’s performance of ‘(Hit Me 

Baby) One More Time’. Under the video is the caption; 

“So many requests to do this so here ya go! How could I refuse singing with the goat 

@johnathantilkin #hitme #onemoretime #duet #music “ 

Taylor Edlin is also a verified TikToker and has currently uploaded 228 videos to his 607.9 K 

followers on the app. Edlin shoots videos from his bedroom, challenging followers to sing his 

complicated musical riffs, and duetting others’ videos by harmonising over their 

performance. His caption reveals popular demand from followers to duet Tilkin’s 

performance. By using the hashtags; hitme, onemoretime, duet, and music, and tagging 

Tilkin’s user handle, Edlin allows followers to see that he has duetted Tilkin’s performance 

of (Hit Me Baby) One More Time’. This is particularly relevant as Edlin is well known in the 

TikTok community for singing this song with users @jamescharles - YouTube makeup guru 

turned TikTok sensation - and @gaba.mp3 - social media singer (Kahn, 2020). Edlin’s video 

duet with Tilkin currently has 72.9 K likes on TikTok (Edlin, 2020) 

 

Practical Issues 

Since TikTok videos are usually shot on handheld devices, the videos are portrait as opposed 

to landscape, meaning that the performer is seen but their surroundings and environments are 

unclear. This was a little challenging since there was no way of knowing whether the 

performers were performing to a live audience as well as a virtual one. There is also a 

variance in equipment - Edlin has his own microphone setup whereas Tilkin is simply using 

his voice and the interior of his car. The resolution is quite good however, and the videos 

appear continuous and unedited. The audio is also of good quality, which was helpful for 

hearing the differences between melody and harmony before and after the duet. Since the 

videos are very short and would be hard to timestamp effectively, they will be analysed 

against their lyrics - a transcription of the lyrics is included for reference below. Overall, 

these things were not problematic but rather points to remember when making an analysis. 

“My loneliness 

Is killing me 

(And I) 

I must confess 

I still believe 

(still believe) 

When I’m not with you I lose my mind 

Give me a sign 

Hit me baby one more time” 



B095650 
 

4 
 

 

The Original Performance - Johnathan Tilkin 

Tilkin begins the video in the driver’s seat of his stationary car, with his eyes closed, tapping 

a beat on the central storage console and clicking in time to the song. We learn from the 

caption of this video that he is performing for the first time since being unwell. This would 

suggest that Tilkin’s performance serves as a regulation of his emotional, cognitive or 

physiological state (Clayton, 2008), allowing him to get back to his normal routine of singing 

daily. Tilkin also displays coordination of action by choosing to tap out a beat whilst he sings 

(Clayton, 2008). 

 

As soon as he starts to sing, Tilkin opens his eyes and looks directly at the camera. The 

corners of his mouth curve into a smirk, then a smile. When singing the word ‘loneliness’, 

Tilkin closes his eyes whilst smiling towards the camera - almost as if he is joking about how 

lonely he is, and embarrassed to have flirted with the camera at the beginning of the song. 

This may be a nod to the fact that he doesn’t feel lonely with so many followers to perform 

for. He also might be cringing at himself for flirting with his followers through his direct look 

at the camera and smirking. This demonstrates Clayton’s functions of mediation between self 

and other, and symbolic representation (2008). Tilkin communicates intimately with his 

audience whilst using facial expressions to convey his emotions. 

 

To sing the lyric ‘is killing me’, Tilkin closes his eyes and looks down at his lap - away from 

the camera. This appears to be for him to get into a serious mindset or get into character. As 

he sings the word ‘me’, Tilkin glances back up at the camera, with his eyebrows moved down 

in a serious and sincere fashion. This could be a way to reassure any potential duetters that he 

is serious about the rest of the musical performance. Tilkin’s breaks in eye contact act as a 

mediation between self and other (Clayton, 2008), as the audience witnesses Tilkin 

communicate his passion and dedication to the performance. 

 

Next, Tilkin raises his eyebrows and closes his eyes tightly to sing ‘and I’. This is probably to 

show how high he finds the notes to sing. He also turns his head away from the camera 

slightly, most likely because his voice gets louder when he sings these higher notes. Looking 

down to the opposite corner of the car than he did for his high notes, Tilkin closes his eyes 

and bows his head again. This signals to the audience and potential duetters to anticipate 

more high and impressive notes for the rest of the song, as he sings ‘I must confess’. 

Suddenly, he looks up and directly at the camera to sing ‘I still believe’, with a smile on his 

face. On the word ‘believe’, he turns his head upward slightly - with his head directed 

towards the middle distance - and away from the camera again, closing his eyes. Like before, 

this is probably to accommodate for the change in vocal volume, and to show how high he 

finds the notes from his facial expressions. Following this, Tilkin repeats the line ‘still 

believe’ at a higher pitch, raising his head and his eyebrows again, whilst keeping his eyes 

closed. This time, he faces the camera. This is probably because he sings these notes at a 

lower volume than the previous high notes he has sung so far. From this, we can tell that 
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Tilkin’s actions of; closing his eyes, raising his eyebrows, raising his head, and turning away 

from the camera, are symbolic of high notes and difficult vocal exercise. Tilkin’s expressions 

and body language are symbolically representative of the song’s demands (Clayton, 2008), 

and allow his audience and potential duetters to anticipate what comes next and how to react 

to it. 

 

Figure 1. Tilkin making use of facial expressions and body language to communicate his performance process. 

(Tilkin, 2020) 

 

To sing ‘when I’m not with you I lose my mind’, Tilkin quickly opens his eyes to make direct 

eye contact with the camera again, smiling before turning his head away from the camera a 

little. He also closes his eyes again as he finished the word ‘lose’, building up concentration 

before attempting the riff on the next line. Before this, he sings the words ‘my mind’ and 

quickly moves his body down and towards the car door, closing his eyes tighter before the 

riff. Here, Tilkin’s body language is symbolic, instead, of his concentration on the riff that 

lies ahead. (Clayton, 2008). 

For his riff on the words ‘give me a sign’, he lifts his head and faces the camera again, with 

his eyes still tightly closed. His face remains like this as he riffs on the word ‘sign’. Tilkin 

hits the dashboard of his car as he sings ‘hit me’ for the last time during his cover, he stops 

clicking along to the beat at this point, exemplifying coordination of action (Clayton, 2008). 

He looks straight at the camera again and smiles on the word ‘time’. On the final word, he 

leans in towards the camera slightly and makes a circular gesture with his arm, signifying the 
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end of his song for both him, his audience, and any prospective duetters. During these final 

lyrics, Tilkin uses his body language as a mediation between himself and others, mapping out 

the path of the musical performance (Clayton, 2008), almost like an instruction guide on how 

to react and engage for listeners and duetters. 

 

The Duetted Performance - Taylor Edlin 

Edlin begins the video behind a microphone in his bedroom. He wears headphones to listen 

back to his voice against the audio from Tilkin’s performance. He dances towards the 

microphone to the rhythm of Tilkin singing, nodding along. When joining in on the lyric ‘is 

killing me’, Edlin riffs on the word ‘is’. He points at the camera and moves his finger down 

to show the downward movement of the notes in his riff. This introduces a running theme of 

symbolically representative body language as mediation between self and other in Edlin’s 

performance (Clayton, 2008). Actions and hand movements that correlate with his harmony’s 

direction act as a visual guide for the audience, allowing them to listen out for Edlin’s 

harmony against Tilkin’s melody line. 

 

Figure 2. Edlin visually maps his harmony line against Tilkin’s melody. (Edlin, 2020) 

 

Edlin continues to show the movements of his vocal part by moving his right hand up or 

down, whilst maintaining eye contact with the camera lens. When he sings ‘I must’, he points 

to himself to show the audience that he is singing the same notes as Tilkin for these lyrics. As 

Edlin sings ‘confess’, he riffs and shows his vocal movements with his right hand. He also 

lifts his left hand on the first note of his riff, signalling a change in his vocal part to make it 

different to Tilkin’s part. Here, Edlin demonstrates coordination of action in two ways - first, 
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the movement of his hands to map out his harmony against Tilkin’s performance, and second, 

riffing to conform to trends within the TikTok community. 

 

Following this, Edlin takes a step back from the microphone a little, singing ‘I still believe’ 

and motioning with both hands to the rhythm of the words. However, when he sings ‘still 

believe’ for the second time, he moves both hands closer to and further away from the camera 

for each note sung. Singing ‘when I’m not with you’, Edlin uses his right hand and moves it 

as if he were turning down the pitch on his own voice. This is most likely to help the 

audience understand that his harmony has a stepwise descent, making it easy for them to 

differentiate between melody and harmony if they are; uncertain about who is singing which 

part, unfamiliar with Tilkin’s performance, or unfamiliar with the song in general. 

Taking a step back, Edlin once again illustrates the movement of his vocal part by pointing 

upwards as he sings ‘lose my mind’. He then sings ‘give me a sign’, harmonising Tilkin’s riff 

on the word ‘sign’. During this, he moves both hands up and down with the notes, leaning 

back from the microphone slightly. This seems to be the only part of the video where Edlin 

also uses his eyebrows, moving them up and down with the notes in the riff. This might serve 

to remind him of the riff that Tilkin has created for his cover, which is not present in the 

original version of the song by Britney Spears. This is the only instance of facial expression 

as symbolic representation and mediation between self and other in Edlin’s performance 

(Clayton, 2008). He communicates his concentration to the audience, whilst also mapping out 

the pitches of his harmony with the directions of his eyebrow movements. These eyebrow 

movements may also show that Edlin’s performance is regulating his emotional and cognitive 

state, as he focuses on practicing and improving his harmonising skills (Clayton, 2008). 

 

For the final line of the song; ‘hit me baby one more time’, Edlin leans away from the 

microphone and dances on the beat, moving his arms across his body and down by his sides. 

This is almost like a signal to the audience that the performance is about to end. On the last 

word of the lyric, he moves his right hand up, pointing towards the ceiling, illustrating the 

melisma of the word ‘time’. This is the final instance of the use of body language as 

mediation between self and other (Clayton, 2008), as Edlin concludes his harmonic mapping 

of the performance with hand gestures. 

 

Communication in Context 

The final duetted performance in Edlin’s video is an excellent example of a new and 

developing form of digital collaborative performance - the TikTok duet. Due to the short 

duration of the videos, performers can quickly choreograph their movements, expressions and 

other performance choices to effectively communicate with their audience - or in Tilkin’s 

case, to communicate with his duet partner. Tilkin’s performance primarily employs non-

verbal communication, like body language and facial expression, to communicate musical 

meaning to his audience and invite people to collaborate. On the contrary, Edlin’s 

performance uses non-verbal communication to visually map his harmony for the audience, 

treating the duet as an educational demonstration, rather than just a musical performance. 
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These types of musical communication are common practice within the TikTok community 

(Desblache, 2019). As Qureshi (1987) identifies: 

“…musical and contextual structures are informed by sociocultural background 

dimension, while the musical-contextual interaction process, based on the strategy of 

the participants, is informed by their own vantage point or self-interest.” 

In this case, Tilkin’s communication is central to TikTok’s duet feature, as he seems to focus 

on creating a performance that his audience can add to. Hence, Edlin’s communication is 

more self-centred, and focuses on his own addition to the performance. 

 

Although the performers differ in this way, their attempts to achieve what Clayton (2008) 

describes as ‘fellow feeling’ - a shared emotional state - are very similar. Tilkin uses his 

facial expressions to allow the audience to share in the emotions of his performance, 

conveying his challenges and his pride in overcoming them. Likewise, Edlin uses hand 

gestures, enabling the audience to share in his thought process throughout the performance as 

he maps his harmony line. This practice is characteristic of TikTok videos, especially musical 

performances (Wang, Gu and Wang, 2019). 

 

Also specific to musical performance on TikTok is Edlin’s tendency to riff. There is a 

prominent riff culture within the TikTok community, with many users partaking in the 

Burlesque Riff Challenge in 2019 and 2020 - where users try to recreate Christina Aguilera’s 

riff from the Burlesque film (TikTok, 2020) (Desblache, 2019). Not only is riffing something 

of a trademark for the app’s musical community, but it is also synonymous with Edlin as a 

performer. Edlin’s harmonised riffs stem from the riffs of Mitch Grassi, star of the acapella 

group Pentatonix, and this is evident in the way that Edlin mirrors Grassi’s hand gesture 

mapping (Kahn, 2020). 
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Figure 3. Grassi VS Edlin. Musical mapping through hand gestures. (Pentatonix, 2013) (Edlin, 2020) 

 

Conclusion 

From this analysis, we can conclude that Tilkin and Edlin utilise non-verbal communication 

(Clarke, 1989) and frame their performance in the social context of the TikTok community in 

order to communicate effectively to create a digital duet. Tilkin combines all four of 

Clayton’s (2008) functions of musical performance to communicate with his audience, and 

potential duet partners, through facial expressions and body language. Meanwhile, Edlin 

employs the same four functions to communicate with his audience - primarily through hand 

gestures, but also through facial expression. The performers’ produce a successful duet by 

making cultural references to trends and traditions within the TikTok community. Therefore, 

we can conclude that musicians on TikTok create effective digital performances through non-

verbal communication and attention to social meaning within the user community. 
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Introduction 
Wing & Son’s Five Pedal Piano was, in Frank L. Wing’s opinion, the most complete 
version of the Piano.1 Their unique orchestral attachment was invented to make an 
orchestra from a single instrument and was produced in New York between 1876 
and 1931.2 Unfortunately, production on this Piano came to a halt and began to melt 
into the background of the American music scene. This essay aims to explore the 
reasons for the demise of the Wing & Son Five Pedal Piano; by looking at the 
instrument itself, it’s associated repertoire, and the effects of the Great Depression 
on American musical instrument manufacturing. 
 
