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Abstract

Department of Arts Policy and Management
City University

ORCHESTRAL TRAINING IN THE UNITED KINGDOM

Chris Ridgeway MA LTCL
Abstract

This thesis investigates the provision of orchestral training in Great Britain through
the opportunities offered in pre-graduate, undergraduate and postgraduate areas. The
research follows on from the 1965 and 1978 Gulbenkian Reports, “Making
Musicians” and “Training Musicians” and investigates those conclusions and
recommendations of the reports which appertain to this thesis.

The research was carried out by surveys, interviews and through literature available
to the author. Surveys were carried out by questionnaire and interviews were

undertaken in person.

The research aimed to prove three particular points. Firstly that British youth
orchestras perform a vital task in providing the initial training of orchestral musicians.
Secondly, whether the view taken by some of the British professional orchestras that
British conservatoires do not devote sufficient curriculum time to complete orchestral
training to the standards required by the professional orchestras is accurate. Thirdly
that better opportunities for postgraduate orchestral training are required.

This thesis thus concentrates on the provision for those students who show ability in
playing an orchestral instrument and have attained entry into the higher levels of
orchestral performance. Thus the research looks at orchestral provision at county
level, conservatoire junior departments, national youth orchestras, conservatoires,
universities, postgraduate opportunities and the summer music schools.

The conclusions drawn from the research are that, despite serious financial pressures,
the provision of orchestral training before entry to higher education is continuing to
produce very high quality playing opportunities. In nearly all cases this is a good
depth of provision, with young players being offered subsidised orchestral training
courses on a regular basis and for many, the opportunity of working alongside
professional conductors and tutors. The responses indicate the positive value placed
on the training opportunities provided at this level and that they are held in high
esteem by the music profession. The research also shows that conservatoires have not
yet come to terms with the dilemma of developing high profile master musicians
whilst at the same time ensuring that the training of instrumentalists encompasses all
aspects of the orchestral profession and other changes in employment opportunities
for their students. Postgraduate training that is already available receives high praise,
but there are significant findings indicating that a greater provision is necessary.

14



Definition

A DEFINITION OF ORCHESTRAL TRAINING

Orchestral training:

Presupposes that each student has a developed technical ability
and artistic sensibility; does not specifically aim at the further
development of individual instrumental skills or artistry other
than those aspects directly related to orchestral performing.

Psychologically:

Prepares each student to be willing to subordinate, when
appropriate, their personal artistic concepts, especially senses of
style and taste, to those of the conductor or director and section

principals, and to present these “second-hand” concepts with
conviction.

Practically:

Develops sensitivity to balance the sound within an orchestra in
terms of volume, texture, ensemble, mood and character and to
awareness generally of the other parts.

Teaches how to cope with the complexity of respecting the
authority of a conductor or director whilst retaining personal
responsibility and taking initiative when appropriate.

Teaches the varying balance of the above factors according to

each musician’s function — principal or other, and strings or
wind.

Teaches professional ethics and established practices.

John Ludlow
Professor of violin
Royal College of Music
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Personal background

CHAPTER 1.

1.1 PERSONAL BACKGROUND

The raison d’étre for this research has much to do with my varied work as performer,
instrumental teacher, curriculum teacher and Manager to the Kent County Youth
Orchestra. I have taught as a peripatetic instrumental teacher since 1972; initially for
the Inner London Education Authority and then for Kent Music School. During this
time I also taught in a number of independent schools and colleges. I was appointed
to the part-time post of Manager to the Kent County Youth Orchestra (KCYO) in
1984, which I undertook for sixteen years. I continued to be a peripatetic instrumental
teacher but in 1992 I retrained as a curriculum music teacher and initially taught part-
time from Year 7 through to the General Certificate of Secondary Education (GCSE)
and GCE Advanced level, at Invicta Grammar School in Maidstone, Kent. In April
2000, I took a full-time post at Invicta Grammar School. As a viola player, I perform
as a semi-professional with local orchestral and choral societies as and when time

permits.

The focus for this research mainly came from my work with the Kent County Youth
Orchestra. The age range of the orchestra is from 14 to 22 and over the past sixteen
years I have come into contact with many able music students. Approximately half of
the members of the orchestra are in higher education, either at university or
conservatoire, and of those undertaking university courses about 50% are reading
music. During my years with the orchestra many of the students who were still at
school asked for my advice as to their choice of course in higher education. This has
been most marked with regard to the choice between .university or music college for
those who are considering music as a degree course and who also have the ability to

develop, either as academics or performers.

My principal concern had been those members of the KCYO who were, or who had
been, conservatoire students. At any one time it was not unusual for the orchestra to
have students at all the major conservatoires in the UK. They all set out on their
courses with such high expectations - but what was so sad to see with so many, was

the disillusionment after the first two years or so — not with being instrumentalists, but
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Personal background

with the prospect of trying to become established as professional muéicians. This
came partly from the realisation that, even if they are sufficiently able, the chances of
successfully auditioning for full-time playing posts on leaving college are not
favourable. It also comes as a surprise to many that the orchestral training is not at
the standard they have been used to in the KCYOQ. It is not that the standard of
individual players within the KCYO is better, as it certainly is not. It is the intensity
of the sectional coaching over a period of one week, three times a year, with
recognised leading professional orchestral players that, in their eyes, sets the KCYO

above their conservatoire orchestras.

From ongoing contact with those who, at the age of 21 or 22, have completed their
course at conservatoire, I have consistently met two main areas of dissatisfaction,
even from players who have had a successful time at a music college. Firstly, they
feel that they have been cast into the outside world without being fully equipped to
cope with the day-to-day existence of being a professional musician. Secondly,
despite the fact that in the majority of instances they have received good instrumental
teaching, there is a void between their current standard and the standard required by

the profession, especially in orchestral techniques.

In trying to gain as much information as possible for the KCYO students considering
music at a higher education establishment, and at the same time hearing the
disgruntled comments from many of those either at or just having left conservatoire, it
was a short step to formalising my research with The City University, where I had

already completed a Masters Degree in Arts Management in Education.
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Introduction

1.2 INTRODUCTION

“If young people are to have a successful career in the arts, they need to have
opportunities for effective training which meets their needs and those of their
employers throughout the rest of their working lives. The [arts] sector is
already engaged on the complex task of identifying and meeting the diverse
training requirements of the various art forms. We support the sector’s
commitment to improving the quality of and broadening access to training.”
(Department of National Heritage, 1996)

Although the Government recognises that training in the arts needs further
commitment with regard to quality, the following statement suggests that at the

moment high quality training is readily obtainable:

“While the main responsibility for ensuring the high quality of courses and
facilities lies with the institutions themselves, the funding bodies for the two
sectors - the FEFC [Further Education Funding Council] and the HEFCE
[Higher Education Funding Council for England] - also have a duty to ensure
the quality of courses is assessed. For example, the HEFCE’s assessment
report on music, published at the end of 1995, found that 46% of higher
education institutions provide “excellent” education in music. All but one
offers students a “rewarding and satisfactory educational experience”.
(Department of National Heritage, 1996)

However, later in the same document it is claimed that:

“There is no comprehensive picture of the facilities available to students
wanting to study the arts, or to take decisions about further and higher
education in the knowledge of the extent and quality of the provision available
in individual institutions. We therefore intend to discuss with the FEFC, and
through them the college representative bodies, the possibility of an audit of
arts provision in further education institutions. Discussions will also take
place with the CVCP [Committee of Vice-Chancellors and Principals] and
Standing Conference of Principals on a similar audit for the higher education
sector. In each case we believe that an audit, to be of continuing value, should
be regularly updated and published.” (Department of National Heritage, 1996)

The opening statement indicates the way in which the Department of National
Heritage’s position is strongly focused on practical and vocational training in the arts.

Earlier, in 1982, The Society for Research into Higher Education stated that:
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Introduction

“The role of higher education is not the training of a professional élite, but the
provision of opportunity and the regeneration of involvement in the arts for
the broader population.” (Ball, Brinson et al. 1982)

The British orchestral musician has, since the opening of the Royal Academy of
Music (RAM) in 1823, been trained largely through “conservatoire” teaching, i.e. the
training for potential professional musicians has been undertaken in a specifically
musical educational setting. In this aspect of education England was some way
behind its European neighbours: the Paris Conservatoire, for example, dating from the
1790s. This in turn was modelled on the early types of music schools of Naples and
Vienna, though the first formal conservatoire on modern lines in Italy opened in

Milan in 1807, followed by Prague in 1811 and Vienna in 1817.

In England, some time before in the early 16th Century, church-run “elementary

schools” offered tuition in “writing, grammar and song” (Fenlon, 1980). Fenlon

further points out that:

“Although their influence was considerable, Henry VIII’s Act for the
Dissolution of the Chantries in 1547 arranged for the confiscation of 2374
small foundations, excluding those attached to the Oxford and Cambridge
colleges, St. George’s Chapel, Windsor and the colleges at Winchester and
Eton. Many important composers were trained at the foundations which the
act left unharmed. But however beneficial the act may have been for the royal
finances, it impoverished English music education to an extent from which it
began to recover only in the late 19th Century. The opportunities for ordinary
people to learn music had been severely curtailed, and henceforward the
grammar schools had to draw upon the meagre and usually inadequate
resources in an attempt to provide some form of musical instruction.” (Fenlon,

1980)

—

The conservatoire system spread throughout Europe in the 19® century, though
mainly in Italy and Germany. Williams (1992) argues that:

“Performance practice...as a discrete branch of study, belongs to the German
conceptions of the Enlightenment categorisation (splitting up all human
understanding into distinct categories) and post-Enlightenment education
(training the young in this or that branch, theory or practice, thought or
action). In the music studies of other, quite different cultures, such as 17th or
18th century England, the distinct but interrelated skills of performance,
composition, theory and history had been assumed to be less separable. In
England too, the interest in music earlier (even very much earlier) than that of
the current period, whatever that was, has always been noticeable - one could
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Introduction

hear Corelli’s concertos in London in the 1820°s or harpsichord recitals in the
1880°s - but the establishment of a systematic academic music study, with its
categorisation of activities, belonged to the Germans or Austrians.” (Williams,

1992)

Conservatoires now started to appear world-wide as institutions whose purpose was
purely to educate those who wished to be trained as performing musicians. In
Germany music colleges opened in Leipzig (1843), Munich (1846) and Berlin (1850);
in Russia at St Petersburg (1862) and Moscow (1866); in the USA smaller music
colleges opened in Chicago, Cleveland, Boston and Philadelphia. In Australia the

first conservatoire appeared in 1891 in Melbourne. (Fenlon, 1980)

In London the RAM, with its Royal Charter given in 1830 by George IV, was not
challenged until 1872 when the Church Choral Society and College of Church Music
opened, to become the Trinity College of Music three years later. A few years later
two more conservatoires came into existence with the Guildhall School of Music and
Drama in 1880 and the Royal College of Music in 1883, although this institution had
been opened some years earlier in 1876 as the National Training School of Music. A
little earlier, under Queen Victoria and her husband the Prince Consort, the royal
patronage of music had been at its height. The Prince Consort, as a trained musician
under the German system, was highly influential and he strove to set and maintain
new standards. He was critical of the RAM as a training establishment and this
became apparent in 1854 when he presided over the purchase of a large part of land in
Kensington, paid for from the profits of the Great Exhibition in 1851. The RAM
applied for a new site and premises within the Kensington development, but no

decision was made by the committee (headed by the Prince) and their application was

effectively rejected.

In 1861, four years after the death of the Prince, the Society of Arts looked into the
area of specialist music training both in Europe and in this country. The courses of
the conservatoires in Berlin, Leipzig, Milan, Munich, Naples, Paris, Prague and
Vienna were all analysed and compared. The RAM was also investigated and many

of the leading musicians in London were consulted. When the committee published
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Introduction

its report, it was highly critical of the practices of the Royal Academy of Music.

(Society for the Encouragement of Arts, Manufactures, and Commerce, 1866)

The proposal for a new conservatoire on the Kensington site was revived in 1873.
This was opened in 1876, next to the Royal Albert Hall and called the National
Training School of Music (from 1883 the Royal College of Music). This building
survives and is now occupied by the Royal College of Organists. Arthur Sullivan was
appointed as the first principal, with a staff from London’s foremost professionals,
and eighty-two scholarships were available. When in 1878 it was proposed that the
new school should merge with the Academy the latter refused, as at the time it would
have meant losing its Royal Charter. Further developments at the National Training
School included accepting fee-paying students as well as scholars and in 1883, with
the Prince of Wales as its president, the institution changed its name to become the
Royal College of Music (RCM) and moved premises in 1886 to its present position in
Prince Consort Road. Students had to choose a principal study and a secondary study
from organ, piano, harp, strings, wind instruments, or voice, as well as harmony,
counterpoint and composition. Students also had to attend a weekly rehearsal of

choral, orchestral and chamber music, and classes and lectures on harmony and

history.

As these and other European and American conservatoires developed, they broadened
their teaching scope. The early Italian conservatoires had been devoted to supporting
only the very best instrumentalists, with the sole intention of turning out virtuosos. In
contrast music education in the newer music colleges became more broadly based

encompassing the whole of the playing and academic music-teaching professions.

Elsewhere in Britain other conservatoires began to establish themselves; firstly in
Birmingham in 1886 with a Music School as part of the Midland Institute and in
Manchester under the influence of Charles Hallé in 1893. Hall¢é had formed a
professional orchestra in Manchester in 1857 which became highly regarded. As
early as 1872 he had suggested that a conservatoire be built which was then supported
by public subscription. When finally established, the Manchester College of Music -
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Introduction

later to become the Royal Northern College of Music - was at first staffed by players

from Hallé’s own orchestra.

Since these developments in the second half of the 19" century there has been in fact
very little change in the basic delivery of music education in these establishments.
Students choose a principal instrument, with some opting for the study of a secondary
instrument, and they still attend weekly rehearsals of orchestral and chamber music
with the accompanying diet of harmony and history. There have been additions to the
options such as jazz and brass and wind band, but the basic philosophy concerning the

training and education of aspiring professional musicians has remained intact.

Opportunities for orchestral playing have changed greatly over the past century or so,
especially in the 20™ century with the advent of recording, initially for records with
later development into tapes and compact discs. Broadcasting and recording for film
and television further enhanced the opportunities for orchestral musicians. Gerald
MacDonald in his book “Training and Careers for Professional Musicians” points out
that ““...until the formation of the BBC Symphony Orchestra in 1930 there had been no
full-time, salaried, symphony orchestra in Britain.” (MacDonald, 1979); other
orchestras, such as the Hallé and the Royal Liverpool Philharmonic had been in
existence for some time, but were made up from players who were “part-time, ad hoc,
fee-earning rather than salaried”. Typically such orchestras were “seasonal
orchestras, formed to play some twelve to sixteen subscription concerts annually in

their home towns, repeating some of the concerts in other big festivals”. MacDonald

continues:

“Right up until the last war most of the players [from the Hallé and the Royal
Liverpool Philharmonic Orchestra] were engaged for the summer season at
one of the holiday resorts: Brighton, Harrogate, Scarborough, Torquay,
Bexhill and others including Llandudno, where the late Sir Malcolm Sargent
conducted some fifty concerts, each with a different programme every summer
season”. (MacDonald, 1979)

Whilst the provinces in the 1930s and 1940s provided opportunities for orchestral
playing through the local philharmonic and concert societies plus the summer seaside

orchestras, bread-and-butter work for the orchestral musician in London centred on the
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theatres. Occasionally the better players would be approached by one of the impresarios

to play for a concert hall engagement:

“Orchestras were assembled by the impresarios for a ‘season’ of concerts, often
connected with the visits of distinguished composers like Haydn, Mozart or
Mendelssohn. These impresarios knew all the best players - those who were
adept from the experience and nature of their work in the theatre pit and the
pleasure gardens. From this situation developed the deputy system - deputies
such as pupils and friends took over in the theatre from any regular players
engaged for the concerts.” (MacDonald, 1979)

Thus the young and bright orchestral player through the 18th and 19th centuries might
find their first professional orchestral experience through the ‘deputy’ system.

MacDonald continues:

“Similar situations persist in London to this day [1979]. For theatre pit read
recording, film television and advertising studios. The players in the four major
independent orchestras and many well-known chamber orchestras and smaller
ensembles are fee-earning not salaried, and they derive much of their income
from these lucrative fringe activities, public concerts remaining something of an
artistic but comparatively unremunerative luxury. The deputy system, though
better controlled by the parent orchestras, still persists.” (MacDonald, 1979)
MacDonald also makes reference to many young players starting their careers by being
engaged by amateur orchestral and choral societies as “professional stiffening”. Today,
students take advantage of this type of engagement whilst still at conservatoire in order
not only to subsidise their grant but also to learn the repertoire and to profit from the
experience. More recently John Westcombe in his book “Careers in Music” (1997) has
further discussed the deputy system. “Clearly, the ‘extra’ or deputy work is usually the

first step into the orchestral scene”. (Westcombe, 1997)

Today the musically talented student, who is just about to leave school and wants to
continue his or her musical studies, has two options. One is to enter a university, where
the emphasis of the course will lean towards academic work balanced by many
opportunities for practical music-making. The second option is to enter a conservatoire
where the main emphasis will be on performance. The student who is both academically

and instrumentally sound may be faced with a dilemma as to which to follow.
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Certainly they will be aware of the problems facing many students who go to a
conservatoire in that the job prospects they face on completing their course are not
favourable. Many employers however, regard a university degree in music as a valuable
qualification. At the 1994 open day at Royal Holloway College, London University the
Head of Careers stated that she always managed to place music graduates in employment
— though often outside the music sphere. A very wide range of employers is quick to
recognise the distinct advantages to be gained from employing graduates with a music
degree. They possess a disciplined approach to their work, recognise the need for
detailed analysis, have the ability to work as a team, and have a sense of value in the
eventual end product. The university degree however, is not regarded as having any

value at all by professional orchestras for performance employment.

Table 1 shows the results of the 1991 Census with regard to the employment of those
with qualifications in music, drama and the visual arts, although it does not indicate from
where qualifications are gained. It does highlight the expected high percentage of
employment for these persons in education and music related industries (recreational and
cultural services) but also shows the diversity of employment. The figures in the table
are reflective of a 10% sample of the whole. One point of interest is, that of the sample,

54% are not employed in a cultural, recreational or educational area.

Tablel: Summary of employment of qualified persons by industry.
Those with Music, Drama and Visual Arts qualifications.

Industry divisions Males |Females| Total
0 [|Agriculture, forestry & fishing 38 45 83
1 |Energy & water supply * 25 18 43
2 |Extraction & manufacture of minerals, ores and chemicals 82 83 165
3 |Metal goods, engineering & vehicles 150 61 211
4 |Other manufacturing 530 615 1145
5§ |Construction 109 32 141
6 |Distribution, hotels & catering, repairs 505 849 1354
7 |Transport & communication 84 80 164
8 |Banking, finance, Insurance, business services & leasing
81 [Banking & finance 26 44 70
82 |Insurance, except of compulsory social security 34 29 63
83 (Business services 1186 769 1955
84 |Renting of movables 14 10 24
85 (Owning and dealing in real estate 17 28 45
9 |Other services
91 |Public administration, national defence & compulsory social security 273 293 566
92 |[Sanitary services 7 14 21
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93 |Education 1300 1734 3034
94 [Research and development 12 11 23
95 |Medical and other health services, vetinary services 79 173 252
96 (Other services provided to the public 179 236 415
97 [Recreational services & other cultural services 1529 1303 2832
98 |Personal services 64 53 117
99 Domestic services 1 13 14
0 [Diplomatic representation, international organisations, armed forces 3 4 7

(Office of Population Censuses and Surveys and the General Register Office for
Scotland, 1991)

* Including coal extraction and manufacture of solid fuels, and the extraction and processing of mineral oil and natural gas.
The choice of where to go for higher education for those who want to follow a playing
career is easier for the wind and brass players. Given that a suitable teacher is available,
they can undertake a university degree alongside the demands of learning to play their
instrument, purely because of the physical impossibilities of practising for long periods
of time. String players can, and are expected to, practise for several hours each day.
Subject to the proviso that the student has to be careful not to avoid Repetitive Strain
Injury (RSI) or other ailments such as tendonitis, it is possible for the string player to
keep up a daily amount of practice far in excess of that which a brass or woodwind player
can comfortably achieve. However, string players can, and do, complete university

degree courses before undertaking employment as an orchestral musician.

The brass and wind players can perhaps more easily contemplate a more broadly-based
university course than the string specialists, knowing that they will be able to fit in the
demands of such a course alongside their need to practise, given that instrumental
coaching of a suitable standard is available. In contrast, string players may feel that only
a more narrowly focused conservatoire course would allow them sufficient time for the

much longer periods of instrumental practice required.

An additional factor affecting choice may be that students who meet the requirements for
university entrance may go for the “safe” option. With employment prospects as a
professional musician being unfavourable, a university degree in music could equip them
for later life and assure them a more secure future than a qualification from a
conservatoire. Table 1 emphasises the point that many students who undertake higher

education courses in a music related area eventually follow a different career path.
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Research carried out over 15 years ago by the Society for Research into Higher

Education found that:

“In spite of the passion with which many professionals invoke the importance of
artistic discipline and training, experience suggests that there are students who
will find it more in accordance with their own approach to the subject to take the
more impersonal attitude offered by a university that the intensive atmosphere of
the conservatoire.” (Research into Higher Education, 1982)

Also, a postgraduate year at a conservatoire in order to expand instrumental ability
further can always be considered after completion of the university course while the
reverse is not normally possible. Westcombe agrees that postgraduate training is a
worthwhile undertaking, although he has not taken the Royal College of Music’s
“Postgraduate Orchestral Musicians Pathway” course, started in September 1996, also

into consideration:

“In a profession which is clearly seeking greater flexibility of approach and
attributes, broadening your performance experience at a high level and taking
part in Communication Skills such as that at the Guildhall School of Music and
Drama (incidentally the only conservatoire currently offering a postgraduate
course in orchestral training) will always be advantageous.” (Westcombe, 1997)

Other research (Smith, 1996) shows that, whilst it has always been accepted that there is
stress on all music students, due to the intense competition for the few employment
opportunities, there may be other more considerable stresses on conservatoire students
hitherto unmentioned or diagnosed. Catherine Smith, herself a professional musician for
thirty years, has for the past fourteen years been a counsellor and psychotherapist in one
British conservatoire and over a period of three years she followed the progress of a
whole intake (September 1989) through their course. Smith’s research, entitled “The
Effects of Psychological Stress on the Success and Failure of Music Conservatoire
Students”, was far reaching, and there are some significant findings and conclusions to be
drawn from the results. The research also involved an initial interview with the students
whose progress she tracked. Whilst my own research does not look at the musical
background of instrumentalists, Smith reinforces my findings that many conservatoire
students become disillusioned with their programmes of study and unhappy with the

conservatoire establishment.
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Smith’s results show that gender and choice of instrument do not make any significant
difference to students’ musical or academic achievements, nor were there any significant
differences in examination grades between those coming from the three main educational

backgrounds of state, private or specialist schools.

