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Executive Summary
1

Chamber Tots in the Community is in its 9th year. It is therefore a very established programme.

2

The project provides children with opportunities to listen to and participate in activity of high
musical quality.

3

The children are aged between 3 and 4 years at the start of the programme. The children are
diverse in race, ethnicity and religion, and many have English as an additional language. The
economic circumstances of the children also vary. These factors influence how they are able to
engage with the programme.

4

Most of the 9 groups were nursery classes, two based in children’s centres and the rest attached
to primary schools. They are located in two London Boroughs serving distinct and varied local
communities.

5

The early years practitioners in the settings vary in their level of qualification and experience.
Some have qualified teacher status, some have minimal formal qualifications.

6

The CT Programme is led by an experienced team of musicians, two of whom are highly
experienced. The regular inclusion of trainees on the programme sustains a team of musicians
trained in the programme content, pedagogy and ethos.

7

The programme employs a team of players representing strings, wind and percussion. Most have
worked on the programme before and so are knowledgeable and experienced.

8

The programme has a complex structure with many different elements. It incorporates musicians,
players, early years practitioners, children, parents, trainees and managers. It includes training
for the players, trainees, children, parents and practitioners and different types of sessions for
these different purposes.

9

The programme has developed over the years in response to evaluation, mostly in the form of
incremental development rather than substantive development to its overall structure and aims.

10 The programme content was originally designed at its inception, with small modifications in
subsequent years. The content is focused on a core set of songs, experiential learning of the
elements of music and the visits by 3 groups of chamber players. The aim to introduce live
chamber music to young children is in keeping with Wigmore Hall as a national venue for chamber
music.
11 The fixed structure of the programme allows the many different adult partners to navigate it easily
but can lack flexibility to the differentiated needs of the children and settings.
12 Most of the children learn to sing some parts of a core set of songs. With more attention to
children’s vocal development, more children could sing more of the songs more successfully.
13 The early years practitioners learn the core set of songs and most incorporate those songs in to
their practice. The expansion of singing repertoire is one of the main legacies of the project.
4

14 The children have extended opportunities to use instruments both in structured and semistructured activities.
15 The practitioners learn more about how to use educational percussion instruments in practice and
some incorporate some changes in their practice. The expansion of instrumental activity is one of
the main legacies of the project.
16 A sample group of children were mostly engaged in the CT activities and some children were very
engaged for a majority of the time. Certain activities (adult-led song singing, instrumental playing
and performance) appeared more successful at engaging the children than others (free-play, story
telling).
17 The CT Programme provides children with enrichment experiences that would not normally be
available to them: the activities and performances by high quality musicians and the participatory
concert occasion at Wigmore Hall. Enrichment and quality of musical experience are important
benefits of the programme.
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Introduction
The Chamber Tots Programme
Chamber Tots was launched by Wigmore Hall in 1998 as part of its Community and Education Programme
with the purpose of addressing a perceived gap in the provision of music education in early years
settings. As well as aiming to provide musical and educational experiences for children, the project
has also aimed to provide teachers and staff working in those settings with professional development
opportunities enabling them to provide music in their setting. It has also offered professional
development for young musicians (mainly conservatoire students) and more recently trainee
workshop leaders.
Initially, the project involved an annual programme of public workshops at Wigmore Hall for parents and
young children. These were very successful, generating considerable demand and interest and have
become an ongoing, well-established and popular part of the Hall’s programme.
It quickly became clear that these workshops were only accessible to a narrow range of children and
parents and Wigmore Hall felt the need to develop another strand to the Chamber Tots Programme,
Chamber Tots in the Community. This commenced in autumn 2000 and provides a short series of
workshops, training opportunities for nursery staff and a celebratory event in Wigmore Hall for
nurseries located in certain London boroughs. In 2009 the project worked in the boroughs of
Westminster and Hackney. The Chamber Tots series of workshops is led by a workshop leader
assisted by young musicians from three ensembles who provide performance listening opportunities
for the children.
For the 2009 programme, two researchers from Exeter University were commissioned to work with the
programme. Following consultation with members of the Chamber Tots team, it was decided that the
research should have two broad but interrelated aims:
1

To provide information which will enable the education team to develop their work.

2

To provide evidence which will support claims for the quality of the work to external parties.

The following short report describes the process of the research and gives an outline of its main findings.
The full, comprehensive report is available from www.wigmore-hall.org.uk/chambertots
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The Research Process
To fulfill its aims the research had 3 dimensions:
1

Review
A brief survey of recent, relevant research to inform the policy and aims of the CT programme.

