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Editorial
As we know, partnership work is at the heart of the National Plan 
– and even last year’s challenging Ofsted report highlighted its 
benefits when addressing the work going on in hubs.

Fundamentally, this work is achievable when schools can look to 
hubs to tap into their resources and expertise - and hubs can 
offer schools curriculum support and programmes that can 
assist and challenge them with their requirements of offering 
musical learning both inside and outside of the classroom. In 
this issue, Music Partnership North is presented as a positive 
example of what happens when collaboration works well, as 
they outline their plans for commemorating the start of the 
World War 1 Centenary with events around Northumberland 
and resources for schools. You’ll find further cases of positive 
partnership working from:

• Sarah Barton, with tips on how to achieve successful 
partnerships;

• Lucy Hunt and Richard Jones, who presents a report on a project 
delivered by the South Gloucestershire Music Hub and WOMAD;

• And Laura Saunders’s research into the influence of 
collaborative working on strategic leadership of music services.

On the topic of teaching and learning, the embedding of good 
practice supports the new music curriculum, which comes into 
effect from September 2014. Liz Nicholas-Stannard’s article 
on using Kodaly in a primary school demonstrates a sound 
pedagogical approach, along with contributions from KellyJo 
Peters and Dr,. Enrico Bertelli, who both present case studies 
for the creative and appropriate use of technology in the 
classrooms.

As it stands, the Department for Education (DfE) will offer no 
direct guidance for assessment within the National Curriculum 
framework – but Martin Fautley’s Assessment Without Levels 
article provides a number of practical alternatives to measure 
pupil attainment and progress.

Finally, we revisit the academic side of music education with a 
number of thought provoking research articles that dissect the 
music-making process. An extract from Carl E Seashore’s 1938 
book The Psychology of Music seeks to remind us that music, 
as the National Curriculum states, truly embodies one of the 
highest forms of creativity – but it’s the thinking behind music-
making that helps it maintain that status.

We hope this issue provides much in the way of new ideas and 
food for thought – and we look forward to hearing more of your 
progress and achievements. 

Matilda Egere-Cooper
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Partnership between organisations is crucial: the 
uniquely challenging and emotionally demanding 
context of the hospital, the need for highest 
quality musical interactions to be experienced 
by children, families and staff, and the need for 
appropriately skilled trainers working in harmony 
with the hospital’s Department of Therapeutic and 
Specialised Play are key.  

RNCM Principal Linda Merrick sees the value of 
the training in developing relevant professional 
skills and formative experiences for students. 
“The experience that RNCM students gain 
through the LIME/RNCM Music for Health training 
programme is a very important part of their 
preparation for a career in today’s music 
business, and something that enhances their 
practise as performers and composers,” she 
says. “Recognising that music has the power 
to transform lives is a turning point for many 
students and the commitment they show to this 

COMMENT & OPINION | Transferrable Skills________________

Inspirational learning experiences inspire 
the careers of the future. For the young 
professional musician, training and 
employment within alternative settings like  
a hospital can inform other areas of 
professional practice.

In order for musicians to engage meaningfully 
with people and communities in educational and 
therapeutic contexts, skills learned in training 
need to be relevant and transferable to a diverse 
range of settings. Musicians are required to 
be more reflective and versatile as the multi-
disciplinary career of performer, teacher, 
educator and facilitator becomes the norm; the 
need to be equipped with appropriate musical and 
communicative skills relevant to a 21st Century 
profession is essential.   

In ‘Being – In Tune: A Provocation Paper,’ (2013: 
Guildhall School of Music & Drama/Barbican), Peter 
Renshaw reminds us of the responsibility of today’s 
music educators in preparing the next generation: 

 “The onus is now on those organisations 
responsible for the training of arts practitioners for 
socially engaged creative practice to re-examine 
the nature and quality of their respective learning 
and development programmes. As the contexts in 

which people work become more challenging and 
unpredictable, it is necessary to revisit the changing 
needs of practitioners.” (p 56).

The LIME/RNCM Music for Health programme 
aims to address the changing needs of musicians 
preparing for future careers. The only training 
programme of its kind in the UK, it finds a place 
in the time-challenged conservatoire as part of 
Professional Studies training. Students undertake 
three days of intensive training led by Music for 
Health Specialists, developing musically interactive 
and communicative techniques which are then put 
into practise during  placement sessions at the 
Royal Manchester Children’s Hospital (RMCH).  They 
then complete a reflective portfolio summarising 
their learning experience. Training takes place 
both within the conservatoire and hospital, allowing 
students to reflect on the feeling of having their 
feet in both worlds, and adjust to moving between 
one and the other.  
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Student Lewis is guided by Ros in singing and using percussion during an 
interaction with a 2 month old baby at Royal Manchester Children’s Hospital



away from my music. It is a very humbling and 
fascinating experience; one that I feel has changed 
my outlook on music forever”. 

Ruth Spargo, now working in the music profession 
and pursuing part of her career in Music and 
Health, gives a retrospective insight into why the 
skills learnt through training have a place in the 
modern musician’s career. “I knew I would like to 
explore this area of working in the future; initial 
training provided me with an understanding of 
the skills I needed to develop in order for it to be 
a possibility. I was quite intimidated by the thought 
of improvising and it was during this module that I 
was able to explore and experiment more creatively 
with my cello playing. I knew that my career path 
was likely to be that of a freelancer and I felt this 
particular kind of work would really complement 
that of a performer.”  The training has given 
her employment opportunities both here and, 
potentially, elsewhere in Europe. “I am now working 
as a mentor to apprentice musicians on the Medical 

challenging work testament to the value of the 
collaboration between LIME and the RNCM.”

Student Hannah Caldecott, a first year Master’s 
student, explains why the training is important to 
her.* “It’s introducing us to the real world......it 
brings out some of your personality in your playing 
and is showing us how to interact with the parents 
and kids... This is something that has opened me up 
quite a lot and I would really love to have something 
like this in my career… I think this is enhancing my 
other experiences... It also gives you more ideas to 
be creative.”

Bassoonist Lewis Wright, another Master’s student, 
has been provided with the opportunity to explore 
“interacting musically in a different environment… 
and interacting musically on a more emotional 
level”. He describes how future music educators 
may be employed in several contexts.  “I’d like to 
continue doing a bit of music therapy and the skills 
are also transferable to teaching in a 1: 1 situation,” 
he says, and also comments on reflecting from a 
different perspective. “At RNCM the central focus is 
the music and here the central focus is the medical 
treatment – I guess the music is part of that but 
we’re not the central focus.”

Rhyanne Acott, a 3rd year vocal studies student, 
describes the training as “life changing”, and 
demonstrates the practical application of skills 
essential to professional life. “I have learnt to 
correctly assess a situation in a small space of time, 
to not get too attached emotionally and to leave 
all my personal moods and tiredness at home, as it 
really isn’t about you. I’ve realised how the smallest 
amount of interaction with a child or parent can 
really trigger something special. “  
She is 100% positive that skills learnt are relevant, 
stating that they are” fundamental for any career, 
not just as a musician, but for general life skills. It 
has made me re-think why I perform and consider 
what it is that I want the audience to feel and take 
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Notes training programme at the RMCH. I am also 
looking for further opportunities in the UK and 
Sweden”.

It’s clear to see that the musicians interviewed 
recognise the value of developing skills and 
competencies transferable across the music 
profession. It may be time for the rest of us to catch 
up and make sure we offer the opportunities for 
training that these musicians - our educators of the 
future - need. 

Ros Hawley is Music for Health Specialist at the award 
winning arts and health organisation LIME (www.limeart.
org), co-founder or RosfishMusic (www.rosfishmusic.com) 
and a doctoral student at SOAS, University of London.

FOOTNOTES 
*Interviews were conducted with RNCM students (3 current 
and I former) on site at Royal Manchester Children’s 
Hospital and via email questionnaire between 3rd & 10th 
February 2014.

Student Hannah sings to a young patient and her mum as part of her 
training placement at Royal Manchester Children’s Hospital with  
Ros Hawley and Mark Fisher



Musical Imagery,  
Imagination, and  
Memory – Carl E. Seashore

COMMENT & OPINION | Musical Imagery, Imagination & Memory______________________

In Carl Seashore’s pioneering book The 
Psychology of Music, first published in 1938, the 
28 chapters set out a programme distilling 
his life’s work. Topics such as musical talent, 
musical intelligence, the development of 
musical skills, thinking in music and the musical 
mind resonate strongly still. The extract 
below is taken from the opening chapter ‘The 
Musical Mind’ and takes us into what Seashore 
maintained was at the heart of musical success 
or failure - our capacity to ‘live in a tonal world’ 
through the ‘mind’s ear’.

Granting the presence of sensory capacities in 
adequate degree, success or failure in music 
depends upon the capacity for living in a tonal 
world through productive and reproductive 
imagination. The musician lives in a world of images, 
realistic sometimes even to the point of a normal 
illusion. This does not mean that he is aware of the 
image as such any more than he needs to be aware 
of sensation in seeing an object. But he is able to 
“hear over” a musical program which he has heard 
in the past as if it were rendered in the present. 
He creates music by “hearing it out,” not by picking 
it out on the piano or by mere seeing of the score 
or by abstract theories, but by hearing it out in his 
creative imagination through his “mind’s ear.” That 
is, his memory and imagination are rich and strong 
in power of concrete, faithful, and vivid tonal 
imagery; this imagery is so fully at his command that 
he can build the most complex musical structures 
and hear and feel all the effects of every detailed 
element before he has written down a note or 

sounded it out by voice or instrument. This capacity, 
I should say, is the outstanding mark of a musical 
mind at the representation level - the capacity of 
living in a representative tonal world. This capacity 
brings the tonal material into the present; it colors 
and greatly enriches the actual hearing of musical 
sounds; it largely determines the character and 
realism of the emotional experience; it is familiarity 
with these images which makes the cognitive 
memory for music realistic. Thus, tonal imagery is 
a condition for learning, for retention, for recall, 
for recognition, and for the anticipation of musical 
facts. Take out the image from the musical mind 
and you take out its very essence.   

No one maintains at the present time that a person 
can be of a single imaginal type; but, in natural 
musicians with a rich feeling for music, the auditory 
type dominates, and perhaps largely because 
realistic imagery is always intimately associated with 
organic responsiveness. The motor imaginal type 
is ordinarily also well developed. It is not necessary 
for us to quarrel about the relation of kinesthetic 
imagery to kinesthetic sensation, but we can agree 
upon this: that the motor tendency to image the 
tone or  execute it in inceptive movements is highly 
developed in the musical  mind. The auditory and 
the motor images are normal stimuli for organic 
reaction in musical emotion. 

The necessity of living in a world of representation 
tends to bring out vivid visual imagery as well as 
imagery in the other senses, because there is a 
general tendency to reinstate, in the representation 
of a sensory experience, the whole of the original 
setting. Thus a musician not only hears the music 
but often lives it out so realistically in his imagination 
and memory that he sees and feels a response 
to the persons, instruments, or total situation in 
the rendition represented. Without this warmth of 
experience, music would lose its essential esthetic 
nature. It is a well-known fact that many persons 
who ply the art or business of music report having 
no developed imaginal life or concrete imagination. 
And it has been very interesting to observe in many 

such cases that, although they are engaged in the 
practice of music, their musical life is quite devoid 
of the genuine musical experience. They are often 
mere pedagogues or musical managers. 

The power of mental imagery may be developed 
to a marked degree with training. There is also 
good evidence to show that the power of vivid 
imagery deteriorates with non-use. A comparison 
of musicians and psychologists shows that the 
musicians stand very high in auditory imagery and 
the psychologists as a class comparatively low. 
This marked difference is probably due partly to 
selection and partly to training. There seems to be 
no doubt but that there are very great differences 
in the original nature of children in this respect.   

Mere strength and fidelity of imagery is, however, 
of little value except insofar as it is the medium 
for imagination. Music is an art, and he who 
plies it successfully has the power of creative 
imagination. This may be of the sensuous type which 
is characterized by luxuriant and realistic imagery 

The Psychology of Music was first published in 1938 – Pic: amazon.com
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The idea of musical workshop-ing celebrates 
a form of music-making that is open to 
possibilities and receptive to the participants’ 
musical ideas. John Finney reflects on a 
workshop that is part of a Saturday Music 
Centre’s programme of activities.

Mid-day Saturday and 23 young people aged 8-13 
have come to make music together in the large 
hall-cum-gymnasium. Chairs are being set out 
in a circle. It is the centre’s Creative Orchestra.  
There are violins, saxophones, clarinets, pianists, 
percussionists in equal numbers; harpist, bass 
guitarist, acoustic guitarist, cellist, trombonist and 
flautist. And a workshop leader who I sense will be 
a quiet presence with a clear voice of authority 

and who knows a lot about attunement.  Still 
encumbered with bags and not all instruments 
are ready.  A quiet word to move bags to their 
place and we are into a round-the-circle warm 
up. “Remember to keep it flowing.” The leader 
sets the round in motion with a simple four beat 
rhythm clapped. The class copy then comes the 
first solo from Jo, all copy and so on,  yielding 23 

without much reflection; it may be of the intellectual 
type in which creation takes the form of purpose, 
theories, or postulates as to the material of musical 
content; it may be of the sentimental type in which 
the flow of imagery is under the sway of the higher 
sentiments which are often nursed into esthetic 
attitudes, sometimes called “musical temperament”; 
it may be of the impulsive type in which the drive or 
urge of emotion flares up but is not long sustained; 
it may be of the motor type, sometimes called 
“architech tonic,” which takes the form of a realistic 
experience of action or of mere performance. 
According as a person is dominantly of any one or 
of a combination of these types, his  personality as 
a whole may in large part be designated by such 
a pattern. Thus, among others, we may recognize 
as types the sensorimotor, sentimental, impulsive, 
reflective, motile, and the balanced musician.   

While retentive and serviceable memory is a very 
great asset to a musical person, it is not at all 
an essential condition for musical-mindedness. 
A person may have naturally very poor memory 
of all kinds and get along well in music, just as 
an absent-minded philosopher may get along 
very well in his field. Furthermore, the possibility 
for the development of memory is so very great 
that with careful training a person with very poor 
memory may improve this manyfold to the point of 
serviceability. The musical mind that can reproduce 
many repertoires with precision is, however, a 
different mind from one which has neither large 
scope nor fidelity in retention or reproduction. But 
both may be musical. The personal traits in memory 
and imagination color and condition the musical life 
and often set limits to achievement in music. 

We are grateful to Dover Publications for permission to reprint 
the above extract from The Psychology of Music by Carl E. 
Seashore first published by Dover in 1967. This was an unabridged 
and unaltered republication of the work originally published by 
McGraw-Hill Book Company, Inc., in 1938.
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THE GOOD-ENOUGH 
MUSIC LESSON:  
The creative 
orchestra – John Finney

rhythmic ideas, ever more intricate and calling for 
ever more attentive listening. And that’s how the 
session moves forward – everybody learning to 
listen, having ideas, making suggestions, having 
thoughts; everybody with a part to play in what is 
made together today with the leader ready to offer 
stimuli, and who leads how I had imagined, gently 
attentive to fresh thinking, new possibilities. The 
stylistic generator is a group of Samba grooves.

And then there is a complementary pentatonic 
melodic framework set out in the centre of the 
circle with D E G A B represented in line by five 
spaced objects. E is a big box, for E is to be our 
tonal centre. The children are reminded how, by 
stepping between the objects/tones, the melody is 
made and how a repertoire of signals calling for 
variation in durations and dynamics can be used. 
And before long the class are rehearsing with their 
instruments how to make notes really short, notes 
that grow louder and then, as players volunteer 
to lead, so more possibilities emerge to be thought 
about. “Any suggestions, thought, ideas?” asks the 
leader. Some suggestions come fully formed, some 
convoluted, some tongue-tied inviting others to 
articulate more clearly before reaching their final 
form in the music. What a long way words can be 
from music.

An important part of the process is the assembling 
of the material into a work in progress that we can 
all be absorbed in for a few minutes. Then more 
thoughts, ideas, suggestions. 

The class are relaxed about all this. They are 
learning to be still, thoughtful, circumspect, 
wondering, some just being, barely becoming so 

“An important part of the process is the 

assembling of the material into a work in progress 

that we can all be absorbed in for a few minutes”

COMMENT & OPINION | The good-enough music lesson___________________



it seems.  The harpist seems happy enough to be 
there with her harp. Time is not rushing on. There is 
none of that ‘fast pacey please the inspector stuff’ 
here, rather staying with the moment, indwelling 
the music. Rapid progress is a stranger here, slow 
learning a virtue.

Ibrahim take a lead and tells us that we can think 
of the music as being like a journey. Ideas are 
flowing faster now with contributions from Peace, 
Oscar, Naomi, Jo and Jessie. More leaders in turn 
take centre stage and confirm this way of working, 
expand tonal and rhythmic possibilities calling for 
music made with intention as well as deliberation.

The rhythm section is strong, rarely lose their 
groove. Frederick takes time out to teach Joe 
how his cabasa part should go and this is in the 
middle of a six minute playing.  Now Oscar suggests 
combining four ideas to add to the advancing 
sophistication of what is not actually a piece of 
music, rather a series of sketches that might 
become a piece. The leader, for the first time 
mindful of the time, for there is a time to end the 
session, says, “Seven minutes to go” and Oscar 
leads the final excursion. “It’s a journey to an 
unexpected island,” says Naomi.

We are now well into the afternoon on this dull 
Saturday; it’s time to go home. Chairs away. With 
repose and a simple satisfaction, so it seems, the 
children go their way. I wonder what will happen 
when the choir joins the orchestra next week?

COMMENT & OPINION | The good-enough music lesson___________________ Teaching & Learning | Marking the World War 1 Centenary____________________

Music Partnership North presents its plans to 
commemorate the start of the World War 1 
Centenary, with events and projects throughout 
Newcastle and Northumberland.

2014 sees the start of the World War 1 Centenary 
and the development of this theme has not only 
provided a real focus for many of the Music 
Partnership North’s more creative staff to develop 
new resources and projects in schools and their 
communities, but it has also provided a perfect 
platform and further opportunities to strengthen 
partnership working through the Music Hub and its 
extensive and growing list of external partners. 

All Music Partnership North’s strategic partner 
organisations, which includes Newcastle and 
Northumberland Music Services, The Sage 
and Newcastle College, have contributed to 
the programme and it has served to develop 
relationships and provide, in a very practical sense, 
real opportunities for greater collaboration and 
sharing of staff expertise and resources.

So how does the Centenary support the core 
purpose of Music Hubs? How can we possibly 
motivate both Foundation degree rock music 
students in the College and the reception class in 
the local Primary school? How can it impact on the 
First Access Pocket Trumpet class in Key stage 2?

Well, actually I think you’d be surprised. The 
war has so many themes, angles, points of view, 
incredible stories, outrageous heroes and villains, 
social consequences, historical significance, sense 
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of tragedy and loss, creative responses, global 
events and individual examples of selfless heroism, 
it’ s hard to actually decide where to start!

When a 20th Century mechanised war machine 
did battle with 19th Century tactics and values it 
wiped away the old order for some and reinforced 
poverty and ignorance for many.  Music has a key 
role in allowing our children and young people 
to examine many of these universal issues and 
to express their own thoughts, feelings and 
responses. By supporting their engagement with 
the Centenary we hope that much of this distant 
and remote history will come alive, instigate a whole 
new chapter of research and creative activity and 
inform a better understanding of those times, 
particularly as they are reflected in many of today’s 
issues.