In terms of their eventual career, the majority of both sexes (65% male and 52% female)
aspired to be orchestral or choral performers. However the female students had higher
career aspirations: 20% wanted to play chamber music and 16% to be soloists, whereas
only 7% of the male students shared these options and tended to produce more “don’t

knows” - 14% to the female students’ 7%.

Those, however, from UK public (i.e. private) schools were the least stressed when
initially interviewed and had the best grades in their final Year 3 examinations. They
seemed more confident socially, tended to look upon competition as a challenge and had
higher career aspirations than others. Those from the state schools were more likely to
fail their examinations or drop out, perhaps indicating that they had received inferior
teaching or were not as well prepared socially and psychologically for the highly
competitive atmosphere of the conservatoire. Smith also considered that they were
possibly from a lower income background and therefore more likely to under-perform or
drop out for financial reasons. The most étartling indications in this part of her research
were that those from the specialist music schools unexpectedly remained in third place in
the instrumental examinations for all three years. The final grades were very close
between groups and not significant but, theoretically, these students who had previously
received several years of concentrated and good musical training ought to have been

expected to have been well ahead of their peers. (Smith, 1995)

According to Smith, students from this educational background seem to have become
known in the conservatoire for having psychological problems and being unhappy. They
complain at first of the low instrumental standard, of not being “special” any more. From
Smith’s and other conservatoire counsellors’ experience, students who enter specialist
music schools at an early age arrive at the conservatoire depressed, suffer from low self-

esteem, and cannot see themselves without their instrument, their only identity. They
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seem unable to experience themselves as a person in their own right and they use their

performance as self-validation. (Smith, 1995)

Following this study Smith took a further sub-sample of 32 students in order to define
internal stress - i.e. the students’ emotional and psychological reactions and symptoms of
anxiety about their identity and their relationship with the conservatoire. At the initial
interviews with the whole intake most students construed the competition of the
conservatoire as a threat rather than a challenge. This was because life had now proved
to be insecure and unpredictable and they were perhaps naturally apprehensive about the
future. All 32 of the new sub-sample showed that, two years later, they experienced the
management of the conservatoire as being unfriendly. In the Year 3 interviews the
management were either unknown or denigrated as being ignorant about music, the
profession, the student’s existence, and what was actually going on in the conservatoire.

More generally they were seen as being unsupportive and constrictive. (Smith, 1995).

Smith maintains that this tension between the conservatoire authority and the
students/teaching staff is a paradoxical situation between two factors. Firstly, the
conservatoire’s unspoken expectation that those under its aegis will conform to its
organisational needs and, secondly, the young musician’s talent which is driven by
internal motivation, stimulating them to perfect their art. Smith maintains that it is the
latter which seems more effective rather than the resented external pressure imposed by

the authority of the conservatoire.

“Communication within the conservatoire is poor. The professors are mostly
performing musicians who teach whenever their busy schedules permit and so
have little communication with the management. As it is impossible to get
everyone together at any one time, information is passed by memo in the pigeon
holes at the porters desk, by telephone and by word of mouth. In these conditions
it is hardly surprising that there are constant breakdowns in communication
between teaching staff, management and students. The organisation, which is
doing its best to train professional emotional communicators, is designed in such
a way that it cannot itself communicate, leading to feelings of isolation and
distrust amongst the student body.” (Smith, 1995)

Over recent years there have been changes in the British education system which have

influenced the decisions of prospective professional musicians, changes in the delivery
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and requirements of GCSE and “A” level Music for example and the massive expansion

and broader scope of music-related courses in the polytechnics and universities.

With the full implementation of the newly established National Curriculum for state
schools in the UK in September 1992, music became a key area of focus for music
educationalists. From the narrow confines of what was a very unstructured provision
came the total reconstruction of music education in the classroom. All state school
education was now divided into five clear divisions within a 13-year programme, the first

four called a “Key Stage” and the last “Post 16 Education”:

Key Stage 1 Years 1-3
Key Stage 2 Years 4-6
Key Stage 3 Years 7-9
Key Stage 4 Years 10-11
Post 16 Years 12-13

Music became one of the “Foundation Subjects” which schools were legally obliged to
teach within the new structure through Key Stages 1 to 3 as laid down by the National

Curriculum Council.

Considerable discussion eventually led to the subject being assessed through two
Attainment Targets with each target having defined strands. The National Curriculum
Council’s document “Music in the National Curriculum” (1992) lays out the structure:

“AT1 Performing and composing. The development of the ability to perform
and compose music with understanding.

AT2 Listening and appraising. The development of the ability to listen to and
appraise music, including knowledge of musical history, our diverse musical
heritage, and a variety of other musical traditions.

An integrated approach to the teaching of the two AT’s is required. The AT’s
constantly intertwine in all music lessons. The expectation is that more attention
be given to the practical elements in the teaching and learning of music. It is
intended that the assessment order will weight the AT’s two to one in favour of
the first. This should act as a guide to the relative emphasis given to the practical
work on the one hand and knowledge and appreciation of music on the other.”
(National Curriculum Council, 1992)

The university examination boards for GCSE and “A” level had for some years

previously being turning away from the traditional narrow confines of western classical

29



Introduction

music to include studies on, for example, world music, pop and jazz. Most examination
boards for GCSE now have four papers - a practical or performance paper, a composition
paper and two listening papers. “A” level examinations in music now include optional
papers on music technology and performance alongside the more traditional history and
set works, while aural papers have been expanded to include a second part in which
listening skills are tested across the many differing forms of music. The London
University Examinations Board has an “A” level paper aimed at performance
specialisms, although some universities will not accept this option for entrance purposes

and others demand a higher grade for entry if students are offering it.

When, in the 1990’s, polytechnics were incorporated into the higher education system
and permitted to call themselves “university”, other university courses became much
broader. Many polytechnics had moved away from the more traditional pattern of
courses offered by the universities; firstly so as not to compete but secondly to offer a
more vocational approach to areas of the music profession, including performance and
technology. Leicester Polytechnic, now De Montfort University, was a case in point,
while The City University offered a BSc in Music — one of the first of many universities
to do so. This broadening of courses also had the effect of making the longer established
universities look at what they had to offer. They responded by also offering modules and

courses as alternatives to their more traditional lines of study.

More recently, the future of the orchestral player was not helped by the Arts Council’s
proposal in July 1993 to withdraw funding from two of the four London orchestras,
leaving only the London Symphony Orchestra and a possible merged orchestra from
some, or all, of the London Philharmonic Orchestra, the Philharmonia and the Royal
Philharmonic Orchestra. The Arts Council then appointed Sir Leonard Hoffmann to
chair a committee which would advise the Arts Council as to which of the orchestras
should be funded following submissions from these three orchestras to the committee.
Eventually, in December 1993 Sir Leonard’s report was presented to the Arts Council.

The final paragraph reads:

“The outcome is thus rather an anticlimax, we are unable to offer the Arts
Council the clear advice for which it asked but this is a matter of great
importance not only to the orchestras and their members, but also the musical life

30



Introduction

of London and the nation. We did not think that we can advise what the majority
of us in all good conscience would regard as an arbitrary choice. If such a choice
has to be made, it must be made by others. We comfort ourselves with the
thought that we have provided the Arts Council with a good deal of
independently assessed material on the three orchestras which may assist it in
forming its own view and deciding how to proceed.” (Hoffimann, 1993)
Further to this the Arts Council decided to carry on funding all three of the orchestras.
The Philharmonia and the London Philharmonic Orchestra received £700,000 each, with
another £400,000 paid to the South Bank Centre for the London orchestra residency (in
effect for the London Philharmonic Orchestra). The Royal Philharmonic Orchestra
received £300,000. Both the Philharmonia and the London Philharmonic Orchestra were
granted £250,000 by the Musician’s Union, as interest-free loans over a five-year period.
This was to assist with financial temporary problems and to offset the de-stabilising
effects of the Hoffmann Review which, due to the uncertainty of their futures, had

reduced their sponsorship income and number of engagements.

Two years later, in 1995, the Arts Council/ BBC Review of National Orchestral
Provision was published. The review opened the door for a barrage of comment and
criticism covering all aspects of the orchestral industry. The Consultation Document
raised a number of “Agenda Questions”, the final one headed “Creative Co-ordination”.
This part of the document included several questions that relate to this thesis. It quickly
becomes apparent from the responses the belief is that it is not just the conservatoires
which need to change their approach to orchestral training. In the document, views are
strongly voiced by the training establishments about the professional orchestral scene in
the United Kingdom. In the Report of the Consultation on the National Review of
Orchestral Provision (Ritterman, 1995) one conservatoire comments: “Orchestras now
need to find the will, time, resources and imagination to build on opportunities for
personal, artistic and organisational regeneration. Perhaps, most importantly, the

motivation for change and renewal must come from within the orchestra itself”.

(Ritterman, 1995)
Within the same document, however, many respondents felt that the current training

priorities in the conservatoires need to change in order to respond to the increasing

diversity of the working patterns in the professional orchestras. Several mention that the
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conservatoires need to move beyond the narrow view of technical excellence and to look
for a broader, more flexible and creative approach. It is also considered essential that
young musicians about to enter the music profession are given an education wide enough
to enable them to have the necessary skills and attitudes to be able to function effectively
in response to the new demands on and opportunities for the orchestral musician.
(Ritterman, 1995). The same perceptions are echoed in the 1995 “Statement of Common
Concerns and Objectives by the Regional Contract Orchestras of England.”

“Musicians must become expert communicators and flexible in their working
practices...It will require establishing different career expectations and new
patterns of training for musicians in schools and music colleges.” (Davison,

1995)

There is much reference in the Davison document concerning the need for improved
dialogue and communication between the orchestras, conservatoires and other

establishments within the profession. He continues:

“from players, orchestras, conservatoires and some professional bodies comes a
shared view that the skills and experience required for education and outreach
work need to be developed as part of musicians’ initial training”. (Davison,
1995)

Ten years earlier, at the 1985 conference for the National Music Council (NMC), a
paper was given by John Hosier, the Vice-Chairman of the United Kingdom Council
for Music Education. He pointed out that, in his opinion, although there were higher
standards of technical achievement and performance by music students leaving
conservatoires, these were being overshadowed by a downward spiral of opportunities
to perform in conventional venues, and that the forthcoming challenge for musicians
was to create new audiences. He went on to say that the conservatoires were not
responding to this, as the training remained narrow and they were unaware of the
changes taking place in the wider educational and artistic communities. In a key

message about the changing role of the musician he said:

“Performers in the year 2000 may well have assumed a different role
in the community, enabling them to communicate directly with a much
wider range of society. Certainly the new role cannot help but make
them better performers.” (Hosier, 1985).
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It is generally assumed that in the ten years since the talk was given, the opportunity
for the orchestral musician continued in its downward spiral; but was this indeed the
case, or was it more correct to say that whilst some of the more conventional

orchestral opportunities diminished, others increased?

Ten years after Hosier’s lecture, Professor Peter Renshaw, Head of the Performance
and Communications Department at the Guildhall School of Music and Drama,
delivered a talk for the NMC 1995 conference, using Hosier’s paper as a starting
point. Renshaw commented first on perceived changes in the nature of the orchestral
performer, referring to Emest Fleischmann’s “community of musicians” in his article
“The orchestra is dead. Long live the community of musicians.” (Fleischmann, 1987)
and to a comment by Pierre Boulez: “I view the orchestra as an ensemble of
possibilities [that does not] exclude anything”. Renshaw continued by saying that his
own perspective is that the orchestra should be seen as “an integrated community of
musicians and management, aiming to serve the widest possible community...acting
as a flexible creative resource, responsive to changing cultural, educational and
performance needs”, but that this would require “a supportive system of professional

development for orchestral musicians and management”. Renshaw maintains that

this would lead to:

“ personal and artistic regeneration [which] would enable each player to feel
valued as an individual working within a dynamic, creative community of
musicians which is responsible for its own continuing development and for the
developing needs of the wider community.” (Renshaw, 1995)

Following the 1994 BBC/Arts Council of England consultation document “National
Review of Orchestral Provision” and the subsequent 1995 “Report of the
Consultation” containing the summary of responses, the indication was that the

professional orchestras too were aware of a need for clarity of purpose, saying that:

“...strategic purpose needs to come from within the organisation
...orchestras need to be able to articulate their artistic objectives and
understand the context in which these can be achieved.” (Ritterman, 1995)

One of the recurring themes indicated at the beginning of the Report is the

“importance of education and outreach work [and the] need for appropriate training”.
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Renshaw’s address to the NMC 1995 conference maintained that musicians and
orchestral management need to explore the links between the performer, composers,
audiences and the wider community. Moreover, they should look at performance
links between classical and popular music, European and world music, and traditional
sounds and music technology. More account could also be taken of other art forms
within an orchestral context. Lastly, technical skill, interpretation and creativity

should offer a greater challenge on an individual basis as well as within the orchestra

as a whole.

For all this to be accomplished, however, Renshaw concluded that arts organisations
would need to pay much greater attention to the training and continuing development
of both musicians and management. He added that if this was not urgently addressed

then there would be a real danger that increasing numbers of musicians would become

unemployable.

The Ritterman report notes that submissions from the conservatoires point to both the
1994 and 1995 Conferences of the Association of British Orchestras as indicating that
managers and players in the profession are not aware of the changes in curriculum in
conservatoires over the past ten to fifteen years, or of the amount of orchestral training
now regularly taking place. (The survey of current orchestral musicians carried out for
this showed that some respondents were very clearly basing their opinions of current

training on their own experiences 20 or even 30 years ago.)

This research shows, however, that whilst there are more orchestra-based initiatives and
schemes for “side-by-side” training, the actual numbers of students involved are

relatively small - in each conservatoire no more that six to eight students each year.

The conservatoires equally stress that it is not possible to replicate the conditions of a
professional orchestral player within a conservatoire, maintaining that “the quickest and
most beneficial training happens within a professional context where a ‘trainee’ is
surrounded by professionals of varying degrees of experience”. Further, whilst orchestral

training is a key part of the current conservatoire curriculum, it is only a part of a wider
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musical education and framework for turning out what the institutions consider to be a

rounded musician. (Ritterman, 1995).

It was noted too in the Ritterman Report that working with “active professional
musicians” is a source of motivation and inspiration for all students but achieving this
entails providing regular opportunities for students to have direct contact with working
orchestras and successful orchestral musicians. Further encouragement and development
of students and professionals working together, requires funding to support it. The
conservatoires emphasise the view that there is scope for increased dialogue between the
Arts Council, the BBC and the educational bodies to explore ways of bringing
professional training and the professional orchestral world into closer contact. It was
suggested by respondents to the consultation document that there should be a training
element included as part of the brief of publicly funded orchestras, opera and ballet
companies. (Ritterman, 1995). One respondent concluded: “ Since the Arts Council has
made education, in its widest sense, an important factor in assessing the strength and
vitality of its clients, there is no reason why the BBC should not join with the Arts
Council in building a training ingredient into the brief of its orchestras - to actively
encourage - and resource - apprenticeship programmes.” (Ritterman, 1995). Another
submission added: “orchestral training must not be considered as the exclusive domain of
the concert platform. The opera and ballet pit, recording and broadcasting studio are
every bit as important - perhaps more so in training needs as these are the areas seldom
experienced prior to college and (with the exception of opera) given only limited scope in

the conservatoire.” (Ritterman, 1995)

Nevertheless, within the Ritterman Report the comment again appears that advanced
musical training only favours the few, that areas of performance and other aspects of

being a professional musician are hierarchical and that fundamental changes in attitude

are required:

“The whole educational system, and high profile career-launching competitions,
not just the conservatoires, can induce the belief that a solo career is the pinnacle
of the profession. But these views can be sterile. Those who become]...teachers,
animators and rank and file players can sometimes feel that they have somehow
failed and are “second class citizens” in the music profession. They must be —
and feel — valued in their own right.
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...a careful balance needs to be struck — on one hand, there’s the issue of
standards: on the other, there’s the sort of training that encourages students to
focus on, and aspire only to instrumental virtuosity, an approach likely to produce
musicians who miss the boat and the jackpot at the same time.” (Ritterman,

1995).

The same respondent to the report further commented that the training system in this
country is “predicated on failure” and that “the environment [is] not conducive to

cultivating the good communication skills essential for musicians working within the

community”. (Ritterman, 1995)

These views were echoed by the Musicians’ Union, who in their Interim Response to the

BBC/Arts Council Review state:

“We agree with the final paragraph on page 17 of the consultative document
that ‘it is evident that the support of orchestral musicians and the quality of
British orchestras depend on improving orchestral training through schools and
colleges.” ” (Musicians’ Union, 1994)

The Ritterman Report in itself highlights the differences of opinions and views held
between the training establishments and the orchestral profession. The document does

not contain a single reference to a consensus of thought on aspects of training within the

conservatoires.

This present survey confirms the existence of that situation, even to the point of
identifying lack of cohesive support within the music colleges themselves, professor to

professor, and academic staff to administrative staff.
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13 PREVIOUS RESEARCH ON THE TRAINING OF ORCHESTRAL
MUSICIANS

The research for this thesis follows on from two principal reports undertaken by the
Calouste Gulbenkian Foundation: the first in 1965 entitled “Making Musicians”, chaired
by Sir Gilmour Jenkins and the second in 1978 called “Training Musicians” chaired by
Lord Vaizey. Subsequent to these there have been a number of other reports and studies

which are also relevant to the areas of research in this thesis.

It is necessary to divide the area of research into three parts and to deal with each
separately. The first area concerned with orchestral training is “Pre-Graduate” and for
the purposes of this thesis deals with an age range of 14-18. For the most part this refers
to the opportunities offered by youth orchestras at county and national level. Secondly,
“Graduate” training, encompassing higher-education courses in music colleges and
universities. Thirdly, “Postgraduate” provision which includes opportunities available to

those students who have already completed a course in higher education.

It must first be stated, however, that the two reports undertaken by the Calouste
Gulbenkian Foundation are linked. The reasons for the second report are stated in the

“Chairman’s introduction”:

“...while it [the 1965 Report] was welcomed, large parts of its central proposals
were never implemented. We suggest in our Report reasons for this; I think they
can be boiled down to two — first, that it seemed that the proposals entailed
considerable public expenditure at a time when the government was going
through one of its recurrent financial crises, and, second, that it proposed
reorganisation of the London music colleges in a way that ran counter, not only
to their entrenched independence, but to the main thrust of public policy in the
field of higher education, with its emphasis on greater development in the

regions.

However by 1973 it became apparent that the position which had led to the
setting up of the Gilmour Jenkins Enquiry had not merely not improved,; it had
deteriorated. There was a feeling that the training of professional musicians had
not changed to meet employment needs; and there was a sense of malaise in
some sectors of the profession — a paradox at a time when the reputation of
British music has never stood higher. Accordingly the Foundation responded to
the request of the profession for a further enquiry and this present Committee
was established.” (Calouste Gulbenkian Foundation, 1978)
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The 1978 Gulbenkian report was a much wider document than its 1965 predecessor

covering all musical training from the age of five.

The report also gave the music profession an opportunity to share its own thoughts
regarding the training opportunities for musicians on offer at that time. This was a
chance for many of those involved in the music profession, as a whole to say what
was good or not so good with the system and how it could be improved. Appendix A

of the report lists over 250 individuals and organisations who were consulted or gave

evidence or information.

There were seven terms of reference for the Gulbenkian committee to follow, of

which one is directly relevant to the area of this current research:

“iv) in particular to consider present provision in music colleges and
elsewhere for the training of instrumentalists and singers (whether concert
soloists, opera performers or orchestral players), conductors, composers and
music teachers.” (Calouste Gulbenkian Foundation, 1978)

The introductory chapter of the report underlined the state of the music profession as
it was then in 1978. Under the heading “Orchestral playing as a career” the report

explains that:

“One of the prime movers in urging that this present enquiry be set up was the
Association of British Orchestras. Its concern was that its members were
unable to obtain sufficient recruits of the required standard - particularly string
players - and the training of those that they did take was, in their view,
incomplete. Part of the answer to this problem seems to be not so much that
there is a shortage of potential orchestral players, but that some of the best of
those who are available do not want to play in an orchestra, because it is a
form of music making that does not appeal to them. Although there are often
a large number of applications for orchestral vacancies, in some cases these
posts have been left unfilled because none of the applicants have been of a
high enough standard. In addition, however, there are shortcomings in the
life-style and career opportunities available to an orchestral player -
particularly string players - and we feel that if these are to be identified and
remedied, this would go much of the way towards making an orchestral career
more attractive to the young musician.” (Calouste Gulbenkian Foundation,

1978)

These “shortcomings” are listed two paragraphs later, Firstly for the self-managing

London orchestras they are:
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“...only token pensions or sick pay, little long term security, playing a limited
and often repeated repertoire and the too frequent necessity of working three
session a day.” (Calouste Gulbenkian Foundation, 1978)

and in the contract orchestras:

“...the major problems include the relatively low wages...the often inadequate
performance and rehearsal conditions and the fact that the job entails a good
deal of travelling.” (Calouste Gulbenkian Foundation, 1978)

The concept that orchestral playing, as viewed by conservatoire students and further
promoted by some conservatoire professors, is third best to being a soloist or quartet
performer is a recurring one throughout this thesis. This is especially relevant for
string players and to some extent is founded on truth. The Gulbenkian Report of 1978
briefly touches on it, as can be seen in the statement above, but offers no reason or
solution for it. For string players, however, much of the reasoning behind this attitude
can be attributed to the loss of personal initiative when performing within a large
symphonic string section. As a soloist, a player has almost total control of the work
being performed, whilst a quartet or chamber musician collaborates with the others in
the group. For wind and brass players this individual control is still possible to some
extent in a symphony orchestra, but the strings are almost always being subjected to

someone else’s musical ideas and competence.