Wing & Son’s Five Pedal Piano 

Established in 1868, originally under the name of Doane, Wing & Cushing, the firm 

became Wing & Son in 1873 and manufactured pianos from their factory in 

Manhattan, New York. Following the Civil War, the Wing family entered the piano 

business by something of an accident, when Luman Birch Wing had to abandon his 

retirement plans after a friend skipped town with his money.3 This betrayal led to a 

successful family business spanning four generations. Perhaps the most influential 

figure in the business was Luman Birch’s son, Frank Luman - often known as Frank 

L. Wing. 

 

By 1911, Wing & Son contended with over 200 other American Piano manufacturers, 

and the business’s survival depended on clever marketing and a unique business 

model.4 Frank L. Wing was savvy and knew that their business would benefit from 

taking some rather unorthodox approaches to stay in the game. For instance, the 

company published and disseminated ‘The Book of Complete Information About 

Pianos’, free of charge to any interested customer,5 opting for soft-sell marketing that 

would allow customers to arrive at their own conclusion that a Wing & Son Piano 

was the best option for them. At the back of these books were several testimonials 

from happy customers of high esteem, with Wing & Son claiming: 

“If you do not find a letter from your town or locality, let us know, for we 

certainly have one and will refer you to customers nearby.”6 

Of course, if prospective customers were still unsure, the company offered a free trial 

with all cartage paid to anywhere in the United States. This option also offered 

aggressive financing. Furthermore, Frank chose to tempt his customers with 

 
1 “Wing & Son - Antique Piano Shop”, Antique Piano Shop, 2020, https://antiquepianoshop.com/online-
museum/wing-son/. 
2 Ibid. 
3 Alison Scott, Wing & Son Pianos: An Informal History Of A Family Company, As Recalled By Laurence Wing, 
eBook, 1st ed. (repr., Francestown. NH: Alison Scott, 20090, 3, https://www.pianoemporium.com/wp-
content/uploads/2012/06/WingSonPianoBook-2009-1.pdf. 
4 Ibid. 4. 
5 Antique Piano Shop. “Wing & Son.” 
6 Book Of Complete Information About Pianos, eBook, 1st ed. (repr., New York: Wing & Son, 1926), 78, 
https://antiquepianoshop.com/online-museum/wing-son/. 

https://antiquepianoshop.com/online-museum/wing-son/
https://antiquepianoshop.com/online-museum/wing-son/
https://www.pianoemporium.com/wp-content/uploads/2012/06/WingSonPianoBook-2009-1.pdf
https://www.pianoemporium.com/wp-content/uploads/2012/06/WingSonPianoBook-2009-1.pdf
https://antiquepianoshop.com/online-museum/wing-son/
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guarantees lasting anywhere between 12 and 44 years!7 These promises are 

outlined in Figure 1. On top of all this, Wing & Son Pianos could only be purchased 

directly from the manufacturer, assuring no interference of an intermediary at any 

point. But perhaps the most ingenious and pioneering business move by Frank L. 

Wing was the orchestral attachment. 

 

 

Figure 1. Guarantee & Indemnity Certificate for a 1903 Wing & Son Piano8 

 

The Wing & Son orchestral attachment allowed for the sounds of Mandolin, Guitar, 

Harp, Zither & Banjo to be produced at the push of a pedal. The patented 

instrumental attachment could be installed to any Wing & Son model, resulting in a 

unique and fascinating Five Pedal Piano. In 1876, Frank L. Wing and Frederick M. 

Hill patented an ‘Improvement in Bell Piano-Fortes’ that would give them claim to; 

“1. The combination, in a musical instrument, of a series of bells, gongs, or 

similar shaped sounding bodies, A’ A”, with a series of vessels or tubes, B, 

arranged to reinforce or intensify the sounds of the said bodies, and with a key-

board mechanism for actuating the same, substantially as described. 

 
7 Antique Piano Shop. “Wing & Son.” 
8 Wing & Son, Guarantee And Indemnity Certificate Issued By Wing & Son, image, 1903, 
https://www.classicbooksandephemera.com/pages/books/007307/guarantee-and-indemnity-certificate-
issued-by-wing-son/?soldItem=true. 

https://www.classicbooksandephemera.com/pages/books/007307/guarantee-and-indemnity-certificate-issued-by-wing-son/?soldItem=true
https://www.classicbooksandephemera.com/pages/books/007307/guarantee-and-indemnity-certificate-issued-by-wing-son/?soldItem=true
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2. In combination of the subject-matter of the preceding claim, a sounding 

board or box, C, substantially as described.”9 

The original patent drawing can be seen in Figure 1, outlining the mechanisms 

behind a bell or similar attachment, such as the ones in the Five Pedal Piano. Wing’s 

advertisements claimed that Wing & Son’s Pianos were the only Pianos that were 

capable of creating such a variety of sounds, acknowledging that there were many 

imitations of their Pianos in circulation. The ‘Instrument Effect’ pedals and Five Pedal 

Piano are shown in Figures 2 & 3 respectively. 

 

 

 

Figure 2. Drawings from Wing’s 1876 Patent for bell-like attachments in Pianos10 

 

 

 
9 United States Patent Office, Improvement in Bell Piano-Fortes, US000181169 (repr., United States of 
America, and issued 1876). 
10 Ibid.  
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Figure 3. The Instrument Effect Pedals of a Wing & Son Five Pedal Piano, labelled11 

 

Figure 4. Wing & Son Mahogany Doric Model Upright Five Pedal Piano12 

 

It is clear that Wing & Son were a big name in the Piano business in the United 

States and adopted some innovative ways of doing business. However - with very 

little mention of their name after 1931 - the Wing & Son business and their Five 

Pedal Piano appears to have faded into history without an explanation or 

announcement. But how could a firm that was; “…one of the oldest in the trade”.13, 

disappear so quickly and without much of a fuss? 

 

Repertoire 

To uncover more, we must examine this instrument’s associated repertoire. At a 

glance, there does not seem to be one particular genre or style connected to the 

Five Pedal Piano - perhaps this was to make the Piano more marketable by not tying 

it to a niche customer. However, after further research we can see that many of the 

 
11 Alison Scott, Wing & Son Pianos: An Informal History Of A Family Company, As Recalled By Laurence Wing, 7. 
12 Antique Piano Shop. “Wing & Son.” 
13 Presto Buyers' Guide 1926, eBook, 1st ed. (repr., The Blue Book of American Musical Instruments, 1926), 
103, https://www.mmdigest.com/Smythe/Presto_Buyers_Guide_1926.pdf.  

https://www.mmdigest.com/Smythe/Presto_Buyers_Guide_1926.pdf
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Five Pedal Piano’s copycats were used for silent film accompaniments. For instance, 

the Canadian Bell Piano was an imitation of the Wing & Son Five Pedal that instead, 

opted for four pedals14. This Piano, unlike the Five Pedal, came with a specially 

commissioned two-step dance composed by Theodore Havermeyer, encouraging 

the reader to try out the different pedals in messages in the page corners15. Perhaps 

a commissioned piece like this would have worked well to promote the Wing & Son 

Five Pedal Piano. Nevertheless, any Piano with instrumental attachments would 

certainly have proved useful for Silent Cinema accompaniment where a variety of 

instruments and sounds were needed to set the scene. However, using the Five 

Pedal for Silent Cinema was a creative choice that fell largely to the performer and 

required a great amount of experimentation and willing, since standard silent film 

notation of 1911 didn’t offer a lot of guidance on when to change the tone, other than 

performance markings such as ‘grazioso’ and ‘scherzando’, alongside instrument 

cues for bigger accompanying bands16.  

 

Yet, the tonal range offered by the Wing & Song Five Pedal made it the ideal Piano 

for Parlor tunes, Honky Tonk and Saloon music17. Charles Jackson, curator of The 

Piano Museum in Massachusetts, comments; [on the Piano in their collection] 

“The range is similar to the pitch range of a real mandolin rather than the entire 

compass of the piano. Any music written for those instruments would be suitable for 

these [instrumental] effects.”18 

With American Parlor and Saloon music comprising so many themes, cultures and 

histories, the ability to switch tones with the depression of a pedal would have been 

extremely useful for those entertaining at home, or in bars across America19. In this 

instance, similar to silent film sheet music, Parlor sheet music was published on Tin 

Pan Alley and sold in volumes, for the masses20. The fast-paced nature of the New 

York music publishing industry meant that scores were written for Piano, Flute, Violin 

and Guitar; meaning that any pedal action was not notated, and entirely up to the 

player21. Therefore, there may have been lots of times that the Wing & Son Five 

Pedal saved the day and performed solo in the absence of other musicians and 

instruments, but there is no documentation to prove that this was common practice. 

 
14 "Bell Piano & Organ Company", Silent Film Music in Canada, 2020, 
https://biblio.uottawa.ca/omeka1/silentfilmmusiccanada/exhibits/show/clm-harris-bell-pianos/bell-piano. 
15 Silent Film Music in Canada. “Bell Piano & Organ Company.” 
16 Moszkowski, Spanish Dances, eBook, 1st ed. (repr., Leipzig: C.F. Peters, 1911), http://www.sfsma.org/wp-
content/uploads/2019/10/Spanish-Dances-older-orch-complete.pdf. 
17 Antique Piano Shop, 5 Pedal Wing And Son, video, 2017, https://www.youtube.com/watch?v=9hqbpv5d9HI. 
18 Charles Jackson, "Wing And Son Instrumental Attachment", email, 2020. 
19 Susan Key, "Parlor Music", Grove Music Online (repr., Oxford: Oxford University Press, 2020), 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-1002292670. 
20 David A Jasen, Tin Pan Alley: An Encyclopaedia Of The Golden Age Of American Song, 1st ed. (repr., London: 
Routledge, 2003), 370. 
21 "Parlor Salon Sheet Music Collection | Public Domain (May Be Downloaded In Full) | The University Of 
Maine", Digitalcommons.Library.Umaine.Edu, 2020, https://digitalcommons.library.umaine.edu/mmb-ps/. 

https://biblio.uottawa.ca/omeka1/silentfilmmusiccanada/exhibits/show/clm-harris-bell-pianos/bell-piano
http://www.sfsma.org/wp-content/uploads/2019/10/Spanish-Dances-older-orch-complete.pdf
http://www.sfsma.org/wp-content/uploads/2019/10/Spanish-Dances-older-orch-complete.pdf
https://www.youtube.com/watch?v=9hqbpv5d9HI
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-1002292670
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-1002292670
https://digitalcommons.library.umaine.edu/mmb-ps/
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Whilst we can only speculate the likeliness that the Wing & Son Five Pedal was used 

for Silent Cinema and Parlor music, there is written evidence of the Piano’s 

contributions to the Boogie-Woogie genre. An account from a great-grandson of 

William Henry Vanderbilt and acclaimed 20th century music producer, John Henry 

Hammond Jr., talks about the unique tones that a Wing & Son Five Pedal Piano 

could produce; 

“In the parlor Mother found a piano and sat down to play Chopin, pressing the 

middle pedal. Suddenly, a banjo attachment gave Chopin a wild new sound. I 

ran to the piano to find out how this was done, and discovered that the 

instrument had been manufactured by Wing & Son of New York. I took off the 

front panel and there was a row of little jangles, which the piano hammers 

struck when the middle pedal was depressed. I thought that piano was the 

most intriguing instrument I ever heard, and I never forgot Wing & Son.22” 

Recalling his first encounter with the Wing & Son Five Pedal as a 10-year-old boy at 

a boarding house, Hammond’s autobiography later goes on to reveal that this 

particular Piano had made such a lasting impression on him that it also made a 

reappearance at a defining point in his career. This encounter would influence “From 

Spirituals To Swing”, a Boogie-Woogie concert held in Carnegie Hall on December 

23rd 1938, celebrating Black American Music.23 This concert became an important 

event in the history of Black America and Boogie-Woogie, as big names like Albert 

Ammons and Big Bill Broonzy took to the stage.24 Hammond recalls his search for 

Mr. Wing whilst organising the event, successfully obtaining one of the final 4 Wing & 

Son Five Pedal Pianos - like the one in the Utah boarding house - to open the 

show25. After all, a Piano that could produce many different sounds would be similar 

to the Barrelhouse playing style that Boogie-Woogie was born from26. Unfortunately, 

it would seem that the timing of Hammond’s concert was all too late to affect the 

survival of the Wing & Son Five Pedal Piano. By the time Hammond found Mr. Wing, 

it would seem that the firm were closed for business. Had this concert taken place 

whilst the firm were still manufacturing, the Wing & Son Five Pedal Piano might have 

proven popular with aspiring Boogie-Woogie musicians across the United States, 

ensuring the instrument’s survival. But, for whatever reason, Wing & Son were out of 

operation before Boogie-Woogie could affect the Five Pedal’s success. 