2

Assessment of Project
Research to reveal information that will support the team in developing the programme.

3

Continuing Professional Development of Chamber Tots Team
An action research dimension to support the continuing professional development of the CT team
and to provide further information for dimension 2: Assessment of the project.

2 Assessment of Project: Methods
•

Tracking 4 randomly selected children from 5 settings, including description of participation using
a ‘levels of engagement’ proforma

•

Information from Action Research project

•

Musical Environment Rating Scale applied in all 9 settings

•

Interviews with selected setting staff in all 9 settings at the start and conclusion of project

3 CPD of Chamber Tots Team: Methods
•

Recording and review of practical activity using photos, observation notes, photo movie clips and
video recording

•

Team seminar days

The research processes were covered by the guidelines for ethical research as issued by the University of
Exeter, Graduate School of Education. All participants in the research were asked to sign consent forms
which guaranteed confidentiality.
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PART 1: Review
Over the past 15 years much activity and interest has been devoted to the possibility that learning in
music has non-music cognitive benefits. The idea that music makes children ‘smarter’ or improves their
abilities in literacy and numeracy has taken a firm hold in public and political thinking. A focused look
for evidence that supports claims for music’s transferable benefits among preschool children reveals that
genuine, substantial evidence is almost non-existent. Why then has there been such narrow interest in
the non-musical side effects of music and at the expense of interest in music for music’s sake, and music
for broader humanitarian, creative, emotional and aesthetic gains? One reason may be that for policymakers and music organizations it can be difficult to resist the pull of what seem to be easy-win
arguments to support more music for more children. The rationales start to circulate and are selfreinforcing. Few have the skill and expertise to examine research to ensure its worth and validity.
Moreover, to address the question fully would also require a lengthy, critical discussion of the political,
economic, social and cultural climate in which young children and early years music education are
currently positioned.
To suggest that genuine evidence of music’s benefits is lacking may seem to be a contradiction when
there appears to be plenty of research-based information circulating that confirms the positive impact of
music on non-musical aspects. So a useful, first task is to explain why evidence so scarce and to argue
that holding on to these ideas deflects attention from serious and important issues.
While a minority of research studies have been carried out with controlled and rigorous procedures, the
majority have not. As a result, the majority of evidence therefore is unlikely to be reliable. Next we
should heed only those studies that have focussed on preschool children. By far the majority of studies
involve adults and older children and so their results do not automatically transfer to younger ages.
Another priority, where evidence may have emerged of non-music gains, is to ask what kind of music
learning experiences have resulted in those gains? What studies there are have focused on children
receiving instrumental lessons or private general music group lessons (mostly in North America). As
many others have also pointed out, families who commit to regular out-of-school classes are likely to be
middle class families where children are already well supported in being successful learners. To add to
this, the gains appear to result from music lessons of the ‘drill and skill’ type received over an extended
period of time – very different to the creative, varied experiences offered by Chamber Tots (and many
other early years music programmes.)
Some may ask whether the circulation of unreliable evidence matters? Arguably, if the aim is to provide
more music to more children, then to muster arguments that convince - irrespective of their relevance or
reliability - may be justified. In an entrepreneurial climate, academics can appear to be nit-picking and
over cautious. However, the quantity of misinformation that circulates without question has serious
consequences. It results in the promotion of quick-fix approaches that have no substance, serve to
disguise the real causes of children’s social and educational difficulties and downgrade music to a
utilitarian tool, emphasizing its drill and skill aspects.
Moreover the intrinsic benefits of varied and creative musical experiences tend to be overlooked. These
are central to a quality education that seeks to educate well-rounded, independently and creatively
minded individuals. If Wigmore Hall, as an organisation, stands for and upholds musical values of ‘music
8

for music’s sake’, then these values will underpin and permeate its educational work. This may be a braver
stance to adopt, going against the tide of current educational and political directions, but one which
ultimately sits more authentically with the integrity and quality of the work Wigmore Hall Learning is
developing.
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PART 2: Assessment of the Project
Observations
Both researchers observed sessions. These observations provide a background understanding of the
structure, content and processes of the CT programme in action.

Overall Structure
The CT Programme has evolved a successful structure for visits which last approximately 2 hours. The
usual format consists of a circle time session of about an hour, followed by a free-play session and then
a shorter concluding circle time. In the circle time sessions adult-led activities predominate, usually
presented to a fairly large group of children. The circle time includes songs with activities involving
movement and small instruments.
The free-play sessions offer the children opportunities for self-initiated music play and instrument
making. The CT musicians partner and support the play.