The research for this thesis has shown that the Association of British Orchestra’s
concerns of 20 years ago expressed in the Gulbenkian Report, are still very much at
the core of orchestral recruitment. Several points from the 1978 Gulbenkian Report
are pertinent in relation to what was considered necessary almost twenty years ago

and are being re-visited and re-tested in this thesis.

One of the leading practitioners in the field of training orchestral musicians, Peter
Renshaw, the Head of Performance and Communication Skills at the Guildhall School
of Music and Drama, has quite recently stressed that the initial training that students
receive at a conservatoire needs to change, in order that their development reflects what
Renshaw believes to be a changing culture for orchestral musicians. He perceives the
current training fosters a rather narrow view, emphasising the teaching of technical

expertise which results in “artistic tunnel vision and a lack of concern for the creativity,
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flexibility and breadth of outlook that are necessary for music to be a living force in

society”. (Renshaw, 1995)

Renshaw argues that the conservatoires need to broaden their environment in order that
students may develop skills which are concurrent with the needs of the music profession.
He also believes that the conservatoires need to establish “a strong culture in which
teaching, performance and research are given the opportunity to feed off each other”.
(Renshaw, 1995). This would entail the development of a new learning environment
which, to be effective, would need all members of the conservatoire - managers,
teachers, artists and students - to have a shared interest “characterised by open
participative management and collective critical discussion.” He maintains that
“historically, critical self-awareness and organisational self-scrutiny have never been
central to their institutional culture”. He concludes “ ...it is little wonder that students
remain culturally and psychologically adrift, often lacking any sense of connectedness,

social responsibility or wider contextual perspective”. (Renshaw, 1995)

Pre-graduate
County and national youth orchestras are a great influence on the potential professional

musician, being the only opportunities for the advanced student musician in this age

group to play orchestrally at a high level and with professional training.

The 1965 Gulbenkian Report contains only one paragraph which has direct reference to
youth orchestra training. It states:

“For those who are able at an early age to fix their ambition on an orchestral
career, a useful grounding can be given during school age in the various youth
orchestras, some of which are organized by Local Authorities.” (Calouste
Gulbenkian Foundation, 1965)

The 1965 report had also pointed out the inadequacy of conservatoire courses, not

only in terms of the time allotted within the course, but also of their duration.

“...a course of four years may be sufficient to give them the basic equipment.
Two more years of advanced study under guidance will then be required for
the limited number whose talent is outstanding. We must therefore accept the
fact that at least six years of study after leaving school will be needed for the
training of a performer of professional standard...Those who decide to work
for an orchestral career should be encouraged to regard it as an objective
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worthy of their best endeavours and should have a greatly increased amount of
rehearsal time both in full orchestra and in sectional practice under
experienced orchestral principals.” (Calouste Gulbenkian Foundation, 1965).

In the 1978 report a key comment was made in the chapter entitled “Training the

School-Age Musician”:

“The real value of the youth orchestras for the young performer is in the
detailed teaching by experienced coaches in the sectional rehearsals and in the
full orchestra sessions taken by professional conductors and other musicians
experienced in the training of orchestras.” (Calouste Gulbenkian Foundation,

1978).
Later in the 1978 Gulbenkian report the first significant conclusion was presented:

“...we feel that for the average potential orchestral performer it is often just as
important that full time professional training should be provided at 16 to 19.”
(Calouste Gulbenkian Foundation, 1978)

The report argued that undertaking specialist training in a school 6th form or college
which offered a full timetable of orchestral training and teaching of uncompromising
standard ought to eradicate many of the bad habits identified among students arriving
at a conservatoire at the age of 18 and that such students would have already received

a solid grounding in orchestral training. (Calouste Gulbenkian Foundation, 1978)

The 1978 Gulbenkian study further argued that setting up an orchestral foundation
course at 6th form level would not only cater for those students wishing to do “A”
level music, but also for those who were unable to do so owing to teacher shortages or
lack of specialist student candidates. The main emphasis would be on preparing

students for the conservatoires or universities.

This view of the value of youth orchestras is also stated by MacDonald (1979): “At
the school stage youth orchestras provide one of the most encouraging developments
on our national scene for young musicians”. A decade later this was still the case

when research by Cleave and Dust (1989) into the schools’ instrumental music

services found that:

“The vast majority of LEAs (93%) had youth ensembles (orchestras, bands or
choirs) at county or borough level. The county youth orchestra, for example,
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often represented the top of a pyramid of groups through which children
progress, usually with keen competition for places.” (Cleave and Dust, 1989)

In a much more recent publication Westcombe also points out that “Many aspiring
orchestral players will have started thinking about a professional career while in

senior positions in the excellent LEA youth orchestras”. (Westcombe, 1997).

Graduate Training
Both the 1965 and the 1978 Gulbenkian reports comment on the admission rate and

the size of the London conservatoires. The 1965 report had recommended that:

“...we should like to see the Royal Academy of Music and the Royal College
of Music reducing their student intake so as to bring their numbers down
within three years to approximately 400 in each. This would enable them to
raise standards for admission, to intensify the tuition and supervision given to
a reduced number of students and to ease the pressure on accommodation for
teaching and practice.” (Calouste Gulbenkian Foundation, 1965)

Later in 1978 the Gulbenkian Foundation made a similar recommendation regarding
the issue of admissions and size of the institutions but this time supported the
statement with reference to job prospects:
“One question that is central to our Enquiry and to which we have given a
great deal of thought is whether the music colleges, and particularly the

London colleges, are training too many students bearing in mind the number
of jobs available in music.” (Calouste Gulbenkian Foundation, 1978)

Although this statement was intended to cover all aspects of music, it is particularly

relevant to the field of orchestral playing.

The 1978 report then comments that “little reduction of the kind recommended by the
1965 Enquiry has taken place” and gives the following figures:

No of full-time students

1965 1978
Royal Academy of Music 753 c650
Royal College of Music 673 673

(Calouste Gulbenkian Foundation, 1978)
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At the time of this research (1997) the Royal Academy of Music has 496 full time
students and the Royal College of Music 550 and, whilst this is a significant reduction

in both establishments, it has not reduced to the recommended 400 proposed in the

1965 Gulbenkian Report.

With the reduction in playing opportunities, especially in the BBC in the number of its
house orchestras in 1982, the number of available orchestral positions has diminished.
Nevertheless, the numbers of orchestral musicians training at conservatoires is still
significantly higher than the number of vacancies. In addition to the number of students
on roll at the Royal Academy of Music and the Royal College of Music, at the present
time there are also the following numbers on full-time study programmes with principal

study on an orchestral instrument:

Royal Northern College of Music 427
Birmingham Conservatoire 199 (British students only)
Trinity College of Music 488

The Guildhall School of Music and Drama 659

In its chaptér on “The Music Colleges” under the paragraph “Orchestra training” the
1978 report claimed that the most frequent criticism of training in the conservatoires
concerned orchestral playing. The report concluded that many string players were
almost entirely occupied with training for a solo career, though at the end of the
training period very few students actually became soloists; the majority were
employed as orchestral players or instrumental teachers. Such criticisms were
reported not only from the orchestral employers but also from students and former

students of the conservatoires. (Calouste Gulbenkian Foundation, 1978). The study

later proposed that:

“...1f the standard of orchestral training in the colleges is to be improved then,
in our opinion, two things have got to happen. First, orchestral playing has to
be given a high priority within music college in terms of the amount of time
allotted to it...and secondly the colleges must be able to make effective use of
good coaches and conductors.” (Calouste Gulbenkian foundation, 1978)

Graduate opportunities and options have changed too since the publication of the 1978
report. The Royal Northern College of Music has now become well established

alongside the other conservatoires, and, unlike some of its London-based counterparts,
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who have not sought university affiliation, has forged strong links with the University of
Manchester which validates their new 4 year BMus Honours Degree. The 1978 report
did suggest that the two London conservatoires with royal charters, ie. the Royal
College of Music and the Royal Academy of Music, should become either monotechnics
or become colleges of London University. The Royal College of Music has remained
independent, still awarding its own qualifications but the Royal Academy of Music

courses are now validated by London University and it has developed a link course with

King’s College, London University.

Post-graduate training
Another Gulbenkian proposal was to extend music college courses in order to develop

a centre for advanced orchestral study. This observation was stated in both reports.

In 1965 the Foundation points out:

“We do, however, urge that the colleges in London should consider doing
more to pool their resources and the services of the best of their teaching staffs

in support of an advanced department common to them all...and selected
orchestral players might form a combined advanced student orchestra to be
regularly rehearsed in as wide a repertoire as possible by a permanent
conductor.” (Calouste Gulbenkian Foundation, 1965)

Reference has been made earlier to the diminution of playing opportunities for the

student leaving conservatoire and this too was a feature of the 1965 report:

“On completion of formal education, a player must put his training to the test
of practical experience and of the necessity to earn his living. For the
orchestral player, openings have become more limited owing to the
disappearance of the many provincial spa and seaside and theatre orchestras
that once were able to give him employment. Potential orchestral employers
are well aware of this, and remedial measures are being considered...the BBC
itself has given a lead by announcing its intention to form a training orchestra
of sixty-nine players on contract for three years.” (Calouste Gulbenkian

Foundation, 1965)

The BBC Training Orchestra, later changing its name to The Academy of the BBC,
was formed in 1966 and based at Bristol. Its function was to “Provide intensive
orchestral experience immediately following an instrumentalist’s course at a school of
music” (Calouste Gulbenkian Foundation, 1978). Players were placed on contract for

a minimum of one year to a maximum of three. Initially they were paid at a rate close
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to that of the professional rank and file but later this was substantially reduced and in
1972 the size of the orchestra was dropped to 35. From that time onwards the future

of the orchestra looked more and more insecure, as the 1978 study noted:

“Early in 1974 the BBC began again to consider the future of the orchestra,
consulting - informally - both the Arts Council and the DES. In March 1975,
the Musicians’ Union was informed, officially, of the BBC’s regret that, after
September 1977, it could not continue to administer and finance, without
support from the musical profession, what it felt should be a ‘national training
orchestra’. The ABO was given the same information in December 1975.
The Academy was in fact wound up in June 1977, when it became no longer
viable.” (Calouste Gulbenkian Foundation, 1978)

By 1978 there were two other such projects in the pipeline: one at the Royal Northern
College of Music with the possible help of the BBC; and a second at Goldsmiths’
College, London University, following discussions between the BBC, Musicians
Union, the Association of British Orchestras and the Arts Council of Great Britain. In
fact the Manchester project never got off the ground and the Goldsmiths’ College
centre, named the National College for Orchestral Studies, floundered after three

years. Nothing on a national level has been started since.

Chapter 6 of the 1978 Gulbenkian report, covering “Advanced training”, referred to
much evidence about the gap between the standard reached by most of the
conservatoire students and the standard actually required for work in the professional
orchestras. It further noted the loss of many of the opportunities once available to
students and those early in their careers in the way of seaside, spa or municipal
orchestras. The Gulbenkian team recommended the setting up of a committee with
representation from the Association of British Orchestras (ABO), the Musicians
Union (MU), the Incorporated Society of Musicians (ISM), the BBC, the colleges of
music and the government to examine proposals for a national training scheme.
Margaret Thatcher MP, as Secretary of State for Education and Science (1971-74),
had earlier made it clear that any sort of vocational training that went beyond what
can be expected of the existing educational system would have to be supported
financially by the employers. Even after the change of government in 1974, the
Department of Education and Science (DES) position did not seem to have altered,

despite the argument that the arts do not have the same potential for funding as do
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industry and commerce. In addition, the subsidies received by the professional

orchestras were already inadequate in relation to the demands on their services.

In 1990 the colleges of music in London were again reviewed. This time the review
was carried out by The Polytechnics and Colleges Funding Council (PCFC — now the
Higher Education Funding Council for England) with a Committee of Enquiry chaired
by the Earl of Gowrie. From April 1989 the responsibility for the funding of the
Royal Academy of Music, the Royal College of Music and Trinity College of Music
passed from the Department of Education and Science to the PCFC. At that time the
PCFC funded non-university higher education in England.

Chapter one of the review identifies the “Nature of the Enquiry” with regard to the

terms of reference, background and key issues. The report states that its terms of

reference are:

“Having regard to:
(a) the separate traditions and different facilities of the three

institutions...and
(b)  the need to maximise the efficiency and effectiveness of the provision

for music education.”
(PCFC, 1990)

However, the main thrust of the review was to look into the possibility of merging the
RAM and the RCM. At that time, Trinity College of Music was considering
relocating to Bristol and was also developing what the report terms “a more broadly
based training”. The background to this review refers to the two Gulbenkian reports
of 1965 and 1978 listing the main recommendations from each, including from the
1978 report that “...orchestral playing should be given a higher priority within
conservatoire courses in terms of the time allotted to it.” (PCFC, 1990). Also referred

to, this time from the 1965 Gulbenkian report, is that:

“,..the way should be prepared for the creation of a single National
Conservatoire in London for higher and advanced studies by an amalgamation
of the Royal Academy of Music, the Royal College of Music and Trinity
College of Music in a new building designed for the purpose...” (PCFC,

1990)
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The report identified five key issues, which they considered needed to be addressed.

These were:

“(2) whether the standards of training in the three London conservatoires

might be raised:

(a) whether the conservatoires represented a cost effective use of public
money;

(b) whether their activities were realistic in terms of the employment needs
in the music profession;

(c) whether there was room for three conservatoires funded by PCFC in
London;

(d) whether scope existed for increasing the international appeal and
reputation of the conservatoires.”

(PCFC, 1990)

Part of the undertaking of the review was to consult as widely as possible. Each of
the conservatoires being observed was asked to provide written evidence to the
Committee and then each of these conservatoires hosted a meeting at which a
presentation was made to the Committee. This gave the Committee the opportunity to
meet with staff and students of the conservatoire and to view the premises and

facilities. The students’ unions of the conservatoires also produced written evidence

and gave separate presentations.

The Committee invited other interested organisations to submit written evidence

including:

“...other conservatoires; polytechnics, colleges and universities offering

advanced music courses; orchestras, opera houses, concert agents and others
concerned with the employment of performing musicians; and others with an
interest in the professional training of performing musicians.” (PCFC, 1990)

Appendix D of the report lists those who submitted written evidence. This amounted
to 10 polytechnics and colleges, 18 universities, 14 employers of performing
musicians, 15 artists’ agents, 8 employers of non-performing musicians and 15

organisations and individuals also with an interest classed as “others”.

The report raises a number of issues, a few of which are relevant to this thesis. Firstly
the review takes forward from the Gulbenkian 1978 report the notion that there are
too many full-time students at the Royal Academy of Music and the Royal College of
I\I/Iusic. Whilst from the figures provided, both establishments can be seen to have
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reduced the number of undergraduates, there was at the same time an increase since

1965 in the number of students undergoing postgraduate training.

Table 2: Student numbers at the Royval Academy of Music and the

Roval College of Music.

RAM 1965/66 |1975/76 {1985/86 {1986/87 (1987/88 [1988/89 (1989/90
Undergraduate | 658 493 427 394 357 314 353
Postgraduate 95 160 164 206 211 204 161
TOTAL 753 653 591 605 568 515 514
RCM 1965/66|1975/76 11985/86 |1986/87 [1987/88 |[1988/89 |1989/90
Undergraduate | 624 488 449 422 412 370 365
Postgraduate 64 185 154 153 154 157 155
TOTAL 688 673 603 575 566 527 520

This still falls short of the 1965 Gulbenkian recommendation that the student role

should decrease to approximately 400 in each of the conservatoires.

Secondly, both the RAM and the RCM comment on their links with the orchestral
profession although there is very little detail. The RAM explains:

“Many instrumental teachers are employed by the London orchestras, and

there are close links with the Philharmonia Orchestra and Chorus.”
(PCFC,1990)

The Royal College states in its written commentary:

“There are informal links with all the major orchestras, of which many of the
instrumental teachers are members, and there is an educational attachment to

the London Sinfionetta.” (PCFC, 1990)

There is no further expansion of these statements with details regarding what is

happening with each of the links.

Thirdly, attention is drawn to the concern shown by the respondents in the decline in

peripatetic instrumental teaching for school-aged children.
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“The quality and quantity of pre-conservatoire training should be improved:
this implies more rigorous teacher-training and better opportunities for

children.” (PCFC, 1990)

The report also states

“The consequence of inadequacies in pre-training is that, although the number
of students auditioned exceeds some ten times the number of students
accepted at each conservatoire, there is a concern about standards. Many of
those who have put evidence to us have questioned the quality of musicianship
of students at the outset of their training and the quality at the end of the
course when they seek employment as performers.” (PCFC, 1990)

Later in the report there is reference to better training in teaching skills at the
conservatoires to help raise the standard of playing among children. There is a

submission to the report from the European String Teachers’ Association who

comment:

“The majority of string students entering the conservatoires state a wish to
perform as orchestral or chamber music players. Few at this stage express an
interest in teaching, which is generally regarded as the occupation of a failed
performer. However, in the long run, virtually all conservatoire trained

musicians do teach...” (PCFC, 1990)

The report later recommends that the conservatoires should include instrumental
teaching as part of the course for all performers and that the conservatoires should

consider the possibility of using the expertise of other higher education institutions.

There is, however, in addition, a significant part of the report that refers to orchestral
training itself. Two major paragraphs confirm that this part of the conservatoires’

provision is considered by the profession to be falling short of their requirements:

“Several of those who gave evidence, and in particular the orchestras, put the
view that the conservatoires do not adequately prepare students for orchestral
life. The orchestras say that while the main characteristics looked for in
recruits are technical ability and musicianship allied to sight-reading ability,
the ability to play in an ensemble and an interest in a broad repertoire are also
important. They allege that the conservatoires concentrate too much on solo
skills and do not provide sufficient experience of orchestral playing to develop
the necessary ensemble skills. They also believe that senior students,
especially string players, would benefit from access to an orchestra to gain

practical experience.

We note the criticisms from within the music profession that the
conservatoires do not place sufficient emphasis on orchestral training. Whilst
this may to some extent be true, many students already exceed the average of
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9-12 hours orchestral work a week which is considered the maximum
desirable to maintain a balance of activity within the courses. The orchestral
training that exists, however, is not always effective and could be improved by
establishing closer links with professional orchestras, more sectional
rehearsals with experienced players, closer monitoring and testing of
orchestral repertoire and, most important, maintaining a high standard of
professional conducting of the student orchestras by those who are able to
train young musicians in the skills they require for the profession.

We recommend that more attention should be paid to orchestral playing, and
closer links developed with the orchestras, so that students acquire a greater
knowledge with the orchestral repertoire through better orchestral trainers and

more sectional rehearsals.” (PCFC, 1990).

A totally new concern that is voiced by the Gowrie report is the levels of stress placed

on conservatoire students and professionals. The report comments:

“The students of the conservatoires and others have pointed to the fact that
instrumental skills alone are insufficient to ensure that individuals gain and
keep posts as performers. They argue that students should receive audition
skills and stress training to help them handle the demands of a performance
career. We endorse this view and recommend _that such training should form
part of the courses of all those training for careers as performers.” (PCFC,

1990)

The music conservatoires were again reviewed by the Higher Education Funding
Council for England (HEFCE) from 1996 with the report being published in early
1998. The Chairman of the review group was Sir John Tooley, who had been Deputy
Chairman of the 1990 PCFC report. This report includes four of the conservatoires —
the Royal Academy of Music, the Royal College of Music, Trinity College of Music
and the Royal Northern College of Music. In the earlier 1990 PCFC report by
Gowrie, data from the last two institutions was not included, firstly because Trinity

was considering moving out of London to Bristol and secondly because the report

dealt specifically with the London conservatoires.

The terms of reference for the Tooley report were to advise on:
“patterns of employment, including
student destinations on exit from conservatoires

the way in which musicians work with other professionals, including
performers and teachers in education and the community
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implications for the desirable pattern of future training, including the degree of
emphasis on solo performance training and the length and nature of training

required.

the relationship with university music departments.” (HEFCE, 1998)

The report, like the 1990 Gowrie report, gives much statistical data on the change in
student numbers. It maintains that there has been “considerable downsizing” in the
last 30 years “owing to a fall in student numbers at the RAM and the RCM”. Whilst
this can be seen to be so from Table 1 in this chapter, data in the Tooley report shows
that, since the Gowrie report, the trend has started to reverse with a 10% increase in
undergraduates and a 26% increase in postgraduates, although this does reflect the
inclusion of data from Trinity College of Music and the Royal Northern College of
Music. This does not make the claim of “considerable downsizing” very convincing.
There is reference to the Gowrie recommendation that student numbers at the RAM

and the RCM should be reduced to 800. Later the comment is made that:

“Expansion in student numbers occurred principally in two of the four
institutions. Whilst numbers have been contained in the RAM and RNCM, the

increase was 21 per cent in the RCM and 30 per cent in Trinity.” (HEFCE,
1998)

The data shown gives the total number of students at the RAM and the RCM as 1004
for 1995/96 and 1071 for 1996/97. The reasons for the increase in student numbers at

Trinity are given as:

“...Jow recruitment at the post-Gowrie time, when its future in London
seemed uncertain, and the subsequent positive impact of its new courses...”