Ok, so plenty of material to go and of course the 
war wasn’t over by Christmas and I hope neither will 
our programme. This is just the start of what could 
be a four-year campaign.

Timing has been critical. The War didn’t actually 
start until August 1914, but of course, 2014 has seen 
the start of the Centenary with national news items 
and increased activity in the media, the opening 
of new archive material, a higher profile for the 
National War Museum with it’s comprehensive 
online material and of course, the possibility of 
support from National Heritage Lottery funding.

For some schools, this has seen the start of a 
major offensive, but for many, they are just at the 
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The stories will explore themes such as friendship, 
patriotism, sacrifice, courage, fear and loss in a 
format that is more suitable and engaging for 
them.

During the day long immersive workshop the 
children will be introduced to the Adventures of 
Bertie Blue, the bravest pigeon in the world, and the 
Captain as they do battle with the Black Baron, the 
famous pigeon hunter. Bertie will save the day by 
flying vital messages about the attack at the front to 
the General back at headquarters.  By flying through 
a hail of bullets, shells and shrapnel, keeping low 
over no mans land and finding the desperate 
Tommies cowering in a trench, he will be become a 
national hero and awarded a big medal for bravery. 
In turn the children will be introduced to unique 
World War 1 terms and concepts such as no man’s 
land, a blighty, creeping barrage and so on.
 
Follow up workshops delivered through the Music 
Service Level Agreement will invite schools to pick 
up this work in more detail and give the children 
extended opportunities to create their own music 
theatre work based on the books. All the stories in the 

(alla Mary Poppins) to study his 
technique close-up, or swim in shark-
infested seas.

 The day I first came across this amazing 
space was when I was guiding a visiting 
Headteacher from Jersey around 
a number of new and innovative IT 
projects in Newcastle.  At Milecastle, 
the pupils had just been on a simulated 
open bus tour of London. The teachers 
acted as guides as the bus stopped at 
famous landmarks and they soaked up 
the sights and sounds of London. This 
gave me the idea to recreate the trenches in World 
War 1, have actors in role to greet them as they 
arrive and completely immerse them in the sights 
and sounds of battle as they prepare to go ‘over 
the top’.

  With its ability to project images and film footage 
on all four sides of the performance space, we 
are now piecing together from online sources, the 
backdrop, which we hope will prove to be evocative 
and compelling. Visiting groups of children from 
across the region will be thrown into the chaotic 
and dramatic world of a frontline trench. Facilitated 
by College drama students, the children will be 
confronted with the realities of trench life, sing 
songs like they did in 1914 and try to help the 
wounded after going over the top (courtesy of 
some very realistic looking stage makeup!). This 
sounds potentially rather gruesome, particularly as 
much of the black and white film footage you find is 
very realistic and gritty and clearly not suitable for 
younger children. 

Consequently, we have a creative team working on 
developing a new series of interactive children’s 
storybooks, written to introduce some of the main 
elements and themes of the First World War in 
an age-appropriate and very child-friendly style. 

skirmishing stage. So, gradually raising awareness 
of the potential with a propaganda campaign has 
begun. Regular updates, mailings, agenda items 
on Headteacher and music coordinator network 
meetings and postings on our website is gradually 
having an effect.

As early as September 2013 Newcastle College 
adopted the World War 1 Centenary as the main 
theme for their student induction programme. 
Every faculty was allowed to respond in their own 
way resulting in new songwriting, art and graphics 
exhibitions and drama pieces.  A conference 
arranged by the College in November invited 
students and staff to explore a number of 
creative responses to WW1 through established 
music, art and literature from a local and national 
perspective.  We were invited to present our new 
resources especially written to support a Primary 
Workshop programme, which is planned to begin 
in March 2014.  Subsequently, these resources have 
provided a framework for students to go on and 
devise a related musical theatre piece, which will 
tour schools later this year.  An early recording of 
newly composed music, performed by musicians 
from The Royal Northern Sinfonia gave a fantastic 
opportunity for students to work with Classical 
musicians in the studio, many for the first time. 

The World War 1 Experience
Perhaps one of our most exciting new projects 
is The World War 1 Experience, which is a 
collaboration between Newcastle Music Service, 
Newcastle College and a Newcastle Primary School. 
Milecastle Primary School, which is in the outer 
west area of the city boasts a newly installed 
360 degree Immersive Education Suite. The use 
of the Immersive Suite is being developed by a 
small dedicated group of teachers in the school. 
Lessons are wondrously transformed. Pupils 
are transported to the American Rainforest for 
example, or they can jump into a Seurat painting 

TEACHING & LEARNING | Marking the World War 1 Centenary_____________________

During the World War 1 Experience, children will be introduced to the Adventures 
of Bertie Blue, the bravest pigeon in the world, and the Captain as they do battle 
with the Black Baron, the famous pigeon hunter.
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large stadium venue, over 1000 young players and 
their teachers to perform together, celebrate their 
success and have some fun. This year Newcastle 
Music Service is inviting Northumberland schools to 
take part and we are hoping to double our number 
of players to 2000. 

The event will also provide the opportunity for the 
children to hear the new In Harmony Orchestra 
from Hawthorn Primary School in Newcastle. This 
remarkable project has within 18 months created a 
100 strong orchestra, which is already playing at a 
remarkably high standard. 

Altogether it’s quite a sound and spectacle! All the 
children are taught as part of their class lessons 
the pre prepared music and there are sufficient mix 
and match parts to accommodate every possible 
instrument including - Ukuleles, guitars, recorders, 
steel pans, as well as the usual brass, woodwind 
and strings. This year’s music, which has just gone 
out to schools, includes songs from the First World 
War as a key part of the programme. 

Try to imagine 2000 young First Access players 
Packing up their cases, keeping the Hub fires 
burning and hanging up their instruments on the 
North East line!

I like to think that this event in particular and 
indeed our World War 1 Centenary programme as 
a whole, epitomises the very essence of what we 
are trying to do here at Music Partnership North. 
We are enthusiastic, creative, aiming to be bold 
and innovative, conscious of the past and looking 
to build a plan for the future.  For many reasons 
I’m looking forward to the remainder of 2014 and 
beyond.

Steve Halsey is the Director Music Partnership North -  the Music 
Education Hub in Northumberland.

During preparation for the performance, schools 
will be invited to visit the church, spend time 
researching into the background of some of the 
names and hope to bring these people to life. 
Their own creative responses will be integrated 
into the new Cantata, which will be constructed in 
a range of musical styles and will be supported by 
a multimedia presentation. The presentation of 
the piece, both in the schools and the church, will 
include dance, drama, creative writing, composition 
and songwriting as well as a large mixed ensemble 
of singers, musicians and performers. An exhibition 

of students writing, painting and music will be 
exhibited in the church, including copies of those 
famous Christmas 1914 letters.

This project is about engaging and connecting 
today’s young people with the young people of 
the past. This will allow them to discover, to some 
extent, who those other young people were, how 
they felt, what motivated them, what were their 
hopes and aspirations and allow them to share, 
to a limited extent, in what they experienced.  
Making that connection will, we hope, intensify their 
responses to the Centenary and make it even more 
personal and meaningful.

The Big Gig
Each June, we host the Big Gig at Newcastle Sports 
Central. The Big Gig is a celebration of the First 
Access work that has been going on in our schools 
throughout the year and brings together, in one 

first series, which includes illustrated picture books, 
audio story recordings with complete soundtracks, 
songs, instrumental activities and teachers notes 
will chart the course of the war and link to major 
battles and events in later years, thus extending the 
commitment to the project beyond 2014.

‘I don’t know who you are’
The oldest Church in Newcastle - St John The 
Baptist at the bottom of Grey Street by the railway 
station, has two very interesting connections 
with the First World War. The first is that the Rev. 

Nicholas Buxton’s grandfather was present in the 
trenches during the famous Christmas truce in 
1914. His letters home, which now are displayed in 
the National War Museum, describe the events 
of that day and paint a fascinating picture of 
social attitudes of the time. The other is that all 
information about the 60 or so parish victims of 
the war commemorated on oak panels around the 
side chapel of the church is lost. The church also 
has a second commemorative panel by the front 
entrance which has 20 names, unusually listed 
alphabetically by Christian name. The names include 
one female also.

Who were these people? Where did they live? 
What happened to them in the war? These are the 
questions which will inspired the writing of a major 
new multimedia music Cantata I Don’t know who you 
are, which is planned to be performed in the church 
in November.
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“The war has so many themes, angles, points of view, incredible 
stories, outrageous heroes and villains, social consequences, historical 

significance, sense of tragedy and loss, creative responses, global 
events and individual examples of selfless heroism”
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Each partner -  Leicester-Shire Schools Music 
Service (LSMS), Bullfrog Arts and the Looked After 
Children’s Service in Leicester -  brings something 
unique to the project.  The LSMS  work closely with 
Bullfrog Arts to help deliver the project. A member 
of LSMS staff sits on the partnership board for this 
project and offers help and support by observing 
and feeding back on sessions and assisting with 

reflective report writing and project evaluation. 
With full knowledge of the National Plan for Music 
Education, LSMS ensures that this 
project fits within the local Singing 
Strategy, compliments the other core 
and extension roles of the National 
Plan and works towards the wider 
government agenda. 

Bullfrog arts co-ordinate and deliver 
the project both strategically and 
artistically. Bullfrog Arts is a small 
Leicester based Arts Company 
of practitioners and teachers 
who provide participatory arts 
experiences to inspire looked after 
and vulnerable children and young 
people. Specialising in singing, 
music, drama and dance, Bullfrog 
work in inspirational settings where 
environments and activities are 

Sarah Barton highlights how successful 
partnerships can work through a project 
set up to meet the needs of Looked After 
Children in Leicester.

The Every Song Matters project in its current form 
was set up in 2011 when nationally, The Looked 
After Children Evidence Review 2010 (Youth Music) 
identified how high quality music making has a 
role to play in meeting the needs of Looked After 
Children. An analysis of collective experience of 
‘Sing Up beyond the mainstream’ funded projects 
showed how engagement in music making projects 
supported the development of looked after 
children’s resilience when dealing with the barriers 
they face as children in care. Leicester-Shire 
Schools Music Service (LSMS) and Bullfrog Arts felt 
that there was a demand for this kind of work to 
continue and evolve, and as a result,  submitted a 
successful bid to Youth Music to plan and deliver 
‘Every Song Matters’ in Leicester.
 
As part of the ‘Sing Up Beyond the Mainstream’ 
Looked After Children’s Project and our Youth Music 
Every Song Matters Project, extensive consultations 
were held with both staff and young people from 
the Looked After Children’s Service in Leicester. This 
included children and young people, foster carers, 
Corporate Parents, service managers, operational 
staff and the virtual school service. This research 
and consultation identified a real lack of creative 
opportunities specifically targeted for foster 
children and children in care in this locality. Many 
Looked After Children require additional support 
both emotionally and practically to engage and 
attend mainstream singing and musical activities.

Every Song Matters Partnership:  
A Case Study – Sarah Barton

 

meticulously planned to promote well-being and 
achievement. The Bullfrog Team is a team of six 
highly skilled freelancers and draws together 
a huge range of skills to enable the project to 
succeed. 

The Leicester Looked After Children’s Service 
provides pastoral support by enabling social 
workers to be present at the sessions, getting 
involved themselves and providing useful insights 
into changing situations that maybe affecting the 
young people on a week to week basis. They also 
assist in the reflective discussions that are held 
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The Bullfrog Team, who’ve worked closely with the Leicester-Shire Schools 
Music Service,  is made up of highly skilled freelancers and draws together a 
huge range of skills to enable the project to succeed.

https://soundcloud.com/music-mark/looked-after-children-project
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within the partnership and its practitioners. Time 
for reflection is built into every session so that staff 
can assess musical progress as well as discuss 
issues around individual children. These meetings 
are structured around reflection forms with set 
discussion questions and quality criteria. Before the 
next session there is time to use this work to plan 
delivery and agree strategies. 

The project is currently on-going with another set 
of sessions currently taking place, leading up to 
a performance at LSMS’s Summer Gala concerts 
at De Montfort Hall. This will be a huge milestone 
for the project and the young people involved in 
it and really demonstrates the personal journeys 
that each of the young people have taken in 
order to have enough confidence and musical skill 
to perform in such a large, mainstream venue 
alongside their peers.  

Sarah Barton works for Leicester-Shire Schools Music Service and 
sit on the partnership board of the Every Song Matters project.

Sarah’s tips for successful 
partnerships 

• What works already? If you are starting a new 
partnership from scratch, then have a look at 
what other similar successful projects have 
done and what types of people they have 
on their partnership board. Having the right 
people to help drive your project forward is 
really important 

• Meet regularly as a partnership team. Formal 
meetings, as well as regular informal chats, 
make sure that everyone is up to date on 
where a project is at and any challenges it is 
facing. It also keeps your project high up on 
people’s agendas, therefore moving things 
forwards all the time 

after every session, helping to inform and plan 
future practice.

The project board meets together half termly and 
is made up of personnel from Bullfrog Arts, LSMS, 
Fostering Service, social work field services and the 
virtual school team. By drawing all these different 
services together, it is possible to keep the project 
high up on people’s priority lists and enables a 
wider range of skills and services to input into the 
project and the success of its outcomes. 
 
In this particular case, I think the partnership work 
has been exemplary by the way in which a diverse 
range of partners come together and offer their 
unique skills and service to deliver one unified 
vision that they all believe in - to improve the lives 
of looked after children through the arts. This 
is an established partnership that incorporates 
the statutory and voluntary sectors, including 
education, social services and community music 
and the partnership has a history of delivering 
exceptional projects with demonstrable outcomes. 
Leicester City Council Looked After Children’s 
Service, who form part of the project board, 
provide a support and challenge role to monitor 
practice and ensure the work is tailored to the 
needs of the service and the individuals in its 
care. Bullfrog Arts provide artists who are highly 
skilled at working with vulnerable children. This 
is complimented by Leicester-Shire Schools Music 
Service’s many years’ experience of working in the 
education sector. With the two arts organisations 
being part of the Leicester-Shire Music Education 
Hub and with LSMS as the lead partner, the 
partnership is well placed to deliver high quality, 
joined up work.

The partnership also uses Reflective Practice as 
a key tool in delivering quality bespoke work. This 
practice has been honed over several projects, and 
is now a fully developed, tried and tested model 

• Showcase your work – invite partners, 
stakeholders and the wider community to 
come and see your work. It will help them 
understand why what you are trying to 
achieve is so important and the impact that it 
is having. This might also help to future-proof 
your project if you have plans to continue 
your work. 

• Really capitalise on the varied expertise 
within your partnership. If you have chosen 
your partners carefully, each of them 
should offer something that your project 
needs in order to succeed. For example, 
if one of your partners is from local 
government, use them to raise the profile 
of your work and keep it up there on wider 
agendas. 

• Have a good understanding of what each 
other’s organisations do and their vision. 
Hold meetings at each other’s workplaces 
and find out what makes each other tick! 
For example, a member of Bullfrog Arts 
sits on the Executive Committee of the 
Leicester-Shire Music Education Hub, 
creating an understanding of the bigger 
picture and in turn informing the strategic 
planning of a project that is relevant and 
current. 

• Evaluate and plan to evaluate – chances 
are if you are receiving funding for your 
project you will have been asked how you 
plan to evaluate it. Decide on your desired 
outcomes as a partnership team and then 
put really clear evaluation tools in place. 
This will make sure that the project is 
continually evolving and that all partners 
are clear about what is trying to be 
achieved. 
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vocal workshops with young children and teenage 
girls – finding ways of dealing with disruption and 
short attention span. 

Day- to-day management of the project was 
provided by Lucy Hunt with musical leadership from 
Nia Lynn and Emily Wright. Having vocal leaders 
of the highest quality was vital to the success of 
the project as their inspirational musicianship, 
resourcefulness and professional background 
immediately forged positive relations between 
them and the children.

Working with the younger students, the leaders 
soon realised that they needed to change 
repertoire quickly/often to keep the focus of 
the group using lots of small, short activities and 
working with smaller groups led to much improved 
concentration levels. The feedback from the 
school was excellent, with the children saying that 
they wanted to come to school because of singing 
sessions - and boys learned to not get involved in 
conflict in the group.

The South Gloucestershire Music Hub, in 
association with partner WOMAD, presents 
its first report on the project it is running 
for children from the Irish and Roma 
communities who are resident on two sites 
provided by South Gloucestershire Council. 
Called A Traveller’s Voice, the project 
encourages children and young people to 
engage in music-making through a vocal 
project.

A Traveller’s Voice has been a marker of the 
transformation of the former Music Service in 
South Gloucestershire as a hub, using finances 
to spread the value of work and working with 
partners to reach further. 

The project was initiated as the Irish and Roma 
Communities are one of the largest ethnic 
groupings in the Local Authority. The first phase 
of the project involved working with young people 
aged 5-16 in three groups. Two of the groups were 
children in Years 1-3 and Years 4-6 who attend Holy 
Family RC VA Primary School. The school cohort 
can include up to 45 children from the traveller 
community at any one time. 

The third group was made up of elected home-
educated teenage traveller girls who live on 
Council provided sites who came to the South 
Gloucestershire Music Hub base at Little Stoke 
Primary School for their sessions. 

The project aims were:

• To improve language and written skills 
through song & song writing using music 
as a catalyst for change 

• To encourage the participants to connect 
and engage with wider communities

• To introduce the participants to a range 
of instruments such as Accordion and 
Bhodran 

• To explore links between language, 
storytelling, drama and music to give 
participants the skills they need to 
compose music

• To develop musical skills and develop 
confidence, self-esteem and understanding of 
their own cultural identity 

It was funded by the South Gloucestershire Music 
Hub,  with partner funding through the Youth Music 
Inclusion “Soundsplash” breakthrough project led 
by the Bristol Music Trust. Central to the success 
of the project was building on the relationships 
established by the  South Gloucestershire Ethnic 
Minority and Traveller Achievement Service (EMTAS)
who supported the project throughout. The Ethnic 
Minority and Traveller Achievement Service works 
in partnership with South Gloucestershire schools 
and settings, other agencies, young people and 
their families to support access, inclusion and 
raising the attainment of Black and Minority Ethnic 
and Gypsy, Roma, Traveller children.

Given their strong background in working with 
hard to reach communities, the WOMAD Foundation 
was commissioned to deliver the project which 
focused on engagement and participation. These 
areas of focus were chosen through preparatory 
discussions and consultation with EMTAS and initial 
meetings with traveller communities and music 
leaders. Through this lens, practice was developed 
to find alternative approaches to group work in 

A Traveller’s Voice 

– Lucy Hunt  and Richard Jones
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Working with the younger students, the leaders soon realised that they needed 
to change repertoire quickly/often to keep the focus of the group using lots of 
small, short activities and working with smaller groups led to much improved 
concentration levels.
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Inside an Ocarina (‘vessel flute’ is the generic 
name), air vibrates in one large mass without 
creating a directional column of air, or 
wavelength. Ocarinas cannot be overblown to 
play upper octaves, or produce squeaks. The 
pitch of each note is determined solely by how 
much air escapes through the finger-holes, rather 
than by the position of these finger-holes.