 
22 John Hammond and Irving Townsend, John Hammond On Record, 1st ed. (repr., New York: Penguin Books, 
1981). 
23 John Hammond, "Https://Www.Nytimes.Com/1938/12/18/Archives/From-Spirituals-To-Swing-From-
Spirituals-To-Swing.Html", New York Times, 1938, https://www.nytimes.com/1938/12/18/archives/from-
spirituals-to-swing-from-spirituals-to-swing.html. 
24 James Dugan and John Hammond, "An Early Black-Music Concert From Spirituals To Swing", The Black 
Perspective In Music 2, no. 2 (1974): 191-207, doi:10.2307/1214236. 
25 Hammond and Townsend, John Hammond On Record. 
26 Peter Gammond, "Boogie-Woogie", The Oxford Companion To Music (repr., London: Oxford University Press, 
2011), https://www-oxfordreference-
com.ezproxy.is.ed.ac.uk/view/10.1093/acref/9780199579037.001.0001/acref-9780199579037-e-
888?rskey=THaUzW&result=981. 

https://www.nytimes.com/1938/12/18/archives/from-spirituals-to-swing-from-spirituals-to-swing.html
https://www.nytimes.com/1938/12/18/archives/from-spirituals-to-swing-from-spirituals-to-swing.html
https://www-oxfordreference-com.ezproxy.is.ed.ac.uk/view/10.1093/acref/9780199579037.001.0001/acref-9780199579037-e-888?rskey=THaUzW&result=981
https://www-oxfordreference-com.ezproxy.is.ed.ac.uk/view/10.1093/acref/9780199579037.001.0001/acref-9780199579037-e-888?rskey=THaUzW&result=981
https://www-oxfordreference-com.ezproxy.is.ed.ac.uk/view/10.1093/acref/9780199579037.001.0001/acref-9780199579037-e-888?rskey=THaUzW&result=981
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All in all, the Wing & Son Five Pedal Piano is an extremely versatile instrument. 

However, it would seem that this versatility contributed to the instrument’s demise. 

Although the Five Pedal Piano was associated with Silent Cinema, Parlor tunes, and 

Boogie-Woogie music, there is a lack of repertoire written explicitly for the 

instrument. Without instrument-specific sheet music, there was no notation dictating 

when and where to use the certain pedals, and so musicians simply continued to 

play instrument cues on other instruments. This is one significant factor in the 

demise of the Wing & Son Five Pedal Piano. 

 

The Disappearance of Wing & Son 

It should also be acknowledged that there were several other factors leading to the 

retirement of the Wing & Son Five Pedal Piano. The cultural and historical context of 

1920s New York was almost certainly responsible for the firm’s end in the ‘30s. The 

Roaring ‘20s were fast-moving and innovative and with constant technological 

developments, people began to indulge in leisure and material goods.27 This 

consumer culture was centred around saving time and effort, which explains the 

popularity of Player Pianos. The 1926 Presto Buyer’s Guide explains; 

“The playerpiano retains its popularity. It is, of course, in every essential 

feature, a piano, as of old, into which is installed a special mechanism by which 

are produced the same musical effects as if a pianist were at the keyboard. The 

range of the playerpiano’s possibilities is practically unlimited because of the 

enterprise of the music roll industries which put forth the new as well as the 

classic music at small cost to the public.”28 

The convenience and variety that Player Piano’s offered may have played a part in 

the demise of the Five Pedal Piano. Wing & Son actually branched out into Player 

Pianos in the late ‘20s, even offering Five Pedal Player models.29 Nevertheless, 

these models still required a participant to operate the pedals, which may have been 

a tad too much effort for leisure-loving American musicians of the 1920s.30 

 

Despite manufacturing Player Pianos too, the Wing & Son firm disappeared at some 

point in the 1930s. With the stock market crash and onset of The Great Depression 

in 1929, the American economy fell into danger, and many businesses had to 

close.31 This was probably the case for Wing & Son because they operated an 

aggressive finance strategy, meaning that the business would not have had much 

 
27 "The Great Depression (Article) | Khan Academy", Khan Academy, 2020, 
https://www.khanacademy.org/humanities/us-history/rise-to-world-power/great-depression/a/the-great-
depression. 
28 Presto Buyers’ Guide 1926. 4. 
29 Book of Complete Information About Pianos. 3. 
30 Antique Piano Shop, Wing And Son Upright, 5 Pedal, video, 2017, 
https://www.youtube.com/watch?v=WDcisWKsCOw. 
31 Maury Klein, Rainbow's End: The Crash Of 1929, 1st ed. (repr., Oxford: Oxford University Press, 2003). 

https://www.khanacademy.org/humanities/us-history/rise-to-world-power/great-depression/a/the-great-depression
https://www.khanacademy.org/humanities/us-history/rise-to-world-power/great-depression/a/the-great-depression
https://www.youtube.com/watch?v=WDcisWKsCOw
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money to see them through uncertainty and unforeseen events.32 Because of the 

financial situation, it is likely that customers could no longer afford a new Piano, and 

it seems unlikely that Wing & Son would have maintained their free trials, pre-paid 

cartage and payment plans during The Great Depression. Over time, it appears that 

bigger brands like Steinway & Sons and The Weber Piano Company (which 

continued to operate under Aeolian-American) dominated the Piano manufacturing 

business in New York, as many other firms were forced to close.33 34 

 

Additionally, the progression from silent film to synchronised sound would have cut 

any ties between the Wing & Son Five Pedal Piano and the silent cinema industry. 

The release of ‘The Jazz Singer’ in 1927 signalled the end of silent cinema, drawing 

the curtain on live musical accompaniment as the feature length ‘talkie’ took off.35 

Not only did this mark a new era of film music, but also a new way of music listening. 

Households quickly began to realise that they did not need a family member of friend 

that could play Piano in order to enjoy new music, especially not when they could 

have a radio instead. Looking at the history of the Piano in America between 1890-

1940, Craig H. Roell identifies radio as; “…the apparent bane of the piano 

industry.”36, noting that radio was blamed for creating Americans that were more 

concerned with; “…consuming rather than producing music.”37 Coinciding with The 

Great Depression, the age of radio saw a reduction in Piano production in the early 

‘30s (Fig. 5). 

 
32 "Aggressive Approach To Working Capital Financing / Management", Efinancemanagement.Com, 2020, 
https://efinancemanagement.com/working-capital-financing/aggressive-approach-to-working-capital-
financing. 
33 "Pianos Manufactured In The Victorian Era To The Great Depression 1889 - 1929", Bluebookofpianos.Com, 
2020, http://www.bluebookofpianos.com/Turn.html. 
34 Robert Palmieri, The Piano: An Encyclopaedia, 1st ed. (repr., New York: Routledge, 2003), 427. 
35 Richard Koszarski, An Evening’s Entertainment: The Age Of The Silent Feature Picture, 1st ed. (repr., 
Berkeley: University of California Press, 1994), 90. 
36 Craig H. Roell, The Piano In America, 1890-1940, 1st ed. (repr., UNC Press Books, 1989), 161. 
37 Ibid. 129. 

https://efinancemanagement.com/working-capital-financing/aggressive-approach-to-working-capital-financing
https://efinancemanagement.com/working-capital-financing/aggressive-approach-to-working-capital-financing
http://www.bluebookofpianos.com/Turn.html
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Figure 5. Graph of total Piano production in America during The Great Depression.38 

 

During this time, people were more inclined to purchase a used Piano because they 

were more affordable, and this caused difficulty for manufacturers.39 In the case of 

Wing & Son, this would have contributed to the firm’s downfall, since their business 

model would have been financially impractical and unsustainable for manufacturer 

and the customer alike. By cutting out intermediaries - like Piano showrooms - and 

being dependent on trade credit, Wing & Son most likely experienced insolvency as 

a result of The Great Depression and the preceding stock market crash.40 Hence, 

production on all of their Pianos - including the Five Pedal - would come to a halt as 

the market dried up and the firm struggled to pay off debts. 

 

It appears that The Great Depression was one of the greatest factors in the demise 

of the Wing & Son firm and their Five Pedal Piano. The rise of the Player Piano, 

death of the silent film, advent of radio, and times of financial hardship played a 

significant role in the demise of the firm and its signature Piano in the 1930s. 

 

Conclusion 

Overall, there were a variety of different reasons for the demise of the Wing & Son 

Five Pedal Piano. Although this instrument was versatile and had a great deal of 

associated repertoire, a lack of instrument-specific music and niche repertoire was 

partly responsible for the Five Pedal Piano’s short-lived success. In addition to this, 

the cultural and economic climate of New York during The Great Depression, 

 
38 Craig H. Roell, The Piano In America, 1890-1940, 173. 
39 Ibid. 133. 
40 efinancemanagement.com. "Aggressive Approach To Working Capital Financing / Management." 
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contributed massively to the demise of the instrument and its manufacturer. 

Unfortunately, Wing & Son and their Five Pedal Piano had disappeared by the time 

business began to pick up again, and their New York factory (Fig. 6) closed for good.

 

Figure 6. The Wing & Son factory, 9th Avenue. Photo taken circa. 1910.41 

 

Alas, the old factory building is now home to New York’s only duelling Piano bar,42 

paying a bittersweet homage to Wing & Son. Despite the instrument’s untimely 

demise - due to problems of repertoire and depression - the few remaining Wing & 

Son Five Pedal Pianos serve as proof that Frank L. Wing achieved his goal of a 

Piano that is; 

“…a complete instrument, all in itself, and should be able to give one the sense of a 

complete orchestra within.”43   

 
41 The Library Of Congress, Wing & Son Piano Company Factory, image, 1910, 
https://www.flickr.com/photos/library_of_congress/8294458951/in/photostream/. 
42 "The Only Dueling Piano Bar In NYC, Live Music Bar - BAR NINE", The Only Dueling Piano Bar In NYC, Live 
Music Bar, 2020, https://bar9ny.com/. 
43 Antique Piano Shop. “Wing & Son.” 

https://www.flickr.com/photos/library_of_congress/8294458951/in/photostream/
https://bar9ny.com/
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ABSTRACT 

The accessibility and inclusivity of music education in Scotland has come into question in 

recent years. Research has shown that accessibility and inclusion are optimised where free 

instrumental tuition is offered, and when the student perspective is taken into consideration. 

This study aims to investigate how the student voice advocates for social justice within 

Scottish music education, and to identify areas in which music education can become more 

inclusive in the future. 

Based on a review of literature on the state of instrumental music tuition, the current 

curriculum, and the role of the student voice, an online survey and Twitter netnography were 

conducted to gather qualitative and quantitative evidence and opinion about the instrumental 

music services across Scotland, and the accessibility of music education. Opinions were 

compiled into case studies of instrumental music services across Scottish local authorities and 

analysed by frequency of opinion across a range of different viewpoints. The results indicate 

that the student voice plays a significant role in social justice advocacy within music 

education; and that free instrumental tuition, the recognition of music as equal to STEM 

(Science, Technology, Engineering and Mathematics) subjects, and a focus on mental health 

are ways in which Scottish music education can become more inclusive in the future. It is 

therefore recommended that further research is undertaken to investigate specific inequalities 

within music education; such as geographical discrepancies in provision, the relationship 

between students’ cultural capital and the Habitus, and disabled access within Scottish music 

education.  
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INTRODUCTION  
 

Throughout my own secondary school music experience, and in light of instrumental music 

cuts in recent years, the topic of social justice within Scottish music education is extremely 

relevant at present and important to me. Following on from changes to the Scottish National 

curriculum and ongoing battles to make music education accessible for all students, this 

research aims to evaluate the role of the student voice in advocating for social justice within 

music education, and to identify areas where music education can become more inclusive in 

the future. 

This research focuses on opinions from a few different perspectives: 

• Current and previous music students at secondary school level in Scotland on: 

➢ The accessibility of instrumental music tuition across local authorities 

➢ Ways that music education can become more inclusive and improve in the 

future 

• Opinions on the accessibility of music tuition across local authorities and ways that 

music education can become more inclusive and improve in the future, from the 

following Twitter users: 

➢ Academics 

➢ Organised bodies 

➢ Members of the public 

➢ Politicians 

 

This dissertation aims to build on existing research into accessible music education and 

develop on literature concerning the role of the student voice in shaping changes to the 

curriculum. This project addresses a gap in the existing literature by investigating 

accessibility and student voice through the perspectives of secondary school music students, 

and by focusing on instrumental tuition in Scotland. To do this, research will be conducted to 

answer the following questions and objectives: 

 

1. Does the student voice advocate for social justice in Scottish Music Education? 

a. Collect and compile qualitative case studies to show the impact of student 

voice on instrumental music tuition cuts 

b. Identify the ways in which the student voice advocates for social justice within 

Scottish music education 

c. Gather and analyse opinion on the effectiveness of student voice in the fight 

for financially accessible instrumental music lessons 

2. How can Music Education in Scotland become more inclusive in the future? 

a. Collect and interpret opinions from a variety of groups on areas in which 

Scottish music education can become more inclusive. 

b. Investigate how students believe music education can improve in the future. 

c. Establish unaddressed issues of inclusion for further investigation. 