(HEFCE, 1998)

Comment is made in the report that the pre-conservatoire specialist training at the
junior departments of the music colleges and the specialist music schools is “vital” by
“offering training to talented musicians aged roughly eight to 18”. In the next
paragraph, however, concerns are expressed regarding the reduction in Local
Education Authority (LEA) instrumental funding resulting in the introduction of
charges in some areas of the country which, in turn, may have an impact on the

accessibility to instrumental lessons for some children.

New in this report is the concern regarding a “national shortage of instrumental

teachers of quality” and that “the matter is neglected as a field of national policy”.
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(HEFCE, 1998). Earlier in the report, however, under a heading of “Perception of the

changed profession”, it states that there is:

“,..better instrumental teaching in private practice and in potentially
reinvigorated instrumental music services.” (HEFCE, 1998)

This seems to conflict with the other statements regarding teaching and the

availability of instrumental lessons. The question of quality teaching is commented

on further:

“It appears to be a black hole in which no national responsibility is taken. The
need is urgent.” (HEFCE, 1998)

Reference is made to initiatives that have been offered by the Associated Board of the
Royal Schools of Music and the Incorporated Society of Musicians, but it is suggested

that the conservatoires could take more of a leading role to improve matters:

“British conservatoires, unlike conservatoires in Japan, Austria and Finland,
have rather distanced themselves from training in the skills of teaching
performance as something that ‘could compromise standards’. It would seem
timely to re-open the question (raised previously in the 1978 Gulbenkian
report) and examine how ‘instrumental teaching pathways’ might be
established, and at what level. There would appear to be no reason why the
mission of some conservatoires should not be extended from ‘training for
performing’ to include ‘and for the teaching of performance.”’ ” (HEFCE,

1998)

Of significance in the report is the suggestion that the present arrangement of a four

year undergraduate course is too short. Here also is the only reference in the report to

orchestral training;:

“Perhaps it is inevitable that the level of professional expectations will not
always be met by graduates, especially when orchestral demands are rising.
Various means of addressing this have been tried, including orchestral
placements and the experiments of specialist postgraduate training orchestras
at the RNCM (in the early 1980’s) and at Goldsmiths College.

This raises a number of issues about the role of postgraduate study. Existing
postgraduate programmes address an array of objectives. If the performing
standard of the first degree is considered to be consistent with entry into the
music profession, the fact that many performers, including the majority of
singers, need to continue into postgraduate courses before attempting entry
into a professional career, would suggest that the normal four-year length of
an undergraduate course is not necessarily appropriate for all performers.
What is described as postgraduate study is sometimes, in reality, a
continuation of undergraduate study...There may well be an argument for
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reviewing the status, financing and length of courses to make the exit point
relate more realistically to professional expectations.” (HEFCE, 1998)

The report makes reference to the criticisms regarding the narrow approach made by
conservatoires. However, the report does quote, presumably from one of the
responses made to the report by a conservatoire that, “the old approach to training for
one specific task has largely gone from everywhere.” The report comments that this

may be true but that the conservatoires are still being criticised on this point. It adds

that:

“...the extra vocational elements tend to be minors, and so cannot qualify
students fully for the life, say, of an instrumental teacher. Availability is never
the same as absorption, especially when courses may not be examined and
some individual teachers downplay their professional significance.

However the report goes on:

“On the other hand there can be a price to pay for an ‘over-vocational’
approach in which the student has ‘less time to develop as an artist’, and the
dangers of overload may result in only a ‘superficial broadening.”” (HEFCE,

1998)
Finally comment must be included from the report’s SWOT (Strengths, Weaknesses,

Opportunities and Threats) analysis. Having commented that the courses may be too
short to train students to the desired level of competence and that the teaching of
performance needs to be looked into in order that perceived defects in the delivery of

instrumental teaching can be addressed, the report states the weakness of the

conservatoires to be:

“Under-resourcing and cramped facilities.
Too many institutions of same size and limited in scale and scope.

The charging of fees (an international liability only partly offset by availability
of bursaries.)” (HEFCE, 1998)
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14 METHODOLOGY

In finding a suitable methodology for my research, I looked for a model to follow. I
found what I considered to be excellent scholarly advice for this level of research in
John W Creswell’s book published in 1994, “Research Design — Qualitative and
Quantitative Approaches”. Creswell, a Professor of Educational Psychology at the
University of Nebraska specialising in research design and methods, wrote this book

for his doctoral students. Early in the book Creswell states:

“...a qualitative study is designed to be consistent with the assumptions of a
qualitative paradigm. This study is defined as an enquiry process of
understanding a social or human problem, based on building a complex,
holistic picture, formed with words, reporting detailed views of informants,
and conducted in a natural setting. Alternatively a quantitative study,
consistent with the quantitative paradigm, is an enquiry into a social or human
problem, based on testing a theory composed of variables, measured in
numbers, and analysed with statistical procedures, in order to determine
whether the predictive generalisations of the theory hold true.” (Creswell,

1994),

In setting out on the research for this thesis it became immediately apparent that much
of the information needed would come from established professionals. The focus of
the study was on the principles and beliefs of those to be interviewed rather than

analysing anything that was measurable. Thus the framework for the study thus

became qualitative rather than quantitative.

Creswell’s stance of “reporting views of informants” is an integral part of my
research, where extensive interviewing and collecting of views of those within the

study area provides the substance of the eventual whole picture.

Creswell goes on to show that a number of contrasting assumptions can be made from
each of the qualitative and quantitative approaches which is also borne out by my area

of research. Firstly he gives an “ontological assumption” where

“...the quantitative researcher views reality as “objective”, “out there”
independent of the researcher. Something that can be measured objectively by
using a questionnaire or instrument. For the qualitative researcher, the only
reality is that constructed by the individuals involved in the research situation.
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Thus multiple realities exist in any given situation: the researcher, those
individuals being investigated, and the reader or audience interpreting a study.
The qualitative researcher needs to report faithfully these realities and to rely
on voices and interpretations of the informants.” (Creswell, 1994)

This becomes very apparent in my own study, where my own interests in the
development of orchestral training are very much those of the individuals being

questioned and also those of the intended audience.

Secondly Creswell looks at an “epistemological assumption” where the concepts or

theories of the relationship between the researcher and those being researched are

examined. Creswell states that

“The quantitative approach holds that the researcher should remain distant and
independent of that being researched. Thus in experiments or surveys,
researchers attempt to control for bias, select a systematic sample, and be
“objective” in assessing a situation. The qualitative stance is quite different:
Researchers interact with those in their study, whether this interaction assumes
the form of living with or observing informants over a long period of time or
actual collaboration. In short the researcher tries to minimise the distance
between him — or herself and those being researched.” (Creswell, 1994).

In this study I make it very clear from the outset that the issue of orchestral training is
very much a part of my own interest and that I have spent considerable time working
very closely not only with music students undergoing training in this area, but also

with professionals from outside agencies with similar concerns to my own.

Thirdly Creswell examines the “axiological” assumptions where the researcher views

“the role of values in a study.” He continues

“The researcher’s values are kept out of the study in a quantitative project.
This feat is accomplished through entirely omitting statements about values
from a written report, using impersonal language, reporting the “facts” —
arguing closely from the evidence gathered in the study. The major difference
between this approach and that of the qualitative researcher is that the
qualitative investigator admits the value-laden nature of the study and actively
reports his or her values or biases, as well as the value of information gathered
from the field.” (Creswell, 1994)
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In this study it can be clearly seen that I use my own thoughts and observations to

make further comment alongside those from whom information is being sought.

Creswell later puts forward six other assumptions from another methodological
approach by S B Merriam which also fitted with the methodological style of my own

work. Merriam’s six assumptions of a qualitative method are:

“1. Qualitative researchers are concerned primarily with process, rather than
outcomes or products.

2. Qualitative researchers are interested in meaning — how people make
sense of their lives, experiences, and their structures of the world.

3. The qualitative researcher is the primary instrument for data collection
and analysis. Data is mediated through this human instrument rather than
through inventories, questionnaires or machines.

4. Qualitative research involves fieldwork. The researcher physically goes
to the people, setting site or institution to observe or record behaviour in

its natural setting.

5. Qualitative research is descriptive in that the researcher is interested in
process, meaning and understanding gained through words or pictures.

6. The process of qualitative research is inductive in that the researcher
builds abstractions, concepts, hypotheses, and theories from details.”
(Merriam, 1988)

To a large extent my own work followed most of Merriam’s assumptions. Certainly
this thesis is concerned with the process by which musicians are trained rather than
the outcome or product. Nevertheless, the outcome is of interest because the process
is deemed by some to fail tin meeting the requirements of the orchestral profession.
The second point is less relevant to my study, but even here orchestral training could
be deemed to be a part of life’s experiences for those wanting to perfect instrumental

techniques and aspects of performance.

Without doubt I was the “primary instrument for data collection for data collection
and analysis.” 1 conducted all interviews and, in turn, I analysed the information
given to me. The only criterion in the third point that is not met is that some of the

information was collected by means of a questionnaire.
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The fourth point also hold true to my own work. The fieldwork was extensive. Visits
to conservatoires, professional bodies, youth orchestras and many other individuals

formed the backbone of much of the research material.

Evidence in support of Merriam’s fifth point can be seen in my work through the
progression of the orchestral student from youth orchestra to postgraduate student.
The process is described in depth and comment is made from the understanding
gained from this process. From this research the sixth point is also covered in that

from the inductive research I have formed my eventual hypotheses and theories.

My personal interest in the subject and the open statements I make in the first chapter

are also indicative of the qualitative methodology on which my work is based.

Creswell states:

“Qualitative research is interpretative research. As such, the biases, values
and judgement of the researcher become explicitly stated in the research
report.” (Creswell, 1994)

Later, Creswell looks into the use of previous literature in both qualitative and

quantitative approaches to research. He explains:

“One of the chief reasons for conducting a qualitative study is that the study is
exploratory; not much has been written about the topic ...and the researcher
seeks to listen to informants and to build a picture based on their ideas.”
(Creswell, 1994)

Certainly there has been very little written about the training offered to orchestral
musicians since the two Gulbenkian Reports of 1965 and 1978. It is also true that
these documents concentrate on reform of the conservatoire system and that the areas
of postgraduate training and the opportunities offered to students under the age of
eighteen are sparsely commented on. There has been no extensive examination of
either of these two areas and therefore, using Creswell’s criteria, my own study is
“exploratory”. “Listening to informants” has, from the outset, been a great strength in

developing a holistic picture.
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Using research questions as a means of gaining information also has its origin in the

qualitative method. As Creswell states

“One typically finds research questions, not objectives or hypotheses, written
into qualitative studies. These research questions assume two forms: a grand
tour question...followed by subquestions.”

The grand tour question is a statement of the question being examined in the
study in its most general form. This question, consistent with the emerging
methodology of qualitative designs, is posed as a general issue so as not to
limit the inquiry.” (Creswell, 1994)

Here Creswell indicates that the broadest question must be asked. In the questions
designed to be posed to the conservatoire authorities, the “grand tour” question was
“How has your conservatoire responded to the recommendations of the Gulbenkian
Reports?” Later in the interview, one of my subquestions was how they viewed the
charge from the professional orchestras that they were not producing suitable students
for the orchestral profession.

Creswell later suggests that questions should be nondirectional. He explains:

“Delete words that suggest or infer a quantitative study, words with a
directional orientation, such as affect, influence, impact, determine, cause and
relate.” (Creswell, 1994)

In putting forward the aims of my research in the abstract of this thesis, note was
taken of Creswell’s point that, in qualitative research, the reader must be told that the

study should do one of the following:

“discover (e.g. grounded theory)
explain or seek to understand (e.g. ethnography)
explore a process (e.g. a case study)
describe the experiences (e.g. phenomenology)” (Creswell, 1994)

Thus my abstract certainly sets out to “discover” and “explain” within the three points

laid out. Later in the study, a process is explored with the case study of the New

World Symphony Orchestra.

In considering how to push forward with the theory of the method, I looked at
Creswell’s “Inductive Mode of Research in a Qualitative Study”. Creswell points out

that the pattern or model to be used should follow the following format:
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“Researcher gathers information
Researcher asks questions
Researcher forms categories
Researcher looks for patterns
Researcher develops a theory or compares pattern with other theories”

(Creswell, 1994)

In following this pattern, I realised that much of my study would be taken up with the
first two parts of this format. Thus information was gathered, and questions asked, in
the first seven chapters of the study. It is not until the conclusions are being drawn

together that categories and patterns are found. Nevertheless, Creswell states that:

“In qualitative research the use of theory is less clear than in quantitative
designs. The term used for “theory” varies by type of design. For example,
theory is used by those conducting the grounded theory studies as an outcome
for their studies. They hope to discover a theory that is grounded in
information from informants.” (Creswell, 1994)

As Creswell suggests, it was always going to be the case that a theory would develop

from information gained from interviewees and other sources.

Finally, Creswell suggests that steps are taken to ensure that the study can be verified

in terms of accuracy. He states that a qualitative researcher should:

“..establish quality criteria such as “trustworthiness” and “authenticity.”
These are all viable stances on the question of validity and reliability.”
(Creswell, 1994)

In order to validate as much of the substance as possible given to me by informants, I
ensured that informants were involved in the final writings of the study. Feedback
was sought from those interviewed asking whether the conclusions were accurate and

informants close to the study were involved with the ongoing review of the findings

as they emerged.

The reliability of the informants was ensured by choosing more than one particular
site of interest whenever possible. Thus three youth orchestras were used as case

studies, responses from professional players and managers were gathered from a
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number of orchestras and two postgraduate opportunities were covered in greater

depth. Thus I was able to examine whether the same patterns or views were

replicated.

I am, therefore, confident that the qualitative model of methodology chosen for this

study proved successful.
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CHAPTER 2. THE PROFESSION

2.1 THE PROFESSIONAL PLAYERS

It is important to understand the experiences and views of musicians who have
established a career in orchestral playing. A questionnaire (Appendix I) was devised
specially for the purposes of this study.

This was sent out to three professional orchestras: the Bournemouth Sinfionetta, the
Philharmonia and the Opera North Orchestra, and elicited 71 replies from the players in
these three orchestras. This represented a cross section of different types of orchestra —

chamber, symphony and opera respectively.

Table 3 - Responses

Orchestra No.
Bournemouth Sinfionetta 19
The Philharmonia 38
Opera North 13
Freelance 1

The response has been from a recognisable width regarding age, sex and instrument
played and represents a return of approximately 41%. The ages of the players who
responded ranged from their mid-twenties to mid-sixties (Table 2).

Table 4 - Age Range

Age No. Age No.
20-29 13 50-59 3
30-39 26 60-69 4
40-49 25

More than three-quarters had played professionally with other ensembles, about half
with four or more. (Table 3). About a third were female and every instrument of the
orchestra was represented with the exception of harp (Table 4).

Table 5 — Number of other professional orchestras played with

None 3
1-3 20
4-5 10
Many 34
No answer 2
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Table 6 - Instrument

Instrument No. Instrument No.

Strings Violin 21 Woodwind  Flute 5

Viola 11 Oboe 4

Cello 8 Clarinet | 2

Double Bass 4 Bassoon | 3
Brass French Hom 6

Trumpet 3

Trombone 1

Percussion 3

All but twelve had played with either a county or national youth orchestra. 66% had
attended a county youth orchestra, staying anything up to 6 years. 36% had been
members of one of the national youth orchestras, but mostly for only 1 to 3 years owing

to the upper age limit of 19. (Tables 5).

Table 7 — Number attending a County/National Youth Orchestras and duration

1 year 4 6 years 5
2 years 6 9 years 1
3 years 11 10 years 1
4 years 8 Odd courses 1
5 years 12
Total 47 (66%)

Two thirds had attended a Summer Music School. There was a wide variety of Summer
Schools represented, but Dartington, Canford and Down House figured significantly
more often than the rest. Other choices were located around the country and whilst this
probably reflected the geographical spread of the residency of respondents, no evidence

was gained to support this.

Only 10% had attended specialist music schools, but these were very different in
background — one a Choir School, one an Independent School scholarship, four
conservatoires (one of which was abroad), and one a sixth form specialist college. (Table

6).

Table 8 — Attendance at specialist music schools

St John’s College School (Church Choir) Cambridge

Clifton College
RCM - Junior Department 3
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Brussels Conservatoire

Peter Symonds College, Winchester

Other orchestral training from 16 to 18 tended to be as expected. Most respondents had
taken part in local amateur or semi-professional orchestras. 19% had been to a Junior
Department at a conservatoire or music college. Other orchestral practice training
opportunities noted included: the Eta Cohen Orchestra, Cambridge College of Arts and
the European Community Youth Orchestra. Noticeable by its absence was any reference
to the specialist music schools of Chethams, the Purcell School, the Yehudi Menuhin
School and Wells Cathedral School.

In asking respondents how important the training given by county/national youth
orchestras had been to them, 73% made positive statements such as "absolutely vital",
"imperative", "essential", "completely"”, and "very". Another 12% made less positive
statements - "pretty", "quite" and "fair". Only 5% took a negative view of the
importance of regional and national youth orchestras in terms of training, while 10%
gave no answer. Other comments were; “It is interesting to speculate whether the youth
orchestras are for the students or the staff’; “Depends on the conductor” and ‘Fairly
important, especially if county peripatetic and musical opportunities are being run down

or axed totally as in some counties.”

Of the 41 respondents, 95% had undertaken a specialised music education at a
conservatoire, university or polytechnic, while some of those who had studied at
university had then taken a postgraduate course at a conservatoire. Specific orchestral

training at postgraduate level had been undertaken by 32% of respondents at the

following institutions:

BBC Training Orchestra

National Centre for Orchestral Studies
Royal College of Music

Royal Northern College of Music
Berlin Philharmonic Orchestra Academy
Paris Conservatoire

One respondent after stating he/she had been to the NCOS, added "Brilliant!!!"
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The survey reflected a widely held view that career counselling of any sort was not
generally provided, and what provision there was, was not considered adequate. Of the
sample 31% had received counselling prior to music college or university. Written

comments in amplification of this point included:

"Was advised not to take up music under any circumstances. Poor pay. I have
been Principal 2nd violin for 12 years now."
"Music master and careers master at school offered what advice they had access

to."

"School - not really adequate."

"Yes, at school - when I said that I wanted to be a professional violinist I was
advised to become a secretary - Maybe I should have taken that advice!"

"Very inadequate."

"Careers advice at school - not adequate."

"Only very vague, when at school"

"School careers advice - no use at all."

"School careers teacher - totally inadequate - ignorant of the music profession
and misleading."

Even worse, only 7.5% had received any career counselling or advice whilst attending
music college or university, though one commented positively: "Careers Fayre at the

RCM -OK."

Figures were still lower (only 4.8%) for those receiving such advice on completion of

their course. A typical written comment was:

"It was, to all practical extent, worthless. I had to find my own way in the
profession."

With regard to the central issue of this study, when asked if their own training at college
was adequate, 56% of those replying — all now established professional musicians — said
that they had found it unsatisfactory. The principal area of dissatisfaction was poor
orchestral training, although there were other areas too, which was evident from the
additional comments offered. For example one respondent commented, “Three hours
[per week] of orchestral playing during term time is totally inadequate.” Another,
otherwise generally satisfied, added, “My ‘Yes’ is qualified. Instrumental teaching was
in my experience less than good”, a view echoed by several others. A further common
complaint was of inadequate time for, and the quality of, specialist instrumental

teaching, e.g. “Not enough teaching hours given by the professors.” The lack of] or poor
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standard of, orchestral practice training was reflected in remarks on the need for
“Orchestral training, sight-reading, repertoire, general orchestral behaviour — do’s and
don’t’s”. “Orchestral training poor, history poor, theoretic subjects very poor” were
frequent comments and “None of the powers that be have any orchestral experience —
they are all organists”. In addition, respondents complained of “No preparation for self-
employment, accounting, etc”, lack of “Technical training, orchestral repertoire”, and

“Not enough orchestral discipline and repertoire for someone wishing to join an

orchestra”.

There was little variation of response from different age groups — the same complaints
were voiced across the entire survey, indicating that the situation had not changed over

time. One question, however, which led to the following negative comment

“RCM orchestras at that time (1969-71) were very poor, only played obscure
music and I was forced to leave the RCM after two years (aged 19) because I

accepted four weeks orchestral work.”

would have probably elicited a very different response at a conservatoire today, as most

claim to be building links with the professional orchestras.

The conservatoires were seen by some as not being able to fulfil a fully educational or
vocational role. Comments supporting this were that they were ‘Unaware of real
profession”, or that, “The RCM did not prepare enough for either musical performance
or business sense”, that there was, “No help or advice on how to get extra work or
manage financially” and finally that, “The college seemed to be there for its own glory”,
although this last respondent did add that, “basic oboe playing instruction was excellent,

generally.”

The narrow and/or inappropriate repertoire of college orchestras was also seen as a

significant weakness, eliciting comments such as:

"Not enough good orchestral experience - not enough standard repertoire
covered - not enough emphasis on orchestral technique and excerpts."
"Not enough orchestra repertoire got through and not encouraged to work outside

college and gain very valuable experience."
"Not enough standard repertoire covered in orchestra. Too much time spent on

one programme - you only get one rehearsal in the profession."
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"Not enough playing and orchestral experience or encouragement to get
experience outside college."

A considerable proportion (42%) of the working professionals responding felt that the

orchestral training offered by the conservatoires is inadequate. 27%, however, consider

it is at present adequate with a further 2% replying “possibly” and 29% expressing no

opinion. It must be added here, that this could, to some extent, be a second-hand

perception and therefore be only an impression of current practice. Written comments

again, however, offered further clarification of respondents’ views and experiences.

Positive responses included, “[There is now] a better standard of conductor” but this was

outweighed by the number of negative responses:

"More emphasis on 20th century repertoire."

"Again a qualification - it can never be good enough. I can only suggest more
repertoire, better conductors (if possible), plenty of sight reading and lots of
chamber music.”

"Not enough of the basic repertoire is covered. Lack of good orchestral
trainers/conductors."

"More clinics and masterclasses in specific areas."

"Orchestral training, repertoire."

"More time, more accurate reflection within institution of realities of
professional orchestral techniques and conditions."