Thus if the laws of physics dictate positioning 
finger-holes in hard-to-reach places down the 
length of a tube, those same laws allow finger-
holes to be positioned anywhere on an Ocarina 
to suit the player’s hand. And, if squeaks and 
split notes feature prominently with groups of 
beginners on other wind instruments, the sound 
of Ocarinas is always forgiving.

So how is 3D sound different to the listener? In 
the ancient world, Ocarinas were highly prized 
amongst musical instruments, their sound so 
special that they were played in healing and 
religious rituals and placed in ceremonial burials 
of rulers and emperors. The recent British 
Museum ‘El Dorado’ Exhibition featured Ocarinas 
as principal musical instruments, alongside the 
golden treasures of ancient Colombia.

The sessions for teenage girls have included 
participants from both the Irish Traveller 
Community and the Roma community. We were 
initially told that this wasn’t possible but it appeared 
that the girls knew each other more than had been 
thought. However, the challenge came from trying 
to maintain continuity with communities who are 
inevitably on the move at certain points of the 
year and not used to regular commitment. Support 
from EMTAS was a vital link here and Nicky Rice 
and Lisa Fletcher worked tirelessly on the sites to 
engage the support of the girls. They too had a 
safeguarding responsibility as the girls have so 
little interaction with adults outside of their site. So 
for them, there was a positive spin-off as they were 
able to see the girls in a different environment, 
one that was always positive. Musically, a range 
of repertoire was used but both groups really 
identified with music from their own culture of 
which they are incredibly proud.

So with lessons learned, we move onto phase 2. A 
dozen Traveller girls came to work with our new 
project team and we started work at Holy Family 
again. We will add an additional strand by working 
with a group of young teenagers who attend a 
clinic to for self-supported study in a local library. 
This work is basically core curriculum support 
but once a month they will participate in a music 
workshop.

Being a Hub is more than being a service - and 
working with hard to reach and disadvantaged 
communities is an area for the South 
Gloucestershire Music Hub to continue to develop.

The latest buzz word in modern  
technology is ‘3D’ - whether in films, with space 
debris hurtling towards audiences as they 
duck to avoid a collision or in printing, where 
fully functional products can be made to 
order from data. So, could 3D sound be on the 
horizon?  David Liggins explains how, thanks to 
the humble Ocarina, it’s already here.

Our modern string and wind instruments produce 
sound in a 2D linear manner, through strings 
vibrating in a straight line, or columns of air 
vibrating down a tube. Stop a string at its mid-
point and the sound goes up an octave. Blow more 
strongly into a tube and the sound also goes up 
an octave, as the wavelength of the air column 
halves. And, however three-dimensional a cello’s 
body may appear, its rounded shape only acts 
to amplify the sound, a sound that is created by 
strings vibrating in straight lines.

Whether children play whole-class clarinets, fifes, 
recorders or trumpets, this 2D principle applies. 
Despite thousands of years of development, 
these string and wind instruments still work in the 
same old way. There is, however, one instrument 
that embodies the rarely explored and explained 
secret of 3D sound. That instrument is the vessel 
flute, or Ocarina.

CLICK HERE TO WATCH

TEACHING & LEARNING: 
EARLY YEARS & PRIMARY 
Ocarinas: The secret to 3D sounds – David Liggins

https://vimeo.com/72774675
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finger holes on a modern English Ocarina has 
also revolutionised instrumental music teaching. 
Instead of covering multiple holes up and down 
the length of a tube, an English 4-hole Ocarina 
has just two pairs of holes side by side – no more 
question as to which hand is at which end of the 
instrument as both hands are naturally held to 
left and right; no more fine co-ordination of third 
and fourth fingers and thumbs is required; and 
reading music is not a prerequisite. Children as 
young as two or three years instinctively play 
English four-hole Ocarinas; teenagers also enjoy 
their simplicity. The finger-patterns are shown 
in tablature form, a tablature that Early Years 
Advisers have noted promotes reading-readiness 
in Primary Schools.

Whilst ancient four-hole Ocarinas offered just 
five pentatonic notes by covering none, one, two, 
three or four holes respectively, the modern 
English four-hole system allows for instant playing 
in the keys of D and G, in a D to D’ range. Various 
combinations of open and covered holes produce 
the full chromatic octave. This deceptively 
complete range of notes is easily played because 
the four holes are placed within easy reach of 
even the smallest fingers.

As well as superseding the linear fingering of 2D 
instruments, Ocarinas also bypass the note-at-a-
time, tune-at-a-time approach to learning. Once 
children read finger-charts, a task that usually 
takes around ten minutes, then any Ocarina music 
in tablature form can be played with minimum 
fuss. So, time spent learning the fingering for 
each note on a more complex instrument can 
be devoted to tonguing, slurring and phrasing 
with Ocarinas, thus rapidly developing players’ 

musicianship and repertoire.

The 3D sound of an Ocarina is not only unique in 
itself; it also adds extra dimensions of simplicity 
in learning, and rapid progress and confidence 
in playing. As a music teacher, I don’t miss the 
possibility of a class learning to play an additional 
two octaves; I rejoice in the success of every 
single child making clearly identifiable, beautiful 
sounds with each unique fingering, as they master 
every aspect of solo and group performing.

School Ocarina groups have won top awards 
at Music Festivals. Several adjudicators have 
commented on the quality of sound of the 
instruments and the musical competence of 
children at a young age. My first Ocarina group, 
and a Flute Choir from a different school, were 
both ‘Highly Commended’ at the Royal Festival Hall 
in 1986. Both performances were noted as being 
excellent. Members of the Flute Choir were all in 
the Sixth Form; my group were all in Year 7. The 
cost of any one of the Flutes was equal to the total 
value of all thirty ocarinas played by my entire 
group. Value for money and return on investment 
are important considerations in music teaching.

3D sound, 3D finger-patterns and 3D learning 
have revolutionised instrumental music in many a 
classroom. Class teachers understand and teach 
with Ocarinas. Children and their parents find 
Ocarinas excellent first access points into music. 
However, the old proverb says that “the proof 
of the pudding is in the eating” so I will close with 
some recent news. 

On 5th November 2013, I was invited to lead an 
attempt on the Guinness World Record for the 

This revered sound quality has been rediscovered 
in recent times. In 1974, the Polish composer 
Krzysztof Penderecki depicted the ‘stairway to 
heaven’ in his orchestral work “The Awakening 
of Jacob” with the sound of twelve Ocarinas. 
He recognised that Ocarinas make sounds that 
no other orchestral instrument can offer. And 
perhaps more familiarly, the Ocarina opening to 
“The Good the Bad and the Ugly” is memorable 
because of its unusually pure and otherworldly 
timbre.

In the classroom, my earliest experiments with 
Ocarinas produced flattering results. After 
a day teaching consecutive whole-class tin-
whistle lessons in the 1970s, I went home with a 
headache. After a day of Ocarina lessons, I went 
home happy. Why? With few upper harmonics 
and overtones, Ocarinas are easy-on-the-ear, 
no matter how many are played together. And 
in whole-class instrumental work, it usually only 
takes one or two ‘rogue players’ to spoil the 
overall sound; with Ocarinas, only the best players 
are heard.

This 3D acoustical miracle occurs because 
Ocarinas cannot be overblown. So when players 
blow too strongly, they are rendered silent; 
those who control their breath are rewarded 
with pleasing sounds. And, when children 
understandably play a little out of tune in their 
first lessons, Ocarinas produce none of the 2D 
upper harmonics that usually jangle together 
to spoil the overall effect. The fundamental 3D 
sound of Ocarinas played together blends well at 
all times.

In addition to this 3D sound, the 3D positioning of 
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counted – a new Guinness World Record.

The Royal Albert Hall went wild as children 
and adults celebrated. It was such a massive 
achievement. It also gives practical proof of the 
points made above. No other instrument could 
have enabled so many to achieve so much in such 
a short time with so little expert input. How many 
of us can boast a 95% success rate in our classes 
when our Key Stage 1 and Key Stage 2 children play 
challenging music on musical instruments?

The sound of so many Ocarinas blended 
perfectly; mistakes were there of course, but not 
one was noticeable; the most ham-fisted of adults 
played the quavers accurately in “Ode to Joy”. 
Children achieved this result after just one month 
of Ocarina lessons, and adults after as little as 
eight minutes tuition and practice.

So at 7.10pm on the 
evening of Tuesday 5th 
November 2013, I began 
an 8-minute ‘lesson’ for 
children and audience 
in the Royal Albert Hall. 
The Adjudicators didn’t 
know that some in the 
audience were playing 
a musical instrument 
for the first time in their 
lives. I had to teach the 
notes, the reading of 
the music, tonguing, 
rhythmic patterns and 
staccato and legato 
playing from scratch. 
This one ‘lesson’ was the only rehearsal for what 
ensued. No one knew what the sound of over 
3,000 Ocarinas would be like with so many first-
time players and primary school children. Some 
anticipated an acoustic nightmare. The recording 
doesn’t lie.

The sound effect was stunning. The video 
teaching had worked. The sound of over 
3,000 Ocarinas balanced perfectly with the 
accompanying Royal Albert Hall Great Organ. But 
would this be enough?

At the end of the evening, the Adjudicator 
announced that some adults were disqualified 
because they were giggling or taking photos 
instead of playing – an understandable response 
to a challenging and fun activity. And if we failed, 
at least lots of people had enjoyed making music. 
The tension was immense as the announcement 
was made – 3,081 played successfully and were 

Largest Ocarina Ensemble, previously set in China 
in 2010 by 831 players. We distributed Ocarinas 
to 1,200 primary school children just four weeks 
before a Royal Albert Hall concert. Their siblings, 
parents and friends were to be supplied on the 
night.

To break the record, we had to perform a 
substantial work, “classical or orchestral in 
nature” by playing continuously for seven minutes 
“to a professional standard”. If more than 5% 
of participants failed to play the correct notes 
musically, accurately and continuously, then the 
attempt would fail. 130 Stewards were in position to 
check if the 95% success rate would be met.

We could have broken the record with the children 
on stage. A new work for Ocarinas and Organ 
by Douglas Coombes MBE, “Ode to a Joyful New 
Star” was to be played featuring three themes 
–“Twinkle Twinkle”, “Ode to Joy” and the “New 
World” Largo. We knew that 6 to 11 year olds could 
play these in their first month of Ocarina lessons. 

To support the attempt, we put up videos of 
children teaching children. One can be seen here: 
According to a teacher’s blog, not only did their 
children practise during half-term by playing 
along with the videos, but they insisted their 
parents practise as well, so they wouldn’t be an 
embarrassment on the night!

Guinness World Record Breakers: 
3,081 young children set a new World Record for playing Ocarinas.

CLICK HERE TO WATCH

http://www.ocarina.co.uk/Ode-to-Joy/
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Kodály and why it works:  
Raising standards in Cheshire East 

– Liz Nicholas-Stannard 

Ocarinas: The secret to 3D sounds_____________

Kodály Specialist and musician Liz Nicholas-
Stannard discusses the principles of the  
Kodály approach and how they can benefit 
primary schools. 

I am a transformed musician. My colleagues at 
the Love Music Trust in Cheshire, school staff 
and fellow musicians have been drawn into an 
approach which has completely turned our way of 
thinking and teaching on its head. When delivered 
across an entire school last year the results 
were so undeniably evident that a documentary 
was made. What was more surprising was that 
whenever the approach was first mentioned, it 
was often met with resistance and rolled eyes. 
Several years of research and delivery later, I feel 
it important to share what is going on in Cheshire 
East and how crucial it is for the future of music 
education… an approach that guarantees every 
child will become a much better musician. 

The often misunderstood ‘Kodály approach’ 
is based on the work of Hungarian composer, 
philosopher and educator Zoltán Kodály. He 
revolutionised the music education system in 
Hungary as he believed that everyone had the 
right to a musical education; to read, write and 
hear music. The poor standard of the musicianship 
of conservatoire students shocked him into 
creating a new approach where music was first 
learned by ear and then by eye.

The impact of the Kodály approach on my own 
musicianship is almost immeasurable. I first 

When I first introduced Ocarinas to schools over 
thirty years ago, the 3D secrets of the Ocarina 
were largely unknown. I felt compelled to give 
up my secure music-teaching job in order to 
make Ocarinas more generally available, and to 
develop them for class music. Through those 30 
years, I have become increasingly amazed at the 
historic and scientific significance of the Ocarina, 
and the future potential of such an outwardly 
simple, unassuming musical instrument. The 
modern English 4-hole Ocarina was invented, and 
is manufactured, in Britain; its unique 3D qualities 
are proving to be world class in record-breaking 
as well as in Music Education.

David Liggins is a teacher, director of Ocarina Workshop, world 
expert in educational Ocarinas, contributor to “New Grove 
Dictionary of Music and Musicians” and a Guinness World 
Record title holder. david@ocarina.co.uk

experienced it four years ago through a weekend 
workshop aimed at early years and primary 
practitioners. I caught the ‘bug’ and started using 
the Kodály activities straight away. After four years 
of hard study, I am proud to now be a trustee of 
the British Kodály Academy and I am also the Kodály 
Specialist for The Love Music Trust (the Cheshire 
East Music Hub). 

Playing by ear
I was never one of those musicians who could 
just play by ear. I didn’t have perfect pitch and 
was irritated by my husband who was gifted 
with a musical ear. He was able to instantly play 
anything he could remember, in any key. However, 
since he had relied on his ability to play ‘by ear’, 
his sight-reading skills were never developed to 
the point of being very poor. There was always a 
communication gap between us when he couldn’t 
understand why I couldn’t just ‘hear it’ and I 
couldn’t understand how he couldn’t just ‘read it’, 
having both gained music degrees. Since we have 
both studied this approach, the playing field has 
been leveled and we have ‘topped up’ our lacking 
skills almost to the point of equality.

In the beginning I was mainly teaching ‘Wider 
Opportunities’ and used the activities I had learnt 
as way of developing musical skills before I gave 
out the instruments. It worked! My pupils could 
hear the music before playing it and could correct 
their playing themselves. I needed to know more. 

I took part in a six month course for advanced 
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you make conscious the skills they have already 
demonstrated. This is alternative to the common 
practice where skills are explained first, taught 
second.  

I have been working for nearly two years at 
Wistaston Church Lane primary school through 
the Love Music Trust. I teach almost every class 
weekly. Class teachers are present and I leave 
them activities to do between my sessions. Initially, 
headteacher Graham Prince expressed his doubts 
but I promised him that every child would engage 
with the approach. In a recent interview for a 
documentary inspired by the success of this 
approach, he said: “Every child, irrespective of age 
or gender or prior musical ability, everybody has 
relished the Kodály music and got a tremendous 
amount out of it. Peering through the classroom 
doors and spending time in lesson observations 
it’s self evident that every child has really looked 
forward to their Wednesday 30 minute slots with 
Mrs Nicholas and their class teachers.”

The approach encompasses all learning styles and 
has allowed each class to move at its own pace. 
There is not necessarily a fixed curriculum where, 
for example, Year 3 study ‘beat’. This means that 
you can quite easily have Year 3 children ahead 
of Year 6 children. Interestingly, last year’s Year 
6 classes performed very well, however this year, 
the Year 4 classes are ahead of where Year 6 
were last summer. This is because the approach is 
cumulative. Consequently, this cannot be a one-year 
programme. Each year that goes by the children’s 
standard is raised significantly and this presents 
exciting challenges each September when planning.

The most noticeable thing that has happened at 
Wistaston is the improvement in confidence, not 
just with the children. Now, the staff join in with 
everything and I hear about their escapades 
between my visits. About a term into my time 

gave me an in-depth knowledge of the approach, 
taught by Lucinda Geoghegan, (NYCoS). Part of this 
primary music course also included passing two 
musicianship tests; one to get onto the course and 
one to finish it. I had to show that I had developed 
both my teaching and musicianship skills, including 
singing modal scales in solfa and playing pieces in 
two parts on the piano whilst singing a third part 
with precise intonation.  I learnt how to sight sing 
and do two part dictations easily, things that at one 
time I never thought I would be able to do.
 
The most exciting moment of my first BKA Summer 
School was when we sang up and down the chords 
of a Bach chorale. I was singing the theory I had 
learned silently, mathematically with just a pencil at 
music college. Previously I had known the ‘rules’ but 
never known instinctively what they sounded like. 

Kodály and its impact
This approach is about learning music through 
singing and doing. It is accessible to all children. 

As well as thoroughly 
teaching musicianship, 
it builds social skills, 
confidence, links with 
literacy and numeracy 
and creates a musically 
literate and happy 
school.

Initially it is rather like 
‘learning by stealth’ 
as children think that 
they are simply playing 
games. Once they have 
a good repertoire of 
materials and have 
learnt basic skills during 
this stage, (such as 
keeping the beat and 
showing the rhythm,) 

Early Years tutors and learned about the 
philosophy of the approach; start as young as 
possible with native songs and make progress 
through simple logical steps and most importantly, 
have fun. Whilst I was on the course I was teaching 
every class in another primary school where I 
started to use the activities with older children, 
to great success. Since then I have been on three 
British Kodály Academy summer schools, two study 
tours to Hungary in Budapest and Kecskemét, in 
association with the Kodály Institute in Kecskemét. 
With each course and visit it became more 
apparent that this journey was not just about 
making me a better teacher but also a better 
musician. 

Last year I completed the Higher Education Level 3 
Springboard Course offered by the British Kodály 
Academy and Roehampton University. This course 
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Sharing the approach 
As part of my role as a Kodály Specialist for 
the Love Music Trust I have visited a number 
of schools across the county. I am teaching in 
Wistaston and able to give other teachers the 
opportunity to visit and experience this approach 
in action first hand. I have also been working 
alongside a number of schools to build the profile 
of their whole school music through this approach. 

Ofsted recently said that we do not expect 
enough from our pupils in music. They believe 
the main problem is that our staff are not always 
trained and therefore lack the confidence and 
skills required to pass judgement on the quality 
of a music lesson. As I work with these schools 
my main aim is to build the confidence and skills 
of the staff, to support them in their own musical 

Kodály and why it works: Raising standards in Cheshire East______________________

there, the music co-ordinator told me that the 
staff had been so confident about leading songs 
in assemblies that she was able to sit at the 
back and just watch for the first time. Songs are 
shared between classes in assemblies and on the 
playground. I am often scuppered when I plan to 
teach a class a new song and find that they have 
already learnt it from siblings, friends or other 
classes!

This is the epitomy of the Kodály approach in 
action. It has brought a common language to 
the school, a language that is then taken home 
and shared between siblings, other groups and 
friends. It is a social experience that transcends 
vertical ‘levels’ and tightly defined ‘grades’. It 
is almost impossible to put into words what the 
philosophy of this approach is. It is something which 
really just needs to be experienced.

A school which embraces this approach is giving its 
staff and its pupils an opportunity to have music in 
every part of their lives, to have music and singing 
as something which is normal and easy. This is 
what Kodály wanted to achieve for the children in 
his country and we have the opportunity to give 
this amazing gift to our schools and children too. 

abilities. I have heard so many teachers say thinks 
like ‘why didn’t they teach it like this when I was at 
school? It just makes sense’. Plans for the future 
include further training opportunities for the 
staff that have been working with us. They can 
choose whether they would like weekly visits or a 
termly inset. The main change which music co-
ordinators are commenting on is the newly instilled 
enthusiasm and eagerness of pupils and staff to 
get involved.  I look forward to working with other 
schools in the future and seeing the long-term 
impact of this approach as the children move up to 
high school. 