Song repertoire and singing
The song repertoire of the CT Programme is central. The programme revolves around a set of ‘signature’
songs which are revisited and become very familiar. The CT song repertoire successfully achieves a
balance between fitting children’s developmental singing abilities while also ensuring musical interest
and variety.
At the final performance day at Wigmore Hall:
Child A: Joined in with ‘My dog is a good dog’, sat on the edge of her chair, bouncing up and down
using the levered chair to assist the movement. She could sing the first phrases and concluding
phrase of the song, and sing them at the correct pitch, but struggled to sing words and melody for the
middle section, although she was attempting to.
Child B: Sat back in his chair, allowing it to tip up with his legs crossed in the top edge of the seat. He
showed little participation in the song although watched the stage with a steady gaze and appeared
absorbed in what was happening.
Child C: Joined in with ‘yes he is’, the slow, hook line of the song, but had difficulty pitch matching and
although mouthed a little with the rest of the song, appeared not to be able to sing the remainder. He
sat squarely on his seat, and watched the stage.
This range of singing participation would be expected from a group of children of this age.

Instrumental Activities
The CT circle time work includes a number of activities using educational percussion instruments. The
instrument-play in these activities often enacts the contrasts of musical elements – fast/slow, loud/soft
– that are one core component of the CT Programme.
The free play sessions introduce opportunities for children’s self-initiated play with instruments
10

supported by interactive play with adults. This approach encourages creative music-making and thereby
offers an important balance to the more formal, structured sessions of the circle time. Additional
instrument-making activities are usually included in the free-play times.
A workshop leader is sitting outside, on a small rug surrounded by a collection of untuned percussion
instruments; mostly dry wooden sounds. One boy plays a short sequence of taps to produce a simple
rhythm on a two-tone woodblock. The adult replies with a very similar rhythmic sequence played on
claves. There is a moment’s pause while the boy looks at him and then repeats much the same rhythm
sequence. Again, it is echoed by the adult – exactly this time. The turn-taking settles in to the same
rhythm repeated back and forth between the two of them four times. Then the adult changes the
rhythm slightly. The boy pauses, looks up, laughs, drops the woodblock and runs off.

Chamber Music Performance
An important aim of the CT Programme is to take chamber music out to the children in the settings. The
children receive visits from three different ensembles on three separate occasions. Each ensemble
presents a different instrument type – string duo, woodwind ensemble and percussion. Chamber Tots
with 9 years of experience has evolved thoughtfully in to a developed, and as yet unique, way for players
to work in early years settings.
The players accompany the songs, considerably adding to the musical interest and variety. They
improvise for movement and listening activities and present short performances of suitable repertoire.
The repertoire, in turn, sometimes leads in to short activities. The players then take part in the free-play
sessions.
Elena and Javier are working with a small group of three to four-year-olds in quite a small space. The
workshop leader and a member of staff are also present. Elena introduces the idea of a spider that
bites. ‘Ouch!’ she says loudly and scrunches up tensely as if bitten. She then plays a short, vigorous
violin phrase that arrives at a sharp accent, the ‘ouch!’ The children are invited to listen and then join
in with the ‘ouch!’. They can wriggle their fingers to be spiders for the fast movement of the phrase.
There are repeat phrases, so the children must listen for each end of phrase and time their responses.
The activity engages the children and excites them.
The fast phrases contrast with slower, lyrical phrases for which the children are invited to move slowly
and waft their arms like bird-wings. For this, they are less sure what movement to make and look around
to imitate the modeled movements of the adults.
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Elements of Music
A core aspect of the CT approach is an ‘elements of music’ approach whereby activities are designed to
introduce the children to contrasts such as fast/slow, loud/soft, high/low. These activities provide
practical, multi-modal experience of the elements through listening, moving, singing and playing
instruments.
The workshop leader introduces the idea of holding both hands out wide to indicate loud singing and
then bringing them in, centre-body, to almost touch, for the quietest singing. He models this activity
while everyone sings a song at different dynamics, matching the gesture and then following the
dynamics indicated by the gesture. Children are invited to lead the activity. A first child asks to be
chosen but it soon becomes clear she has not yet fully grasped the concept of the activity and so the
early years practitioner holds her hands to make the gestures for her. A second child takes a turn, has
understood the loud-soft contrasts and enjoys leading the whole group.