"Orchestral technique should be taught/better conductors who knew what they
wanted would help."

"It has improved dramatically at some colleges, but still the emphasis is on
pianists, singers and organists. Very few orchestral string players teach at the
colleges - they are mostly superannuated or failed soloists."

"Orchestral repertoire, sight reading, and listening.”

"Too much rests on your individual teacher - eg I am now applying for the ENO
2nd oboe job, but know no excerpts other than those in standard orchestral
repertoire. There were always too many of us wind players wanting to play in
orchestra so we would only get one piece each per concert, but the string sections
seemed to consist of different people each rehearsal so time was mainly spent on
the strings. Personally I received good musical instruction from my oboe teacher
on audition preparation - pieces and excerpts. But he was not familiar with opera
excerpts, so I do not know very many, or what is likely to come up. However
such basic information as:
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buying Saturday Telegraph for job ads

keeping note of all money earned

knowing what is the fee and whether expenses are covered

knowing whether any teaching money earned has tax deducted or not
knowing about tax at all

I have picked up as I have gone along. College Orchestras - there never seemed
enough for us, yet too many for the string players. We were not allowed to miss
a rehearsal for any reason. They [the string players] went in and out for lessons
all the time. I don't know what the answer is here."

"Schedule more orchestral rehearsals."
"Better conductors, more repertoire."
"Better teachers."

"As with the Berlin Phil Academy, promising students should be given the
chance to play with mature professional players."
With so many orchestral musicians today being self-employed, I was more than aware
that training in life skills was virtually untouched by the conservatoires, leaving newly
qualified conservatoire students vulnerable to the problems of the real world in making a
living as a musician. I asked (in the questionnaire) if training or information had been

received in the following areas:

Income Tax/NI/VAT

Book-keeping

Life Assurance/Pensions/Income Protection
Principles of employment status

Insurance (Property and Personal)
Redundancy/Dismissal/Unemployment
The laws of contract

Copyright

Trade Unions
Under these headings, 88% had received no training at all. Comments from those who
had included: “I was only told that to be in the profession I had to join the union” and
“only that we must join the MU”. Another respondent who had joined the Musicians’
Union said, “Information only through MU and colleagues [and] by way of my own

efforts, as ever”.
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The questionnaire asked if players thought it would be advantageous for any of the
categories to be covered as part of the course-work for those intending to enter the
profession. The vast proportion of those responding (78%)) replied positively with 17%
expressing a negative view. Of the remaining 5% half gave no answer and the
remaining half replied “possibly”. Two comments from those who had indicated a
negative preference were, “I don’t think students would take these subjects seriously”
and “Students are expected to do far too much already — they need more time to
practice”. Two thirds (66%) of those who had given a positive response would have
preferred all of the categories to be taught, with 12% indicating most (more than 7

categories) and 22% some of the topics. Comments from the respondents who replied

positively to this question were:

"The need for these things only really becomes clear as you do a job. The best
thing would be short post-grad courses which undergrads could also take if they
wanted, or Union run courses away from the academics/management men."

"All would be excellent. But the financial ones I think are essential - so many
people go into diverse and sporadic employment that you need to know where
you stand or you could get into a complete mess."

Finally, players were asked in the questionnaire if they had ever felt that they had been
discriminated against and, whilst the majority (81%) had not felt this to be the case, the

few (7%) indicated the usual areas associated with discrimination:

"Militancy and an unwillingness to be trodden on...."

"Because a male was wanted for the job, and consequently I and 5 other women
didn't get appointed.”

llAge. n

Others who answered “Possibly” (3%) and “Don’t know” (7%) commented “Possibly,

because female” and “Whilst I haven’t been clearly discriminated against, I feel that

people who are not greatly pushy have a hard time.”
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22 THE ORCHESTRA MANAGERS

Clearly, the views of the major UK orchestras, as the main potential employers of the
young orchestral musician, were important, so letters were sent to 20 of the large
professional orchestras. Senior managers or administrators of ten professional orchestras

responded to the “Managers” questionnaire (Appendix 2).

The format of the questionnaire left each orchestra the option of being unidentified, but

of the ten who did reply, the following were happy to be recognised:-

Bournemouth Symphony Orchestra (BSO)
London Philharmonic Orchestra (LPO)

London Mozart Players
The Academy of St Martin’s- in- the-Fields

The Philharmonia

BBC National Orchestra of Wales

BBC Philharmonic

English Northern Philharmonia (ENP) (Opera North)
The Chamber Orchestra of Europe

The first questions asked how many instrumentalist vacancies had occurred in 1992 and
for which instruments. Further questions asked for information on the number of
applicants for each vacancy, how many auditioned, how many were given trials and how

many of the posts had been filled.

A total of 55 posts were available in 1992 across the ten orchestras, though the number

for each varied from none to 13. Posts for most of the normal orchestral instruments

were covered, the detailed breakdown being as follows:

Table 9: Available orchestral positions

Instrument Posts Instrument Posts
Violin 21 Bassoon 0
Viola 7 French Horn 3
Cello 7 Trumpet 2
Double Bass 4 Trombone 5
Flute 1 Tuba 0
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Oboe 3 Percussion 1

Clarinet 1 Harp 0

Within each orchestra the following details regarding the recruitment process was

available:

Table 10: Recruitment

Orchestra Number Number Number Number Number
of posts | applicants | auditions | of trials filled
Anonymous 3 135 84 24 All
Bournemouth 1 50 30 12 No
LPO 13 585 390 52 not many
Mozart Players 4 170 160 10 Some
Academy of St Martin’s figures not given — data not applicable
Philharmonia 8 1200 280 28 Some
BBC Welsh 7 280 280 37 Some
BBC Philharmonia 7 385 300 31 Some
ENP (Opera North) 4 155 155 20 Some
Cham Orch of Eur 8 - 26 22 Most
Totals 55 2960 1705 236

Of the 2960 applicants 57.6% were auditioned, 7.9% were given trials and at least 98.2%
were unsuccessful. Only the unidentified orchestra managed to fill all their vacancies.
Respondents noted, however, that in some cases trials were still going on which would

be reflected in the answers given regarding the number of posts filled.

An important question asked was whether they felt the orchestral training given by the
music conservatoires was adequate, and generally the response was decidedly negative.
One orchestra offered no comment and three other orchestras gave a positive indication.
One commented that the provision is "satisfactory" and another that it is "adequate".

The third orchestra also gave an "adequate" but then qualified it further:

" The fact that Great Britain has orchestras of international standard must mean
that the training potential players receive is adequate. However, the profession
has changed greatly during the past 15 years; more emphasis should be placed on
education and communication skills, and more instruction given on learning the
practical skills required for authentic performance. The problem is, of course,
that the normal period of study at music college or university is only three or four
years, and most of this time must be spent in equipping the student with the
necessary high standard of technical expertise."
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It is worth noting too that neither of the other orchestras which had offered favourable
comments had in fact been able to fill their vacancy lists. The Bournemouth Symphony
Orchestra, which had only needed a Principal Hom during the year, had had
approximately 50 applicants, auditioned 30, given trials to 12, but had still not found a
suitable player. The BBC National Orchestra of Wales who also commented favourably

on current training had been only marginally more successful:

Table 11: BBC National Orchestra of Wales

Instruments required Number Number | Number | Position(s)
applicants | auditions | of trials filled

1 Oboe 50-60 approx 50 7 No

1 Bass Trombone 50-60 approx 50 6 No

3 Violas approx 160 approx 150 8 2 out of 3

1 Violin 50-60 approx 50 5 No

1 Cello 50-60 approx 50 5 Yes

As can be seen, of the 7 positions vacant, only 3 had been filled after the usual round of
auditions and trials. If the training is thought to be adequate, then surely vacant positions
would be filled with relative ease. Was the orchestra, however, looking for a
combination of training and experience or was the management of that orchestra being

unrealistic in its outlook?

Other comments regarding conservatoire training were much less flattering with several

respondents arguing that the conservatoire training should be more explicitly vocational:

“Training orchestral musicians for the profession rather than leaving them to
fend on their own when they've left."

“The conservatoires should encourage students to look at all aspects of
employment in the music industry. It should encourage players in orchestra and
ensemble playing and not just concentrate on solo work."

Two respondents commented on the “attitude” of the conservatoires " Lack of familiarity
with repertoire and occasional negative attitude to orchestral profession," and “Attitude
of teachers [at conservatoires] — very poor. They tend not to encourage orchestral

experience.”
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There was only one positive comment and that was qualified — “It is variable depending
on the instrument. Good first trumpets and horns difficult to find. Trombones and

woodwind good. Cellos good, other strings mediocre.”

I asked if they felt there was a need for more postgraduate training, i.e. vocational
orchestral experience following the completion of an undergraduate course. As already
mentioned in the Introduction, in the past there had been the BBC Training Orchestra
and more recently the National Centre for Orchestral Studies, both of which have ceased
to exist. The replies received from individual professional musicians who had attended
either of these were certainly very much in favour of this type of training. Moreover, the
response from the management gave much the same sort of encouraging and positive
view. The unidentified orchestra gave no answer, but of the rest only two thought that
this sort of provision was not needed. One commented, "Neither institution [BBC
Training Orchestra and NCOS] had a major impact on the entrance to the profession.”
The other remarke¢ "Our general opinion is that this is not necessary for the talented

performer." However, the other orchestra managers felt differently:

"NCOS and the BBC Training Orchestra were an asset in training."

"Yes, without doubt - and they should concentrate on the real world of
professional music."

"It cannot do any harm, although it is not the best solution."

"Post-graduate training is vital, ideally by inviting students to play in a
professional environment. Please find details of our Student Training Scheme,
started in 1993."

This last comment came from the English Northern Philharmonia who in 1983, in
conjunction with the Musicians' Union and various Colleges of Music and University
Music Departments in Yorkshire, initiated a training scheme for full-time music
students. The idea of the scheme is to give students the opportunity of rehearsing with a
professional orchestra, by sitting alongside permanent members of the orchestra. The
ENP scheme offers ten attachments per year: four \/ziolins, two violas, and one each for
cello, double bass, horn and percussion. Following an audition, the successful
candidates are invited to play with the orchestra for approximately 15 days during the
year. At the end of the year's attachment, the person with whom the student has been

sitting provides a short report for their college on his or her progress during the year.

72



The Profession — The Orchestra Managers

The next question to orchestra managers was that, given the availability of funding,
would they see having a youth orchestra attached to their own orchestra as a worthwhile
venture? The response is quite evenly divided with one orchestra giving no answer,

four saying "no" and five saying "yes". From the "no's” came the added comments:

"Not possible within the charter of the BBC".
"I think your question has already been answered by the fact that the BBC

Training Orchestra has ceased to exist".
"No - LPO Youth Orchestra duplicates existing provision".

From the "yes" side there was little extra comment. One orchestra added, "Again it can't

do no harm, and is better than BBC Training Orchestra or NCOS". From another came:

"The LPO initiative is welcome and, maybe with the lamentable demise of music
advisers, budgets and the possible knock-on effect on youth orchestras, could
become a viable alternative, given of course, extra funding to the orchestras".

My final question was one that I had asked the professional players regarding the
opportunity to be given worthwhile training/information/course-work:

Number of positive responses

Income Tax/NI/VAT 10
Book-keeping 7
Life assurance/Pensions/Income protection 9
Insurance (Property and personal) 8
Principles of employment status 8
Redundancy 5
Dismissal 6
Unemployment 6
The laws of contract 7
Copyright 5
Trade Unions 8

From the table it can be seen that for all of these topics more than 50% felt that
orchestral musicians ought to have instruction in these areas at undergraduate level.
Income tax and related areas found 100% support, with life assurance, insurance,
principles of employment and trade unions commanding 80 — 90% endorsement. This
highlights the importance of the vocational aspects of becoming a professional
orchestral musician from those who have been through the process of orchestral

training. However, it could be argued that the professional orchestras, alongside the
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players professional associations - Musicians’ Union and the Incorporated Society of

Musicians — could also bear some of this responsibility.
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23 THE CONSERVATOIRE PROFESSORS

As I have already indicated in the Introduction to this research, specialised music
conservatoires and colleges have for many years played a leading réle in the
education and training of potential orchestral musicians both in the UK and
elsewhere. For this study eleven conservatoire professors agreed to be interviewed in
depth provided that anonymity was assured. All were from conservatoires in the UK,
including the Royal Academy of Music, The Royal College of Music, The Guildhall
School of Music and Drama, Trinity College of Music, The Welsh College of Music
and Drama and the Royal Northern College of Music.

They were unanimous in believing that the demands on conservatoire students had
changed in recent years. Where attitudes and ideas differed depended on the
specialisms of each particular professor. All agreed, however, that the prime raison
d’étre for students at a conservatoire was to learn to play their particular instrument to
the best of their ability given the time available to them. Beyond this, however,
attitudes were divided into two distinct camps; the orchestral string, the wind, brass
and percussion professors in one and in the other, string professors, most of whom
had themselves specialised in chamber music and solo playing. Of the sample, six

were string players, two wind, two brass and one a percussionist.

It should be noted, however, that even in the past ten years there has been a
significant downward swing in the number of string professors with an orchestral
background being employed in the UK conservatoires. I have taken the Royal
College of Music as a typical example and made a comparison of the backgrounds of
the professorial staff at the RCM between 1986/87 and 1996/7 using the prospectuses.

Table 12: Royal College of Music — Professors with an orchestral background

Instrument | Orchestral players | Orchestral players Change
1986/87 1996/97

Violin 9 of 14 (64%) 6 of 13 (46%) - 18%

Viola 4 of 6 (67%) 4 of 8 (50%) -17%

Cello 20f6 (33%) 3of 11 (27%) - 6%

D Bass 2 of 2 (100%) 2 of 5 (40%) - 60%
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The figures show a reduction of 18% for violinists, 17% for viola players, 6% for
cellists and 60% for double bass players. Perhaps most striking figures are for the

cello tutors, where only one quarter comes from an orchestral background.

The brass, woodwind and percussion professors with an orchestral background

remained constant at 100%.

Those professors who came from either a solo or chamber background generally
agreed that the capability to perform as a soloist or chamber musician should be the
prime aim for each of their students. The aspirations of these conservatoire professors
are to see individual students succeed as soloists, or secondly as chamber musicians.
A career as an orchestral player was seen as a third, but poor, option; while teaching
was seen as the very bottom of the scale. A typical comment from one professor from
the other group, a wind player and a conservatoire head of department was: “Many
string tutors who are, or have been, soloists or members of string quartets regard
orchestral playing as being third best for their students. It is almost as if they have
failed”. Untypically, a string player professor from a different conservatoire said, “It
is quite embarrassing how little support from one’s colleagues one gets when trying to
acquire more time for orchestral performance for the students.” Because of the nature
of their instrument, wind and brass players tend to be more pragmatic in their
approach to employment. For them success comes from being flexible and versatile

enough to cope with employment in all four areas indicated above during a typical

working week.

This reflects the more rounded approach of the wind and brass professors and players
towards earning a living as professional musicians. Success for these performers is
judged by being good at everything whether it is as a soloist, chamber musician,
orchestral performer or teacher. Among the members of the wind and brass
departments the ability to play the instrument is taken for granted and there is much

less distinction in terms of success between the different areas of performance.

All the wind, brass and orchestrally-based string professors accepted that orchestral

training at the conservatoires was inadequate and that not enough time was devoted to
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it on a weekly basis and that the choice of repertoire in the main was haphazard with
little thought given to achieving a balance. It was also argued that, in many instances,
a better choice of conductors was needed and that there ought to be better links with
professional orchestras on a much wider basis either with the professionals taking
sectional rehearsals or students working alongside them. It was recognised that this
would need a much more flexible attitude from both the conservatoires and the music
profession and that such developments would also need flair and imagination if they
were to work well. It was also felt essential that the right person should lead the
department, and more than one professor voiced the opinion that,'in their particular
conservatoire, this was not the case. One commented, “When you consider the
standard of expertise in performance, composition and academic studies from the
professorial staff, the appointment of a head of orchestral studies needs to be on a

2

par.

Nearly all of the professors interviewed spoke without any prompting in approving
the work being done by youth orchestras. This was described as “absolutely vital”..
“Playing a vital role...doing fine work that needs to be followed up [at
conservatoire]”. “Most [youth orchestras] have a good balance of sectional and full
rehearsals, which is not always evident in some conservatoires”. It was mentioned
that professional conductors also see the youth orchestras as having a vital role to
play in the training of young orchestral musicians and see real value in working with
them. Most youth orchestras use professional conductors from time to time at least,
with some employing them on a permanent basis. It was further noted that many
young players at the end of their courses at conservatoire will not have played with
such good conductors at conservatoire as they had previously in their youth
orchestras. This is especially so if they have been part of the National Youth
Orchestra, the National Youth Orchestra of Scotland or the European Union Youth

Orchestra. Another professor commented:

“The only good professional conductors were in youth orchestra, and this still
seems to be the case. Expertise at conservatoire was not as good, although
this aspect is now better and students in the top orchestras in their colleges do
have professional conductors some of the time”.
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Perhaps one of the most important comments coming from the professors was that
“County youth orchestras are still the basis of encouraging interest in orchestral
performance.” All professors commented on the current discouraging situation within
LEA music services, which were perceived to be under constant financial pressure,
and all felt that if nothing is to be done to alleviate this then our overall musical

heritage is under threat.

Most professors added that, whilst it is considered that conservatoires do not always
give sufficient training in orchestral performance, it must be recognised too that a
college of music cannot train a student completely. “There is no substitute for sitting
in a professional orchestra” and “There will always be an ‘apprenticeship’ aspect to
orchestral playing” as well as “Orchestras are wrongly looking for experienced
professionals from college - experience which cannot be gained until you are actually

doing it” were some of the comments.

The interviews also addressed the area of postgraduate training. Typical responses
were, “The only way of getting students anywhere near ready is to reintroduce a
training system like NCOS” or “We do need to set up an orchestral training
programme for postgraduates.” Programmés such as the London Philharmonic Youth
Orchestra, the Young Musicians’ Symphony Orchestra and the Britten-Pears
Orchestra were applauded but it wés considered “anything worthwhile really needs to
be full-time.” One professor made the observation that “A 100 strong full-time
training orchestra which could address all the different aspects of the professional
orchestral player of today would have real value.” Another said, “A training
orchestra would give an understanding of what a two sessions a day type contract
orchestra, with some touring if possible, is like. That you have no real time to
practise is part of the reality.” One further comment reflected the changes that are
now apparent in being an orchestral performer, “ [a training orchestra would] help
with the moves to the future of orchestral players with more community work.” A
final observation was that, “There is not yet in this country the right training

opportunities for orchestral string playing. We only scratch the surface”.
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The idea of a training orchestra also complemented the views about the changes in
demands on orchestral players especially with regard to community and education
outreach. There was a criticism from one professor who wondered whether
educational work by professional orchestral performers is led by demand or is the
creation of a demand, and that the wider interest is really market-led; a policy of
“bums on seats”. Nevertheless, it was also recognised that education work with
schoolchildren can only be good, even if the rewards are long term. It was suggested
that this too may only be an interest of those who were promoting this aspect. The
general opinion, however, was that this part of the orchestral performer’s wider brief
is probably here to stay, even if it does not escalate into the full blown ideas of
Fleschman and his “community” orchestra (Fleschmann, 1987). Where there was
further consensus was in the need for specialised training for those who wanted, or
were required, to lead such work and further to this there were positive comments
about Peter Renshaw’s course at the Guildhall School of Music and Drama on
communication skills. One professor remarked that, “One of the dangers of orchestral
playing is that it leaves very little room for initiative - one is almost always ‘a
response’ and the squashing of initiative may be one of the reasons for
disillusionment in the orchestral profession. This [education/community work] opens

up an entire area where initiative is possible”.

Two of the professors interviewed suggested further possibilities for extended
orchestral training, although both ideas had more obvious problems. The first was for
a one-year full-time training programme prior to conservatoire, which might be run by
the conservatoires as a “foundation” course (equivalent perhaps to those in fine art) or
even as a private education initiative. It was realised, however, that most
conservatoires wanted to get to work on the students’ technical instrumental training
as early as possible and that there would be an immediate difficulty with funding such
an initiative. The second idea was that the National Youth Orchestra might be asked
to replace their age range from the present 12 to 19, with 21 to 25, altering the
conditions of entry so that places would be open to conservatoire students and to
make the provision full-time. It was felt that this would give more credibility to the
notion of a youth orchestra which gave “national” representation of what this country

had to offer. It would also bring the UK into line with the European idea that “youth”
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extends beyond 21, and that further training beyond conservatoire is both very
positive and valuable. Part of the thinking behind this idea was that as the county
youth orchestras are doing such a fine job the NYO could achieve higher standards
with a more significant profile and a much wider educational outlook. Again, funding
would be a central issue with regard to the success of such a venture but, with the

money from the lottery fund now available, this would be an extremely worthwhile

cause.

Suggestions that conservatoires might move into university campuses provoked a
mixed reaction. On the negative side it was suggested that students would not
practise sufficiently. A conservatoire, it was claimed, focuses the student’s mind on
accepting the fact that success is directly related to the amount of practice and that
there would be too many distractions in a university-type environment. It was also
accepted, however, that mixing with students from diverse educational programmes
would help musicians to feel less isolated and would also give conservatoire students
the opportunity to extend their musical studies into other related areas such as
administration, management, teaching, recording/broadcasting, publishing and the
retail trade. This would be especially useful with so few employment opportunities for
orchestral musicians. It is also acknowledged that many musicians earn their weekly
wage from a number of different sources - usually not from choice. Given that they
had had other training in related areas, this would make the realisation that this was
necessary, more readily acceptable and give them a deeper and more informed

understanding of their second or even third form of employment.

For all students the main thrust of performance tuition in conservatoires is centred on
individual instrumental tuition. As one professor said, “You cannot ask students to
perform well as orchestral musicians if they do not have the command of the
instrument they are playing”. He went on to say that, in some cases, a student playing
repertoire that is too difficult can do more harm than good. All the professors agreed
that nearly all students entering a conservatoire have weaknesses in their technique
which need working on. Some are very small inadequacies and very easy to deal
wifh, while others are more serious. It was pointed out, however, by one professor

that this might be to some degree the fault of the conservatoire, because the
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conservatoires do not train their students how to teach and many students leave
conservatoire without the necessary background training or knowledge which is

required to teach competently.