B095650 
 

6 
 

 

This research will be prefaced by a comprehensive literature review, before outlining the 

research design, and presenting and discussing the project’s findings. I then address the 

aforementioned research questions in an extended discussion, making recommendations for 

future research in this field based on the outcomes of this project. 
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LITERATURE REVIEW 
 

 
Right now, equality is a hot topic in music education. With curriculum reforms such as the new 

national qualifications, as well as a variety of cuts to instrumental music services at local 

authority level, music education is becoming what many refer to as ‘a postcode lottery’. Current 

literature in the field identifies areas of inequality and outlines efforts to level the playing field. 

Through a mixture of literature review, case study, interview and focus groups, scholars have 

undertaken qualitative research that will shape the journey to social equality in music education. 

By discussing intervention initiatives, sociocultural values, and curriculum and assessment, this 

review summarises existing inequalities in current Scottish music education and presents areas 

that require further attention in order to further promote social equality.  

 

The following review is organised according to three key areas: instrumental music provision, 

curriculum, and the student voice. 

 

 

Instrumental Music Provision 
 

In 2008, in a gesture that recognised inadequacies in existing social and also music-educational 

provision, the Scottish government chose to back an ambitious music education project known 

as Big Noise, modelled on the long-standing Venezuelan El Sistema programme (Allan u. a. 

2010). Scottish Sistema has undoubtedly had huge positive impacts on its local communities 

(Garnham & Campbell, 2015). 

Yet, this form of distributive justice - the act of identifying geographical areas of disadvantage 

and targeting efforts to those areas - is considered by many to be limited and insufficient. 

Throughout her chapter on social justice in American music education, Marie McCarthy 

describes music education as a human right. Looking back at American history we learn; 

 

“In sum, while the ideal of music as a human right entered the narrative of music 

education between the 1920s and 1960s, its implementation was limited to distributive 

justice.” (McCarthy, 2015) 

 

Meanwhile, in 2019, the Westminster All-Party Parliamentary Group, ISM and University of 

Sussex (2019) called for attempts to ensure every child has access to music education in the face 

of budget cuts and curriculum reform. They acknowledged that initiatives and charities are 

aiming to increase access to instrumental music education, and stressed that music should be 

given a more respected position within curricula. 

 

The groups’ review and discussion of music’s place in the curriculum recognises both the 

demand for music provision, yet also the funding cuts that continue to happen. The involvement 

of three different organisations in this discussion is commendable for the collection of opinions 

from different political and vocational perspectives. However, this approach could be 

strengthened by contributing student opinion and instrumental music provision statistics within 

all nations of the UK - comparing case studies of instrumental music provision between 

Scotland, England, Northern Ireland and Wales. This would ensure that the discussion was 

proportionately representative of different backgrounds, curricula, geographical location and 
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income. This discussion is bound to be revisited and may prompt effective action if the 

suggested contributions were made. 

This perspective reveals a need for a more profound understanding of instrumental music tuition 

and the Scottish music curriculum, and how it differs to the rest of the UK. 

 

Hence, the option of school-based intervention programmes is an intriguing one. Bates (2012) 

poses the example of intervention programs, pointing out that within schools, focus is often on 

hard work - dedicated practice and compliance with the curriculum - and not equal financial and 

geographical access. Bates gives a detailed summary of research by literature review but does 

not identify much room for further investigation. These findings could benefit from case study 

research into the issues that are discussed as a way to identify new or neglected areas of 

research. Although this review paints an elaborate picture of the issues in music education, it 

may have benefited from a mixed methodology approach to reaffirm the writer’s opinions 

through comparison to others’, or a dataset that is indicative of the same problems. 

This angle sheds light on issues of distributive justice within Scottish instrumental music tuition, 

suggesting that Scotland’s instrumental music services could be explored on a deeper level to 

understand the barriers that students encounter when accessing these services. 

 

Taking a comparative approach, Spruce (2015) explains that in England, Music Hubs, charity 

programs and interventions are focusing on the redistribution of opportunity to less well-off 

socioeconomic areas in a similar approach. Spruce questions why such opportunities are not 

offered to these groups and areas in the first instance, asking why it is up to charities to 

intervene. This approach includes a literature review, discussion and case study examining the 

student voice within music education. This extensive approach is admirable because it considers 

existing literature, discusses areas for investigation and analyses the impacts of the student 

voice. This research effectively compares curricula across a diverse geographical radius within 

the UK, comparing different nations’ approaches to student voice and influence. 

However, Spruce’s arguments could use support from the source that they discuss - the student 

voice! Interviews, focus groups or survey answers from secondary school music students would 

be a welcome addition to this field, examining how students feel about Scottish instrumental 

music services. 

 

Diving deeper into Scottish instrumental tuition, Bull (2016) identifies El Sistema as an example 

of a charitable project that, although the primary focus is on ‘hard work’, children are given free 

instruments and tuition because of their location and income. The Sistema Scotland Big Noise 

project runs in areas of economic disadvantage, like Govanhill, Raploch, Torry and Douglas. 

Bull argues that, while these initiatives are efforts of distributive justice, it should not fall to 

charities to provide instrumental tuition that should be provided inclusively across Scotland. 

Choosing to use case study research, Bull presents well-rounded information by analysing a 

music intervention strategy against existing literature. This is helpful because the case study 

justifies the literary criticisms made. These arguments might only be strengthened by statistic 

evidence. 

Bull calls for Scotland’s local authorities to be held accountable for instrumental music tuition, 

prompting research into the barriers experienced by students in economically disadvantaged 

areas, and how local authorities can tackle these inequalities. 

 

A view shared by many is that children should not have to rely on good will to learn how to play 

an instrument. Policy must be made to level the playing field instead of charities having to step 

in, acknowledging music as an integral part of the curriculum and not as an extracurricular 

pastime (Mantie, 2019). Through literature review and discussion, Mantie evaluates assessment 
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within music education. Although useful, this research could profit from further investigation 

through comparative case study and analysis of curriculum attainment statistics. 

Mantie highlights demands that local authorities be held responsible for accessible instrumental 

music services, whilst also suggesting further research into the politics behind music’s place in 

the curriculum. This compels investigation into policy and lobbying around instrumental tuition 

in Scotland. 

 

The success of initiatives like El Sistema have sparked calls for free instrumental music tuition 

from parents, scholars, teachers and government officials alike (Cloonan & Frith, 2011). The 

researchers outline that ‘free’ is a key word in this situation, scouting the changes that a free 

instrumental tuition model might bring if it were put into action. Cloonan & Frith evaluate the 

situation in Scotland from their experience in practice and research. Although this is helpful due 

to their Scottish focus and the differences between music provision across local authorities, there 

is an author bias from the teacher perspective. Their recommendations are directed at the 

Scottish government but may sit better with the General Teaching Council of Scotland or the 

Scottish Qualifications Authority, as these bodies have the power to make changes to the 

curriculum. Basing their recommendations on experience also means that the government may 

be less likely to take their advice because they are not backed by supporting statistics, opinions 

or by respected bodies and organisations. This research warrants development and support in 

order for these recommendations to be taken and acted upon. 

For the appropriate bodies to consider a free tuition model, this research needs to give the 

student’s opinions as well as the teachers’, before comparing case studies of the new and old 

model for analysis. 

 

It is commonly accepted that income is an extremely limiting factor in whether a child can learn 

to play an instrument that interests them, with some parents having to limit their children to just 

one extracurricular activity – or sometimes just activities that are free – in order to keep paying 

the bills (Dibben, 2006). This angle looks at the treatment of music education - more 

specifically, instrumental tuition - as a luxury, establishing that accessibility is often curbed by 

financial situation and economic background. Dibben collects opinions through interviews with 

her target group and then reinforces opinions by referring to survey answers from the same 

participant group. This is helpful because it minimises misinterpretation of qualitative data to 

suit a research bias. This also helps to create a clearer image of the participant group and their 

background. Although this suffices, a comparative case study approach may have shown a more 

accurate representation of the contrast in backgrounds within music education and how students 

involved in the interview study differed by social class, ethnic background and geographical 

location. 

Here, Dibben reveals the need for more data surrounding the uptake of instrumental tuition and 

the specific economic factors that affect participation in Scotland. More information about local 

authority funding and students’ economic backgrounds should be sought in order to pinpoint 

areas for change. 

 

Moscardini, Barron and Wilson point out that there would be no need for distributive justice in 

Scottish education if prerequisites like prior musical interest or the ability to afford an instrument 

were removed. Survey and focus group research suggests that instrumental tuition is offered on a 

basis of “as long as…” statements based on existing cultural capital, permitting only those who 

have valued experience to continue with their music education (Moscardini, Barron & Wilson, 

2013). Adopting a mixed method triangulation study approach, Moscardini, Barron & Wilson 

focus on the provision of instrumental music tuition in Scottish schools. Their research shows 

minimal bias and gives useful insights into instrumental music provision. However, there does 
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not appear to be a student perspective included, and so this research paves the way for future 

collection of student opinion via survey, focus group or interview. 

This viewpoint calls for further investigation into Scotland’s instrumental tuition from a student 

perspective, in order to fully understand the social barriers between students and accessible 

music tuition. 

 

 

Curriculum 
At present, scholars, teachers, parents and students are fighting to keep music in the curriculum. 

For Curriculum for Excellence benchmarks and National Qualification outcomes, assessment 

standards refer to the ABRSM and Trinity marking schemes (All Party Parliamentary Group, 

2019). Although these boards are respected within the music community, they do not exist to 

reflect Scottish culture, history and politics proportionately, thus they are assessing students on 

things that aren’t relevant to their musical interests. As a result, the All-Party Parliamentary 

Group, ISM and University of Sussex (2019) propose curriculum reform to ensure that all 

genres, tastes and backgrounds have a place in the classroom. Their literature review and 

discussion about music’s place in UK curricula recognises the need for reform that is inclusive 

of all genres. This effort is admirable in that we get opinions from varying socioeconomic 

perspectives. Nevertheless, this approach could be supported with student opinion on genre and 

accessibility in music curricula across the UK. A deeper overview of curricula and assessment in 

Scotland, England, Northern Ireland and Wales would be suitable to expose areas of shortfall 

surrounding inclusivity pertaining to each nation. This would regulate the discussion, 

encapsulating views from different backgrounds, curricula, geographical location and income. In 

future, these gaps could be explored to identify curricular areas that are exclusive, perhaps 

inspiring experimental reform that aims for socially accessible learning and assessment. 

 

On the matter of background, Berglin (2018) reports the need for teacher role models from 

similar backgrounds as students, demonstrating that it is possible to pursue music when 

circumstances are not in your favour, or when your interests do not align with the concepts and 

genres covered by the exam boards. Uniquely, Berglin carries out a ‘self-portraiture’ case study, 

which allows for a transparent disclosure of any bias before comparing their answers with the 

focus group. This is an effective way of comparing opinion across a variety of different 

socioeconomic backgrounds. This approach produces its own self-regulation and supporting 

evidence and does not warrant much more to support its findings. 

Future research of a similar fashion would likely helpful to discern the factors of a curriculum 

that are socially exclusive and pinpoint which of these factors are within Scottish control. 

 

A less common but no less important view is that parental education is key to an equal future, as 

parents are involved in building their children’s cultural capital, as well as guiding them through 

life decisions during and after school (Bourne, 2015). Parents should be aware of the options 

available to their children so that they can guide, advise and encourage their children towards 

opportunities that make sense for them. There are multiple calls for a focus on active learning, 

allowing children to learn about music through experiences whilst also building their interest 

and engagement with the subject using things that are relevant and relatable to them. 

Quantitatively, Bourne elects for a statistical regression model to take a snapshot of the 

instrumental tuition services in England. By comparing the findings from their collection to 

points in existing literature, this approach is valid, but could be expanded upon by collecting 

data from other nations within the United Kingdom. If the dataset were widened to include 

statistics from Scotland, Wales and Northern Ireland, an effective comparison could be drawn 
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between the different services operating across open borders and across curricula. Furthermore, 

preconceived tastes and inherited judgements could also be taken into perspective, evaluating 

the importance of parental input and cultural capital in socially accessible music education. 