Follow the British Kodály Academy on Twitter at @kodalyuk or 
follow Liz at @penguinlizzy.

In 2013, Liz Nicholas-Stannard completed the Higher Education Level 3 
Springboard Course offered by the British Kodály Academy and Roehampton 
University. The course gave her an in-depth knowledge of the approach.

1818

“The Kodály approach is about 
learning music through singing 
and doing. It is accessible to all 
children and builds social skills, 

confidence, links with literacy and 
numeracy and creates a musically 

literate and happy school”



I believe the iPad can be used as the most engaging, 
versatile and inclusive musical instrument that 
has been produced for musicians of all ages and 
levels. It can develop musicality through the most 
creative and engaging ways that are inclusive to 
all.  The recent iPad concert at my SEN school is 
successful proof of this. I am passionate about 
sharing good practice to encourage recognition for 
speedy implementation of CPD for staff in all types 
of schools, demonstrating how to embed the use of 
mobile technologies into the new music curriculum.  
It is time to break down the barriers and help all 
adults engage with this technology, before children 
overtake their understanding any further. As 
Lawrence Stenhouse, put it: “There is no curriculum 
development without teacher development” 
(Stenhouse, in Silbeck, 1983). 

Great Oaks school
In 2010 Great Oaks took part in a £20,000 Creative 
Partnerships project with the University of 
Southampton to develop communication apps to 
use alongside widget symbols. The school also 
invested in twelve ‘creative’ iPads to be used in the 
creative arts department. My first experience of 
using the device was in September 2011 in a follow-

Your piece needs to develop stylistically – so listen 
to music in a similar style and make a note of how 
the music keeps your attention as it goes on.

These are the questions you need to ask 
yourself…

If you spot a moment or a technique that you really 
like but you don’t know what it is, bring it in and 
show it to Miss Francis. Make a note of your ideas 
and intentions as you go along

There are various tried and tested techniques.  
You could try one or two of… 
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TEACHING & LEARNING: SECONDARY 
Exploring pathways: The composing process 
worksheet 4/5 – Jennie Francis

This is the latest in a series of worksheets by Jennie Francis that compliments her original article 
Composing at GCSE – exploring pathways in Issue 35 of the NAME Magazine (Spring 2012). It can be  
used for teaching composition in secondary schools.

How is the piece structured?   
Are there sections which provide contrast?   
 How are they contrasted?

How and when does the music climax?

How do the dynamics enhance the mood?

How does the texture enhance the mood?

Does it change key?

What happens to the rhythm and melody as 
the piece reaches its climax?

How are the instruments/voices used as the 
piece progresses?

Dominant pedals to create tension…   
Tonic pedals to provide release… 
Crescendo into a climax…   

Changing to a key which is further along the 
cycle of f ifths to make it sound brighter…

Using dissonance to create tension…  
 Thickening the texture as the piece develops

Changing accompaniment style... 
Putting the melody in a lower part and  
adding a counter-melody once the tune  
has been established

Exploring a musical idea by augmentation, 
diminution, inversion, sequence,  
ornamentation etc. etc.

iPads in the Music 
Classroom – Kellyjo Peters

With an increasing number of classroom 
teachers beginning to take advantage of the 
music-making possibilities iPads can offer, 
Kellyjo Peters shares her experience of using 
them at Great Oaks SEN School in Southampton.
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and then differentiated each part. All students 
developed their ensemble and aural skills and 
some classes performed with no adult support, 
which is a great achievement for children with 
learning difficulties. To further develop the music 
work,  I am preparing for a second iPad concert 
in May. I will aim to demonstrate the versatility 
of the iPad as an instrument by incorporating 
improvisations, DJ mixing, compositions and 
ensemble performances.  

The Southampton Music Hub is supporting the iPad 
project by sending in a professional violinist from 
‘Cordelectra’  so we can explore the potential 
of creative methods of music making with live 
instrumentalists. We are planning a school 
production of ‘Aladdin’ for the summer term 
and I am already exploring apps that allow the 
students to play live incidental music using Arabian 

up Creative Partnerships project. I immediately 
recognised the true potential of this versatile and 
extraordinarily creative device. Keen to develop 
this potential I worked with a performance poet, 
Ricky Tart. The sessions Ricky led included music 
app exploration and iPad ‘jams’ through creative 
teaching approaches. These were perfect for the 
children at my school, where I am the music lead 
for 145 students with a broad range of complex 
learning needs.

Through funding as a performing arts specialist 
school, the school hall was transformed into a 
professional standard concert venue, with a 
state of the art PA system. I appreciate how lucky 
I am to work in such a creative-minded school. 
Every Tuesday after school, open ‘jam’ sessions 
naturally developed with other staff members who 
are also passionate music enthusiasts; guitarists, 
songwriters and beat-boxers. When we improvised 
music together, we recognised and interacted with 
the many different sound-worlds individual apps 
offer, while appreciating the amplification through a 
decent PA. The Ofsted report Making More of Music 
(Ofsted, 2009) highlighted in its findings that in music 
teaching there is ‘a lack of attention to internalising 
sound as a basis for creative thinking’. IPads allow 
this to happen intrinsically as the students explore 
apps and settle on modern and engaging sound-
worlds they find aesthetically pleasing. 

Ricky Tart and I explored song-writing apps with 
Year 10, taught ‘Seven-Nation Army’ by The White 
Stripes to Year 8, and used apps to illustrate the 
characterisation of a story with year 7. Ricky rewrote 
a comic version of ‘Little Red Riding Dude’, while 
students improvised on apps to illustrate characters. 

In May 2012, as a result of the project’s success, 
I was asked to bring an iPad band to perform at 
the last ever Creative Partnerships conference 
in Portsmouth Cathedral. The band was given a 

ten-minute performance slot. I used a selection 
of songs students had learned to play during 
the project, and interspersed it with individuals 
improvising on appropriate apps set in linking keys. 
How thrilling it was to hear the beginning of the 
performance, as a student with low self-esteem 
and learning difficulties performed a one-minute 
improvisation using the Soundprism app. How 
unique it was to have an organ improvisation in 
a cathedral played on the tablet. The audience, 
who included a range of creative professionals, 
was enlightened to how the devices could be 
used as a musical instrument to support children 
with very complex learning needs to succeed in 
performance. The iPad band was given a £3000 
grant to improve and build on the project.

In 2013 Great Oaks was the first special needs 
school in the country to be loaned forty iPads by 
Jigsaw 24 for a project to see if they could help 
bridge the gap between school and home learning, 
particularly with SEN students. Our school’s ethos 
is clear on inclusion and equal opportunities for 
all, so students with severe and moderate learning 
difficulties participated in the trial. My year 9 tutor 
group took part, which enabled me to explore 
how to teach numeracy and literacy using apps. 
Teaching a class who all have their own tablet, and 
with Apple TV, means you no longer have to stand 
and write on the whiteboard, turning your back to 
students. You can remain seated with them and 
simply type on the tablet, which appears on the 
screen behind. The qualities of this as a teaching 
method allows for greater interaction with the 
class as the learning is taking place. 

Recent Projects
In October 2013 we held an iPad concert at Great 
Oaks. It consisted of classes performing live songs 
they had been learning as an iPad band for six 
weeks. I taught bass-lines, chord sequences, and 
drum rhythm patterns to every child in each class, 
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of school. They summarise by writing: ‘We consider 
that ongoing, subject-specific mentoring and 
progressive CPD which takes place firstly in a safe, 
supportive and creative environment and then in 
classrooms is crucial to the development of the 
workforce of the future at all levels of education.”ii  

A superb resource and support center for 
teachers enthused about technology in the 
classroom is the website, www.mixmusiceducation.
co.uk, where Managing Director Dan Jones writes: 
‘’Every year thousands of students disengage with 
music learning as it’s not perceived as current, and 
this leads towards disaffection with school.”
Recently, I was asked by a parent of a nine-year 
old boy how to help her son progress further in 
music. She claimed he was used to listening to 
music on Spotify and would often describe in songs 
what each individual part could do. I explained that 
there were apps he could use to compose his own 
music that she could download for him. It made 
me realise that not only is it a question about how 
fundamental relevant CPD is to music educators, 
but as educators how we can support parents in 
the community understand the technology their 
children have access to. This process will take 
time to establish and there is ultimately a need for 
sharing good practice. Perhaps it is wise to think of 
the process and stage each school is at, as there 
will now be great differentiation across the country 
as teachers are enabled to become equipped with 
mobile technologies at differing rates: 

• Equipment and Wifi – Will schools allow 
children to bring in their own tablets? Or 
buy in school tablets for the children to use?

• Staff need to access good quality CPD to be 
shown different teaching methods so they 
can choose the most appropriate methods 
for the students they teach.

• Teachers need to network effectively 
with other practitioners to keep on top of 
current music apps and developments with 
the technology.

louder voice. They have touch screens, are mobile 
and are visibly aesthetic so ideal for learners 
with a range of disabilities. SEN schools could play 
an important role in leading the way with mobile 
technologies in the classroom because they are 
equipped with smaller classes, and a need for 
creative teaching methods. Often SEN schools have 
focuses other than exam results, so can determine 
other focuses in the school. Tremendous musical 
success has been recorded with the students in 
my school, who have developed their musicality 
through giving live performances as iPad bands. 

As a workforce, music teachers have a variety of 
skill sets, some more technologically based, others 
from a more classical tradition. The concept of an 
iPad as an instrument requires CPD opportunities 
teaching how to explore appropriate music apps, 
apply them musically and adapt them for the 
children we teach at all levels. I firmly believe that 
the best CPD is using the iPad as an instrument, 
while ‘jamming’ with other musicians.

Eager to build on my experience it has been 
difficult finding relevant CPD for teaching music 
effectively using iPads. With my knowledge and 
experience I now find myself being asked to deliver 
training to help other teachers. Alison Daubney and 
Duncan Mackerill, from the University of Sussex 
conducted a study on children’s uses of mobile 
technologies’ giving questionnaires to 150 10-11 year 
olds with results that highlighted the separate 
nature of the use of music technologies in and out 

scales and modes on iPads throughout the show. 
This will be an innovative approach for students 
to learn about musical characterization, how to 
create incidental music and accurately time sound 
effects. Jonathan Westrup from Drake Music will 
be visiting Great Oaks soon so I look forward to 
the spotlighting day as another method of sharing 
good practice and networking.

CPD opportunities
Music teachers need to invest time and energy 
keeping up to date with technology. They need 
good quality CPD and support from their schools to 
invest in the tremendous potential of using iPads to 
create music, through performance, improvisation 
and composition. David Ashworthi writes: “Music 
teachers are now standing at a crossroads, in a 
landscape which is becoming ever more digital. 
Resources now come in multimedia forms; learning 
environments are often virtual; communication 
and collaboration frequently happen online; and 
assessment and recording require the use of 
appropriate technology.” 

After attending panel meetings and the recent 
Music Expo in London, it has come to my attention 
that iPads are still only being utilised by individuals 
around the country. Keen to share my passion I 
have already been supporting other local schools 
and professionals in teaching music using iPads. 

It appears that the issues we have encountered 
at Great Oaks are common to all schools and in 
the role of networking we can offer support to 
show how we have managed these issues. I did find 
networking problematic at the start, as it requires 
time and budget to establish. However, we have 
addressed these issues as a school and I now find 
myself connecting with people all over the world 
helping to develop links and share good practice.

Making music using iPads gives children with SEN a 
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“The reformed curriculum is less 
prescriptive, meaning mobile 

technologies can be more easily 
utilised in the music classroom.”
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Let us start to examine this by looking at the 
reasons for assessment taking place. When music 
teachers are asked their reasons for assessing, 
there are four common answers given:

1. to record attainment

2. to show progress

3. to report to parents

4. because I have to (!)

The first two of these responses are the ones 
which are most significant for classroom practice. 
Reason 3 can normally be dealt with using data 
arising from 1 and 2. Reason 4 is worryingly 
common and refers to what I have referred to 
elsewhere as ‘system’ purposes of assessment 
(Fautley, 2010). This is where assessment data is 
collected, not to improve teaching and learning, 
but to audit it, and where results from musical 
assessments seem to exist solely for data 
collection purposes. This is an issue which needs 
addressing at a whole school level; however, 
before we get to that stage we need to look at the 
first two reasons, as they are often intertwined in 
practice.

To assess what pupils have attained is to generate 
useful information, which, ideally, should be 
used to both delineate what has been done, and, 
importantly, what are the logical next steps for 
pupil and teacher to undertake. Historically, music 
teachers have been good at this, and the use of 
assessment for formative purposes has been a 
strength of music education. However, there are 
five principle problems which research shows have 
been problematic for music teachers. These are:

1. The use of attainment data to chart 
progression

• Performances and compositions using iPads 
in all areas of music need to be shared so 
that music educators can experience the 
true potential of the iPad as a performance 
instrument.

I realise that many teachers are already using 
iPads effectively in the music classroom and have 
started to share good practice online. Strong 
networks are emerging as teachers are becoming 
more aware of the essential need to keep their 
teaching current. When we put on our next iPad 
concert at Great Oaks, it will be a great opportunity 
to share the work we are doing with other music 
educators locally. 

Also, as iPads become more affordable, it 
inevitably means that all students will have a tablet 
in the future. The reformed curriculum is less 
prescriptive, meaning mobile technologies can 
be more easily utilised in the music classroom. It 
is clear that there is a current shortage of CPD 
opportunities available to all. At what speed will 
mobile technologies be embraced by schools and 
staff? Implementing readily accessible training 
needs to be happening with all staff now, so that 
teachers can remain one step ahead of their 
students. 

Kellyjo Peters is a cellist and pianist from Southampton with 
fourteen years experience teaching in both mainstream and SEN 
secondary schools. Kellyjo  performs in string quartets, and gigs 
regularly with bands and guitarists,  also doing session work in 
local music studios.

i Foreword by David Ashworth from Digital Media in the Music 
Classroom, James Cross, 2012, p5

ii ‘Mobile Technologies in Music Education – Playing the Home 
Advantage’, Music Education UK Magazine, Issue 4, Winter 
2012/2013, Page 24, http://www.musiceducationuk.com/mobile-
technologies-in-music-e/

With levels off the National Curriculum 
agenda, Martin Fautley explores alternatives 
for classroom teachers to show pupil 
attainment and progress.

In a speech in June 2013, the Secretary of State for 
education, Michael Gove, announced that National 
Curriculum levels would no longer be required:

As part of our reforms to the national curriculum , 
the current system of ‘levels’ used to report children’s 
attainment and progress will be removed.  It will not 
be replaced.  (National Archives Website, 2013)

The reasons for this were explained:

We believe this system is complicated and difficult 
to understand, especially for parents. It also 
encourages teachers to focus on a pupil’s current 
level, rather than consider more broadly what the 
pupil can actually do. Prescribing a single detailed 
approach to assessment does not fit with the 
curriculum freedoms we are giving schools. (Ibid)

This should come as good news for classroom 
music teachers, as they have long said that 
there are problems and issues with assessing 
using the National Curriculum levels. However, 
the disappearance of assessment levels has 
itself given classroom music teachers cause 
for significant reflection, as in some cases, “the 
removal of grades exposes a huge and frightening 
vacuum” (Pirsig, 1974 p.204). Why is this and what 
can teachers do about it?
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Assessing Without 
Levels at KS3 in Music 
– Martin Fautley
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could only come from the final lesson. Indeed, 
some schools take this further, and ‘assessment 
weeks’ are built into the school timetable, when 
all teaching has to stop, and only assessment 
can occur. Now in a core subject this may mean 
a number of lessons have taken place, but for 
music, potentially with one lesson a week, or a 
fortnight, this can mean huge interruptions to the 
teaching and learning schedule.

What all this means is that the new-found 
freedoms offered by assessing without levels 
afford huge opportunities to music teachers, but 
for this to happen SLTs need to allow a number of 
conditions to be in place, these being related to 
the list above, but now reversed:

Attainment data should be generated which relate 
to the topic in hand
Progression data can come from this, but it must 
be allowed to show ‘peaks and troughs’
Externally produced statistical package outlines 
of predicted grades should not have a backwash 
effect, and be used to force teachers to change 
grades 
Assessment data can be produced throughout a 
series of teaching and learning encounters, the 
professional judgement of teachers should be 
trusted

In the first instance, it would be helpful for 
classroom music teachers to be allowed to write 
their own assessment criteria for the topics they 
are teaching. This is something of a lost art for 
many teachers, as for many years assessment has 
been based on rewriting the National Curriculum 
levels. Writing good assessment criteria is not 
easy, though. Good assessment criteria tend to 
only try to assess one thing at a time – in other 
words a singularity – and, importantly, they ascribe 
a valuing to what it is that is being assessed.

2. Progression data being forced into a linear 
outcome

3. Attainment data being ‘backwashed’ by 
predictive grades

4. The use of National Curriculum levels for 
individual pieces of work

5. The sole generator of summative grades 
being the ‘assessment lesson’

Recent experience for many music teachers has 
been that National Curriculum levels have had 
to be used to assess individual pieces of work by 
pupil. This is counter to the original intention of 
the authors of the levels; they were only meant to 
be used once, at the end of each key stage. The 
phraseology of the levels simply does not work for 
grading an individual piece of work in music. But 
teachers have been forced to use the wording of 
the levels to assess pupil work inappropriately, as 
Ofsted noted back in 2009:

In one lesson seen, for example, students were told: 
‘Level 3: clap a 3 beat ostinato; Level 4: maintain a 
4 bar ostinato; Level 5: compose an ostinato.’ This 
demonstrated a significant misunderstanding of 
the expectations inherent in the level descriptions 
(Ofsted, 2009 p.31)

Music teachers knew such a use of the levels did 
not work well, but were required to employ them 
by school senior leadership teams (SLTs) who 
wanted commonality across subjects. But worse 
was to come. Following the adoption of national 
predicted grade statistics, music teachers were 
required to show that their pupils were making 
an externally determined requisite number of 
National Curriculum levels progress each year. 
This gave rise to the situation where pupils had 
to proceed through subdivided NC levels (for 
which read fabricated, as sub-divided NC levels 

never existed in music) in a linear fashion. This 
means that if a pupil got a level 4c last time, they 
must get a grade of at least 4b this time (see, 
inter alia, Fautley, 2012 for examples). A moment 
of reflection shows that this is plainly daft. The 
project last time may have been songwriting, and 
the pupil was highly motivated, and did well. This 
time it may be the Viennese Waltz, a topic which 
touches our hypothetical pupil’s life not a jot, and 
so we should not be surprised when they do not 
score so highly. It’s a situation which has caused 
some music teachers to work out which topics their 
pupils do best, and leave them until the end of KS3, 
thus throwing any logical progressional order of 
topics out of the window! This is what is meant by 
attainment data being ‘backwashed’ by predictive 
grades. The assessment data is not really showing 
what a pupil can do, it is simply fulfilling an 
externally imposed statistical requirement.