In conclusion, it was suggested by a number of the professors that it might, in
principle, be possible for perhaps two of the London conservatoires to run a joint full-
time postgraduate training orchestra. It was felt that this would probably be sufficient
for the needs of the profession generally, especially if it had double woodwind and
brass. If it were to be run, for example, by the Royal Academy of Music and the
Royal College of Music, then it would have real credibility, although all felt it would
need to have the personal involvement of an expert professional conductor. A
possible model might be the Laban Centre’s establishing of Transitions Dance
Company, who offer a one-year contracted professional “first job” experience for
dancers and choreographers. Recruitment is by open audition from all UK dance

academies.
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CHAPTER 3 — THE YOUTH ORCHESTRAS

3.1 THE YOUTH PLAYERS

To place the present situation in a more general context it is worth mentioning first a

few facts regarding instrumental teaching at school age level.

¢ Currently, around one child in 12 has instrumental music tuition provided by a
music service at school or by local music centres.

o Almost all secondary schools offer some form of instrumental or vocal
performance group for pupils having tuition — 60-80% are estimated to have
wind bands, orchestras or string orchestras.

* The peak age for playing an instrument is 9, when six children out of ten will
be playing music.

¢ By 14, this has declined to four children out of ten.
(Department of National Heritage, 1996)

The extent of youth orchestra training can be seen by the membership of the National
Association of Youth Orchestras (NAYO). The NAYO Directory of Youth and
Student Orchestras lists 171 orchestras. Of these, 80 have an upper age of 19, a
further 43 have an upper age limit of 21 and another 29 have an upper age limit over
21. There are 19 orchestras listed with no age range given. A full list can be see in
Appendix 3. (NAYO, 2000)

In order to explore the aspirations of players attending a youth orchestra, I sent a
questionnaire (Appendix 4) to all members of two very different orchestras - the Kent
County Youth Orchestra and the Ulster Youth Orchestra. Kent has one of the oldest
and most successful youth orchestras, whereas Ulster has one of the newest. Kent is
very much a middle class area of the UK with low unemployment, while Ulster has
high unemployment and a larger proportion the population is working class. The
Kent County Youth Orchestra has, for the moment, reasonably good financial support
from the Kent County Council as Local Education Authority, but Ulster has to apply
to each of the substantial number of mainly small local government areas to ask for a
proportion of the running costs. Both orchestras, however, are run on similar lines,

concentrating on courses during school vacations.
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The questionnaire was split into two parts — one for those pupils still in secondary
education and the second for those in higher education. It was sent out, completed

and returned in the 1995/96 academic year.

From the total of 90 respondents (53% of those surveyed), 57 were at school and 33 in
higher education. 53 of the students are female and 37 male. The age distribution
was representative of the orchestras whose membership runs to the age of 21, with the

majority in the 16-19 age bracket.

Table 13: Response of Youth Orchestra Players by Age

Age 12 13 14 15 16 17 18 19 20 21

No. 1 0 1 8 12 20 23 12 9 4

All standard orchestral instruments were represented, with the exception of harps.

The detailed breakdown was as follows:

Table 14: Response of Youth Orchestra Players by Instrument

Violin 31 Flute 4 French horn 8
Viola 9 Oboe 4 Trumpet 3
Cello 9 Clarinet 2 Trombone 3
Bass 9 Bassoon 1 Tuba 1
Harp 0 Percussion 6

The next four questions were asked only of those who were in secondary education.
The first question asked where they would prefer to pursue their studies when leaving

school. The figures were as follows:

Table 15: Higher Education Preferences of
Members of Youth Orchestras

University 43
Music College 10
Other 0
No decision 4

Over 75% had, therefore, decided that they would like to go to university with 17,59

preferring music college and 7% undecided.
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Of those who expressed a desire to follow their education through university, 23%

wanted to read music. The remainder gave a wide range of subject choices:

Table 16: Choice of subjects to be read at university
by vouth orchestra players

Music 10 Maths/Music 2
Music/Languages 1 Performing Arts 1
Medicine 4 Geography 1
Physics 1 Veterinary Science 2
Sociology 2 Social Policy/Criminology 1
History 1 Accountancy 1
Management Studies 1 Engineering 3
Law 3 English 2
Theology 1 Maths 3
Chemistry 1 Languages 4
Politics/Economics 1 Philosophy 1

Some students expressed a choice of more than one possible subject, hence the
numbers above add up to more than 43. This does show a very strong inclination
away from studying music in higher education, but also reflects the academic strength
and ability of the membership of the orchestras. (In the Kent County Youth Orchestra
in 1995 all those members still at school went to either a grammar or an independent

school.)

I then asked three questions relating to careers advice, to follow up the same question
that I had asked of the established professional orchestral players and which had
indicated that an impression of very poor careers advice had been formed by the
respondents. The first of these questions dealt with whether any careers advice had
been received and the responses were divided between those who want to follow a
musical career and those who do not. Those who had received careers advice were
asked to assess the advice as being good, satisfactory or not very good. Of the 57
students in secondary education 50 (88%) had had access to careers advice. Of these,
14 (28%) were looking at the possibility of a career in music. For the remaining
seven students who, as yet, had not received any careers advice, it may be that this

stage will follow in due course. The assessment of the careers advice was as follows:
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Table 17: Assessment of careers advice by members of youth
orchestras in secondary education

Career in music | Career other than
music
Good careers advice | 5§ (35.7%) 14 (38.8%)
Satisfactory 4 (28.6%) 20 (55.6%)
Not very good 5 (35.7%) 2 (5.6%)

This shows that over a third of those who were intending to follow a career in music
received what was perceived to be poor advice, and was in marked contrast with the
perception of other students who had decided not to follow a musical career. This, to
some extent, could be expected given that most career officers will have very little
knowledge of the music profession. It is also assumed, however, that students should
be able to gain reasonable advice from music teachers, both academic and

instrumental.

In this group of questions the students were also asked from whom they received the
advice. (Again, the responses give higher numbers than there were students as some

received advice from more than one source.) The sources identified were:

Table 18: Source of career advice for members of youth

orchestras in secondary education

Career in music | Career other than
music
School careers officer 7 (41.2%) 28 (59.6%)
Another school teacher 2 (11.8%) 11 (23.4%)
Instrumental teacher 4 (23.5%) 8 (17%)
Other 4 (23.5%) 0

Perhaps the most interesting figure here is the 17% who received advice from their

instrumental teacher but were not intending to follow music as a career.

From those who had not received any careers advice at school level, 50% expected to
do so before going into higher education. The indication as to the source of this
expected advice suggested that most of these students would seem to want to follow
musical careers. Once again, the instrumental teacher was the point of reference for

almost 50%.
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In response to a further question "If NO, will you expect to have careers advice before
choosing where to go for higher education?” four answered Yes, and three No. Those

answering Yes identified:

Table 19: Those expecting to have careers advice
before entering higher education

Careerin | Career other
music than music
School careers officer 2 2
Another school teacher 1 1
Instrumental teacher 4 0
Other 2 0

The next question sought to identify the proposed area of specialisation of those
intending to go to a university to read music or to a music college. Students almost

always gave more than one option in reply, as follows:

Table 20: Areas of specialisation for those intending to follow
music higher education courses

Performance 22 Composition 3
Therapy 1 Education 4
Press 2 Publishing 2
Administration 1 Conducting 2
Broadcasting 2 Recording 1

Not surprisingly, all opted for performance, but most expressed a second choice,
perhaps realising that they did not expect to earn enough to survive as a performer,
that they might not make the grade or that their interests are wider than just
performance. As can be seen, most areas of employment linked to music were listed.
The last question in this section for students still at school asked if they had been
given any advice regarding job opportunities after obtaining their qualifications. Of
the 22 replies to this, 15 (68%) replied that no advice had been given and from those
who had received advice, the two who commented were given virtually the same

scenario: “Not a lot of jobs going” and “few jobs available after course”.
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The next seven questions were limited to those students in higher education. (It
appeared that in both orchestras, all were undertaking an education course of some
sort.) The first of this group of questions identified the college, university or

conservatoire at which they were studying and the current courses, as follows:

Table 21: Members of youth orchestras at conservatoires

Conservatoire Numbers
Royal Northern College of Music 3
Royal Academy of Music 4
Royal College of Music 2
Royal Scottish Academy of Music 3

Table 22: Members of youth orchestras at university

University | Course University Course

Leeds Modern Languages | Portabello College, Dublin | Business Studies
Leeds Architecture Trinity College, Dublin Music & French
Surrey Music Trinity College, Dublin Medicine

Hull Music Queen’s Belfast English & Music
York Music Queen’s Belfast Music x 2

Ulster Speech Therapy Aberdeen Biology

Ulster Music Birmingham Music

Oxford Music Southampton Music

Bristol Medicine Manchester Geography

These figures demonstrate that, in contrast, or conversely, to the aspirations or
intentions of younger members, those students who stay in youth orchestras after the
age of 18 tend to follow higher education courses in music. Two students were taking
a “gap” year. The distribution of first, second and third-year students showed an
understandable downward trend in terms of membership. Between the two orchestras
surveyed there were 16 first-year students, 12 second-year and S third-year. This
could be due to the growing pressure of academic work, or an increase in self-
financing which results in some not being able to afford the cost of courses, while

some, perhaps, have grown out of the youth orchestra environment.

A similar question was then asked relating to careers advice (as in the secondary
school questionnaire) i.e. whether the students had received any advice and, for those
who did, whether they now consider that advice to be good, satisfactory or not very

good. Of these 31 students, 29 had had access to careers advice. Of those 29, 21
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were following a degree course in a music-related subject. In most cases, the advice
had been given either by the school careers office or an instrumental teacher. Of the

29 who replied affirmatively, the assessment of that advice was:

Table 23: Assessment of careers advice by members of vouth
orchestras in higher education

Career in music | Career other than
music
Good careers advice | 6 (29%) 6 (75%)
Satisfactory 7 (33%) 2 (25%)
Not very good 8 (38%) 0

Again, from those following music courses roughly the same percentage of those in

higher education as those at school found the advice to be not very good.

Only five students undergoing graduate education had received careers advice. Two
of these had been to their university Careers Advice Centre, one had undertaken work
experience, two had been to “Professional Skills Lectures” or the RCM and one had
support from a professor. Only one of the 31 students (r_eading biology) was unhappy

with their choice of higher education.

The survey asked if they had been given any advice regarding employment
opportunities on leaving university or conservatoire. Of the 31 students, 20 had not
received any careers advice although this may be reflected in the number of first and
second-year students in the survey. Nearly all those students who had received advice
commented on the perceived lack of performance opportunities on completing their
course. Two players were told to look abroad, another was advised “to branch out

into other fields.”

Finally the respondents were asked if they wanted to follow postgraduate training
after qualifying — not just in music but in any field. Over half (52%) indicated such a
preference. Given that many LEAs do not fund postgraduate courses, I felt this to be
a very high proportion. Some students expressed more than one preference. 24%

indicated that they did not intend to follow postgraduate training and of the remaining
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24% one-third answered “possibly” and two-thirds “Don’t know”. The complete list

of choices for postgraduate courses follows:

Table 24: Choice of Postgraduate Courses

Performance 32 Medicine 1
PGCE course 5 Modem Languages 1
Music therapy 3 Law 1
Composition 2 Civil Engineering 1
Surgery 2 Horticulture 1
Recording 1 Architecture 1
Music criticism 1 Psychiatry 1
Journalism 1 Physics 1
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32 THE COUNTY PROVISION

One respondent in the Ritterman report makes reference to the fact that the better county -
youth orchestras have played a key part in the development of “some of the finest and most
rounded players now in the orchestral profession.” This reference is not isolated. Such

recognition is supported throughout this research by all professional bodies and individuals.

The start of the youth orchestra movement began just after the Second World War and was a
British phenomenon which has been copied throughout the world. Even as recently as 1993
the Kent County Youth Orchestra toured Argentina at the request of the Argentines and
supported by The British Council as an example of what can be achieved. As a result of this
visit the Buenos Aires Philharmonic Youth Orchestra has now been in existence for the last

two years.

Every English county has its own youth orchestra. Clearly it is important, therefore, to
ascertain what each county provides and to compare the different approaches. From a
questionnaire sent to 42 English counties, there were replies from 30, a 71% response. Some
questionnaires were followed up with telephone calls to clarify or to add some data. (See

Appendix 6 for the complete data.)

The formation of most county youth orchestras falls in the 1970s. The earliest, however,
Durham and Leicester, were both formed in 1948. The 1950s saw four the formation of more
with Northumberland in 1950, the Isle of Wight and Gloucestershire in 1952, and
Staffordshire in 1955. By the end of the 1960s another five had begun to operate, with 11
more in the 1970s, and a further four during the 1980s. Two of the respondents did not know

the date when their orchestras were first formed.

The age range of the orchestras fell into two groups - some counties have extended their age
range to 21 in order to include those students in higher education and the second group keep
the upper age limit to 18/19 to include only those who are still in secondary education. Of
the 30 counties, there are 13 which have an age range up to 21, whilst the remaining 17 keep
to within the school age range. The lower age limit can be seen to be generally between 11

and 14.
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Of the 15 orchestras who gave numbers of participating students, three are in the 50-59

bracket and four in the 100+ bracket, but most membership numbers are in the 80s:

Table 25: Membership numbers

Membership | County Youth Orchestras

50-59 Durham, Gloucestershire, Isle of Wight

60-69 Cumbria, Guernsey, Nottinghamshire

70-79 Derbyshire, Isle of Man, Shropshire

80-89 Avon, Cambridgeshire, Essex, Leicestershire, Norfolk,
Lincolnshire, Northumberland, Staffordshire, Suffolk

90-99 Hertfordshire, Lancashire, Northamptonshire

100+ Dorset, Hampshire, Kent, Oxfordshire

Whilst this seems to be directly related to the size and population of each county, some
counties had surprisingly large orchestras, such as Northumberland (80) and the Isle of Man
(70). The larger orchestras are Kent, Dorset, Hampshire and Oxfordshire, whilst the three

smaller orchestras come from Durham, Gloucestershire and the Isle of Wight.

Some county youth orchestras have weekly rehearsals throughout the school term while
others confine rehearsals into holiday periods. The use of weekly rather than holiday
rehearsals reflects the upper age limit of the orchestras and is largely confined to those where
members do not exceed 18 years. It would be geographically impractical for those with
members of 21 years of age to rehearse weekly. Three counties, however, Durham, Isle of
Man and Suffolk, whose age range is up to the age of 21, still have weekly rehearsals. This
leads one to assume that they either encourage their players to return for rehearsals as often
as possible or bring them in only for final rehearsals and concerts. The Isle of Man and
Suffolk do have residential as well as weekly rehearsals, which does mean that their older

players could return just for those periods.

Of the 15 counties whose orchestras meet during term time, four meet every two weeks
(Durham, Hampshire, Lancashire and Shropshire), one meets every four weeks
(Lincolnshire), whilst Nottinghamshire meets on eight individual days throughout the year.

The remaining eight orchestras rehearse weekly.
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Only three counties (Durham, Guernsey and the Isle of Wight) do not run any residential or
non-residential courses. A further four (Cambridgeshire, Lancashire, Leicestershire and
Shropshire) do not have residential courses. Of the remaining 24 youth orchestras, most have
one or two residential courses each year. Kent, Essex and Northumberland all have three,
whilst Comwall manages four. Other counties, apart from these four, try to achieve a balance
between residential and non-residential rehearsal courses. Dorset runs two of each.

Buckinghamshire and Hertfordshire both have one residential and three non-residential.

The number of concerts undertaken varies enormously from just one per year (Humberside
and Oxfordshire) to as many as twelve a year (Hampshire). Those who undertake a larger
number of concerts do tend to be the orchestras whose upper age limit is 19, ie to the end of
the normal sixth form period. In those orchestras whose age limit is 21, many of the older
members are presumably in full-time study, i.e.. at university or music conservatoire, and
hence may not be available during term time. There must also be the question of budget

restraints for some orchestras.

The concert venues chosen by orchestras are limited by two factors - budget and availability.
Most perform either in recognised concert halls or a mixture of acceptable performance
venues. For example, Kent has several concert halls within the county with the capacity to
seat a 100-piece symphony orchestra comfortably. In addition, the two cathedrals of
Rochester and Canterbury are also used from time to time. Summer outside concerts are now
also very popular and promoters, especially from the larger charity organisations, are quick to
see the financial advantages of booking the good county youth orchestras for their functions.
Again Kent is a typical example, giving two such concerts each year in early July; one for the
British Red Cross and one for the National Trust. Moreover, nearly all orchestras tour
abroad. (Only six of the thirty do not.) Essex used to tour every year but now, like most
others, plan to go abroad only once every two or three years. Some, such as Northumberland,

only take a chamber orchestra on foreign tours.

The numbers regularly using professional conductors, as compared with an LEA appointee as
conductor, is almost equal; thirteen orchestras engage a professional conductor and eleven
someone from the wider LEA Music Advisory or similar services. The remaining six county

orchestras surveyed use both; typically there is an LEA appointed director but the occasional
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concert or course is taken by a professional conductor. Both Northumberland and Kent use
this system. Northumberland uses the same professional conductor all the time but Kent
selects a different professional on each occasion. The number of counties which can afford
to use professional conductors, even if only for part of the time, is high - 19 out of 30, some

64%.

The number of counties using tutors from a professional orchestral background is much
lower. Only six orchestras surveyed use professional tutors all the time, although a further
nine use a mixture of professional and LEA instrumental peripatetic teachers. Again, adding
together those who expose their students to professional coaching either in conjunction with

peripatetic instrumental teaching or not, gives a total of 50%.

Only one orchestra (Cumbria) is without LEA financial support and all bar four require
parental support in terms of funding. The financial aspects of running a county youth
orchestra remain one of the major problems and concerns. Not only are they affected by the
continuing downward slide in terms of the funding for instrumental lessons, but many are
also affected by ongoing local government reorganisation. If some counties are to be split
into unitary authorities, county-wide funding would disappear or perhaps raise issues of
membership. County youth orchestras will then need to go to each unitary authority to ask
for their proportion of the funding needed. But what if one authority decides not to support
the county youth orchestra? Are those students then barred from participation? Whilst this
might give more players from the supporting areas a better chance of getting one of the
prized places, it will undoubtedly lead to a drop in standard. Some counties have been
affected by the 1988 Education Reform Act which allows schools to “opt out” of the local
educational system and become “Grant Maintained”. Therefore, when a school selects grant
maintained status, it receives its budget from central government and, as a result, a county’s
core budget starts to become depleted, leaving less and less money for, amongst other things,
its music services. Another part of the 1988 Education Reform Act required local education
authorities to transfer up to about 94% of their budget direct to maintained and voluntary
aided schools. In practice, this meant that few LEAs could afford to finance a countywide
instrumental provision or fund orchestras, bands, choirs, peripatetic instrumental teachers and
advisers out of their retained share of the budget. Other educational necessities covered by

central administration, such as school transport and special educational needs, also was
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required to be funded from the retained budget. Some counties have managed to retain up to
15% of this budget but there has been pressure from central government to reduce this figure.
In some areas there was a greatly subsidised, or even free, instrumental tuition service but

this has changed radically since the 1988 Education Reform Act.

Many of these concerns arose from the changes to Local Education Authority (LEA) services
because of the 1988 Education Reform Act. As a result of this there have been three aspects
which have had direct effects on the delivery of instrumental provision: firstly the delegation
of centrally held LEA funds to schools — i.e. local management of schools (LMS), secondly
the introduction of legislation with regard to charging for school activities and thirdly the

introduction of the National Curriculum.

With the advent of LMS, schools now have at least 85% of centrally held funds delegated to
them. Other research (Sharp, 1991) has shown that this legislation had an immediate effect.
By the time this research was published, seventeen LEAs had devolved all or part of their
instrumental service budget to schools and in another ten authorities the budget was under
consideration. Further to this, Sharp found there was a concern, albeit a “minor” one,

regarding

“...the fate of county and area bands, ensembles and orchestras. If all the instrumental
music funding were to be devolved to schools, it was felt that school heads and
governors would not be prepared to contribute towards the cost of these activities.
Even if funding for youth bands and orchestras were to be secured, some respondents
predicted that the fragmentation of the service in general, the loss of specialist
teachers and a lack of quality control would eventually lead to their demise.” (Sharp,
1991)

Under LMS, schools who have had the instrumental budget devolved are under no obligation
to spend that money on instrumental services and Sharp found that there was a “contraction
of service” due to the effect of LMS. In two cases, this had led to the complete closure of
two service providers. Sharp also finds, however, that for some authorities there had been
positive effects from LMS, one being a more equitable spread of provision between schools,
and three authorities found there was an increase in funding and provision due to schools

“buying in” more. (Sharp, 1991)
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Further research in 1995 by Harland, Kinder and Hartley points out:

“...the amount and quality of arts provision in schools now resides very much with
schools...some schools, especially those that can marshall private funding and
parental support, may find that the changes brought about by LMS, devolved budgets
and the privatisation of central services precipitate an improvement in the quality of
arts provision and support available to teachers and pupils. For other schools,
particularly those without recourse to parental and private subsidies, the amount and
quality of services to support arts education may deteriorate. Consequently, many
observers feel that, without the central equalising réle previously adopted by many
local authorities, recent structural reforms will result in a widening of the gap in
provision for schools.” (Harland, Kinder and Hartley, 1995)

Following the 1981 Hereford and Worcester court case, in which the judge ruled that fees
could not be sought for activities which took place within normal school hours, many LEAs
who were charging for instrumental tuition found themselves faced with the dilemma of
trying to provide opportunities for children to learn to play instruments whilst having limited
funding. The 1988 Education Reform Act upheld this principle with one of the exceptions
being individual tuition on a musical instrument. Sharp found that a third of the 98
respondents, in response to the 1988 legislation, had introduced charges for instrumental
training in the areas of individual tuition, music centre activities taking place out of school
hours, and in cases where the provision of music tuition was given by a third party. Another
survey (Coopers and Lybrand and MORI, 1994) has found that instrumental music tuition is

becoming more reliant on funding from parental fees.