 

Moreover, scholars report that there is a mismatch between teachers and learners, where all 

teachers must have an element of classical training whilst their pupils may not wish to engage 

with classical music. This means that teachers may enforce learning and assessment based on 

Western traditional music theory, where an oral approach to learning may be more suitable in 

the case of a student learning a Scottish accordion piece, for example. There is a general 

consensus that assessment pieces should be marked using marking schemes that are more 

familiar with the specific genre, tradition, or instrument. Consequently, common view is that 

teacher training must change to incorporate more genres and traditions, and to include 

developing areas of music (Byrne & Sheridan, 2000). Byrne & Sheridan use a praiseworthy 

mixed methodology approach. By commenting on their experiences of working in music 

education, interviewing PGCE music students and conducting an ethnography of a secondary 

school music department, they provide a well-rounded evaluation of social justice issues within 

music education. Something that could be improved upon is the author bias that arises from this 

research. With each approach collecting data from the teacher perspective, the student voice 

would be a great addition to future research. This study could also be repeated in different areas 

and under different curricula to provide a more comprehensive overview of music education 

across social backgrounds. 

 

 

It is a popular recommendation that there should be free instrumental tuition for all, so that 

students are not confined to an instrument or discipline that they are not passionate about 

(Cloonan & Frith, 2011). Here, the researchers evaluate the situation in Scotland from their 

experience in the fields of practice and research. Although this is helpful due to their focus on 

Scotland alone, there is an author bias from the teacher perspective. Their recommendations are 

directed at the Scottish government but may sit better with the General Teaching Council of 

Scotland or the Scottish Qualifications Authority, as these bodies have the power to make 

changes to the curriculum. Basing their recommendations purely on experience also means that 

the government may be less likely to take their advice because they are not backed by 

supporting statistics, opinions or by respected bodies and organisations. This research warrants 

further development and support so that these recommendations can be acted upon. With 

considerable development, this research could influence curriculum reform, resulting in a more 

diverse and culturally reflective Scottish music curriculum. 

 

With the aim of creating a culturally reflective curriculum, Dibben (2006) emphasises that 

vocational music education is needed in the secondary classroom so that students know how to 

get into the careers that they want. Therefore, department, classroom, or school-based 

curriculums may be more successful because they can be written to suit students and to help 

them develop as much as possible through their own interests, abilities and histories. Dibben 

collects opinions through interviews with her target group of university music students and then 

reinforces opinions by referring to survey answers collected from the same participant group. 

This is helpful because it minimises misinterpretation of qualitative data to suit a research bias. 

This also helps to create a clearer image of the participant group and their background. Although 

this suffices, a comparative case study approach may have shown a more accurate representation 

of the contrast in backgrounds within music education and how students involved in the 

interview study differed by social class, ethnic background and geographical location. 
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Ongoing research of a similar design would be helpful, focusing on the curriculum taught at 

secondary level and concerning students who have yet to decide how they will build on their 

music education. 

 

Green (2015) comments that Popular Music Education (PME) is relevant to many students who 

feel that the current focus on a Western canon is out of touch with their interests and how they 

apply music to their lives outside of the classroom. 

This falls in line with Byrne & Sheridan’s research on active learning. Genre-specific 

assessment criteria may be needed to ensure fair assessment of different skills or styles of 

performance and composition (Green & Narita, 2020). Scholarly opinion suggests that group 

work is a promising way forward, because students can pool their cultural capitals and relate the 

material to things that they share interests and experiences in. Teachers need a more open 

dialogue with students so that they can alter lesson plans in real-time and develop their teaching 

to serve their students’ needs effectively (Green & Narita, 2020). Existing literature suggests that 

it may be better if assessments were to move away from performance and towards formative 

assessments, as opposed to summative ones. The curriculum should be looking at ways that 

music learning can impact our everyday lives like theatre, mental health, or film, and not just in 

a practical sense of performance. 

The three research papers by Green employ different methodologies. One paper reviews existing 

literature which acknowledges problems with social barriers in the music curriculum but poses 

no strategies to tackle these problems. This identifies a gap in the research that could be explored 

via future case studies of teaching approaches and curriculum changes. The second paper is 

largely speculative and needs qualitative research to support the claims made. Although this 

research is in its early stages, the field could benefit from teacher, student and academic opinion 

to reinforce Green’s thoughts about popular music education. More comprehensively, Green’s 

third paper comprises literature review, discussion and case study methodologies. This approach 

compensates for the short-fallings of her speculative piece and identifies the much-needed 

student voice for positive change within social justice and music education. Ultimately, there is a 

call for research that supports the implementation of contextual assessments, and material that is 

culturally reflective of students’ everyday musical experiences. 

 

There is a widely acknowledged need to experiment with teaching and curriculum reform before 

deciding on the best way to do things. Handford & Watson (2003) point out that we may never 

find one way that suits and might always have to keep changing. There are calls for a more equal 

balance between formative and summative assessment; so that performance in an exam does not 

define somebody’s abilities when they may be gifted in other areas that would also carry them 

far. In reviewing a journal article, Handford & Watson have constructed convincing arguments 

against their article and have challenged conceptions of social justice within music education. 

However, these arguments are largely self-constructed and could profit from having supporting 

evidence from a case study or focus group; creating a mixed methodology approach to the article 

review. In order for experimental reform to begin, more research is required into the curriculum 

areas that warrant change for inclusive and accessible music education. With a specific focus on 

a country and its cultures, future investigations could provide a model for tackling social 

inequality within curricula. 

 

In Scotland, The Curriculum for Excellence encourages diverse and lifelong learning, and so 

Hayward (2007) believes that we should aim to facilitate that. Teaching in groups could be a 

way to ensure that all children receive a similar level of support than through individual lessons. 

Hayward argues that teachers should aim to be activists and lobby relevant bodies for 

benchmarks that are reflective of their students’ everyday lives, rather than trying to bend the 
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curriculum in a way that translates to their students. Hayward’s literature review and discussion 

provide a unique commentary on the Scottish class system within education. This discussion is 

helpful as it contributes an experienced perspective on teaching practice and an observational 

perspective on the typical Scottish school classroom. To strengthen this approach, a student 

survey could be conducted to collect information about background and how it affects 

education. Either by collecting statistics or opinion, this information may corroborate Hayward’s 

claims and present a trend within Scottish education and class that could be tackled in the future. 

In order to achieve this, more statistical evidence of a mismatch between curriculum and 

everyday musical experiences needs to be sought. 

 

Reviews of the Resonarii approach report that vocational lessons help to spark interests in 

careers and hobbies from an early stage, setting students on a focused and skill-rich route, 

allowing them to build a portfolio of experience and become a specialist from an early stage. 

Students and teachers need to be on the same page about what they want from a lesson and how 

their learning will serve them in everyday life (Tuulikkii & Schmidt, 2016). Similar to this 

approach, Tuulikkii and Schmidt collected opinions from students, teachers and board members 

involved with the Resonarii teaching pilot. This wide array of opinion provides an inside critique 

of the approach but could be improved by including student opinion, as students are the 

consumers of the curriculum and experience the changes. Furthermore, their research could be 

supported by attainment statistics that solidify the claims of the interview opinions. The 

Resonarii research is a helpful foundation into the field of vocational curriculum reform and 

should be built upon by seeking student perspectives and quantitative data concerning social 

class, cultural background and curriculum reform. 

 

On the matter of reform, teachers express that assessments hold teachers accountable and reflect 

how well they have been able to communicate an understanding to their students; but that 

students could be held more accountable for their grades if there were more ways for them to 

contribute to a portfolio (Mantie, 2019). In the form of a literature review and discussion, Mantie 

examines assessment strategies. Whilst beneficial, this field may be enriched by continuing to 

investigate different forms of assessment and how students may be able to achieve more when 

their assignments are culturally relevant. Qualitative research into formative and summative 

assessment models could be cross-examined with a case study of culturally relevant and 

vocational assessment. This kind of research would pave the way for assessment reform that 

might see Scottish music education become more socially inclusive. 

 

Meanwhile, Rideout (1987) discusses performance focused assessment and remarks that it is too 

narrow-minded; suggesting that a wider array of assessment options may be better representative 

of the outside world. The researcher’s comments could benefit from a comparison with 

interviews and case studies, as their article review is rooted in their own opinion and not 

supported by anything, focusing on their own headstrong thoughts. Nevertheless, this is a 

suitable attempt to establish that performance-based assessment can be socially unjust. This field 

calls for enrichment through case studies and other qualitative data, demonstrating a lack of 

culturally relevant assessment within the curriculum. 

 

Wright (2014) argues that we should be looking at curriculum reform from perspectives and 

viewpoints of areas of music studies, like composition, music psychology, film music, 

instrument making, acoustics, etc. Displaying comparative case study findings as researcher 

field notes, Wright presents an unfiltered and natural perspective, without interview or focus 

group questions obscuring the data in a biased light. Supporting evidence - such as interviews 

from industry professionals - could help to reveal how vocational curricula might serve students’ 
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needs and break down social barriers that may prevent them from accessing opportunities. 

However, input from students concerning their musical aspirations would also prove beneficial 

in identifying areas for curriculum requires reform. 

 

Arguing that educators should play to the interdisciplinary nature of music to make it more 

accessible, Bate (2018) gives a detailed summary of research in this field by literature review. 

They do not identify much room for further investigation. Although this review paints a very 

helpful picture of social issues in music education, the research may benefit from a mixed 

methodology approach to reaffirm the writer’s conclusions. Perhaps through comparison to 

other’s opinions or a dataset that is indicative of the similar issues, this research could expand 

upon the areas that appear neglected within the current curriculum, looking at Scotland 

specifically. 

 

 

 

The Student Voice 
Looking back at previous Scottish curricula, Sloggie & Ross (1989) suggest that Standard 

Grades exploited student interest by focusing on rock music for performance and using it as a 

vehicle to understand classical concepts instead of incorporating techniques found in those 

genres and songs. Sloggie & Ross believe that students should be treated as curriculum makers 

as well as consumers, adopting a course feedback model like that used by universities, altering 

the course each year. Conducting a sole literature review, the researchers summarise academic 

opinion on efficacy of changes within the Scottish music curriculum. Although this is an older 

paper, it provides valid points for consideration concerning curriculum, assessment and social 

justice within the current climate. Sloggie & Ross acknowledge that inequalities continued after 

the introduction of Standard Grades due to dismissal of student opinion, and therefore suggest 

that future research should include the student perspective and how it can facilitate successful 

curriculum reform. 

 

When thinking about the student voice, Spruce (2015) remarks that the current power dynamic 

between students and teachers drowns out student voice and imposes authority instead of 

inviting constructive criticism. Spruce’s mixed methodology approach includes a literature 

review, discussion and case study examining the student voice within music education. This 

extensive approach is admirable in that it considers existing literature, discusses areas for 

investigation and analyses the impacts of the student voice. This research effectively compares 

curricula across a diverse geographical radius with the UK, comparing different nations’ 

approaches to student voice and influence. Truthfully, these arguments warrant endorsement 

from students themselves. Any form of qualitative data from secondary school music students 

would help meet the demand for change to the student/teacher dynamic. 

 

Creech et. al. (2008) suggest that student input would shed light on problem areas of the 

curriculum and any social difficulties experienced. Electing to interview university music 

students, the researchers evaluate issues of social justice across different genre specialisms, 

finding that the student voice is emancipatory knowledge and can point us towards more flexible 

teaching strategies. Whilst commendable for their inclusion of the student voice, these findings 

could be more reliable by collecting information about student’s backgrounds, cultural capitals 

and locations - perhaps by survey or through comparative case studies. Ultimately, the student 

voice must be sought in order to develop research into how the student voice can be used to 

shape Scottish music education in future. 
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Claiming that recognition of culture and student voice are currently absent in the curriculum, 

Riddell (2009) argues that this is damaging and causing inequalities. Opting for a literature 

review and discussion approach to their research into social justice in Scottish education, Riddell 

recommends that future research look at student voice surrounding social inequality and 

curriculum reform. Future research should investigate the specific social inequalities that exist 

within Scottish music education and take suggestions from students for ways to create solutions. 

 

 

Summary 
Succinctly, further research is required in the areas of; instrumental music tuition, curriculum, 

and the student voice within the field of social justice in Scottish music education. Detailed 

exploration of Scotland’s instrumental music services is needed, as well as a better 

understanding of social inequalities within the current music curriculum. Greater inquiry into 

the student voice and its role in the future of Scottish music education is called for. This 

information should be sought so that changes may be implemented that promote social 

inclusion within Scottish music education. 
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METHODOLOGY 
 

 
For this project, a mixed methodology approach of online survey and Twitter netnography 

was employed in order to gather a variety of different opinions from different perspectives. 

The diversity that this approach allows was suitable to the project because it represented the 

different backgrounds and groups that were likely to experience inequalities within Scottish 

music education. 