This can be further compounded by situations 
where summative assessment can only be 
generated in an assessment lesson. One of my 
PGCE teacher training students told me the sad 
story of a SEN child, who had individually worked 
really hard on one topic in her lessons, but who 
‘went to pieces’ in the final public performance. 
The PGCE teacher was not allowed to give a level 
commensurate with what she had observed in 
her lessons, as she was told assessment data 

“The new-found freedoms offered 
by assessing without levels afford 

huge opportunities to music 
teachers, but for this to happen 
SLTs need to allow a number of 

conditions to be in place”
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The notion of ascribing different values to a 
singularity is possibly best undertaken using a 
three-point scale in the first instance. What this 
means is that an assessment statement can be 
constructed which has three possible outcomes. 
These three outcomes equate to variations 
of ‘working towards’ – ‘working at’ – ‘working 
beyond’, or, in shorthand -/=/+. In writing these I 
suggest avoiding accretion, ie just adding more 
(so the word ‘and’ should be avoided!). An example 
might be:

Pupil composed piece demonstrates effective 
use of dynamics:

- piece does not show effective use of dynamics

= piece shows effective use of dynamics

+ piece shows very effective use of dynamics

Clearly this will only work if the proposed work 
should be showing effective use of dynamics – 
some might not! And teachers sometimes worry 
about degrees of effectiveness, Swanwick (2008) 
wrote of ‘the good enough music teacher’, in a 
similar vein these assessment criteria need only be 
‘good enough’ for the music department writing 
them and their pupils to understand! 

If teacher produced five or six (more than that 
might unmanageable) of such criteria for each 
project/topic/theme being taught, after a while 
the results from these assessments would build 
up into a profile of minuses, equals, and pluses. 
This would give a view as to the progression of 
the pupils over time. What can also be done is 
that assessment criteria can be re-used over the 
course of the key stage. We know about the notion 
of the spiral curriculum (Bruner, 1960; MMCP, 1970; 
Swanwick & Tillman, 1986), and so this would be a 
help for us in charting progression. Some teachers 
like to use a five point scale, as they require more 
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mark-shading, but again beware of manageability. 
It is also possible to convert the -/=/+ to numerical 
scores and calculate a composite grade for a topic 
(with the usual caveats about information being 
lost in such an approach). 

What can be helpful for some teachers is to 
make use of what might be termed ‘moments of 
assessment opportunity’, and having criteria of 
the sort described in this article means that not 
only can summative assessment be undertaken 
‘on the hoof’, but that the criteria can be used for 
formative assessment conversations whilst the 
teacher is working with the pupils. 

It is also the case that assessment can be ‘done 
with’ rather than ‘done to’ the pupils, and so 
involving them in devising criteria for their own 
music can also be appropriate. 

Assessment needs to be a process which the 
teacher is in control of. Marks and grades should 
correspond to real work done, and the results 
used to help pupils improve in their musical 
learning. This means that pupils profiles can and 
will be different in, and for, different topics. This 
is real learning, not artificial statistical assessment 
which means nothing and helps no-one.

Space precludes detailed commentary and analysis 
of many of the ideas presented in this article, but 
it is hoped that what has been discussed here may 
prove helpful for teachers currently rethinking 
their assessment routines in schools.

Martin Fautley is Professor of Education at Birmingham City 
University. Before undertaking doctoral research, he was a 
secondary school music teacher for many years. He is the 
author of eight books, and over thirty journal papers and book 
chapters on various aspects of music education, creativity, and 
assessment. 
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(i.e. while playing) to help guide their expressive 
performance and coordinate their performance 
with others (Bishop et al. in press; Keller 2012). 
Musical imagery ability has been found to improve 
with increasing musical expertise (e.g. Aleman 
et al. 2000; Bishop et al. in press), and research 
investigating the development of imagery 
abilities is ongoing. Current investigations also 
aim to identify the mechanisms underlying the 
involvement of musical imagery in the creative 
process. 

Musical imagery as an instrument for 
creativity in composing
Long before musical imagery had become a topic 
of interest in the field of psychology, some of the 
great classical composers were acknowledging 
its importance to musical creativity. Schumann 
wrote, ‘When you begin to compose, do it all with 
your brain. Do not try the piece at the instrument 
until it is finished. If your music proceeds from your 
heart, it will touch the hearts of others’ (Agnew 
1922: 282). Composers report using imagery as 
a tool for developing ideas, with a process that 
could be described as mental improvisation (Bailes 
& Bishop 2012). A combination of auditory, motor, 
and visual imagery enables them to imagine how 
the music would sound; how it would feel to play; 
and how it would look written down. Imagery may 
help composers to retain ideas while notating 
or elaborating upon them (Mountain 2001). They 
may also be able to imagine music that they are 
not physically able to produce, whether due to 
insufficient technical skills or a lack of access to 
the desired instruments (Bailes 2009). 

While some composers are reluctant to compose 
away from their instrument, as they find their 
imagery lacking in strength or acuity or because 
they have difficulty translating their images into 
physical sounds (Bailes 2009), others find sounded 
music to be distracting and to constrain their 
creative thinking (Bailes 2002). They like to develop 

Building a bridge from Carl Seashore’s 
historical extract, this article discusses the 
contributions musical imagery makes to 
creativity in compositing and performing. 
Implications of the relationship that has been 
observed between musical imagery ability and 
musical experience are also explored.

Few of us are strangers to imagined music. 
Earworms – tunes that come to mind unbidden 
and are difficult to shut off – are perhaps the 
most well-known variety, experienced by both 
highly trained musicians and people without any 
formal musical training (Halpern & Bartlett 2011). 
Musical imagery can be defined as the conscious 
experience of music that is not an immediate 
consequence of hearing or producing it. The 
pioneering music researcher Carl Seashore 
described musical imagery as hearing with the 
‘mind’s ear’ (Seashore 1938/1967: 5), a metaphor 
that has found support in psychological research. 
People can imagine pitch, rhythm, timbre, and 
dynamics with accuracy and precision (Aleman 
et al. 2000; Bishop et al. 2013; Pitt & Crowder 1992). 
Furthermore, people have been shown to make 
similar emotional judgements of imagined and 
sounded music. In a recent study, music students 
mapped out changes in emotional valence and 
arousal while listening to and imagining passages 
of classical music (Lucas et al. 2010). The patterns 
of response they made while imagining the music 

were similar to those they made while listening to 
the music, suggesting that their mental images had 
preserved the tempo and expressive nuances of 
the sounded passages. 

Musical imagery is not always a process of playing 
back previously-heard music, though. Rather, it 
involves constructing mental representations of 
music from units of knowledge that act as building 
blocks (Large et al. 1995). These units of knowledge 
are acquired through exposure to a particular 
music tradition. People exposed to Western tonal 
music, for instance, acquire knowledge relating 
to the timing patterns, tonal relationships, 
instrumental timbres and expressive conventions 
typical of that tradition. Those with performance 
experience also acquire knowledge about how to 
play certain instruments. The process of imagining 
music is a creative one: even when familiar music 
is imagined, a mental representation must be 
(re-)constructed from information that has been 
retained in memory. 

The knowledge we acquire with exposure to music 
can also be used to construct mental images 
of new music or new interpretations of familiar 
music (Bailes & Bishop 2012). Interviews with skilled 
composers and performers suggest that these 
musicians use imagery to develop and test out 
ideas during composition and when preparing 
pieces for performance (Bailes 2002; Rosenberg 

MUSIC MAKING
The role of the ‘mind’s ear’ in musical creativity  
– Laura Bishop and Freya Bailes
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turned off), perhaps because their reliance on 
imagery had increased to compensate for the 
missing sound. We concluded that imagery can 
help to guide pianists’ performance of dynamics 
and articulation. Highly skilled musicians are 
remarkably flexible in their use of expression – 
they are able to give contrasting performances 
of a piece with little or no prior rehearsal (Palmer 
1997). The ability to imagine music creatively while 
performing may contribute to this flexibility, or ‘on-
the-spot’ creativity.
 

Online musical imagery can also help musicians to 
coordinate their own playing with that of others. 
Ensemble musicians often imagine the sounds 
of other instruments while practising individually 
(Trusheim 1993). Performers who ‘hear’ the music 
as a whole – with all its complementary harmonic 
and rhythmic structures – may be encouraged 
to develop new expressive ideas. Though the 
possibility has not been thoroughly researched, 
coordinating physical performance with a mental 
image of the music as a whole may also strengthen 
cognitive associations between one’s own and 
others’ parts, improving coordination when 
the ensemble performs together (Keller 2012). 
During performance, ensemble musicians use 
online imagery to anticipate the effects of their 
own actions, the effects of others’ actions, and 
the overall ensemble sound (Keller 2008). Non-
verbal signals – such as breathing, eye contact, 
and body gestures – help performers predict 
others’ actions and coordinate timing, dynamics, 
and other parameters. Ensemble musicians also 

their ideas mentally because there are fewer 
restrictions. Physical music – whether sounded 
or written down – is more fixed. As one composer 
said in an interview, “It’s definite, it’s complete. 
Whereas you know sometimes it’s more valuable 
to try to keep the ideas fluid” (Bailes 2002: 202). 
Composers today have access to music notation 
software, sound manipulation software, and MIDI 
instruments that were not available to previous 
generations. These systems can automatically 
transcribe music as it is performed, making the 
ability to retain ideas while writing them down 
less critical. Today’s composers can also hear 
music overtly that they would be unable to play 
themselves. Current technology thus provides 
composers with an alternative to internal musical 
imagery that can be described as ‘externalised 
imagery’ (Hubbard 2010). How internalised and 
externalised imagery compare as tools for 
creative thinking in composition is an interesting 
question that deserves further investigation. 

Musical imagery in performance: Creating 
and coordinating interpretations
Preparing a piece for performance involves 
making decisions about how the music should be 
played. Performing musicians can use imagery 
to test out potential interpretations of the pieces 
they are preparing. As is the case for composition, 
trialling ideas mentally allows performers to 
experiment without being distracted by physical 
sounds or technical requirements. Imagining music 
‘offline’ (not during physical performance) as a 
means of developing interpretive ideas is a form 
of mental practice, a common rehearsal technique 
among musicians (Clark & Williamon 2011). Defined 
as the imagined rehearsal of a motor skill with the 
aim of improving it (Pascual-Leone 2001), mental 
practice, just like physical practice, can be carried 
out with greater or lesser efficiency. Research 
suggests that mental practice is most effective 

when it is not merely a matter of auditory playback 
but, rather, a mental re-creation of the upcoming 
performance situation (Connolly & Williamon 2004). 
Auditory, motor, and visual modalities are engaged 
as the musician visualises the performance 
environment and imagines how the music would 
sound and feel if played a particular way.
 
In an interview study conducted with professional 
brass musicians, some participants reported 
constructing a mental image of the sound 
they wanted to produce, then focusing on that 
imagined ideal sound during performance 

(Rosenberg & Trusheim 1990). One of the horn 
players explained, “The music that I have inside 
of my head is what plays the horn and that’s what 
guides the product that comes out” (ibid.: 65). Our 
research has investigated whether pianists use 
musical imagery to guide their performance of 
expressive dynamics and articulation (Bishop et al., 
in press). Pianists learned two short pieces, which 
they then performed expressively from scores 
that gradually unfolded on a computer screen. 
Periodically, dynamic and articulation markings 
(e.g. crescendo, decrescendo, staccato, phrase 
markings) appeared on the score. The pianists 
indicated verbally whether each marking matched 
their expressive intentions for the corresponding 
bar by saying “Yes” or “No”, while continuing to play 
with their own interpretation. Pianists were able 
to produce accurate responses (i.e. responses 
that matched the way they played during an 
initial baseline performance) and produced them 
slightly prior to playing the corresponding notes. 
Their verbal responses were fastest when they 

2626

Schumann wrote, ‘When you begin to compose, do it all with your 
brain. Do not try the piece at the instrument until it is finished. If your 

music proceeds from your heart, it will touch the hearts of others’ 
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playing back music they have heard in the past, 
but their images and creations are shaped by 
their experiences. Albert Einstein was quoted as 
saying that “imagination is more important than 
knowledge”. Imagination and knowledge are often 
contrasted, but it would be an oversimplification 
to regard them as opposites. Knowledge fuels 
imagination, and active listening to different 
interpretations and different varieties of musical 
structure will enable students to acquire the units 
of knowledge that they can then use as building 
blocks to construct new ideas. 
 
Further study is needed to bridge the gap between 
research on the mechanisms underlying musical 
imagery and creativity and investigations of 
potential methods for strengthening students’ 
imagery and creative abilities. It is possible that 
some of the tasks used in experimental settings 
to assess musical imagery could be adapted 
to help developing musicians strengthen their 
imagery abilities. For instance, in a study of ours, 
participants were asked to make continuous 
judgements of imagined dynamics by moving 
a volume slider up and down while imagining 
familiar passages of music (Bishop et al. 2013). 
Their patterns of up and down slider movements 
over time (indicating crescendi and decrescendi) 
were compared with the patterns they mapped 
out while listening to the same musical passages. 
The degree of similarity between imagined and 
listening responses indicated how precisely 
participants had imagined the dynamics in each 
passage. Asking students to make judgements 
about a particular musical parameter (e.g. 
dynamics, melodic contour, expressive intensity) 
while imagining music could give them practice 
in focusing on individual imagined parameters. 
Asking student pianists to play through a piece 
on a silent keyboard might encourage the use of 
online auditory imagery, giving them practice in 
imagining how the piece would sound if played 
with a particular interpretation. A task in which 

music educators who are looking to foster the 
development of imagery abilities in their students. 
 
The idea that imagery ability relates to musical 
creativity is not new. Seashore (1938/1968) posited 
a correlation between musical imagery ability and 
creativity in music composition and interpretation. 
He gave imagery a central role in his tests for 
musical ability, suggesting that the ability to 
construct vivid, precise, and functional mental 
images was ‘the most outstanding mark of a 
musical mind’ (ibid.: 161). He argued that imagery 
abilities affect how people hear music as well 
as how they remember and create it. Research 
has shown perception to be an active process, 
with our knowledge of the world influencing 
how information that arrives via the senses is 
interpreted by the brain (Repp & Goehrke 2011). 
Imagery is central to integrating long-term musical 
knowledge with both incoming (during perception) 
and outgoing (during performance) information. 
As Seashore suggested, musical creativity is 
not exclusive to composition and performance 
contexts. Rather, it is possible to hear music 
creatively when listening overtly as well. This 
is important to acknowledge, as it implies that 
anyone would benefit from strengthened imagery 
abilities, not just composers and performers. 
 
According to Gordon (1989), musical creativity 
cannot be taught and educators should instead 
focus on helping students develop the skills 
that underlie and enable creative thinking. 
He also developed a test for musical aptitude 
that evaluated imagery abilities (Gordon 1979). 
Designed for young children, the test involves 
listening to pairs of short tonal and rhythmic 
phrases and judging whether the second phrase in 
each pair is the same as the first. Research on how 
musical imagery ability develops and which training 
methods are most effective in strengthening it is 
still in its infancy. It is clear, however, that there 
would be no imagery without musical knowledge. 
Musicians who use imagery to create, test out, 

use non-verbal signals to communicate their 
expressive intentions to each other (Williamon 
& Davidson 2002). Even when performing from a 
written score, musicians’ actions can be subject 
to slight irregularities relating to their expressive 
interpretation of the piece and constraints of the 
human motor system. Achieving a well-coordinated 
performance despite these irregularities is 
thought to depend on performers sharing a 
common goal image, or a concept of the desired 
outcomes (Keller 2008). Non-verbal communication 
during performance allows ensemble musicians to 
share and build on each other’s ideas, collectively 
and creatively developing performance goals, 
and ensuring that these goals are common to all 
performers (Williamon & Davidson 2002). Online 
imagery thus helps enable creativity at the group 
level as well as at the individual level. 

Enhancing the development of musical 
imagery abilities
Highly-skilled musicians’ descriptions of the 
techniques they use to create, learn and perform 
complex music provide inspiration for researchers. 
Studies are designed to investigate how these 
techniques contribute to a successful music 
performance. Often, skilled performers are 
compared with novice performers to investigate 
how certain abilities or the use of certain 
techniques changes with training and experience. 
A number of studies have investigated the 
possibility that musical imagery ability improves 
with musical experience. These studies have shown 
that skilled musicians imagine pitch, duration, 
timbre, and dynamics with greater acuity than 
do novices (e.g. Bishop et al. 2013; Aleman et al. 
2000; Pitt & Crowder 1992). Since musical imagery 
helps to enable creativity in both composition and 
performance domains, the question of how imagery 
abilities develop is important to consider. Research 
addressing this question has the potential to inform 
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students try to manipulate imagined phrases by 
changing the melodic contour, rhythm, dynamics, 
or articulation might strengthen their imagery 
abilities as well (see Foster et al. 2013).
 
Imagined music can be rich and multidimensional, 
just as sounded music is. Both trained musicians 
and people without formal musical training are 
capable of imagining pitch, rhythm, and expressive 
nuances. Musical imagery engages the auditory, 
visual, and motor modalities, allowing us to imagine 
how a performance would look, how it would sound, 
and how playing or moving to the music would 
feel. Most people are acquainted with the playback 
function of musical imagery, as suggested by 
the widespread familiarity with earworms, but 
musicians should also be aware of its potential 
as a means for enabling creativity in listening, 
rehearsing, performing, and composing contexts.
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MUSIC MAKING | The dance becomes the music__________________ Justification
The aim of my samba teaching is that every child 
will experience a state of ‘flow’, and will leave 
the room carrying with them a new intrinsically 
rewarding experience that will contribute positively 
to their musical identity; an experience that they 
will remember as thoroughly worthwhile. The 
problem is that the sound produced by a class of 
mixed rhythmic ability is not conducive to this flow 
experience. I believe that the heart of the problem 
is to do with the process of internalisation. 
Internalisation is a term used frequently in relation 
to music, however it is not a term that is easily 
defined. In this study, the term will be taken to 
mean the process of the mind and body interacting 
with rhythm, tempo, pulse, accent and dynamics 
so that a meaning that is forged internally can 
be realised externally in the form of the samba 
performance. 

How then will the students internalise? By what 
means will the mind/body interact with rhythm, 
tempo, pulse etc.? This study explored how 
dance and movement might be intrinsically linked 
with music, and how the joining of these two 
seemingly separate art forms could intensify 
the internalisation process. Will the dancing 
assist in internalising the rhythms? Will this lead 
to improved accuracy in samba playing? And, 
as an end in itself, will flow be generated as a 
result? These questions can be formalised as the 
following research questions:

1. To what extent does dancing to samba 
music support the internalisation of 
samba rhythms, leading to improved 
samba performance? (RQ1)

2. Are students able to find flow as a 
result of improved samba playing? (RQ2)

Problems
As a scheme of work, samba seems ideal. 
However, in this school, as with all schools in which 
I have taught previously, while students always 
enter into their first lesson enthusiastic and 
excited, full of anticipation and eagerness, the 
enthusiasm slowly fades over the course of the 
lesson, as various difficulties arise. Some students 
encounter difficulties with the rhythms, leading 
to disengagement as they try to fit their part in 
but fail to do so with accuracy. Meanwhile, the 
more rhythmically able are becoming increasingly 
passive as their level of skill is not being fed 
suitable challenges and they are impatient to 
move on to a different instrument. They are not 
enjoying the sound produced, as the rhythms are 
jarred. The class is moving further and further 
away from a state of ‘flow’ – an experience in 
which challenge and skill are perfectly matched, 
and boredom and anxiety are eliminated so that 
the person’s experience is intrinsically rewarding 
(Csikszentmihalyi 1975, see below). The teacher 
wants to consolidate the rhythms for those who 
are not ‘getting it’, but is aware of the need to 
increase the challenge elsewhere. A dilemma 
is created, usually within the first ten or so 
minutes, as differentiation presents itself to be a 
fundamental problem. How can flow be achieved 
now?