Table 26: Funding for music centres, youth choirs and orchestras in 1990/91 (104

LEAs)
Funding Sources Number %
LEA only 52 50
LEA and parents 29 28
LEA and fundraising 6 5
LEA, parents and fundraising 5 5
Parents and fundraising 5 5
LEA and schools 4 4
Parents only 2 2
LEA, parents and schools 1 1
Total 104 100

(Sharp, 1991)
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Bemard Haitink, Music Director of the EUYO, commenting on recent UK developments,

said:

“This is an awful story. Cutbacks in education are an example of bad government.
How can you do that to young people who just want to have a future? Iknow a case
of a young girl who played in a school orchestra, which was her whole life and made
her school time wonderful. Now that orchestra does not exist any more...I do not
want to be political but this style of government has no interest in the arts
whatsoever.” (Haitink, 1995)

For the few fortunate county youth orchestras who both maintain a good standard and still
have reasonable support from their LEA, sponsorship can add to what can be provided. For
seven years the Kent County Youth Orchestra received financial backing from Network
South East. What started off as a three-year project in 1987 extended to five and then seven
years, initially receiving £10,000 per year increasing in the final two years to £12,000.
Success came with a good working relationship. Not only did Kent provide all the normal
publicity linked with sponsorship, but in addition provided string quartets or brass groups for
formal indoor or outdoor occasions. A personal communication from Geoffrey Harrison-
Mee, the Director of Network South East, in 1992 emphasised their commitment confirming
that there was genuine interest from the company in the development of the orchestra and its
players. The orchestra continues to be successful in attracting sponsors and in 1995 secured a
two-year agreement with the drug company, Pfizers, renewed in 1997 for a further three-year
partnership and in addition released a CD in 1996 sponsored by SEEBOARD. Early in 1998
a new three-year partnership was drawn up with Blue Circle Industries plc to fund a chamber
orchestra, formed from the more senior players of the main orchestra. Part of the project is to
provide community education links with local primary schools and this has led to a grant
being awarded under the Government’s ABSA Pairing Scheme, to replicate the project in
another part of Kent. Dorset Youth Orchestra receives sponsorship from BP and the Poole
Harbour Commissioners. The BP money supports the instrumental coaching provided by the
Bournemouth Symphony Orchestra. Other philanthropic organisations, such as the Rotary,
the Round Table and the Lions, all work with many youth orchestras in organising concerts

on an occasional basis.

In order to gain further insight into the training opportunities, funding and management of

youth orchestras, three orchestras were researched in greater depth. Each orchestra could be
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considered very different in terms of how each is administered and the age range accepted.
The Kent County Youth Orchestra (KCYO) is administered through a music service that is
funded through the Local Education Authority. It has an upper age limit of 22 and meets for
three residential courses each year. The London Schools Symphony Orchestra has an upper
age limit of 18 and is largely funded through sponsorship from the corporation of the City of
London, although it receives additional funds from many other trusts and foundations. Like
the KCYO it rehearses during courses held in the school vacations, only one of which is
residential. The Nottingham Youth Orchestra is a totally independent organisation whose
only funding comes from parental contributions plus a small income from one sponsor. This

orchestra meets on a weekly basis in term time.
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33 LONDON SCHOOLS SYMPHONY ORCHESTRA

The research for the initial part of the history of the London Schools Symphony
Orchestra (LSSO) comes from historical publications, but for the latter part, from
1990 onwards, was from ongoing interviews with Ian Butterworth, Artistic Director

of the LSSO and with Chris Crowcroft of Crowcroft & Partners.

The origins of the London Schools Symphony Orchestra date from two specific
events. The first was the success of the annual residential courses set up by Ernest
Reed following the formation of the first youth orchestra in Great Britain in 1926, the
London Junior Orchestra. These orchestral courses for young musicians drew their
players mostly from the British public schools and from the Royal Academy of
Music. The second event was the passing of an act by the London County Council

(LCC) in 1947 as recorded in a report on education in London:

“In 1947 a scheme was started to give children with marked musical ability
instruction in playing musical instruments. The instruments are provided by
the Council. For the more talented pupils between 11 and 16, and those of
exceptional aptitude at a lower age, individual instruction can be given by
approved teachers outside school hours. In addition, junior exhibitions are
awarded at approved music colleges.” (London County Council, 1955)
This scheme was to prove remarkably far-sighted and generous. Within two years of
the start of the scheme the Senior Inspector of Music for the LCC, Dr Leslie Russell,
approached both the Education Officer and the Leader of the LCC. He asked that he
be given the go-ahead to organise a holiday course for the growing number of young
orchestral instrumentalists from the LCC schools. Eventually, he met with success as
reported in the following extract from the General Purposes Sub-Committee of the

LCC:

“That the Education Officer do arrange for a short course to be held during the
Easter vacation, 1951, at Buckingham Gate Secondary School for pupils in
secondary schools who are studying instrumental work under the Council’s
scheme, and expenditure not exceeding 25 pounds to be authorised for this
purpose.” (London County Council, 1951)

Following this the Council invited all of the London Secondary Schools to submit the
names of pupils between the ages of 11 and 18 who were considered by their

instrumental teachers to be eligible to join an orchestra representing the schools. The
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standard required was to be of approximately Grade 5 standard of the Associated
Board of the Royal Schools of Music. In addition it was decided that students who

had left school within the pervious year would also be eligible.

From over 200 applications, 128 students were finally chosen. All of these players
had received their training in school, privately or as London County Council
Exhibitioners at one of the music colleges in London. Following the course, the
concert took place in the Royal College of Music which had been offered by the

Principal, Sir George Dyson. The chosen programme consisted of the following

works:
Handel-Elgar Overture in D
Delius Walk to the paradise garden
Pergolesi-Barbirolli Concerto for oboe and strings
Rachmaninov Piano Concerto No.2 (1% movt)
Dvorak Symphony No. 9 (From the New World — 1% movt)
Berlioz Hungarian March

In an article written for the magazine “Music in Education” the author describes the

achievement of that first course:

“That that tuition [from instrumental teachers] had been technically of the first
order was soon proved in their playing. It did not matter that they were not
always quite together: that inevitable mistakes occurred. What did matter was
the revelation of their magnificent sense of the orchestra as such. In attack,
verve, tone, dynamics they showed both control and sweeping mastery,
amazing in players so young.” (Sarson, 1951)

A report in the Times Educational Supplement commented:

“There was some criticism of the children’s playing, they must learn how to
tune. The initial oboe A was very flat and was not adopted by many of the
orchestra.”

Nevertheless, it added:

“This excellent experiment has most notably succeeded and London Schools
must see that the source of young players for the orchestra never runs dry.”
(Times Educational Supplement, 1951)
The LCC Education Committee minutes of the 24 April 1951 reported that the Easter
course had been held and that it had:

“...ended with an enthusiastic and complete orchestra of 139 players giving
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a concert at the Royal College of Music before a large and appreciative
audience” ... and ... “that a second course will be held in the Summer
holidays” (LCC, 1951)

More importantly, the LCC Education Committee Schools Sub-Committee

commented:

“...that a vacation course in orchestral music for Secondary School pupils be
held at the Christmas vacation 1951 be approved and expenditure not
exceeding 50 pounds be sanctioned for it: that the orchestra formed during the
course be called the London Schools Symphony Orchestra and the offer of the
Royal Festival Hall for a concert be accepted: and that the General Purposes
Sub-Committee be informed accordingly.” (LCC, 1951)

A year later in a report to the Education Committee by the Primary and Secondary
Schools Sub-Committee, further long-term financing was agreed following the

successful concert at the Royal Festival Hall:

“The l?ublic concert by the orchestra (the LSSO) in the Royal Festival Hall on
the 8" of January 1952 was very successful and resulted in the Education
Account being credited with 129 pounds. We have sanctioned expenditure not
exceeding 420 pounds for similar courses during the Easter, Summer and
Christmas holidays and have asked the General Purposes (South Bank) Sub-
Committee to agree to another concert in the Royal Festival Hall.

In response to an invitation from the Danish Association of World Friends we
have authorised a fortnight’s tour of Denmark by the Orchestra as part of the
Summer vacation course. Members will stay in Danish homes.” (LCC, 1952)

The total success of the initiative by Dr Russell can thus be seen in musical,
educational, social and financial terms. Within one year he had formed an orchestra
with, thanks to the free instrumental scheme opened by the Council, players from
diverse backgrounds. This had then given those players probably the first opportunity
not only to perform as a symphony orchestra, but also to perform in high quality
public venues both in this county and abroad. They were able to do so due to the
support from the London County Council. Nevertheless, for the LCC to treble
funding for each of the orchestra’s courses first year of existence can only reflect the

quality of the achievements of the players, their teachers and of Dr Russell himself.

Throughout the following years the orchestra repeated its yearly cycle of three courses

and concerts. One concert each year was performed at the Royal Festival Hall.
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Moreover, other opportunities for the orchestra appeared. In 1955 the orchestra
provided the incidental music for the film “It’s great to be young” and then the
background music for a film entitled “To live and learn” produced by the London
County Council. (Golightly, 1990)

In 1966, on the tenth anniversary of the orchestra’s first Royal Festival Hall concert,
the composer Malcolm Armold conducted the LSSO in a performance of his fourth
Symphony. 1966 also saw the retirement of Dr Russell, whose replacement, Peter
Fletcher, immediately made several changes to the organisation of the orchestra.
Firstly, he insisted that it should only be open to students undergoing full-time
education at schools in the Inner London Education Authority. Secondly, that the
orchestra should not be enhanced with students from the London conservatoires and
thirdly he discontinued doubling the first and second woodwind parts, arguing that
this led to poor intonation. (Golightly, 1990)

Leslie Russell had also started a training orchestra. This ensemble had run alongside
the main orchestra, rehearsals taking place at the same course venue and ending with
a concert for parents and friends. Under Peter Fletcher this orchestra was re-named
the London Schools Concert Orchestra. Fletcher also decided that much could be
gained from the LSSO undertaking residential courses and, in the summer of 1969,
the orchestra travelled to the Inner London Education Authority’s boarding school,
Woolverstone Hall near Ipswich. (Golightly, 1990)

In 1970 a large new comprehensive school in Pimlico was completed and, under
Fletcher’s direction, the music department developed new opportunities. A “Centre
for Young Musicians” was established whereby selected young players were asked to
attend each Saturday for the various aspects of musical training. This included an

hour’s tuition on two instruments given by professional players.

Fletcher left the orchestra in 1973 but not before taking the orchestra on tour to
Chicago (1971), Calais, Le Touquet, Bonn, Cologne and Hilden (1972) and Calais,
Boulogne, Le Touquet and Paris (1973). The orchestra also undertook its first

gramophone recording, playing Bloch’s Viola Suite and his Suite Hebraique and, in
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1973, they were recorded at the Royal Festival Hall by the BBC for transmission in its
series “Youth Orchestras of the World.” (Golightly, 1990)

For the following three years the LSSO was to be directed by the incoming Senior
Inspector of Music of the London County Council, John Hosier. He too was to make
an impact with the orchestra, albeit by not conducting, as, under his guidance, the
orchestra engaged professional conductors. Firstly Andrew Davis and then, for three
years, Simon Rattle. In 1974 the BBC produced an hour-long programme featuring
the LSSO. Not only did the programme cover the orchestra in rehearsal at a
residential course and in concert at the Royal Festival Hall but also featured the
everyday lives of three members of the orchestra. Two years later, in 1976, the
orchestra was chosen by the British Council to represent the success of instrumental
music training in the UK by taking part in the Bicentennial Celebrations in the USA.
A series of concerts was given, with venues including the Hollywood Bowl, Sanata

Barbara, Palo Alto, San Francisco, Chicago and the Carnegie Hall in New York.

Later that year John Hosier left the Inner London Education Authority to return to his
previous post as Head of Schools Music for the BBC. Hosier was replaced as Staff
Inspector for Music by John Stephens who thus took over the running of the LSSO.
Stephens followed the example of Hosier by using renowned professional conductors
and composers to conduct the LSSO. Over the next few years conductors such as
Emanuel Hurwitz, Sir Charles Groves, John Georgiadis, Steuart Bedworth, Jane
Glover, Meredith Davies, Nicholas Cleobury, Bruno Moretti and Poul Jorgensen were
to direct the orchestra. The orchestra also enjoyed the experience of working with

composers who conducted their own works. These included:

Witold Lutoslawski — Concerto for Orchestra
Michael Tippett — Triple Concerto

George Benjamin — Jubilation

Paul Patterson - Sonors

The established annual programme of concerts continued, with one concert each year
being given at the Royal Festival Hall. The orchestra toured again in 1978 visiting
Denmark, Sweden and Norway, and then in 1980 to Belgium as part of the

International Festival of Youth Orchestras. Tours abroad were then undertaken to
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Germany in 1982, to Tuscany in 1985 and then again to Italy in 1987. In 1988 they
visited Paris and in 1989 the orchestra went to Spain. (Golightly, 1990)

In 1983 the orchestra made another recording, on this occasion under the baton of
Elgar Howarth with Mahler’s Symphony No 1 at Southwark Cathedral. This work
was then included in the orchestra’s programme for their first concert to be given at
the Kenwood Bowl. Following this, the LSSO was to appear regularly at the open-

air concerts at Kenwood Bowl until 1998.

In 1989 the orchestra was confronted with a major setback with the proposal for the
abolition of the Inner London Education Authority (ILEA) in the following year,
which was eventually to leave the orchestra without central funding. However in
1989, led by John Stephens, now the chief Inspector for Music for ILEA, a group of
interested people met to try to formulate a plan which would give financial stability,
not only to the LSSO but also to the whole of the Centre for Young Musicians
(CYM). From this time, they were also assisted by Oliver Butterworth who had been
appointed in 1990 as Course Director with responsibility for holiday courses, the
flagship of which was the LSSO. (Butterworth was later to be appointed as Head of
Performance for the whole of CYM). Up until this time, the LSSO and the CYM had
been separate organisations but both being funded by the [LEA and belng n the saxe
building.

Stephens had already approached Chris Crowcroft, a professional fundraiser
specialising in the performing arts, with the idea of a “buckets in the street” appeal for
the LSSO. Chris Crowcroft remembers advising against this, saying that the problem
was a problem for central government: the issue being whether government felt that
they had a responsibility to preserve some of the good things of the ILEA, while at the
same time getting rid of many of the things they perceived to be bad. With this
advice, Stephens gradually persuaded the Department for Education and Science
(DES) that they should look into the possibility of a government backed financial

mechanism to take the position forward.

In the meantime, Butterworth had written to, and received support from, the well-

known BBC broadcaster Richard Baker. Together with the conductor Colin Davis,
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Stephens and Butterworth met with Robin Jackson MP at the House of Commons.
Jackson, at that time, had responsibility for education within London. The outcome
was a feasibility study into the continuation of a central music service for the
boroughs of London with funding of £10,000 from the DES. The study and the
subsequent report for the DES was undertaken by Crowcroft who, subsequently, has
continued to be the principal fund-raiser for the CYM and LSSO. Crowcroft and
Stephens worked closely together in formulating the report with Stephens leading on
policy and Crowcroft on funding and constitutional structure and this was presented to
the DES in the autumn of 1989, some six moths before the abolition of the ILEA was
to take place.

One of the key recommendations from Crowcroft, and one that was supported by
government ministers, was that there should be a free-standing foundation that could
take forward financially the provision of a central music service. From this
recommendation, Crowcroft put forward two choices on the remit of such a
foundation. The first was, whether it should be an all-embracing with the foundation
acting as a governing body much like a grant maintained school, or secondly whether
the foundation should, more simply, be a funding pipe-line. Crowcroft recommended
the second as a better option for two main reasons. Firstly, on the management and
financial side was that Crowcroft wanted the board of trustees to focus only on the
financial aspects of the foundation and not the educational policy. Secondly,
Crowcroft was aware that the Borough of the City of Westminster was interested in
being the leading borough for this new foundation. (There were a number of key
provisions, including music, careers and modern languages, which the DES felt
needed to be maintained as London-wide). The DES had approached Stephens and
Crowecroft to see if they could find a borough interested in undertaking this role. The
DES were later to approach the Borough of Westminster and ask them to give them
this support knowing that, as well as having the interest, Westminster also had the

educational expertise.

The protocol for handing over ILEA assets was the responsibility of the ILEA
Committee (ILEAC), whose function was to oversee the handing over of things that
were to survive the abolition of the ILEA. Stephen’s recommendation was that the
LSSO and the CYM should be merged administratively within the ILEA music centre
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and, that, at the appropriate time, ILEAC should then hand over the assets to the
Borough of the City of Westminster as chosen lead borough. Westminster would then
collect subscription funding from the other London boroughs on behalf of the LSSO
and the CYM. Boroughs had been represented on the DES steering committee which
was examining the possibility of a new mechanism, in order to ensure they gave
continuing financial support. Nevertheless, it became apparent that the boroughs
would be reluctant to pay any more that £1,000 per year and, in funding students
through 32 weeks per year of CYM with a lesson and an ensemble activity, demand

would exceed the financial availability.

Therefore, the way in which the funding was broken up was that the cost of the actual
lesson, i.e. the teaching fee, would be met by the subscribing boroughs. The other
costs, such as the teaching area, instrument hire, music resources and administration,
considered to be the central overheads, were now the responsibility of the Foundation
for Young Musicians — a body that had been set up to administer the finances of the
CYM and LSSO. Crowcroft, knowing that the DES was duty bound to facilitate this
transfer both in terms of administration and funding, negotiated an annual grant of
£100,000 to the Foundation.

However, Crowcroft recalls that, in the following three years, some of the subscribing
boroughs found themselves to be severely financially stretched due to rate-capping
imposed from central government and other causes. The effect on their subscription
to Westminster for the central music service was varied. In some cases they capped
the subscription amount and said that they could not take on more students, some
spread the amount over an increasing number of students thus creating shortfalls on
student payments and others started re-charging fees on a means-test basis. One
borough, Camden, withdrew their financial support altogether. Therefore, within a
short period of time, there were operational differences between the subscribing

boroughs.
This resulted in the Foundation having to undertake a further role in providing

bursaries for students with problems finding their fees for lessons and also lead to

support for instrumental loan and music resources. Crowcroft maintains that this was
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inevitable, given the constitution of London with its high level of financial

deprivation and minority community representation.

From the total annual cost of c¢£850,00 for the running of the CYM, nearly half is the
central overhead. Crowcroft raises funds towards this part of the necessary funding,
Some is also generated by what, in charity terms, is called “an activity surplus” - i.e. a
surplus of income over expenditure. Current bursary requirements, both for the CYM
and LSSO, are running at ¢£50,000 per year. Crowcroft points out that the funding is
therefore very fragmented and vastly different from the funding position lost on 31*

March 1990.

In 1993, with the move of instrumental lessons and ensemble opportunities from
Pimlico School to Morley College, it was felt subsequently that the service had
suffered from the fragmentation of the boroughs and had lost some of their outreach
capability. This was shown in that the CYM clientele was then largely from the 11-18
age-range and that there was a problem with suitable qualified students coming
through. Therefore a special project was set up to start “mini” CYMs in each of the
boroughs aiming specifically at the 7-11 age range who are absolute beginners. This

initiative has quickly shown to be supplying progression to the main centre.

From 1990 the largest single project within the CYM has therefore been the LSSO.
Annually, Crowcroft fundraises £450,000 to £500,000 for the CYM and, of this, the
cost of running the LSSO represents £50,000 to £60,000 net of ticket income. At the
present time the orchestra is sponsored by the Corporation of the City Of London who
give £53,000 per year. The budget is based on a year containing three courses. The

breakdown is as follows:

Concert costs

£ £
Income Expenditure
Sponsorship 53,000 Central costs 10,000
Box Office Receipts _7.000 Hall hire 15,000
Total 60.000 Marketing 11,000
Artists’ fees 11,000

Concert day costs 6,000
Total 53,000
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The cost of running the courses is on a break-even budget, with the students’ fees

covering the costs of premises hire and tutors’ fees.

Crowcroft realises that the LSSO, like most youth orchestras, cannot charge high seat
prices for their concerts. Their clientele consists mostly of friends and relatives of the
players and other interested musicians from the CYM. Thus their prices are in the £5-
£7 range. Given that the Barbican Hall seats almost 2000, plus the fact that the LSSO
concerts leave many seats unsold, the orchestra management have developed their
education outreach by giving away tickets to schoolchildren. 1,000 such tickets were

issued for the concert for 1 September 2000.

Crowcroft indicates that the £10,000 for central costs goes towards the general
administration of running the CYM. Marketing includes programmes, posters,
advertising and reception costs. Artists’ fees are for professional conductors and
soloists and the concert day costs include pastoral care, transport and claims from

CYM staff.