 

Twitter Netnography 
Using social media for research projects is becoming the norm. Where people used to keep 

live, unfiltered records of daily occurrences by writing diaries and letters, people now 

document their lives through social media (Research Guides: Primary Sources: A Research 

Guide: Primary vs. Secondary, 2020). Furthermore, social media posts are timestamped in a 

similar fashion to diary entries, meaning that they are traceable to certain events. Specific to 

social media, posts can be tracked by topic and categorised using hashtags (“Research 

Guides: Primary Sources: Social Media”, 2020). Twitter is considered more public than other 

social networks, and it seems that official bodies and academics interact freely with other 

users more on Twitter than on other platforms. The “retweet”, “quote tweet”, “reply” and 

“thread” features on Twitter are packaged in a way that anyone may interact with a 

conversation on their homepage, allowing anyone to share their opinion regardless of their 

social standing or background experience (Ahmed, Bath & DeMartini, 2017). 

 

Treating Twitter as a modernised public space from which primary sources stem, a digital 

ethnography - or a “netnography” may be performed. In a netnography, tweets and 

interactions may be observed and commented on from the researcher’s perspective, meaning 

that correlations may be analysed and that examples may be identified that corroborate 

scholarly opinion (Ahmed, 2019). In this project, a Twitter netnography allows us to look at 

opinions - academic and non-academic - and to track campaign progress and efforts around 

instrumental music tuition in Scotland. 

 

Ethical Considerations 
Truthfully, there are limitations and problematic aspects of Twitter as a basis for 

netnography. For example, there are ethical implications surrounding informed consent of 

participants as Twitter users. This was carefully considered, and the stance was taken that 

Twitter’s terms and conditions and user guidelines concisely outline that user content is 

public, open for interpretation, and may be used at any time (Ahmed, Bath & DeMartini, 

2017). To depersonalise the following discussion of data and results, Twitter profile images 

and account handles have been redacted. Aside from this - and in agreement with this 

project’s research areas - Twitter is an accessible platform, which is attractive for research 

that requires collection of opinion across a variety of different backgrounds and locations 

(“How To… Use Twitter For Academic Research Part: 3”, 2020). Therefore, a Twitter 
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netnography was deemed most suitable to collect opinions about making music more socially 

inclusive, and to show the impact that student voice can have on music education. 

  

Online Survey 
Much like with Twitter, surveys that are based online are largely accessible. Whilst collecting 

opinion, a survey also collects quantitative data from the survey sample, which is helpful 

when measuring popularity of opinion and uptake of instrumental music tuition (McCombes, 

2019). The convenient and low-cost nature of an online survey promotes a higher response 

rate, as opposed to invitation to interview or a pencil and paper questionnaire (“Mode of Data 

Collection And Other Choices”, 2014). It is for these reasons that an online survey was 

selected to gather responses about curriculum content and instrumental music tuition in 

Scotland. 

 

The survey was circulated via social media, because of the accessibility that the internet 

offers. Sharing the survey link on social media platforms was attractive because specific 

groups could be targeted. It was possible to reach a lot of people that had taken music at 

secondary school in West Lothian by posting a survey link to a community Facebook page, 

reaching far more people than ever possible by word of mouth within the same timescale. 

 

It was a concern that responses may not be reliable if collected online, because respondents 

were not targeted but, instead, given an open invitation to participate in the research. This 

posed regulation issues, but none so major that they could not be conquered by careful survey 

design and question formation. Ethically, there were reservations about protecting 

participants under the age of 18 years old, but the survey responses were collected 

anonymously in order to protect vulnerable groups whilst still gathering student opinion 

(McCombes, 2019). For a research project that investigates equal access for marginalised 

groups, the survey was available to respondents on devices that they were likely to possess 

(McInroy, 2016). 

 

Ethical Considerations 
Participants in the survey were informed about the intended use of their data and gave 

consent for their anonymous responses to be included in this study. 

A research ethic self-audit for ECA Undergraduate dissertations was completed on January 

14, 2020; the research project overall was carried out in accordance with The University of 

Edinburgh research ethics guidance. 

 

Research Design 
To address the question; “Does the student voice advocate for social justice in Scottish Music 

Education?”, rich opinion data from the survey answers and tweets concerning the 

Instrumental Music Service cuts were examined to analyse how the student voice has 
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contributed to recent changes in Scottish music education. This mixed methodology approach 

of online survey and Twitter netnography collected opinions from a wide range of age 

groups, social backgrounds, geographical locations and careers. Whilst the online survey 

provided a more concentrated overview of the student voice within music education from 98 

West Lothian participants, a Twitter netnography gathered opinions across local authorities. 

A mixed methodology approach was selected for this question as opposed to an entirely 

quantitative approach for the following reasons: 

• Analysing student impact through petition statistics and Instrumental Music Service 

figures would have restricted the research focus to a single local authority 

• It would not have been realistically possible to obtain accurate numbers of petition 

signatures since there were multiple petitions opposing Instrumental Music Service 

cuts in circulation 

• There were multiple forms of student action against the cuts which were not 

accurately quantifiable, such as protests and letters to local councilors. 

• Statistics surrounding uptake of instrumental music tuition are not always up to date, 

accurate or readily available 

 

Alongside scrutiny of these rich data, certain quantified data were also collected specifically 

from survey participants pertaining to the West Lothian local authority area. This survey was 

constructed using Google Forms because they are easy to access and navigate across a range 

of devices and operating systems; maximising likelihood of response return. Google Forms 

also allowed response data to be downloaded in spreadsheet format so that answers could be 

analysed and graphed. 

 

The survey questions used for this question are outlined below. The full survey can be found 

in the Appendix. 

 

This question gages the percentage of respondents that were affected, or may have been 

affected, by funding cuts to the Instrumental Music Service in West Lothian. A Yes/No 

response was elected to produce clear and accurate statistics about the respondents. 
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This question asks respondents if they have taken Music at any of the listed levels, selecting 

all that apply. This indicates the percentage of participants that could be counted as students. 

The levels listed are specific to the levels offered within the last 20 years, ensuring that the 

statistics obtained are up-to-date. 

 

 

 

This question was designed to measure the percentage of participants that were likely to have 

been affected by the funding cuts; in turn, giving a prediction of the number of participants 

that were likely to have taken action against West Lothian Council. Again, the Yes/No format 

was employed to give a clear-cut statistic for analysis.  
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This multiple-choice single-selection question was designed to gage the number of 

respondents that were likely to have received instrumental music tuition prior to the funding 

cuts, versus the number of respondents that were likely to have been directly affected by the 

funding cuts. 

 

 

 

This question was written so that responses would give a further indication of the number of 

participants that were likely to have taken action against West Lothian Council as a result of 

the funding cuts. The Yes/No/Other answer format was selected to provide a clear statistic for 

this question, but also to give respondents the opportunity to state a preference that insinuated 

their opinion more clearly. 
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Plainly, this question measured the percentage of participants that exercised their voices and 

contributed to the student input that is examined in this research question. The option to add 

an ‘other’ response was included to give respondnents the chance to state any different action 

that they took and whether they believed it would change the outcome of thhe proposed cuts. 

 

 

By formulating this question as a ‘please select all that apply’ tickbox list, respondents could 

submit all of their efforts for counting, getting a second opportunity to state any different 

actions. The overall purpose of this question was to confirm the number of particpants that 

participated in a form of protest to be compared with the predicted statistics from earlier 

questions.  
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This final question measures participant perception of whether their actions had any effect on 

West Lothian Council’s decision. These responses - preceded and contextualised by the other 

questions outlined above - strongly influence the results of this research question. 

The responses to the above survey questions are regulated by and cross-examined with 

selected interactions from the Twitter netnography. 

 

For the Twitter netnography, participants were scouted and selected for a variety of different 

reasons. Participants were sought that had some sort of connection with and understanding of 

the Scottish instrumental music services (Jerolmack & Khan, 2017). This included students, 

teachers, parents, scholars, politicians and related organisations alike, ensuring that 

observations were made on interactions within the community. 

  

With intent to explore the question; “How can Music Education in Scotland become more 

inclusive in the future?”, I chose to look at survey answers and Twitter opinions to collect 

general opinion. Survey answers allowed for collection of opinion from a student perspective 

across backgrounds and incomes within the local authority of West Lothian. These opinions 

were from previous and existing students, which met demand for student voice within the 

field. Survey respondents were from different social and economic backgrounds, carrying 

different cultural capitals, and they have studied different revisions of the SQA music 

courses. The Twitter opinions expanded on the survey answers by looking at scholars, 

organisations and parental input which allowed for a diverse base of suggestions and 

recommendations for curriculum reform to create a more inclusive future for Scottish music 

education. Despite the mixed approach of online survey and Twitter netnography providing a 

varied sample of opinion, this project does not focus on any inequalities or barriers in 

particular, but in general. If more time were available, focus groups of students that 

experience specific barriers - like income inequality, disability, geographical barriers and 

social inequality - could have been interviewed to provide more data about the specific 

inequalities within Scottish music education and how these might be addressed. Ideally, some 

sort of statistical information to show the effects of changes to Instrumental Music Services 

or developments in the SQA music curriculum would have been great supporting evidence of 

injustices within Scottish music education. However, any correlation between rising or falling 

statistics and changes to the music education system would not be indicative of causation, 

meaning that this approach is perhaps more effective in portraying the reasons behind change 

than a purely statistical analysis. 
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The survey questions used for this question are outlined below: 

 

This question uses a ‘best fit’ form to gage student feelings about the Scottish music 

curriculum. This question prompts respondents to reflect upon their school experience, 

encouraging them to form and express opinions about the future of Scottish music education 

from a student perspective for the rest of the survey. 

  

 

Respondents are once again prompted to think about the Scottish music curriculum from a 

student perspective. This scale of satisfaction can help to demonstrate how much room there 

is for improvement in the Scottish music curriculum, and give an idea of how many social 

inequalities are present.  
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By ‘ticking all that apply’, participants are given the chance to expose any gaps or 

dominances in the curriculum, giving an insight into how culturally reflective the curriculum 

is. The option to add ‘other’ allowed respondents to show how wide the curriculum currently 

spans. 
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This question was written to measure feelings around the place of classical music in the 

curriculum, and ascertain existing vocational aspects that promote social inclusion. 

Respondents were given the opportunity to add an ‘other’ meaning that classical music holds 

for them, shedding light on the social and cultural associations between genre and accessible 

education. 

 

Posed open-endedly, participants were presented with the opportunity to explain how they 

continues their musical experience, and how their education may have helped them. 

Discretely, this question is also an inquiry into the cultural relevance of the curriculum and 

urges students to think about ways that music education could change to serve students’ 

needs better. 
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The clear cut Yes/No format of this question aimed to learn whether there is a mismatch 

between culture and the curriculum, measuring the percentage of respondents that had the 

chance to learn an instrument that interested them. 

 

 

Building on the response to the previous question, this short answer question collected 

information about the styles, genres and cultures that are currently accessible to Scottish 

music students. 

 

 

Adopting a ‘tick all that apply’ format, respondents were asked to give reasons that prevented 

them from learning an instrument that interested them. The options were written to pinpoint 

areas of inequality within the current curriculum, whilst also giving participants the chance to 

present further areas for future improvement. 
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Lastly, this question invites an open-ended response from participants to collect opinions 

about the inclusivity of the music curriculum in Scotland and how students envision Scottish 

music education in the future. 

 

The answers from these survey questions are contrasted and compared with content from the 

Twitter netnography before findings are analysed and presented.  

 

 

Analysis 
Once the raw data from the survey was downloaded, responses were inspected in two 

different ways. Quantitative measures were tabulated to provide visual representations of the 

responses. Qualitative text responses were visualised using the world cloud generator, 

WordItOut, using a frequency algorithm to present popular opinions in a visual frequency 

chart (Ahearn, 2014). This descriptive analysis method was also used for tracking popular 

opinions from the Twitter netnography - since the data set was of a large size for the project, 

but not classed as ‘big’ statistical data (Roberts et. al., 2015). A selection of Tweets were 

compiled into case studies grouped by local authority area, before being discussed in the 

context of existing literature. 
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RESULTS 

Does the student voice advocate for social justice in Scottish Music 

Education? 
 

Results from the Twitter netnography are organised into case studies of instrumental music 

tuition in different local authorities. 

 

West Lothian Case Study 

 

Figure 1. A Tweet circulating a petition against the West Lothian music cuts 

Figure 1 shows a petition to stop cuts to the instrumental music service in West Lothian. This 

petition was circulated via social media and was a form of exercising the student voice to 

spark change in music education. 
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Figure 2. Another Tweet circulating another petition against West Lothian music cuts 

Another petition against earlier proposed cuts, was shared via Twitter in 2015. Both the 

petition and the Tweet are examples of the student voice in action. 

 

 

Figure 3. A letter from West Lothian MSP, Andy Wightman, expressing concerns about 

proposed cuts in 2018. 

This letter was circulated on Twitter as proof of action in response to lobbying from West 

Lothian constituents. The SNP MSP representative for the local authority area shows his 

opposition to the cuts by writing a letter to councillors on the education committee and by 

publishing this letter to his constituents on Twitter. This action was most likely prompted by 

letters he received from students who were unhappy with the proposals. 
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Figure 4. An addendum Tweet attached to a petition against West Lothian music cuts 

The addendum tweet in Figure 4 shows the politics behind the budget cuts and support for 

instrumental music services. This gives an insight into party values and associations with 

class, culture and politics. 