Last July, music educators from around 
the world met in Coventry for the First 
International Conference of Dalcroze 
Studies. Their common interest was 
embodiment and the centrality of 
movement and rhythm in music cognition, 
education and performance. Their guiding 
light was the work of Emile Jaques-Dalcroze 
whose teaching reached England 100 years 
ago this year. Elsewhere, Year 7 have been 
learning to make samba and coming to 
know their bodies as musical instruments. 
Here,  their teacher reports on her 
research into her own practice and of 
the potential of dance and music working 
together to achieve musically rewarding 
intrinsic experiences.

At a small comprehensive school in Somerset, 
samba drumming is on the music curriculum. 
The relationship of this scheme of work with 
the National Curriculum is strong: composition, 
performance and appreciation of a different 
musical culture are able to flourish. Samba 
allows for the music to be the ‘target language’ 
(Ofsted 2009: 40) instead of talking acting as 
the predominant means of communication and 
learning, giving every student the opportunity to 
embrace rhythm and contribute to a percussive 
whole. 

The dance becomes the music: Knowing bodies 
finding flow through samba in a Year 7 class  
– Emily Sahakian
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MUSIC MAKING | The dance becomes the music__________________ train our music students bodily so that they can 
progress musically, or are we looking to give 
them experiences that are ends in themselves? 
Csikszentmihalyi (2002: 67) maintains that the 
ideal creative experience is one that is autotelic: 
auto meaning self, and telos meaning goal. It 
is an experience that is an end in itself, and is 
intrinsically rewarding. He refers to the autotelic 
experience as experiencing ‘flow’.

However, if flow is to be achieved in the classroom, 
one needs to establish the conditions that 
bring the experience about. Flow can only take 
place in a middle ground between abilities and 
responsibilities; ‘when the skills we possess are 
roughly commensurate with the challenges we 
face, when our talents are neither underused 
nor overtaxed’ (Mitchell 1983: 170). It arises only 
in circumstances that are recognised as both 
problematic and resolvable. Either side of this 
middle ground are anxiety and boredom: anxiety 
when there is too much challenge and too little 
capability; and boredom when the capability 
outweighs the challenge. Csikszentmihalyi (1990:74) 
uses the following diagram (Fig. 1) to demonstrate 
the delicate balance that needs to be present for 
flow to arise and stay in the flow channel:

Fig 1

Through dance, children are given the means to 
internalise and conceptualise in terms of pulse, 
tempo, accent, rhythm, dynamics, texture, form and 
phrasing. Through kinaesthetic processes children 
become perceptually aware of these aspects through 
feelingful, neuro-muscular sensations, which 
become the basis of future conceptual thought and 
imagination. (1986: 3) 

A thinking mind becomes a thinking body.

Kinaesthesia
The idea of kinaesthesia was first put forward 
by Sherrington, a researcher who wanted to 
investigate the ‘hidden sense’ (Sherrington 1906). 
Sherrington’s idea of kinaesthesia refers to the 
capacity of the nervous system to sense body 
position and movement of a body part in space. 
Howard Gardner (1983), an influential figure in the 
area of multiple intelligence theory, argues that 
this type of kinaesthetic awareness contributes 
to an enhanced sense of balance and improved 
fine motor control. It would seem that this could 
only have a positive effect: the more that the 
dance and the music come together, the sharper 
the perceptual knowing, which, in this study, could 
open the door to a greater possibility of flow. This 
idea that kinaesthetic awareness can lead to an 
increase in skill and accuracy has been taken into 
the field of music education by many, including 
Dalcroze, Orff and Suzuki, who were ultimately 
concerned about the formation of musicians, not 
through music alone, but through the kinaesthetic 
sense. Their classrooms would have been full of 
knowing bodies: both musicians and dancers. 

‘Flow’ theory
It is clear that the concept of a bodily experience 
of music is held by many to be of paramount 
importance in the field of music education. Yet is 
increased accuracy or enhanced skill a worthy 
‘end’ of the kinaesthetic experience? Do we 

Embodied knowledge
A fundamental concept relating to the 
internalisation of music through movement is that 
of the ‘phenomenological body’, or ‘embodied 
reason’ (Nietzche 1961). Existentialist philosophers 
such as Friedrich Nietzsche, Jean-Paul Sartre, and 
Maurice Merleau-Ponty were pivotal in establishing 
the idea of embodied reason, holding that life is 
experienced and performed first and foremost 
through the body. In Of the Despisers of the Body, 
Nietzsche writes ‘Body I am entirely, and nothing 
else beside; and soul is only a word for something 
in the body’ (1961: 61). 

This significance of the concept of the embodied 
mind for our understanding of music is 
momentous, as it suggests that ‘musical experience 
is about much more than symbolic representations 
of feeling’ (Bowman 2004: 37). Bowman argues 
that sound (in the form of music or noise) is 
intimately linked with the body, as ‘it is our most 
sensory modality, one for which the body is wired 
to resonate and respond in ways unlike any other’ 
(38). He equates hearing with participation, and 
suggests that the ‘entire range of musical action 
is grounded in the body’: perception of musical 
gesture is invariably a fundamental part of what 
‘the music’, fully perceived, is. 

This way of thinking leads us to consider 
the internalisation process and kinaesthetic 
awareness, which need to be understood if the 
dance is to become the music.

Internalisation
Kemp places great importance on the process of 
‘listening’ as a means by which internalisation can 
take place: 
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MUSIC MAKING | The dance becomes the music__________________ internalisation and flow experiences for students 
could be gained, whilst making sure that students’ 
learning was not compromised. The research was 
carried out over a period of seven weeks, during 
timetabled music and dance lessons. The seven 
weeks followed the ‘samba’ scheme of work that 
the rest of Year 7 were undertaking in their music 
lessons, and also coincided with the ‘world dance’ 
scheme of work for dance that term. The music 
lessons started with rhythmic introductions and 
initial samba playing, and progressed to learning 
more complex rhythms until the point of too much 
challenge. A dance lesson was then introduced; 
where simple movements were danced to a 
samba beat. The focus throughout this lesson 
was listening to the beat and dancing in time with 
it. This sequence of music and dance lessons was 
then repeated to see if rhythms were becoming 
more accurate. The final lessons were a joining 
together of dance and music. An overview of the 
lesson sequence is given in Table 1. 

Table 1 

Challenge Seeking Indicators come from the child 
independently. These include:

• Self-assignment: self-initiated purposeful 
activity, suggesting a concern for skill 
acquisition and mastery.

• Self-correction: error adjustment in 
response to feedback. 

• Gesture: deliberate control and focus of 
movement; intense concentration.

Challenge Monitoring Indicators relate to 
responses to information or material presented by 
another, usually an adult. These include:

• Anticipation: attempts to guess or 
demonstrate that which is to follow. 

• Expansion: transforming the material to 
become more challenging. 

• Extension: continuing to engage with the 
material beyond the end of the activity as a 
result of its having become autotelic.

Social Context Indicators relate to an awareness 
of others present, adults or peers. These include 
interactions with others such as a prolonged 
gaze, head-turning, directed movement or verbal 
communication.

Keeping a teacher diary allowed me to record my 
perceptions of the time spent with the students 
in lessons, and allowed me to compare my 
perceptions against video evidence and interview 
evidence. The principal focus throughout was on 
rhythmic accuracy and signs of flow. 

Teaching sequence
A detailed teaching sequence that integrated 
both music and dance lessons was planned 
so that maximum insight into the process of 

Why Samba?
We come now to the question of the music itself: 
why Samba? Samba is a musical medium that can 
be conducive to flow: it is a whole group activity 
that demands total concentration, provides 
immediate feedback and is enjoyed for the sake 
of enjoyment. Challenge can be adapted to skill 
level, and can increase or decrease as necessary. 
It is both music and dance. The nature of samba 
is such that it allows for liberation of the body, 
through both the playing of it and the dancing to 
it. The body actions that are needed to play the 
rhythms are overtly kinaesthetic, and the rhythms 
that underpin the music are able to penetrate the 
core of one’s being so that dancing can only be a 
natural response. 

Procedural outline and research methods
The data collection took place through a case 
study of a Year 7 class of 30 mixed gender, 
upper-streamed (but not necessarily high musical 
ability) students, over a period of seven weeks, 
during which the students had a mixture of 
dance and music lessons. Data were collected 
directly through questionnaires at the end of 
each lesson, through audio and video recordings 
of each lesson and through periodic interviews 
with focus group students. Video evidence was 
shown to focus group students with the aim of 
prompting them to voice their perceptions of their 
experiences. An extended questionnaire was given 
at the end of the teaching sequence. In addition, 
I spent time observing the students in their group 
work, looking for rhythmic accuracy and Flow 
Indicators. Flow Indicators can be generalized into 
three categories: ‘Challenge Seeking Indicators’, 
‘Challenge Monitoring Indicators’ and ‘Social 
Context Indicators’ (Custodero 2005: 192).

Lesson 1 – Music

• Rhythmic introduction

• Introduction to instruments and 
technique

• Initial samba playing

• Learning of introductory call

 
Lesson 2 – Music

• Introduction to new, more complex 
rhythms
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MUSIC MAKING | The dance becomes the music__________________ groove immediately, ‘playing their rhythms with 
accuracy and control’ (teacher diary). The video 
recordings from this lesson show an increased 
accuracy when compared to the videos from lesson 
2; all the segments are accurate compared to a 
third of segments from lesson 2.

This lesson was the first chance to evaluate 
whether the dance lesson had produced any 
outworking during the week, and whether the 
process of internalisation had begun. I asked the 
students a series of questions at the beginning of 
the lesson and the answers are shown in graph 
form in Figures 2, 3, 4 and 5.

Figures 2,3,4 and 5

I had not primed my students to carry out any of 
these activities. The students had evidently started 
internalising the samba rhythms enough to want 
to chant, tap, move and dance to them themselves 
over the week that followed their dance lesson. 
Interview data from my sample students alluded to 
the ways in which the internalisation process had 
taken place (see Table 2).

Findings

1. To what extent does dancing to samba music 
support the internalisation of samba rhythms, 
leading to improved samba performance?

Data relating to this first research question were 
collected throughout the teaching sequence. The 
data collected in the music lesson following the 
first dance lesson are worth discussing here. We 
started the drumming part of lesson 4 with an 
immediate launch into the more complex rhythms of 
lesson 2, as I wanted to see whether dancing had 
settled the samba rhythms more into their minds 
and bodies. Without asking the students to move to 
the music, I played the introductory call on the apito 
(samba whistle) and the class started to find their 

Lesson 3 – Dance

• Introduction to samba dancing

• Learning simple movements that can 
be danced to samba music

Lesson 4 – Music

• Recap of lessons 1 and 2, allowing 
regular changeovers in instruments

• Learn all 3 breaks

Lesson 5 – Music

• Composition of own breaks, 
accompanied by movement

Lesson 6 – Dance

• Group choreography to samba 
batucada 

• Performance at the end of lesson

Lesson 7 – Music

• Learning a different groove – samba 
reggae

• ‘Skanking’ to a reggae beat to feel the 
rhythm

• Learning some reggae breaks

Lesson 8 – Music

• Preparing for final samba 
performance/assessment

• Breaks are composed and routines are 
choreographed

Lesson 9 – Performance

• Rehearsal of routine in dance studio

• Practice of breaks

• Final performance!

Lesson 10 – Dance

• Dance assessment
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MUSIC MAKING | The dance becomes the music__________________ So even though the rhythmic accuracy was the 
same in this lesson as it was in lesson 4, the 
average flow levels had increased. From the data 
collected so far, it could be said that rhythmic 
accuracy is not the most important factor needed 
to create a flow experience in this Year 7 class. The 
freedom of body consciousness and the emphasis 
on a fully kinaesthetic experience were perhaps of 
more significance for establishing a high level of 
flow.

Lesson 7
This lesson was intended to provide a change 
from the samba groove that my students were 
mastering. I did not want this groove to become 
‘stale’, so I introduced a samba-reggae groove. The 
students entered this lesson ready for a change. 
The initial atmosphere was flowful: students tapping 
out rhythms, moving to them with their bodies and 
anticipate playing the instruments, which are all 
Challenge Seeking and Monitoring Indicators. Yet, 
when the playing started the groove was messy, 
lacking a clear rhythm, and flow faded rapidly. It 
was clear that these different rhythms had not 
been internalised, and the graph displaying flow 
levels shows this (see Fig. 7).

Fig. 7 

All seven categories of flow indicators have 
decreased. This indicates that perhaps with a new 

the aim of lesson 6 was to intentionally combine 
gross motor movements and samba playing, to 
explore whether this would solidify the rhythms 
and deepen the internalisation process (RQ1) for 
the weaker students, and whether this would help 
them to find flow (RQ2). The accuracy in this lesson 
was excellent, as it had been in the previous music 
lesson. So did the students find more flow in this 
lesson as a result of the emphasis on movement? 
The data suggest that they did. An excerpt from 
my teacher diary depicts Social Context Indicators 
in action:

Excellent dancing and drumming all around – the 
agogos moving perfectly in time, the ganzas are 
displaying obvious joy, the surdos moving with 
panache, the bongos revelling in the excitement of 
the new sound, the tamborims working in unison – 
concentration on their faces. Flow is evident. 

The graph below (Fig. 6) shows a clear increase 
of flow levels for the class. The questions relate 
to Csikszentmihalyi’s flow indicators, the points in 
the plot area represent the average value on the 
Likert-scale that was circled by the students, and 
the bars represent the standard deviation:

Fig. 6 

Table 2 

2. Are students able to find flow as a result of 
improved samba playing?

After lesson 5, which was another dance lesson, 

Carrie

‘I think the dancing to it made it more fun, and I kind 
of understood more what I’m meant to be playing 
after dancing to it – the rhythms get stuck in 
your head!’

‘I think the moves have been going around in my 
head all week, so I’ve had time to think about it. It 
made more sense today.’

Finley

‘Yeah there was a beat in my head – the beats get 
stuck in your head cos they’re groovy!’

‘Maybe that helped me play my rhythms right 
today, cos I think I kept in time with it when I was 
dancing.’

Jamie

‘No I don’t think I’m feeling the beat – I still guess 
sometimes what I’m meant to be playing.’

‘I still get it wrong sometimes, and I copy (Alex) to 
help.’

‘Maybe if you gave me moves that were on the 
beat more, so that I could feel the beat.’
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samba performance, has been eclipsed by its goal. 
The process could be summarised as in Figure 9.

Fig. 9 Flow chart of the internalisation process

 

The dance or movement develops a freedom of 
body consciousness, which supports the process of 
internalisation, which develops the knowing body 
and the moving mind, which, taking into account the 
improved accuracy that internalisation has given 
rise to, leads to a flow experience. Knowing bodies 
are finding flow.

Implications for the wider education 
community
This research does not have to be bound to the 
context of the music lesson. The concepts of 
internalising through movement and finding flow are 
relevant to all spheres of education, and in the case 
of flow, all spheres of life. We encountered Bowman 
earlier, a proponent of the embodied mind, who 
says, ‘knowing is inseparable from action; knowing 
is doing, and always bears the body’s imprint’ 
(Bowman 2004: 46). My research would imply that 
perhaps it is now time to ‘do’ to know – to favour 
an embodied education over a dualistic one, and 
to allow and encourage students to find their flow 
experiences as a result of their knowing bodies.   
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rhythmic groove, a new process of internalisation to 
take place before accuracy can be attained.

Final lesson – performance lesson
The final lesson was a performance, where dance 
and drumming came together. Figure 8 shows the 
outcome of this final lesson.

Fig. 8

 
Enjoyment is at its maximum and boredom is at 
its minimum. The smaller SD (standard deviation) 
shows that the whole class came to a consensus 
that this was the zenith of their flow experiences. 
This class found increased levels of flow when the 
accuracy was paired with the movement – where 
freedom of body consciousness allowed for a 
wholly kinesthetic experience that would be an end 
in itself.

Concluding thoughts
It seems that, in this study, the result of the 
process of internalisation is an increased flow 
experience. We have bypassed the once-significant 
milestone that was accuracy, or improved samba 
performance, as it now pales in comparison to the 
more worthy telos of the flow experience. Improved 
rhythmic accuracy, whilst technically important to a 



MUSIC MAKING | Conductive Music_____________ to transform lifeless electronic components 
into personalised and interactive musical 
instruments, each with a design that is a 
result of their own creativity. This physical 
skills-gathering process and evidence of their 
individual ability to create something complex, 
unique and functional will raise self-esteem 
and awareness of their potential as a part of 
the artistic and technical communities. The 
performance experience at the end of each 
workshop will allow them to share their creation, 
learn how to receive feedback and present 
their ideas to peers and audiences.

2. Students will gain manual and design skills. 
The project is not just about soldering; it is 
about visualising a product (instrument design) 
and overcoming obstacles on the way to its 
realisation. Throughout this process, students 
will gain knowledge of electronic components, 
coding and programming. We will highlight 
connections with open source communities, so 
that students will be able to follow up on skills 
and ideas after the workshop.

The main outcomes of the project were as follows: 

Musical Outcomes:
1. Students will be introduced to the community 

of do it yourself (DIY) musicians and linked to 
the world of open source software, a resource 
which will allow them to continue exploring 
music technology in their own homes. The 
personalised instruments they will develop 
through this process will reflect their creativity 
and personality, giving them the opportunity to 
perform on a unique instrument which controls 
their own selection of sounds.

2. The performance, creativity and team building 
exercises we have included in the project will 
show the students that they can contribute 
through an array of multi-media performance 
techniques. We intend to show them that the 
world of Music Technology is not a distant 
and expensive one. 
We will make them 
an integral part of 
the open source 
music community 
and invite them to 
attend and perform 
as part of similar 
events (London Music 
Hackspace, London 
Max/MSP society).

Personal Outcomes:
1. Students will be 

guided through the 
steps necessary 

Conductive Music – Emily Robertson and Dr. Enrico Bertelli
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This innovative international project which 
launched in 2013 links music, technology 
and science and, according to its creators, 
could take DIY music making to a whole new 
level for disadvantaged young people. Emily 
Robertson and Dr. Enrico Bertelli reflect on its 
impact so far.

When we created Conductive Music, the project 
was designed to enable at-risk young people (ages 
12-18) to create their own electronic instrument 
using everyday objects. Conductive Music sees 1) 
music as the engagement medium and end product 
and 2) the academic learning framework of science 
and electronics as the process to a musical end 
product. In addition to the sessions presented in 
London schools, we were lucky to be able to deliver 
this project in some very different contexts.

We ran a workshop for enthusiasts at the 2013 
London Mini Maker Faire in Elephant & Castle, soon 
followed by the 2013 academic conferences InTime 
(Coventry) and Re:New (Copenhagen). Thanks to 
support from the European Cultural Foundation 
and our partners Art-parkING in St Petersburg, 
more than 200 Russian children participated in 
three days of Conductive Music at the Mariinsky 
theatre, using nothing but MaKey MaKey boards 
(an invention kit from the USA), loaned personal 
laptops and an endless amount of fruit! The solo 
performances by the young participants were 
amazing, and despite lots of enthusiasm and sticky 
fruit juice, not one of the boards broke.