Historically, in 1990 as part of the research for the DES report, Crowcroft approached
a number of London companies asking if they would be supportive and sympathetic
in sponsoring the LSSO. In doing so, Crowcroft happened to speak to London
Electricity who, in just starting out as a new private company, were keen to be seen to
be investing in their community. They agreed to sponsor the LSSO for three years.
Not only did this funding support the general running of the orchestra, it also helped
fund a recording and a tour to France. It was at this time that the orchestra began to
use the Royal Festival Hall and the Barbican Hall for all their concerts. In the past
Southwark Cathedral had been used for one concert each year, but as London
Electricity wanted a higher profile the Cathedral was dropped in favour of one of the
other major London concert halls. Crowcroft feels that by doing so the image of the
LSSO was also upgraded, thereby increasing its potential to attract sponsorship and
resulting in London Electricity agreeing to a further three years’ support. Crowcroft
estimates that during the six years London Electricity donated over £400,000 and that
it had made a significant contribution to the continuation of the LSSO at a time when

the outlook seemed very bleak.
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In 1996, the Corporation of the City of London became the sponsor of the LSSO. The
annual sponsorship of £53,000 is described as funding to “Support and Develop the
LSSO”. This is despite the Corporation being under continued financial pressure due
to the funding arrangements for the London Boroughs from central government. (The
level of funding is based partly on the numbers of residents, of which the City of
London has relatively few, rather than the number of people who work in a borough,
of which they have a very high proportion.) Crowcroft also comments that the
Corporation, as a borough of London, is more complicated than its counterparts in
that it exists independently as the city government and the local authority for the
historic commercial City of London as well as being an historic foundation in its own
right. However, it also is under the same constrgints as a Local Authority for Greater
London. Nevertheless, because of its medieval foundation and, arguably, a more
charitable attitude than its London counterparts, it takes a wider responsibility for all
manner of projects and events in Greater London that go beyond the City boundaries.
Crowcroft argues that, in a reforming Labour administration, this was a deliberate
route for survival by saying to central government that they are prepared not only to
look after the few people that live in the City but also to provide for the millions of
people who use the City on a daily basis. Crowcroft also points out that the City of
London is proud that, after the Arts Council and BBC, they are the third largest -
cultural funder in the UK. This is because they finance and manage the Barbican
Centre, various galleries, own 50% of the Museum of London and support individual
establishments, such as the London Symphony Orchestra and the Royal Shakespeare
Company.

In approaching the Corporation as part charitable and commercial institution and part
local authority, and knowing that they were keen to be more outward-looking,
Crowcroft portrayed the LSSO as a symbol of the good things of London and London

youth, indicating that this might be an area of mutual interest.

Thus the Corporation of the City of London agreed to be principal sponsor of the
LSSO for an initial period of three years. Part of the arrangement was that it would be
a reducing financial commitment from the Corporation, in order to encourage a

greater responsibility on the LSSO to find complementary funding. However, when

108



The Youth Orchestras — London Schools Symphony Orchestra

in 1999 a further two years of sponsorship was agreed, the LSSO asked that the

annual level of support be fixed in order to give them greater financial stability.

Alongside this, Crowcroft has looked for other sponsors who would be willing to
support the orchestra for just one concert. Sainsbury’s “Youth Orchestra Awards” are
an example of this type of sponsorship, and the LSSO has been successful in this area
on three occasions, each concert receiving £3,000 towards the costs. Another source is
the investment company Babcock & Brown who, as well as part-funding concerts,
have agreed to support the LSSO for 50% of the costs of a commissioned work from
the composer John Tavener. The commission is for the LSSO’s 50th Anniversary in
2001 with the remaining 50% being donated by the Foundation for Sport and the Arts.
The link with Babcock and Brown has also benefited the LSSO with matched funding
from the Arts and Business Pairing Scheme. Crowcroft estimates that between £5,000

to £10,000 each year is raised in this way, from co-sponsors supporting the orchestra.

After the abolition of the ILEA in 1990, the following two tours abroad were mainly
funded by the parents. These were to France in 1991 and Spain in 1995. However
1997 saw a significant departure from this with a tour to Japan. This was the first
inter-continental tour for 20 years and Crowcroft was asked to find financial support.
Crowcroft agreed to do so, but at the same time built in a time-scale after which if
insufficient support was found, there was time to abort the project. As it happened,
Crowcroft, with his knowledge and expertise of wider arts funding, knew that Royal
Sun Alliance was expanding their interests in Japan and secured their support as the
principal sponsor. The agreed funding of £30,000 towards the tour also meant that
there was sufficient to put towards a concert in the Barbican Hall, thereby extending
public interest for the sponsor. Crowcroft eventually raised £100,000 for the Japan
tour, with other sponsors donating sums of between £5,000 and £20,000, as well as
from student fees. This was owing to the many British companies with business
interests as there are a number of foundations dedicated to Anglo/Japanese cultural
development and also because Japan was a thriving economy. Crowcroft’s formula
for project funding is to build in a 20% overhead and if this is exceeded to use the

extra money for domestic use.
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Crowcroft maintains that the success in fundraising is very much to do with the
artistic reputation that has been built up around the orchestra over the past. He also
comments that the diverse cultural and economic background of the members of the
orchestra forces the management of the LSSO into looking for extra needed funding.
He points out that for the past two tours about one-third of the orchestra paid the full
fee, with another third paying part of the fee and the final third being fully funded.
Comparisons can be drawn with similar orchestras from other parts of the country
where the parental background is such that most members of the orchestra are able to
pay the tour fee. Crowcroft suggests that, through its artistic success and reputation,
he is able to find corporate funding for the tours which in turn, by enhancing the
international profile of both the orchestra and the sponsor, feeds back into the
credentials of the orchestra. He also points out that funding from trusts and
foundations is, to some extent, easier to find as their remit is to be philanthropic,
whereas commercial sponsors are more difficult to persuade since they are investing
shareholder funds for the purpose of business profile. Moreover, they are looking for
an excellence that is more obviously found in professional performing organisations,
although Crowcroft admits that the “youth card” can also be persuasive. Crowcroft is
adamant that the issue of performing in the Barbican Hall with a professional
conductor of repute is of significant importance in the success and reputation of the
orchestra, alongside imaginative and exciting choice of repertoire. =~ When the
orchestra then receives press reviews, reporters immediately talk about the
professional standard of the playing from young people and of the orchestra’s
innovative programming. Crowcroft suggests that “it is all a little chicken and egg —
that whilst funding helps build the reputation, the reputation certainly helps with the
funding.”

Two years later, following the success in 1993 and 1996 of the Kent County Youth
Orchestra, the LSSO was asked to visit Argentina. Again, Crowcroft was asked to
find financial support and, again, he was able to do so. Crowcroft comments that this
was more difficult than the visit to Japan but found sponsorship totalling £50,000.
There was no principal sponsor and there was not sufficient for a reasonable overhead
but with several companies and trusts donating £5,000 - £10,000 sufficient funding

was found to make the tour possible.
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Crowcroft feels that the exclusive use of professional conductors is a major factor in
the success of the LSSO, not only in terms of education but also as a marketing
strategy and as an indication of the regard in which it is held by the music profession.
He also comments that it is very much to the credit of Butterworth and Stephen Dagg,
the Director of CYM, that they do not see the LSSO as a conducting opportunity for
themselves. Crowcroft points to similar organisations where heads of music services
conduct their county youth orchestra. He argues that in not doing so, engaging
recognised conductors professionalises the projection of the LSSO and extends the

educational benefits and rewards to the students taking part.

Crowcroft believes that one of the great values of the existence of the orchestra is the
students’ attitude to repertoire, whether familiar or not, whether contemporary or not.
That they approach each piece with total open-mindedness with no preconceptions is
why the LSSO, and other orchestras of similar standard, perform with such refreshing

enthusiasm.

The Department for Education and Employment (DfEE — previously the DES)
continue to help finance the whole of the CYM, but on a reducing basis. Their
support of £100,000 per year continued for six years at which time, and Crowcroft
feels justifiably, they argued that the CYM was not a national but a metropolitan
responsibility. Therefore, the funding would be reduced by £25,000 a year eventually
resulting in total withdrawal. This happened towards the end of the Conservative
administration in 1996. With the change of government and ministers there came a
more sympathetic attitude. The new Permanent Secretary, Michael Buchard, agreed
that funding should continue at a standing rate of £50,000 for three years which in
1999 was renewed for a further three years. However, at this point it was indicated
that, as the government was looking towards a future London administration, this
renewed the problem of central government funding a local government issue and,
with this in mind, the CYM should look towards finding other funding partners. This
Crowcroft managed to do, with London Borough Grants and Bridge House Estates
Trust Fund also agreeing to support the CYM with an annual grant of £50,000.
London Borough Grants was the body, who in 1984, was given the assets of the
Greater London Council to administer to produce an income that was to be spread

among the London Boroughs for community or area projects. Bridge House Estates
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Trust Fund is a relatively new Foundation whose income derives from property
interests connected with the Thames bridges in the City of London area. This was an
interim strategy that would see the CYM through to 2000, at which time the

responsibility would transfer to the new London government.

Currently the CYM is in a period of transition. The London government is saying
that, although they are sympathetic, at present they do not have a cultural budget
whilst the DfEE is saying that their support will only continue until the end of March
2002. Crowcroft is trying to find the way forward, with either the DfEE or the
London government supporting the CYM with a long-term funding strategy.

Crowcroft comments that although the past ten years have been very exciting there
are only so many trusts and foundations that it is possible to draw support from.
Those that do agree to support the CYM and the LSSO will only do so for a limited
number of years. Crowcroft further points out that the current funding bodies and
institutions are not the same as they started out with over ten years ago and that,

inevitably, they will run out of new areas to approach.

Crowcroft and Dagg would favour the return of a provision by the London
government of permanent bed-rock financial support. The ideal vision for the
continued support of the CYM would be of a main public funder alongside user fees
for instrumental lessons, and developmental projects such as the LSSO, each with

their own funding backers.

Supporters of the Foundation for Young Musicians are listed in the orchestras concert

programmes. The list for January 2000 is as follows:

Principal Sponsor ~ The Corporation of London
To support and develop the LSSO

Principal Benefactors Bridge House Estates Trust Fund
Department for Education and Employment
The Linbury Trust
London Boroughs Grants
To support the organising costs of the Centre for Young
Musicians
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Benefactors

Contributors
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Babock & Brown
Foundation for Sport and the Arts
LSS0 golden Anniversary Commission

The Britten Pears Foundation

The Holst Foundation

The Krattiger Rennison Charitable Trust

The Austin & Hope Pilkington Charitable Trust

The Centre for Young Musicians Millennium Commission

John Lyon’s Charity
Student bursary support

The Attenborough Trust

The City Education Trust
The Leche Trust

The Musicians’ Company
The Orpheus Trust

SFIA Educational Trust
Jonathan & Teresa Sumption
Bursary funding

The City Parochial Foundation
The Clothworker’s Foundation
BAA plc

Music Resources

The Idlewild Trust

The Mercers’ Company

The Pilgrim Trust

Student programme development

Bass plc

City of Westminster

The John Ellerman Trust

The Esmée Fairbairn Charitable Trust
Fortis Bank

The Goldsmiths’ Company
KPMG

Lloyds TSB Foundation

The Rayne Foundation

Save & Prosper Educational Trust
The 29 May 1961 Charity

Canon UK plc

Deutsche Bank

The Greenwich Music Trust
The Paul Hamlyn Foundation
Markson Pianos

Schroder Charity Trust
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The Souldern Trust

Selection for the LSSO is by competitive audition, held in each Autumn term. All

members of the orchestra are asked to re-audition each year.

Following acceptance, students are asked to commit themselves to a series of courses
and working weekends throughout the following season. The courses are held in each
of the school holiday periods but the weekend rehearsals that follow tend to be in term
time. The courses are both residential and non-residential. Course dates for
2000/2001 are typical of the format for the previous years:

Summer 2000
Residential course:  29™ August to 3™ September
Weekend rehearsals: 9%/10™ and 16%/17" September

Concert: 18™ September

Christmas 2000- New Year 2001

Non-residential: 18™-20" and 27™-30™ December
Day rehearsal: 4™ January

Concert: sty anuary

Easter 2001

Non-residential: 7%-12" April

Concert: 16™ April

The orchestra endeavours to tour every other year. When there is a tour there is no

Summer course.

The first course of the season, held at Christmas, is used to gel the orchestra for the
year. The orchestra will meet for three days before Christmas, followed by a further
four between Christmas and New Year. There is then a further rehearsal day
preceding the concert which is usually on the first Sunday in January. This intensity

of rehearsal is designed to fully integrate new members into the orchestra, both

musically and socially.

For the non-residential courses, the working day is two three-hour sessions — 10.00
a.m. until 1.00 p.m. and 2.00 p.m. until 5.00 p.m. There is no set programme for the
division of sectional or full rehearsals. This is left to the needs of the conductor and
the requirements imposed by the difficulty of the repertoire. Decisions are then made

on a daily basis for the following day. However, as with most youth orchestra
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training programmes, the majority of sectional rehearsals are at the beginning of each
course. Owing to cost this will not be a complete breakdown of the orchestra, only to

string, woodwind, brass and percussion. For the first two courses of the year, tutors

from the CYM will take the sectional rehearsals.

The summer course is residential and the orchestra will work for a few days with
members of the English Chamber Orchestra (ECO). These professional players will
take sectional rehearsals and every section of the orchestra will be coached
independently. This has been an ongoing association since 1992 and is a much-valued
partnership. However, due to financial restraints, this usually only happens for this

one course of the year.

Tutors from the ECO for the 1999 Summer course were:

Violin 1: Clare Thompson Clarinet: Anthony Pike

Violin 2: Matthew Scrivener Bassoon: Ian Cuthill

Viola: Clive Howard French Horn: Richard Berry
Cello: Nick Roberts Trumpet: Edward Hobart
Double Bass: Paul Sherman Trombone/Tuba: David Wilson
Flute: Kate Hill Percussion: Roy Sinclair

Oboe: James Brown Harp: Thelma Owen

The orchestra continues to work with an exciting range of professional conductors and
world class soloists. Repertoire is carefully chosen but, as can be seen from the

repertoire list that follows, the works performed indicate that the orchestra is prepared

to meet the rigorous challenges set.

During non-residential courses Butterworth, the Artistic Director and an Orchestra
Manager, who is brought in just for the courses, supervise the orchestra. The current

Manager is a qualified teacher and is helped on residential courses by a further team

of supervisors.

The cost to the members of the orchestra is currently £125 for each of the non-
residential courses and £225 for the summer residential course — a total cost of £475

for the year. However, there are bursaries and, if needed, students can be heavily

supported.
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Oliver Butterworth sees the existence of the orchestra as a vehicle for broadening the

musical and social outlook of the players. He comments:

“The most important thing is that they get excited about music and that it
broadens their personal emotional range. Playing in an orchestra and playing
something that that they love, and that they learn to love by developing the
team-spirit that collates the whole thing together in this very un-egocentric
sort of activity, makes them more sentient human beings. We have a
wonderful mix of cultures in this orchestra — probably more so than any other
youth orchestra I have seen — selflessly playing music together. There is also
an amazing width of social background.”
Butterworth is aware of other instrumental teachers who consider that playing in an
orchestra is not a good thing for young musicians. The concern of these teachers is
that, in playing repertoire that could be viewed as being far too difficult for them, the
players develop bad habits. Butterworth does not believe this to be the case.
However, he does not see a youth orchestra as being a major part of the personal
instrumental development of young players, rather he considers that the experience
develops their general musical awareness and knowledge. Nevertheless, he does
acknowledge that the experience and excitement of playing in an orchestra might lead
them forward in wanting to explore and develop further their own individual

capabilities to a much greater depth.

Butterworth finds it difficult to comment on whether there has been any drop in
quality or quantity of students wishing to audition for the orchestra. Historically,
when the orchestra came under the auspices of the Inner London Education Authority,
it was much easier for the orchestra to advertise throughout all of the London schools
for aspiring instrumentalists. Moreover, now that the LSSO runs independently of the
education authorities it does not enjoy sufficient funding to notify all the schools of its
existence. Therefore it has to rely upon its reputation and its profile within
instrumental teaching to ensure that it is reaching as many students as possible.
Butterworth feels that there are young players who should be members but are not

fully aware of the orchestra’s existence.

The orchestra has an average age of sixteen but recruits from the age of thirteen with

an upper age limit of 18. In contrast with other youth orchestras the gender make-up
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of the LSSO is very even. As the table below indicates, over the four year period
1997 to 2000 there is little difference. What is significant is the data for 1998, where

there is a greater number of boys to girls.

Table27: 1.8SSO by gender

Year Boys Girls Total
1997 34 (42%) 47 (58%) 81
1998 49 (51%) 46 (49%) 95
1999 38 (47%) 43 (53%) 81
2000 31 (45%) 38 (55%) 69

The following data is from concerts given by the LSSO over the five-year period of
1997-2000. Each year the orchestra gives three concerts. The concerts follow a short
period of intensive rehearsal. These courses are linked to school vacations so concerts
tend to be each January, April and September. All but three of the concerts given in
this sample have been performed at the Barbican Hall in London. Of the other three
concerts, one was given in Dorchester Abbey and two were at the Kenwood Bowl.
The list of professional conductors and soloists who have performed with the LSSO
over the last five years is impressive. Where conductors have appeared with the

LSSO on more than one occasion the number of concerts is in brackets.

Conductors Soloists

Lionel Friend (2) Philip Fowke - Piano

Meredith Davies (3) Anthony Marwood - Violin

John Lubbock (3) Andrew Schulman - Cello
Christopher Adey (2) Yoshikazu Iwamoto - Shakuhachi
Peter Stark William Bennett — Flute

Martin Prong John Bingham - Piano

Anthony Le Fleming Felix Schmidt - Cello

Zhang Wei Liang - Di-Zi
Liu Quing - Erhu
Stephanie Gonley - Violin
Anna-Marie Vera - Piano
Ivry Gitlis - Violin

The repertoire studied by the LSSO for the concerts in this sample period is as
follows:

Amold The Smoke Qverture
Beethoven Piano Concerto No. 4
Berlioz Roman Carnival Overture
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Booth Blue Lullaby
Borodin Prince Igor Overture
Brahms Academic Festival Overture
Concerto for Violin and Cello
Britten Sinfonia da Requiem
Burrell Flute Concerto
Debussy La Mer
Delius Piano Concerto
The Walk to the Paradise Garden
Dvoiak Cello Concerto
Symphony No. 8
Elgar Violin Concerto
Cello Concerto
Glazunov Solennelle Overture
Holst ‘Mars’, ‘Venus’ and ‘Jupiter’ from The Planets
Ives Symphony No. 1
Kohjiba Ka-Un
Mabhler Symphony No. 4
Manduell Concerto for Di-Zi and Erhu
Peggie Les petites fanfares de ceux qui courent apres
leur ombre
Ravel Ma Mere L’ Oye
Saint-Saéns Symphony No. 3 ‘Organ’
Shostakovitch Piano Concerto No. 2
Symphony No. 5
Sibelius Symphony No. 5
Finlandia
Stravinsky Jeu de Cartes
The Firebird Suite
Suk Asrael Suite
Meditation on an old Czech hymn St Wenceslas
Tchaikovsky Overture Romeo and Juliet
Violin Concerto
Vaughan Williams  London Symphony
Walton Crown Imperial
2 Pieces from Henry V
Weber Die Freischiitz Overture
Weir The Ride over Lake Constance
Williams Star Wars Suite

As with other major British youth orchestras, the LSSO is tied to performing works
mainly from the 19™ and 20™ centuries due to its size. However, worthy of note are
the eight works from contemporary composers almost all of whom are British. The
only exception is the Japanese composer Kohjiba who wrote the two works for
shakuhachi and orchestra.
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Like the Kent County Youth Orchestra, the LSSO provides an excellent training
programme. The opportunity to perform with professional conductors and soloists at
the Barbican Hall three times each year is one that must be viewed as outstanding.
Also remarkable is the tenacity, dedication and drive of the management of the LSSO
and the Centre for Young Musicians in maintaining the provision following the
collapse of their funding with the demise of the Greater London Council and the Inner
London Education Authority. Chris Crowcroft, the fund-raiser for the orchestra, must

also be regarded with high esteem.
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.5 NOTTINGHAM YOUTH ORCHESTRA

—

The Nottingham Youth Orchestra was founded in 1985 by Stephen Fairlie and Derek
Williams. It is an independent youth orchestra, receiving no financial support from

any public body. It does have charitable status.

This history of the orchestra is an interesting one, as it was founded as a result of
differences of opinion in the running of the county youth orchestra. Like most county
youth orchestras, it met and rehearsed in the holiday periods of Christmas, Easter and
the Summer. In 1981 the orchestra was invited to visit Seattle and Washington in the
United States of America (USA), as part of the International Society of Music
Education (ISME) conference. This was a high profile event. Therefore it was agreed
that, in order to maintain the highest possible standards, the orchestra would remain
stable for two years by keeping all its current players at that time. In effect, this
precluded any movement in or out of the orchestra over that period, resulting
eventually with an orchestra with very few students of school age and an upper age of
up to 24. This policy left many aspiring students and their parents disillusioned,
especially as the Local Education Authority, Nottinghamshire, was committed to
continuing financial support despite there being very few schoolchildren left in the

orchestra.

After the USA tour the Nottinghamshire Education Committee reduced the upper age-
limit to 19 and for a short period of time the county youth orchestra continued as a
County Schools Orchestra, drawing its membership from the four county music
centres within its borders. Following this decision, the conductor at the time,
Christopher Adey, resigned. A year later the upper age-limit was reduced to 18.
However, in 1984 the LEA issued a statement that children from non-state schools,
i.e. the public schools, should be precluded from taking part. Whilst most LEAs have
a similar policy for students attending public school whose parents do not pay their
local council tax to that authority, this policy set a precedence by excluding those
students whose parents did pay their council taxes to Nottinghamshire County
Council. When it was announced that no privately educated children would be
eligible to play in the new Schools Orchestra, there was a general boycott of the

auditions throughout the county. Adrian Leaper, the newly appointed conductor for
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the County Schools Orchestra, initially had a string orchestra of less than twenty
players. After a further six months Leaper left as Nottingham County Council was
not able to justify his fee.-

From this decision Williams and Fairlie independently decided to form another youth
orchestra. Fairlie at that time was the assistant Director of Music at Nottingham High
School and Williams was a peripatetic violin teacher for Nottingham County Council.
Interested colleagues suggested that they should combine their efforts and thus the
Nottingham Youth Orchestra was born. Williams had been bought up in Nottingham,
taking part in, and, eventually leading the Nottingham Junior Harmonic Orchestra, the
County Youth Orchestra and becoming a member of the National Youth Orchestra.
Initially, he was in the computer industry for six years before a period of teaching and
performing in Bedfordshire. In 1983 he had returned to Nottingham to become
Musical Director of Nottingham Symphony Orchestra and to teach violin for
Nottingham County Council.

It was decided to run the orchestra on a weekly basis using Nottingham High School
as a base. This school is a fee-paying private school and it had been some of these
students