 

 

Figure 5. A thread by West Lothian Council, showing the final decisions regarding cuts 

This thread gives the details of West Lothian Council’s final decisions on the matter. 
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Perth & Kinross Case Study 

 

Figure 6. A Tweet revealing changes in instrumental music tuition uptake and application 

since the implementation of fees 

A report of postcode lottery and income inequality in Perth and Kinross is shown in Figure 6. 

 

 

Figure 7. A Tweet congratulating successful efforts to save the Perth and Kinross 

instrumental music services 

Praise for Perth and Kinross when they decided not to cut the service, but to raise pupil 

charges. The constituent expresses that he would be happy to pay a little more council tax 

than to see children lose out on instrumental tuition. 
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Midlothian Case Study 

 

Figure 8. A Tweet reporting on a protest against Midlothian instrumental music cuts 

An example of effective social media and people power campaigns to change local authority 

actions is shown in Figure 8. 

 

Figure 9. A Tweet expressing joy at news that cuts were scrapped in Midlothian 

A positive result is reported for Midlothian students after petitions, protests and lobbying 

campaigns. 
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Dundee Case Study 

 

Figure 10. A Tweet advertising the free music centre approach to instrumental tuition in 

Dundee 

Figure 10 shows an example of accessible instrumental music tuition in Dundee at Coldside 

Campus. 

 

Survey Questions 

 

Figure 11. A bar chart showing the fee status of the respondents that received instrumental 

music tuition 

Figure 11 shows that a majority of respondents receiving lessons were receiving lessons 

funded by their local council. 
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Figure 12. A pie chart showing the percentage of respondents in agreement with the 

proposed cuts to West Lothian’s instrumental music service 

The majority of respondent were not in agreement with cuts to the West Lothian instrumental 

music service. 

 

 

Figure 13. A pie chart showing respondent participation in protests and campaigns against 

West Lothian cuts 

Figure 13 shows that the majority of survey respondents did not participate in any protests or 

campaigns to stop proposed cuts in West Lothian. 
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Figure 14. A bar chart showing medium of participation for respondents who protested and 

campaigned 

The most popular use of the student voice from survey participants was signing a petition, 

followed by campaigning on social media. 

 

 

Figure 15. A pie chart showing the percentage of campaign participants who felt like their 

voice was heard by West Lothian Council 

Figure 15 shows that a majority of respondents that exercised their student voice in protest, 

felt unheard by West Lothian Council. 
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How can Music Education in Scotland become more inclusive in 

the future? 
 

Results are presented as a collection of opinions from a variety of different Twitter users, and 

frequent survey responses are shown in word clouds. 

 

How Twitter envisions a more inclusive future 

 

Figure 16. A Tweet discussing the relevance and importance of music education 

This Tweet shows an academic’s on why we should be working to preserve and protect 

music’s place in the curriculum. This view also talks about the ways that we value music and 

its accessibility. 

 

 

Figure 17. A Tweet expressing opinions on accessibility and instrumental music tuition 

Providing some constructive criticism on the performance focus of assessment, this Tweet 

speaks about general music education in a sense of equality, elitism, unfair advantages and 

economic privilege. 
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Figure 18. A Tweet discussing accessibility and instrumental music tuition. The Tweet links 

an article discussing the same thing 

Figure 18 shows thoughts from the education secretary on how local authorities should be 

dealing with problems of social justice in music education. 

 

 

Figure 19. A Tweet expressing a Higher Education perspective on Scottish instrumental 

music provision and cuts 

Giving perspectives from an academic and musician working in Higher Education, Figure 19 

comments on how changes to instrumental music tuition might affect the future of music 

studies at university level, and opinions on how instrumental music provision should work. 
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Figure 20. A Tweet reporting on changes in the uptake of instrumental music tuition 

following funding cuts and hiked fees. The Tweet links an article discussing the negative 

effects of fees on accessibility 

This Tweet provides evidence that fees have reduced accessibility to instrumental tuition for 

students from low income backgrounds. 

 

 

Figure 21. A Tweet expressing thoughts about the future of instrumental music tuition in the 

face of funding cuts 

Figure 21 features public opinion on what the cuts and introduction of charges mean for 

Scotland’s students in the future. 

 

 

 



B095650 
 

39 
 

How Students feel about Music Education in Scotland 

 

Figure 22. A bar chart showing perceived relevance and enjoyment of Scottish music 

education amongst survey respondents 

The chart in Figure 22 shows that the majority of respondents described their music education 

experience as “Interesting but not relevant to my future”, followed closely by “Interesting and 

relevant to my future”. 

 

 

Figure 23. A bar chart showing general satisfaction with Scottish music education amongst 

survey respondents 

General satisfaction with respondents’ secondary school music experience was ranked mostly 

as “Neutral”, and closely followed with “Extremely unsatisfied” and “Extremely satisfied”. 

Overall, most participants expressed dissatisfaction to some extent. 
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Figure 24. A pie chart showing the percentage of respondents that had the chance to learn an 

instrument that interested them 

The majority of survey respondents reported that they did have the chance to learn an 

instrument that interested them. 
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How Students envision a more inclusive future 

 

Figure 25. A word cloud showing the things that survey respondents associate with classical 

music in an educational context 

It was popular for respondents to associate classical music first with composition, and 

secondly with written score. 
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Figure 26. A word cloud showing the reasons why respondents did not receive instrumental 

music tuition during their time at secondary school 

In Figure 26, we can see that respondents who did not receive instrumental music tuition felt 

that it was too expensive. Large numbers also reported that lessons were not offered at their 

school or that they felt they weren’t any good. 
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Figure 27. A word cloud showing responses to the question “What do you think should 

change about music education in the future?” 

Popular suggestions for improving Scottish music education include ensuring access for all, 

and also call for free instrumental tuition, the recognition of music as equal to STEM subjects 

and focusing on mental health through music. 
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Figure 28. A word cloud showing the most prominent genres in Scottish music education 

from survey responses 

This word cloud portrays that respondents considered Classical and Scottish music as the 

most prominent genres in Scottish music education, as well as recognising the significance of 

the Baroque genre. 
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Figure 29. A word cloud showing the most common instruments that respondents learned 

during their secondary school music education 

Here, the majority of survey respondents report that piano & guitar were the most common 

instruments learned at secondary school, shadowed by the bass guitar & violin. 
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DISCUSSION 
 

Does the student voice advocate for social justice in Scottish Music 

Education? 

 

West Lothian 
In the West Lothian case study, Figures 1-4 document the life of instrumental music tuition in 

West Lothian over the last 5 years. We can see that the student voice was used to oppose cuts by 

signing and sharing petitions online in 2018 (Fig 1). We know that this technique had already 

been used 3 years earlier and the petition received over 2000 signatures (Fig 2). Figure 3 shows 

the letter written by the local MSP to councillors on the West Lothian education committee, as a 

result of lobbying from constituents’ letters. This use of student voice prompted the letter from 

the MSP, supporting the continuation of the services and opposing the proposed cuts. In Figure 4 

we learn that the main reason for the proposed cuts was political and that the SNP did not want 

to see services dismantled. Figures 3 & 4 detail that the funding cuts would have stopped strings 

and percussion tuition entirely and threatened the survival of 6 local ensembles. Figure 5 reports 

that service charges were implemented to continue instrumental tuition, rather than cutting 

lessons altogether. Safeguarding measures were announced to ensure that students from families 

facing financial hardship would still be able to receive lessons (Fig 5). From this information, 

we can evaluate that the student voice is what ultimately saved the instrumental music services 

from their death in West Lothian. The fact that these petitions and other actions of protest saw 

the survival of the music service with an introduction of charges, raises questions about the 

financial accessibility of instrumental music tuition. However, this issue is addressed in the 

announcement by the council; that students facing an income barrier will receive support in the 

form of partially or fully funded lessons. Therefore, it would appear that the student voice has 

ensured the continuation of instrumental tuition with social justice in mind, but not at its centre. 

 

The survey responses shown in Figure 11 reveal that the majority of respondents receiving 

instrumental music lessons did not have to pay, and that their tuition was fully funded by their 

local council. A few respondents reported that there were charges in place for some students at 

their school and that some people had to pay in full for their lessons, whilst others only had to 

pay in part, because of their families’ financial status. In Figure 12, we learn that an 

overwhelming 97% majority of respondents were not in agreement with proposals to cut the 

strings and percussion services, and to disband 6 local ensembles. However only 64% of 

respondents actually protested or campaigned to stop the cuts. Of the respondents, 3% could not 

participate due to a conflict of interest. This shows that lots of people were yet to find and 

exercise their student voice, and that this may have had an impact on the outcome of the protests 

and the council’s final decision on the matter. Of those that participated, the most popular forms 

of protest were signing a petition, and then campaigning on social media (Fig 14). This use of 

student voice resulted in the retention of strings and percussion tuition, and the introduction of 

charges. This raises the question that if there had been more use of student voice demonstrated 

physically through a march or gathering, might West Lothian council have retained the service 

but scrapped charges, re-adjusting the budget like Midlothian council chose to do in 2019? Even 

though we can see that the student voice ensured the continuation of strings and percussion 

services - whilst also considering how to keep tuition accessible to all - 89% of respondents felt 

that their voice was not heard by West Lothian council (Fig 15). This perhaps shows that the 

student voice can evoke change, but either was not present enough or was not taken seriously to 

provoke the desired effect of continued free provision in West Lothian. 



B095650 
 

47 
 

 

From these findings, we can see that the student voice was exercised to ensure that instrumental 

music provision was accessible to students no matter their family income. However, these 

findings cannot tell us whether there were any efforts to improve accessibility in other ways. For 

example, it is unclear whether students raised any issues with geographically proportionate 

opportunities - e.g. students being unable to learn an instrument because it is not offered at their 

school or within their local authority area. These results also cannot tell us if students raised any 

issues surrounding tuition prerequisites or lessons for those who are differently abled - e.g. must 

be able to hold a tune or express interest in a genre before tuition is considered or may be 

excluded due to a physical impairment or learning disability. 

 

Nevertheless, these findings are extremely important in demonstrating how the student voice can 

provoke change surrounding social justice and Scottish music education. I recommend that 

future research in this field should focus on the impacts that the student voice can have in 

relation to specific areas of inequality, such as; income, social and political classism, 

geographical advantage, musical taste, and disabled access. Through further exploration into 

these areas of inequality, more information can be collected to find out about student opinion 

and student advocacy within Scottish music education.  

 

Perth & Kinross Case Study 
The Perth & Kinross case study outlines financial and social inequalities within the instrumental 

music service (Fig 6). The user reports fee increases for students, and comments that the service 

is still inaccessible to those who are willing to pay due to lack of provision; hence operating on a 

postcode lottery. Figure 7 explains that when the services came under threat, prices were raised 

yet again. A resident expressed willingness to pay more council tax to ensure that children do 

not lose out on instrumental tuition for any reason. It seems that students are still interested in 

learning an instrument, and so their lesson applications act as a student voice that advocates for 

continued instrumental provision. However, the very report that the service is oversubscribed, 

despite increased fees, solidifies the fact that students need and want instrumental tuition that is 

geographically accessible and adequate, not subject to a postcode lottery. An oversubscription to 

instrumental music services in Perth & Kinross is an example of the student voice in action, 

reporting that the service is geographically inadequate and that the service operates 

disproportionately to the students that it is meant to serve. 

 

These results show that student input has exposed where problems lie regarding accessibility and 

social justice in music education. Although, these findings do not identify whether 

oversubscription is an issue with staffing, funding or perhaps to do with the selection process - 

prerequisites, judgements of taste, or judgements of ability.  

Regardless, these results effectively demonstrate how the student voice can identify and 

illuminate social injustice within Scottish music education. In the future, this field would benefit 

from further investigation into discrepancies in geographical provision, and how students feel 

about the selection processes for things like instrumental tuition, to identify areas of inequality 

within an oversubscribed service. 

 

Midlothian Case Study 
The Midlothian case study exemplifies an overwhelming use of student voice to ensure socially 

just music education. Protests are showcased in Figure 8, with masses of students demonstrating 

the demand for protected instrumental tuition in Midlothian. The headline retweeted in Figure 9 

shows campaign support from the Scottish Association of Music Educators, and updates that the 
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cuts were scrapped after protests and campaigns from students. This case study is the epitome of 

the student voice being used to advocate for social justice in Scottish music education. From the 

results of the protest, it is fair to say that student input influenced the decision for cuts to be 

scrapped, keeping accessibility for all as a top priority. It is evident that the student voice was 

largely responsible for the continuation of free instrumental lessons in Midlothian. 

 

It must be acknowledged that these results do not give insight into the selection process in place 

for instrumental music tuition, nor do they collect student opinion on the access for students with 

disabilities. Despite this, these findings reveal that the student voice plays a significant role in 

ensuring socially just music education through protest and campaigning. 

 

Following on from this research, it would be beneficial to look more into the selection process 

for instrumental tuition and gather student opinion to identify areas of injustice and how we may 

combat issues of accessibility.   