In London, we’ve proposed a fresh new approach 
to engaging with young people deemed NEETS, 
suggested through Pupil Referral Units or the Free 
School Meal lists at schools.
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created. Furthermore, we encouraged pairing up to 
build more layered performances. The instruments 
fabricated have been astounding, including a mix of 
percussion pads and piano keys, harps, 3D drumkits 
and many water-based instruments.

In the field of music technology, we presented our 
material and the lessons we have learned so that 
others can build upon them in their own projects. 
Our recent conference papers  feature the data 
we have collected during these workshops through 
an ethnographic method of short-term evaluation. 
We have successfully used this system during  Big 
Ears: Sonic Arts for Public Ears, a conference and 
training programme we curated for PhD students to 
receive training and experience in teaching music 
technology to young children (KS2). To implement this 
method in Conductive Music, students participated 
in informal feedback sessions between the project 
modules, and we have recorded private interviews 
and public performances from students, teachers 
and instructors. The open feedback from students 
would be published anonymously on our website. 
Eventually, the results of this intense evaluation 
process will be part of the planned journal 
publication and future conferences, similar to those 
we’ve done in Copenhagen and Coventry.

Aided by the Newham Music Trust, which has a 
very close partnership with the Heads of Music 
throughout the borough and we have engaged 
the interest of many teachers. We hope to be 
able to establish Conductive Music as part of a 
joint music-science secondary school curriculum, 
covering open-source and DIY music technology. It 
offers  students the basics of useful employability 
skills, such as coding, soldering, sound design, 
live performance and composition.  It also boosts 
teamwork and self-confidence and empowers 
the students through the creation of their own, 
personalised and interactive musical instruments. 

For more information about the Conductive Music Project, visit 
www.conductivemusic.tumblr.com

Generous funding from the Arts Council of 
England, the PRSF, the Newham Music Trust and 
the support of the London Music Hackspace 
and JoyLabs (the inventors of the MaKey MaKey 
board)  allowed us to host the Conductive Music 
project in the Borough of Newham where we could 
reach disadvantaged students, since the end of 
2013. These students were failing in mainstream 
education, at risk or actually involved in crime, 
living in poverty, or refugees and struggling with 
English as a second or third language (EAL).

In December, the project reached a number of 
different schools in London, including Plashet 
School for Girls, Eastlea Community School, 
Chobham Academy and St. Angela’s Ursuline 
School. We will continue to work with the Newham 
Music Hub and have a busy schedule ahead 
with local schools until the beginning of April. 
As mentioned, we are particularly interested in 
reaching out to those students who lack access to 
music technology and have not been encouraged 
to experiment creatively with art projects. 

More than 100 students have participated in the 
London schools programme so far, enthusiastically 
building instrument interfaces out of tinfoil and 
ice cube trays, even those who came in with bored 
looks. Conductive Music provided them with training 
in core technology design and fabrication skills. On 
arrival, we showed them how to type with the Makey 
Makey and, within the first hour, they learned how to 
change the code through the Arduino GUI (graphical 
user interface software). Soldering is fun, so, why 
not include that too? We taught the students how to 

create an expansion board with pins and a simple 
strip board, so their instruments could grow bigger 
and bigger. We then introduced them to conductive 
material (liquids, metallic objects) and ways to make 
other objects conductive (tin foil wrapping, dipping 
in water, wiring).

The sound design is controlled through Ableton Live, 
music production software that allows students 
to easily make sounds right away. Since we had a 
very high teacher/student ratio we could afford to 
employ different teaching techniques at the same 
time. While the core topics were explained from 
the board (such as MIDI channeling, transposition, 
rhythm composition), in a vertical teaching method, 
all the refining techniques were explained one-on-
one to single students (such as how to solo, mute, 
play/stop). Students were encouraged to spread the 
word among their peers.
By the end of the first day, students had created an 
instrument, modified its hardware, chosen its sound 
design and were ready to start thinking about the 
performance.

The second day was devoted to composition, 
brainstorming and performance. We suggested a 
number of strategies, avoiding the constrictions of 
‘dot composition’, and embrace graphic notation. 
Once again, in the workshops, we tried not to 
impose methods, but instead suggested a variety of 
solutions. Some participants got inventive, creating 
custom designed systems for their instruments and 
writing scores with high precision. Some preferred 
open scores with elements of improvisation. So far, 
all performances have been original compositions 
and not an attempt to cover some pre-existing 
material.

Conductive Music students are very diverse. Not 
only in age, but also in background. We’ve mixed 
music and science students to show them how to 
join the two disciplines. It didn’t matter if someone 
had performance experience before: everybody’s 
instrument is as unique as the performance they 
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CLICK HERE TO WATCH

https://vimeo.com/82616933


MUSIC MAKING | Taiko: More Than Just Drumming___________________ emotional and behavioural difficulties and some 
of whom are Looked After, as well as young 
Travellers.  

Director Juliet Whitfield says: “We felt Taiko was 
a great way to engage young people who find 
it difficult to self regulate their emotions and 
who had high levels of emotional stress in their 
lives.  The discipline of Taiko has brought an 
increased sense of calm to our sessions as they 
have progressed.  Taiko is easily differentiated 
and can produce wonderful sounds by putting 
together very basic beats and rhythms; it makes 
it very inclusive.  We are seeing increased 
confidence and concentration in the young people 
we have worked with as well as increased eye 
contact and improved ability to work in a group.”

One of the paradoxes of Taiko is that it is both 
energising as well as calming.  For Bullfrog Arts, 
it’s created a whole new level for some of their 
most vulnerable young people to engage in music. 
At Bidwell Brook School (near Totnes, in Devon) 
Chris Sanson uses Taiko with students age 3 to19 
year olds with severe learning difficulties.  Chris 
runs two regular sessions a week and says that 

It’s Springtime, which means I’m organising 
another Taiko Festival.  The 10th UK Taiko Festival, 
in fact.  Since we began in 2005, this Devon-based 
event has gained an international reputation, 
attracting groups and workshop teachers from 
as far away as the USA and Japan.  But it’s not 
the headline acts I want to tell you about. It’s the 
youngest participants. 

The youth component has been at the heart of 
the festival from the start.  Over these 10 years, 
Taiko in schools has spread nationwide; the festival 
reflects, supports and inspires young people’s 
participation and performance.  I work with Taiko 
organisations in Japan, Europe and North America, 
and no other European country boasts more youth 
involvement in Taiko than the UK.  So what have we 
latched onto – what is so special about Taiko?  

More than just drumming
Taiko originated in Japan and is still sometimes 
known as “Japanese drumming”. The holistic 
aspect of it, with an almost martial arts approach 
to the player’s attitude, body language, technical 
skill and energy, makes it demanding and 
absorbing.  

Taiko now takes many forms around the world, but 
I would say that its USP is the ensemble – a group 
of players focusing on “doing simple things well”.  
This is also the key to its accessibility. There is a 
remarkable energy released when a group learns 
to play in complete synchronism, and this can be 
learned very quickly – in my experience, a well-
taught half-day workshop is enough to get most 
people started.  

In our teaching, whether workshops or courses, we 
have always worked towards a performance (of 
some sort – within the first few hours if possible) 
- because we have seen time and again how this 
transforms groups and individuals. 

People are always telling me that Taiko is “more 
than just drumming”.  It’s the “more than” 
elements that make it so fascinating, exciting and 
give it such depth and breadth of possibilities. The 
best way to explain is to share with you some of the 
different ways that teachers and young players 
are currently working with it.

Engaging young people
Bullfrog Arts, based in Leicester, have been 
using Taiko since early 2013. In partnership with 
Leicestershire Schools Music Service they have 
been working with over 20 young people from 
different age groups, some of whom have social, 

Taiko: More Than Just Drumming – Jonathan Kirby
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Girls in Youth Group at UK Taiko Festival. Photo by: Daniel Thistlethwaite
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MUSIC MAKING | Taiko: More Than Just Drumming___________________ was teaching it to kids playing on djembes, dun 
duns and buckets – pretty much anything they 
could hit.  The kids absolutely loved it.

Lisa says: “Taiko is perfect for engaging children 
in a musical activity together when they don’t 
have to read music.  It’s so very accessible, but 
you can also play to a very high level.  It’s holistic 
and seems to work on so many different levels.  It 
draws people in and brings them together.  And 
although they love the big drums, kids just love to 
shout too, and Taiko requires that of them.  They 
also like working together as a team, being part of 
something that’s bigger than they are.” 

A group is established
Soon, Lisa found herself working with Emma 
Middleton, a local drama teacher.  For them, music 
and drama collaborations have been a recurring 
theme.  Emma says: “There is a strong element 
of drama to Taiko, it has a narrative quality to it 
and can be at home in a theatre as much as in a 
concert hall.”  Drama and Taiko students feed each 
other, she says, because while Taiko can add a 
new dimension to theatre performance, the stage 
discipline of drama students also helps Taiko groups.

Lisa and Emma then formed Gyoko Taiko, “Gyoko” 
meaning “fishing port” and referring to Grimsby, 
where they are based.  Under the banner of Gyoko 
Taiko, they now run six different Taiko groups:  
junior beginners, intermediates, youth and adults 
in addition to two primary school groups.  They 
also use Taiko for projects with SEN groups and 
groups of young people at risk of exclusion. 

Development of self-esteem and self-confidence 
is seen as one of the major benefits, as well as 
encouraging aspiration.  Lisa says: “Taiko gives 
some youth and adult members a new identity, that 
of a Taiko player, and they are proud of it.”

Gyoko Taiko is led by two performers who invest 
in their own training and development, taking 
workshops and courses wherever and whenever 

the activity engages all of the students who are 
involved.  “It’s significant that I do not need to ask 
for students who want to drum, they come to me 
and say ‘when are we drumming?’ because they 
are excited by it,” he said.  Some of the students 
have performed both in school and at outside 
venues, which has been amazing for them and 
their families.  We use practice Taiko drums 
bought from Kagemusha Taiko and a shime-daiko 
from Japan, and sessions are all taught by me, 
but I have led some staff workshops as well and so 
some staff take their students through the basics.” 

I asked Chris to reflect a bit more on why this 
kind of drumming works for him.  “Why do I do 
Taiko?  Because it is a personal passion of mine 
and through using it with students I can see that 
it inspires and engages them as well. There are 
students in my Taiko group who respond better to 
these sessions than many other school activities.  
They love it, they look forward to their sessions 
and absolutely revel in the opportunity to do 
solos, but they also work well as a group and have 
developed excellent listening and watching skills.”

Kagemusha Junior Taiko perform their own 
composition at Next Brit  
Thing Finals

Short-Term Projects
At South Dartmoor Community College, under the 
auspices of Head of Music Rachel Lewis, an initial 
Taiko project was launched with a one-day festival 
involving pupils from feeder primary schools and 
SDCC students through to sixth formers. Teaching 
came from Kagemusha Taiko.  Rachel then hired 
a Devon Taiko set to further explore work with 
their primary percussion academy called “music 

makers”.  Rachel says: “Students respond excitedly 
to the sound and size of the drums, the controlled 
approach to the music and practice and also to the 
choreographed nature of the performance work.”  

The drums were hired from Devon LDP Music 
Service, which has four sets available to local 
schools for a term at a time.  They are booked out 
solidly for more than a year ahead, principally to 
county primary schools.  Interest in Taiko is fuelled 
annually by the Devon Schools Mix, a one-day event 
at the Westpoint showground near Exeter.  At “The 
Mix”, parties of schoolchildren have the opportunity 
to try hour-long workshops with a wide range of 
musical instruments and also to see performances 
by music professionals and youth groups.  
Kagemusha Taiko has been a regular contributor 
over the years.  In fact in 2013, Taiko was so popular 
that we had to run workshops for up to 90 children 
at a time in two marquees, reaching over 1,000 
young people in the day, and sowing the seed for 
future interest in Taiko across the county.

In Devon primary schools, Taiko works well as a 
term-long project.  In this sort of setting we find that 
teachers can manage with a minimum of training.  
What’s needed most of all is enthusiasm – true of all 
teaching.  But Taiko is so physical, it does require a 
certain physical commitment too.  A successful Taiko 
teacher at this level is someone who is prepared 
to lead by example. It is not difficult to pick up 
the technical skills; training, online, print and DVD 
resources are now available to equip them.

Getting hooked
Taiko gets some teachers totally hooked.  Take 
Lisa Oliver, from North-East Lincolnshire.  Lisa 
began teaching Taiko for what she describes 
as “purely selfish reasons”.  As a peripatetic 
percussion teacher, she went to a Taiko concert 
by Scottish group Mugenkyo and soon after took 
a workshop with them.  Thoroughly enthused, 
she decided to incorporate Taiko in her work 
immediately.  Searching the web, she found “Learn 
Shimabayashi” by Kagemusha Taiko and soon after 

CLICK HERE TO WATCH

http://www.youtube.com/watch?v=zL1GhuFvc7U
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group has been invited to play in Japan (2005) in a 
special concert with the junior champions of that 
country, and in 2012 they were one of finalists in the 
Next Brit Thing competition.  What they demonstrate 
is that while Taiko is accessible, it is most definitely 
not inherently limited as a musical form.  

The UK Taiko Festival
Our vision for the UK Taiko Festival is not based on 
competition, but on celebration.  Different youth 
groups around the country have different reasons 
for existing; they start from different places and 
have different resources at their disposal.  

Lisa and Emma says that what matters is that the 
festival provides inspiration. “Our kids love seeing 
other groups their age, as well as brilliant groups 
both national and international.  Live shows are 

they can.  This enables them to teach by example, 
demonstrating what should be played and how, 
and sometimes playing with their groups to provide 
a solid platform for them.    However, it is possible 
to run long-term projects without this personal 
involvement in playing.

Student-led Taiko
In 1998, Carol West started Oku Nojo Daiko, the first 
school Taiko group in the country.  They were based 
at Oak Farm Community College in Farnborough, 
Hampshire, where Carol was Head of Music.  In 2005, 
the group migrated to Hampshire Music Service, and 
has become one of seven ensembles in the North 
East Hampshire Area School’s Orchestras group of 
which Carol is now the director.  

Carol explains: “There are currently 17 children 
aged 10 - 19 playing in Oku Nojo Daiko. Their 
experience ranges from a few months - joining 
us very recently at our open rehearsal in January 
2014 - up to five years.  It is open to all abilities, with 
no audition process. Our members have always 
come from a very wide range of backgrounds, 
some of them very challenging, and includes 
pupils with special educational needs. The more 
experienced players are responsible for teaching 
repertoire to newer recruits in the group.  They 
are an enthusiastic, motivated group who work 
hard together as a team to write their own 
compositions to suit current members, as well as 
adapting pieces learned from previous group 
members to add their own twist.  Older members 
also take on responsibility for ensuring younger 
players settle in, mentoring them at rehearsals, at 
public events and on our residential trips.”  

The approach adopted by Carol works really well.  
Oku Nojo Daiko has performed at the National 
Festival of Music for Youth and the Schools Prom 
as well as making regular appearances at our UK 
Taiko Festival.

Musical excellence
With short-term projects, it’s perfectly possible for 
enthusiastic teachers to lead a group for up to a 
term, using readily available resources.  Longer-
term projects can work with different approaches.  
The first is one in which the teachers develop 
their own skills and the second is one in which 
teachers act as facilitators, enabling repertoire 
development and teaching to be led by the 
students themselves.

Our own Kagemusha Junior Taiko is really a 
variation on the first of these, but they are 
fortunate in being taught regularly by Taiko 
professionals.  We can provide them with 
consistent, high-octane input, and the result is a 
group with outstanding performance skills.  

Besides appearances at the Schools Prom, the 

Kagemusha Junior Taiko at UK Taiko Festival. Photo by: Daniel Thistlethwaite
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change towards the establishment and 
implementation of a professional Learning 
Community created as a result of the 
research, and recommendations for future 
related research.

The conductor needs his orchestra
Having demonstrated the breadth of the relevant 
literature and the exposed conceptual framework 
requiring research, the study focused on deepening 
an understanding of the interdependencies 
between collaborative working and strategic 
leadership in music education in England.

A variety of international literature (e.g. Huxham 
and Vangen, 2000; Lemay, 2009; Spillane, Diamond, 
Sherer and Coldren, 2005) has developed research 
around the interdependencies of the fields in 
various contexts, with Getha-Taylor and Morse 
(2013: 72) summarising a clear and necessary link 
that ‘today’s leadership context, particularly in the 
public sector, is inter-organisational’. There are 
also vast amounts of research and professional 
texts exploring the concept of leadership and 
its distribution (e.g. Collins, 2001; Edwards, 1992; 
Lemay, 2009) and the importance of collaborative 

The topics of collaborative working and 
strategic leadership in music education in 
England are currently in the political spotlight 
with the conception of Music Education Hubs 
following the publication of ‘The Importance 
of Music: A National Plan for Music Education’ 
(DfE & DCMS, 2011b). The purpose of the 
research study discussed in this paper was 
to explore the conceptual and practical 
interdependencies of collaborative working 
and strategic leadership of music services; 
analysing the extent to which collaborative 
working influences strategic leadership, 
presenting a policy for change based on 
the findings. The research was undertaken 
through a small-scale interpretive case study 
approach in a qualitative paradigm, within 
the context of a local authority music and arts 
service, leading the local Music Education Hub 
in South East England. This paper presents a 
summary of the research study, including the 
findings of a critical review of contemporary 
literature into collaborative working and 
strategic leadership; and the findings of a 
rigorous qualitative practitioner-led enquiry. 
It presents the policy proposal for cultural 

still hard to find locally, but the Festival provides a 
real feast of Taiko”. 

West has a similar take on things:  “The biggest 
highlight on the Oku Nojo Daiko calendar is 
meeting, watching, and being inspired by the 
performances of the ever growing numbers of 
people from across the UK & the world who have 
caught, and come to share, the highly infectious 
Taiko bug at the UK Taiko Festival!”.  

So, back to work.  The headline acts are lined up, 
we have seventeen workshops on offer, but it’s 
the youth groups that remind me most of all why I 
love this job.

Jonathan Kirby is Artistic Director, Kagemusha Taiko/UK Taiko 
Festival. The 10th UK Taiko Festival will be hosted at Hannah’s at 
Seale Hayne, near Newton Abbot, from Friday 4th – Sunday 6th 
July.  For details of the full programme of events, see:  www.
Taikofestival.org.uk

Resources

For Short-Term Taiko Projects: 
Jonathan Kirby’s Taiko Drumming Book  
(book + dvd)

For Longer-Term Projects and Personal Skill 
Development:  
Teaching Taiko:  Principles & Practice 
book + 4 dvds)

Books and DVDs available from:   
www.kagemusha.com

Taiko - Musical Futures:  
https://www.musicalfutures.org/resource/268/title/
Taikodrumming

LEADERSHIP & MANAGEMENT
The influence of collaborative  
working on the strategic  
leadership of music services  
– Laura Saunders (Griffin)
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consuming, it was also the most appropriate 
method for sifting through a large amount of 
qualitative data in order to fairly represent the 
specific case and its uniqueness, increasing the 
trustworthiness of the study’s outcomes.

Results –  
a critique of the rehearsal and performance 
In summary, the questionnaire responses from 
the four participants revealed data about their 
professional journeys to date, putting their 
responses into context; and about their views 
on the links between collaborative working and 
strategic leadership. However, compelling quotes 
from participants about the necessity to work 
collaboratively led into in-depth interviews with two 
of the participants where a deeper understanding 
of the perceived interdependencies were 
explored.The imperative of collaborative working 
and its influence upon the strategic leadership 
of music education in the context were detailed 
and the consistency of the collaborative working 
practices across the organisation problematised. 
Participants explored the impact of the fields upon 
each other; and the definitions of partnership and 
collaborative working. Cumulative data analysis 
built upon participants’ original responses to 
develop individual theme maps, and an overall 
theme map accumulating all of the data. 

This map supported the perceived influence of 
collaborative working upon strategic leadership 
in the context based upon participant assertions 
about its vitality for organisational survival and 
the necessity to collaborate to lead change; 
as well as demonstrating their values about 
collaboration for learning. They stressed the 
positive effect collaborative working can have 
in empowering team members, especially if the 
notion of distributed leadership is harnessed, 

working in that distribution. Lacey (2001: 16), for 
example, presents the concept of ‘transdisciplinary 
teamwork’, and Lambert (2005) and James (2007) 
frame leadership as a collaborative process 
of reciprocity, learning and action as a form 
of strategic development of people working in 
schools. Edwards (1992: 28) emphasises the value 
of the interdependency between the fields through 
‘symbiotic leadership’, defining it as a factor 
that ‘enhances organisational performance by 
promoting contributions from all organisational 
members’. With the exception of Hallam (2011) the 
fields are not discussed or linked in the context 
of music education in any literature searches; 
and in that case Hallam describes the importance 
of cross-organisational partnership (as opposed 
to collaborative working as described earlier) in 
music education leadership.

Whether a conductor and his orchestra or an 
improvising jazz group, music is by definition a 
collaborative process, so the scarcity of research 
into the interdependencies of the fields were 
highlighted as being incongruent  with the fields 
themselves.

Data Collection Methods –  
the composition and chord progression
In support of Stake (1995) and Thomas’ (2009) 
descriptions of case studies as a methodological 
approach, the study was designed to collect data 
from a variety of facets of the main research title, 
combining them to tell the complete story related 
to the fields in the given context. These facets 
were broken down to gain an understanding of 
the breadth and depth of data through a rapid 
literature review, semi-structured questionnaires, 
an in-depth critical literature review and in-depth 
semi-structured interviews. A set of subsidiary 

aims were created to structure the data collection:

identify the professional journeys of the strategic 
leaders, providing context of their experience
identify the strategic roles and responsibilities of 
leaders in music education in this context
identify how strategic leaders practice collaborative 
working identify the benefits and challenges to 
working collaboratively at a strategic leadership 
level identify the emphasis placed upon 
collaborative working by the leaders involved, 
considering the changing context

All participant based data collection methods 
were trialled and revised accordingly to increase 
trustworthiness and further develop the facets of 
data.

Participants were chosen through ‘purposive 
sampling’ (Cohen, Manion and Morrison 2011: 114) 
because of their strategic focus within the service, 
the Hub and its collaborations. The sample was 
therefore made up of four strategic leaders with 
varying roles in the service and Hub’s leadership 
and strategy.

Data Analysis 
Analysis was cumulative and reflected all facets of 
data collected. In choosing to collect data in these 
ways, Denzin’s (1978) methodological triangulation 
was used alongside Thomas’ (2009) iterative 
Theme Mapping method of coding to minimise the 
impact of my interpretation as the researcher. 
Temporary constructs were created for each 
participant according to their responses, with 
culminating theme maps, in addition to question-
based temporary constructs and theme maps, 
and an overall theme map of all data collected 
(Diagram 2). The coding process was an inductive 
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In addition to implementing the policy, other 
recommendations were made from the study. The 
research recognised the pertinence of further 
exploring the strategic leaders’ professional 
journeys into leadership roles. Alongside this and 
something that was not attended to in the study, 
was the issue of the gender of strategic leaders 
in music education and the impact of gender upon 
the values and practices related to collaborative 
working: the conductor and his orchestra. 
Moreover, as all participants were at some point 
practising musicians, a further recommendation 
was to explore P4’s suggestion about the links 
between collaborating as a musician and 
collaborating as a strategic leader.

Furthermore an important application for this 
research in practice would be to explore its 
dissemination nationally (whilst maintaining 
anonymity), which would require a further 
broadening of the literature and development of 
the data collection in other local authority music 
services and partner organisations in England’s 
music education hubs.

An additional recommendation of the study was 
to extend beyond the analogy of the conductor 
and his orchestra and the improvising jazz group. 
We know that neither ensemble can exist without 
strategic leadership or collaborative working 
and the links between the two, but we should 
perhaps now attend to the importance placed by 
participants on the interdependencies between 
individuals, the vision, the appropriate workforce 
structure and partnerships, and the children 
and young people we serve. The performers, 
the score, and the audience are all essential in 
the concept framing the interdependencies for 
meaningful collaborative working. 

as well as the financial benefits of collaborating. 
They emphasised the importance of a clear and 
shared vision, with an appropriate workforce 
structure, tools, resources and communication, 
to support collaborative working; as well as the 
place of individuals with flexible views of the world 
to complement working collaboratively. These 
constructs and sub-constructs were supported by 
key literature to provide stimulus for the creation 
of a policy proposing cultural change towards the 
establishment of a learning community. 

The Crescendo towards Leading Change
In line with the epistemological and methodological 
positioning assumed for this research, as well as 
the very fields of research themselves, a complex 
view of change (Hoban, 2002; West-Burnham, Farrar 
and Otero, 2009) was adopted towards a cultural 
change (Bush, 1998) policy for the organisation. It 
was decided that Hoban’s (2000: 23) definition of 
complex change aligned well with both the research 
focus and the metaphorical image of musicians at 
work: ‘interrelationships among multiple elements 
that act collectively as a system to produce ripple or 
“butterfly effects” across related networks’. 

Appendix 1 presents the policy proposal for change 
which assumes an aim to establish the culture of 
a learning community in the context. I suggest a 
number of key themes within which to position the 
policy where a professional learning community is 
defined by Senge (2006) as ‘a shift of mind – from 
seeing ourselves as separate from the world to 
connected to the world…’. The policy is justified in 
the local and national context and as a result of this 
research, and whilst it is specific to the described 
context, it has been kept intentionally broad so 
as to aid application in other organisations and 
contexts. I have presented a visual model for the 

implementation process which is based loosely 
on Fullan’s (2007) and Trowler, Saunders and 
Knight’s (2003) change models. In doing so, the 
model proposes the initial stages of the change 
in a more linear manner followed by a cyclical 
idea of continual review based upon Kai Zen (for 
example Trowler, Saunders and Knight, 2003) to 
ensure continued effectiveness and relevance. 
The model plans for change over time showing key 
concepts (white), key activities (green), supporting 
conditions (light blue) and other drivers affecting 
its implementation (orange). As a policy for cultural 
change, it presents sets of beliefs and practices 
belonging to a learning community (e.g. Morrissey, 
2000) in order to benchmark the continual 
review process. The final policy was a result of 
numerous iterations and revisions based upon the 
accumulation of data and a pilot. 

In combining a number of change theories I present 
a complete plan for cultural change to support 
collaborative working for strategic leadership, in the 
same way that the improvising jazz group shares 
the leadership of a performance.

Conclusion
The rigorous and comprehensive practitioner-
led research enquiry into the interdependencies 
of collaborative working and strategic leadership 
has demonstrated the compelling conclusion 
that collaborative working is a crucial part of the 
strategic leadership of music education in the local 
authority music and arts service identified. A key 
recommendation of the research was to ensure full 
implementation of the policy proposal for change in 
order to facilitate a growing culture of collaborative 
working for strategic leaders and others (in the 
sense of distributed leadership) in the context.
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developing the culture of a learning community 
(2). The proposal encapsulates considerations 
for cultural change but does not propose a step-
by-step process at this stage, as the importance 
of continual review; the need to address 
organisational and individual beliefs; and the 
necessity of involving stakeholders is recognised.

Key concepts are shown in white; activities to 
achieve those concepts in practice in green; 
supporting conditions in light blue and additional 
drivers for change in orange (2).
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Purpose, Definitions & Justification
This policy proposal aims to outline the process 
of innovative change towards developing an 
organisational culture of a learning community 
at [organisation name] who provide music 
education as part of the Music Education Hub to 
young people in [area]. 

Morrissey (2000: 3-4) defines a professional 
learning community as an organisation where 
the entire group of professionals come ‘together 
for learning within a supportive, self-created 
community’, where collaborative working, 
relationship-building and a sense of reciprocity 
amongst colleagues is the focus for achieving 
the organisation’s goals and withstanding 
external drivers.

The policy arises from a piece of academic 
practitioner research undertaken in 2011-2013 
that recommends the adoption of a learning 
community culture at [organisation name] in 
order to create a cohesive and efficient culture 
for leading and delivering music education in 
[area] in line with the organisation’s educational, 
musical and business planning goals. The 

supporting research can be accessed by 
contacting [researcher name & contact details].

In aiming to develop the culture of a learning 
community, the concept of ‘culture’ is 
defined as stressing ‘the informal features 
of organisations…[Culture] focuses on the 
values, beliefs and norms of people in the 
organisation…’ (Bush, 1998: 32).

At the core of a culture of the learning 
community is collaborative working. Through the 
Hub we are charged with working in partnership 
with other organisations, and in order to do 
this we need to work collaboratively as an 
organisation. Carnwell and Carson (2004: 4) 
provide apt definitions for partnership (‘what 
something is’) and collaborative working 
(‘what one does’) upon which to base our 
understanding of a professional learning 
community.

The policy is presented as a broad set of 
considerations, drivers, activities and possible 
outcomes to break down the process of 
change towards meeting the long term goal of 

APPENDIx 1  
Policy Proposal
Developing as a Learning Community:  
A Plan for Cultural Change  
Iteration 2: June 2013

At the heart of a learning 
organisation is a shift 
of mind – from seeing 
ourselves as separate 

from the world to 
connected to the world, 
from seeing problems as 
caused by something ‘out 
there’ to seeing how our 
own actions create the 

problems we experience.  
- Senge, 2006: 12
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2. Concept & Plan 



4. Practices denoting the culture of a 
professional learning community

‘Professional learning 
communities…should 

not be confined to latest 
ideas and innovations. 
And they should not be 
places for well-meaning 
superficial exchanges…
these communities must 
foster an open exchange 

where teachers can explore 
elements of their  

own practice’  
– Fullan (2007: 50)
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a. Peer coaching, peer learning, and group 

professional dialogue

b. Mutual planning

c. Engagement with knowledge and research

d. Continual reciprocity in communication and 
action

e. Reflective practice

f. Facilitating action and practitioner research

g. Dialogue that surfaces assumptions, 
expresses curiosities, and poses questions

h. Active and deep listening and questioning

i. Language choices that suggest openness, 
value orientation and flexibility

j. Forums (online and physical) for staff to 
collectively reflect and collaborate on the 
ethical and moral dimensions of their work 
and behaviour

k. Active engagement with a wide range of CPD 
opportunities

3. Beliefs & Commitments denoting 
the culture of a professional learning 
community

a. Everyone as a leader and a learner

b. Applying learning to produce results

c. Valuing each other as people in relationships 
of care, respect and challenge 

d. Using quantifiable evidence and shared 
experience to inquire into…issues and make 
judgments about how to improve them 

e. Synthesising a shared organisational vision

f. Questioning traditional assumptions about 
learning and change

g. Commitment to raising expectations

h. Commitment to improving the social 
environment

i. An appreciation and understanding for 
different world views and interpretations; 
peoples’ individuality

h. Individuals’ commitment to their 
own learning and the organisations’ 
development



by Cerys Matthews,  
London: Penguin Books, 2013,  
288 pages, £20 (Hardcover)  
ISBN 1846147174

This is a sumptuous, heavy hardback, 
presented cookbook style, with lush 
design, quality textures and graphics - 
a treat to sit down and dip into, rather 
than tote around town. 

In a world where many teachers 
are afraid to sing in their classes, 
this book offers a message of hope 
and encouragement. Cerys believes 
everyone should sing, and with others, 
for their enjoyment in the moment, 
rather than with a performance 
goal in sight. While that may seem 
strange for a multiselling rock artist, 
Cerys presents her own personal 
scrap book of musical life memories 
including many well known songs and 
also very personal ones. Crammed 
with history, memories and anecdotes, 
this book offers a stimulating model 

for a personal 
or group 
project at any 
age.

These are 
songs that 
work across 
generations 
and settings 
and which lend 
themselves 

to child ‘song champions’ to get the 
song going in a group. Arranged 
thematically, this could be a valuable 
resource for selecting ‘easy to sing 
and easy to learn’ songs for any time 
in the school day and to accompany 
any activity.

Lyrics and notation are provided 
for anyone wanting to refresh their 
memory or try a new song. The 
absence of a CD may deter some but 
most songs can be viewed or heard 
on the internet.

This is highly recommended for a 
delightful, stimulating and memory 
jogging few hours, with many practical 
applications for the generalist 
teacher.

Catherine Pestano 
Community musician and music teacher

BOOK REVIEWS
Selected teaching  materials and resources are reviewed by music education 
professionals each issue.  If you’d like to suggest a suitable  book for review, 
please contact Matilda Egere-Cooper, Communications and Publications 
Coordinator, at matilda.egere-cooper@musicmark.org.uk
_____________________________________________________________________________ 

Hook, Line and 
Singer:  
A Sing-a-long Book 

BOOK REVIEWS | Sign & Song Vol 1____________ The Niki Davies Book of Lovely Literacy Songs_______________

Lovely Literacy Songs is a set 
of 20 imaginative songs with 
accompanying CD. Aimed at 3 to 
7 year olds, each song explores a 
specific literacy learning objective. 
The aims of each song are clearly 
stated with each title and it includes 
songs for: blending letters, 
digraphs, homographs, acronyms 
for difficult spellings and songs to 
stimulate creative writing. 

The lyrics are presented clearly 
and separately from the vocal 
piano score with a maximum of 
two suggested activities at the 
end of each lyric page. These 
are presented in an uncluttered 
way so the reader is not too 
overwhelmed by written detail. The 
songs are tuneful, easy to learn 
and in a variety of styles -  ‘Chalk 
and Cheese and Chatter’ has an 
Eastern European flavour, while 
‘We’re Off To Rhyming Land’ would 
make a fun cumulative song. 

Several of the songs could be 
used to explore other curricular 

areas of art, music, drama and 
movement. ‘Hey, Mr. Pirate!’ aimed 
at creative writing, would be fun to 
act out with costumes. It’s use of 
a minor/ major contrast between 
verse and chorus could lead to 
a simple exploration of musical 
characterisation. ‘Big Elephants’, 
which is all about acronyms, 
would work well in a different key 
on tuned classroom percussion 
reinforcing the learning. 
‘The Octopus song’, ‘Lov-er-ly Mud’ 
and ‘I’m H, H, H, H, H, Huffed Out!’ 
would work well with children who 
have learning difficulties.

Diane Paterson
Inclusive Music Team Leader - ArtForms 
Leeds

The Niki Davies 
Book of Lovely 
Literacy Songs

by Niki Davies, 
Middlesex: Out of the Ark Music, 2013, 
£23.95 (Book and Audio CD)
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but the other two songs drift in to 
the jazz/blues realms rather typical 
of music education resources.  The 
Vikings did not grip their axes with 
jazz hands!
That being said, the pack contains 
all a teacher would need to present 
a colourful and educational 
assembly that pupils would enjoy and 
remember. I am sure it will prove 
popular with even the least confident 
teacher, and commend the authors 
on a well researched and interesting 
resource.

Emma Coulthard MA
Head of Music Development
Cardiff Council Music Service

Communal singing is well regarded for 
the feel good factor it provides and 
the sense of well being and belonging. 
Taking this as a benchmark, any new 
singing anthology has to work out a 
well positioned collection of songs 
to meet these expectations. Aiming 
to do this is ‘Sing Together’, one of 
several books from a new series by 
Out of the Ark Music, which provides 
appropriate songs suitable for a 
variety of occasions. Music teachers 
working in the primary sector will find 
a lot of relevance amongst the pages 
of this book, whilst their pupils will get 
the chance to perform well written 
material that also has depth and 
musical interest. This extends to singing 
in different styles, different keys, and 
with elements such as part singing, 
harmony singing and acapella singing - 
all very good experience for musicians 
of any age.

The songbook itself is a very user 
friendly A4 ring bound affair brimming 
with piano music complete with lyrics for 
every song and divided into sections 
containing musical and stylistic song 
information, helpful tips for vocal warm 

ups, and finally 
the piano sheet 
music. There 
has clearly 
been a lot of 
cross curricular 
thinking put into 
establishing 
‘Sing Together’. 
As well as the 
musical benefits 
of these songs 

there are also themes of geography to 
discuss and a strong emphasis on PHSE. 
The song summaries and the specific 
teaching tips provided for assistance 
are a very welcome addition, well laid 
out and thoughtful. There is also a 3 CD 
collection to accompany the book, the 
production of which is equally as high 
as the book itself. The first CD contains 
a recording of each song sung by 
children and accompanied with a full 
arrangement, CD2 contains the backing 
tracks for the songs, and CD 3 is a CD 
ROM that allows use of your interactive 
white board and projector to display 
all of the lyrics. It also very handily 
contains printable lyric sheets and is 
compatible with both Mac and PC.

This book and its accompanying 
CD’s will definitely find their way into 
primary music leaders hands for use 
in assemblies and choir performances. 
However there is also the potential for 
older pupils to start learning about 
harmony, arrangement, and writing 
for the piano. ‘Sing Together’ is a very 
worthwhile addition to any music book 
library, full of fabulously charming 
songs that young pupils will love 
performing.

Paul Hughes
Head of Music, Edenham High School, Croydon

‘The Vikings’ is part of the series 
of mini-musicals based around key 
curriculum topics, designed to bring 
learning to life at key stage 2.  The 
resource consists of a book and 
enhanced CD containing three songs, 
a script, backing tracks, lyrics on 
whiteboard and piano/ vocal score 
with additional recorder part for one 
of the songs.  There are lots of cross-
curricular ideas, and suggestions 
for a simple dance which would add 
interest to the performance.  

The script is well thought-out, and 
follows a simple story line, but cleverly 
incorporates a saga and lots of 
information, particularly about Viking 
words that we still use today.  The mix 
of narrative and fact works well here, 
as to dwell purely on the Vikings as 
fierce invaders would do a disservice 
to their rich culture, something to 
think about next time you take the 
family to IKEA.

The one aspect that I found slightly 
disappointing was the musical styles 
employed.  The first song ‘Dragon 
Ships’ is suitably rustic and evocative, 
with nice use of simple harmonies, 

Sing Together
 
by Sadie Cook and Rebecca Kincaid,

London: Out of the Ark Music, 2013, 

£39.95 (Ring Bound Paperback Book, 
Audio CD, and Words on Screen CD 
ROM), £23.95  (Ring Bound Paperback 
Book and Audio CD)

ISBN  978-1-906988-52-4
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That’s What I Call 
A Class Assembly: 
The Vikings
By Mary Green and Julie Stanley
Middlesex: Out of the Ark Music, 2013
£16.95 (Book and enhanced CD) 
ISBN 9781906988548  
ISBN 978-1-78038-249-4


	Button 11: 
	Button 1: 
	Page Down: 
	Contents: 
	Search: 
	Page Up: 