 

Dundee Case Study 
The sole Tweet featured in Figure 10 reveals the approach taken by Dundee City council to 

ensure socially just instrumental provision. The free music centre resembles the Music Hub 

model that is in place in England. The fact that students need only sign up and not apply or meet 

prerequisites ensures maximum accessibility for students from all backgrounds and of all 

abilities. 

 

Yet, these findings do not give much information on the accessibility of the centre 

geographically, economically, and for those with a disability. Therefore, I would like to 

recommend that future research investigates how students in Dundee - and similar areas - travel 

to and from lessons, and what provisions are made for them. This would give student the 

opportunity to expose areas in which the service could improve, prompting action to ensure 

access for all. 

 

 

How can Music Education in Scotland become more inclusive in 

the future? 
 

The Tweet in Figure 16 strongly advocates for music’s place in the curriculum. The author 

mentions mental health in his statement, suggesting that both the valuation of music as a high 

priority subject and a positive tool in the fight against mental health struggles, are ways that we 

should be focusing on changing music in the future. These aspects would make Scottish music 

education more inclusive and fall in line with the suggestions made by the survey respondents 

that are detailed in Figure 27. 

 

A matter of the mind that scholars allude to in Scottish music education is the concept of the 

Habitus (Bourdieu, 1987). In this context, the Habitus can be expressed as the ways in which 

cultural capital is enacted in lived experience. Habitus is a feeling that seems to be highly 

present in music classrooms across Scotland, representing the mismatch between the curriculum 

and students’ cultural capitals. Habitus may discourage a person from participating in an activity 

tied to an unfamiliar culture. An example of Habitus in action might be a child from a low-

income working-class family that believes they would not be successful in university study, due 

to their unfamiliarity with the system, genres of music, and the different backgrounds of other 
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students. It is important to recognise that current efforts may be enabling the Habitus; by 

limiting our focus to instrumental music, there is a risk that we facilitate a modern upper-class 

aversion to genres associated with other classes. For example, curricula that focus on written 

notation may enforce an aversion to musical cultures that follow oral tradition. In turn, 

students from certain backgrounds may not feel that it is acceptable to have an interest in music 

that is associated with other social backgrounds. This can mean that students feel discouraged to 

explore music through their own tastes and can lead to a socially exclusive classroom 

environment. These issues resonate with the most current debates around the decolonisation of 

classical music education, expressed very recently in Bull (2019). 

 

Interestingly, it is suggested that a less specialised approach should be taken, and that we turn 

our attention to giving a more general education (Fig 17). This would remove any inequalities 

around social or economic inaccessibility. After all, Figure 18 reports that tuition charges are 

making music education inaccessible and that fees should be abolished entirely. If this were to 

happen, students might receive instrumental tuition as part of a general curriculum, rather than 

having to meet prerequisites based on culture, ability and income. Local authority involvement 

may be a way forward as local assets, businesses and people of interest can be employed to 

enrich education and make it more relevant to students’ physical surroundings, showing how 

learning can be applied outside of the classroom. Vocational focuses under this model might 

include work experience at a local theatre, writing songs with musicians or reviewing concerts in 

the area. This could contribute towards a more general, socially relevant music education. 

Educationalists share the sentiment that it is important that we continue to embrace our cultural 

heritage through our music education, allowing students to develop their performance, theory 

and composition skills across genres and in ways that are familiar and comfortable to them 

(Bates, 2012). This could work especially well with the oral tradition and community in Scottish 

music (McCrone, 2012). 

 

From the perspective of Higher Education, it is acknowledged that free instrumental tuition 

enables access to university for many students (Fig 19). It is also expressed that ensuring access 

for all students is a great concern, since this influences the opportunities available to people 

throughout the rest of their lives. Once again, emphasising access for all and free instrumental 

tuition, the NTIA Tweet in Figure 20 reports a 65% drop in service uptake in Scotland after the 

introduction and raising of fees for lessons. This shows that people are concerned for the future 

and future accessibility of instrumental tuition in Scotland’s schools. 

Public opinion seems to echo these concerns, claiming that cuts are just a stunted ruse for 

abolishing the service entirely (Fig 21). Indirectly, this Tweet seems to recommend free and 

accessible instrumental tuition in Scotland’s future. 

 

Learning that most respondents were unsatisfied to some degree with their secondary school 

music experience (Fig 23), students definitely believe that music education must change to 

become more socially just in the future. 83% of respondents had the chance to learn an 

instrument that interested them (Fig 24), but 17% did not have the option to do this. This could 

be down to geographical location and provision based on school or local authority. This could 

also be to do with a social mismatch in the genres and instruments offered. 

 

Speaking of genres, when survey participants were asked their thoughts on classical music to 

delve into its dominance in society, they said that it was important for composition, instruments 

of the orchestra and written score (Fig 25). This inadvertently suggests that there is a focus on 

traditional Western music literacy, that may discourage those with class associations or Habitus 

to pursue composition and scorewriting. This flags up some barriers regarding accessibility of 
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music education, which can be paired with the findings about reasons why respondents did not 

receive instrumental tuition during their time at secondary school (Fig 26). The main barrier to 

instrumental tuition was that lessons were too expensive, but also to do with geographical 

provision issues. There were a lot of respondents that simply felt or were told that they weren’t 

any good. This may in fact be an example of the Habitus in action. 

Sadly, some were told that they could not receive lessons because they had a form of disability. 

This opens up new pathways into research surrounding the accessibility of music for those with 

physical or learning difficulties, to ensure we make music accessible for all. 

 

A running theme, the word cloud in Figure 27 shows that the 4 most important things to students 

about the future of Scottish music education was access for all, free instrumental tuition, the 

recognition of music as equal to STEM subjects and a focus on mental health. With the majority 

of students continuing with music after school by playing for fun, perhaps a focus on music for 

mental health would be beneficial and appropriate. Free instrumental tuition would definitely 

promote a more accessible future education. The recognition of music as equal to STEM 

subjects may secure more funding and dismiss any classist associations with the subject or 

genre. Access for all is mentioned quite often, and so it would be great to see more research into 

specific injustices in order to give access for all - genre, vocation, assessment, funding, ability - 

but ultimately this answer reveals that students have social justice at their hearts when thinking 

about the future of Scottish music education. Figure 28 shows that students could identify 13 

distinct genres that they learned about during their secondary school music experiences. Whilst 

this is a lot of genres, there are so many more out there that are neglected or not looked at in as 

much detail as the dominant genres of Classical, Scottish and Baroque within Scottish music 

education. Perhaps some varied genre would go a long way in promoting socially relevant music 

education, providing pathways that resonate with students tastes, therefore eliminating the 

Habitus in the classroom. This also goes for the variety of instruments that students have the 

opportunity to learn. For instance, the piano, guitar, violin and bass guitar are the most popular 

instruments that students learn - limiting them in their genre (Fig 29). This may also be because 

of disproportionate geographical opportunities across schools and local authorities.  

 

Overall, this research clarifies that the future of Scottish music education lies in ensuring access 

for all, providing free instrumental tuition, focusing on music and mental health, and recognising 

that music is equally important as STEM subjects at secondary level. These findings do not 

directly touch on issues of disabled access, genre, taste, class, or assessment. I believe that each 

of these issues could be explored in more depth, perhaps through a theoretical framework that 

incorporates Bourdieu’s concept of the Habitus (1987), in order to identify ways that future 

music curricula can develop to become more accessible for all.  
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CONCLUSION 
 

The aims of this research were to evaluate how the student voice can ensure a more socially 

just music education in Scotland, and how Scottish music education can become more 

inclusive in the future. Based on an analysis of how the student voice has affected access to 

instrumental music tuition across Scotland, through Twitter netnography and online survey, it 

can be concluded that the student voice advocates for a music education that is accessible for 

all through protesting and campaigning. After analysis of Tweets and survey responses 

concerning the future of Scottish music education, we can deduce that focuses on free 

instrumental tuition, recognition of music as equal to STEM subjects, and mental health, are 

all ways that Scottish music education can be more inclusive in the future. The results suggest 

that, if the relevant bodies listen to the student voice, they are more likely to find ways to 

make music education accessible for all. This research clearly illustrates that strategies exist 

to combat social inequalities in music education, but also raises questions about specific 

injustices and how they may be targeted more effectively in the future. To understand the 

implications of these results better, future studies could explore provision across local 

authorities, the relationship between students’ cultural capital and the Habitus, and disabled 

access within Scottish music education. Henceforth, we know that the student voice plays an 

important role in advocating for a socially just and fully accessible music education in 

Scotland; and that further investigation will allow this field of research to develop on from its 

early stages, creating a richer and more informed base of knowledge on the student voice and 

social justice in Scottish music education. 
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APPENDIX 
 

Twitter Netnography Participants 
 

Tweet (Figure number) Opinion Group Date Posted 

1 Members of the public 5th December 2018 

2 Members of the public 16th February 2015 

3 Politicians 
Members of the public 

12th March 2018 

4 Academics 
Politicians 
Organised bodies 

16th March 2018 

5 Organised bodies 29th May 2018 

6 Members of the public 17th February 2019 

7 Members of the public 27th February 2019 

8 Organised bodies 
Members of the public 

12th February 2019 

9 Organised bodies 12th February 2019 

10 Organised bodies 12th September 2019 

16 Academics 
Organised bodies 

2nd December 2019 

17 Academics 
Members of the public 

18th December 2019 

18 Members of the public 
Politicians 
Organised bodies 

30th April 2019 

19 Academics 8th February 2019 

20 Organised bodies 1st December 2018 

21 Members of the public 5th February 2019 
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No

Standard Grade

Intermediate 1

Intermediate 2

National 4

National 5

Higher

Advanced HIgher

I have taken none of these

Student Perception of Sco�ish Music
Education
This survey is gathering responses and opinions from people in West Lothian who are 
taking/have taken an SQA Music qualification.
The responses from this survey will be recorded for undergraduate dissertation research 
into making music education more accessible. All responses will remain anonymous. If you 
would like to find out more about the research or have any questions, you can email Sophie 
Brodie at s1604829@ed.ac.uk

* Required

Do you/did you attend secondary school in West Lothian? *

Are you taking/have you taken Music at any of the following levels? (Please select
all that apply) *

mailto:s1604829@ed.ac.uk
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Interesting and relevant to my future

Interesting but not relevant to my future

Not interesting but relevant to my future

Not interesting and not relevant to my future

Other:

Extremely satisfied

1 2 3 4 5

Extremely unsatisfied

Jazz

Popular

Rock

Blues

Scottish

Romantic

Baroque

Classical

Other:

How would you describe your music education experience? Choose the
statement that best fits your opinion. *

Overall, how satisfied are/were you with your secondary school music
experience? *

What styles and genres of music did you learn about? (Please tick all that apply) *
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Classical music focuses on instruments of the orchestra

Classical music is used to teach us about composition

Classical music is based on assessing musical performance

Classical music is the most important style of music for music students

Classical music focuses on written scores

Classical music is based on our ability to read sheet music

Classical music is old

Classical music is boring

Classical music is only for people that want to play in an orchestra

Other:

Yes

No

What does "classical music" mean to you? Please choose all that apply. *

How do you plan to continue/have you continued with music after secondary
school? *

Your answer

Do you/did you have the chance to learn an instrument that interested you? *

If "Yes", what instrument/(s) did you learn?

Your answer
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Was too expensive

Did not have time

Lessons were not offered for that specific instrument

Lessons were not offered at my school

Lessons were full

I was not good enough to receive lessons

I have/had a disability that prevented me from taking lessons (e.g. dyslexia,
aspergers, asthma, hearing impairment, etc.)

Other:

Yes

No

Yes

No, they are/were funded by West Lothian council

Yes, but my lessons are discounted

No, but others at my school have to pay

I don't know

Other:

Page 1 of 2

If " No", which of the reasons below prevented you from learning an instrument
that interested you?

Do you/did you receive lessons from West Lothian's instrumental music service?
(specialist teachers that come in to teach instruments) *

If "Yes", do you/did you pay for these lessons?

Next
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Funding cuts to Instrumental Music Services

Over the last few years, many local councils have proposed cuts and reductions to funding for 
instrumental music lessons (brass, woodwind, strings, percussion etc). These proposals come as a way to 
balance the councils' budget after reduced funding from The Scottish Government, ensuring the 
continuation of other council services. These cuts mean that students may not be able to learn an 
instrument because they can't afford to pay towards their tuition. 

Yes

No

Other:

Yes

No

Other:

Student Perception of Sco�ish Music
Education
* Required

Do you/did you agree with proposals to cut funding to the Instrumental Music
Service in West Lothian? *

Did you participate in any protests or campaigns to stop cuts to the Instrumental
Music Service? *
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Marched in protest
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Never submit passwords through Google Forms.

This content is neither created nor endorsed by Google. Report Abuse - Terms of Service - Privacy Policy

If "Yes", how did you participate? (Please select all that apply)

If you participated, do you/did you feel like your voice was heard by West Lothian
Council?

What do you think should change about music education in the future? *

Your answer

Back Submit
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