Movement Activities
The circle time activities include a range of opportunities for children to move to music, either as action
songs or moving to performed music. To move to music is a key learning strategy for young children as
the children can enact the music, directly absorbing the rhythms, dynamic and other musical qualities
through embodied experience. The movement ideas incorporated by the workshop leaders were often
very imaginative.

Space, Time, Resources, Groups
There was often an understandable desire on the part of setting staff to include as many children as
possible in CT experiences, to maximise the opportunities, with the result that groups were often large.
There is a widespread view of music for young children as entertainment in which the adult leads and the
children adopt relatively passive roles in watching and following. The alternative view is music as
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participation in which children adopt active roles in taking part and contributing ideas. Music as
entertainment can accommodate large groups; music as participation enabling quality experience and
learning, requires smaller groups.
Instrumental resources were limited in several settings because CT relies on instruments as available in
the setting. It is therefore more difficult to model ‘good practice’ in terms of obtaining and using quality
instruments. No forms of technology were incorporated in to practice, either directly to enhance or
extend children’s experience, or as a means to enhance observation and self-evaluation.

The Early Years Settings
The following table sets out demographic details for each setting. It reveals the diverse ethnicities, multilingual skills and young ages of the children attending the settings. Some settings served relatively
affluent areas, some served poor areas of London.

Number of
children

age
min

age
max

% speaking
EAL

Christ Church
Bentinck Primary

37

3

4

90.00

Clapton Park
Children’s Centre

15

3

5

Edward Wilson
Primary

40

3

5

Ethnicity (as
provided by the
setting staff)

Nursery
teachers

Nursery
nurses

Teaching
assistants

Asian, BlackCaribb., Chinese,
White

1

1

0

25.00

White, Black
African and
Caribbean, Asian

1

1

3

95.00

Bengali, Arabspeaking, White

3

2

2

1

1

1

Our Lady and
St Joseph’s Primary

24

3.5

4.5

25.00

Afro-Caribbean,
Polish, Asian,
Turkish (over 50%
are mixed
race/white British)

Paddington Green
Primary

34

3.1

4.5

98.00

Arabic, Kurdish,
Bengali, Albanian,
2 white British

1

1

2

60.00

African, Turkish,
Somali, AfroCaribb., Bengali,
English

2

3

5

12.00

Bengali, Albanian,
Lithuanian, South
African, Punjabi,
French/Turkish

1

0

1

93.00

S. American, Asian,
African, E.
European: 4 speak
only English, most:
2/3 languages.

2

0

4

12.00

mainly White, 2
Swedish, 1 from
Guatemala, 1
Asian, 3 black.

1

0

3

Randal Cremer
Primary

St Clement Dane’s
Primary

St James and
St Michaels

Wetherell Children’s
Centre

30

16

43

22

3

3

3

3

4

4

5

5
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Tracking a sample of children
In order to investigate children’s participation in the CT Programme, it was necessary to have detailed
information about how they engaged with the activities. For this purpose, in-depth information was
gathered from a sample of children. Four children from five settings were selected at random (20 in total).
Each setting was asked to complete a form providing basic background information on each of the four
selected children.
The Child Involvement Scale (Laevers, undated) is an observation method which aims to measure the
level of a child’s involvement in an activity. It is child focused and attempts to assess the process, rather
than concentrating on outcomes. Young children regularly become absorbed in what they are doing and
Professor Laevers believes that an involved child is gaining a deep, motivated, intense and long-term
learning experience.
The Involvement Scale uses a list of signals that are recorded on a five-point scale ranging from Level 1 –
‘no involvement in the ongoing activity’ – to Level 5 – ‘sustained intense activity’. Observers were asked
to observe each child for 2 minutes at a time, 3 times per half hour and to record the level of engagement
together with a brief description of the activity.

Results
The full results are published in the complete report.
One informative although unintended outcome of the tracking process was to reveal the patchy
attendance of children. Only six children (from the total 20) were present at all the sessions when the
observations took place. Intermittent attendance would diminish the impact of the programme.
The observation scores for some of the sample children show them to be often engaged at level 4 or level 5.
This suggests that the programme is successful at engaging some of the children some of the time at a
high level of involvement. It was also successful at engaging most of the sample children most of the time
at a medium level of involvement. Other factors affecting engagement need to be taken in to account;
the young age of the children, the short period of time some of them have attended nursery, the diverse
ethnicity of the children and the high levels of English as an Additional Language (EAL). These factors
would tend to complicate the children’s ability to engage with experiences offered to them in the nursery.
The programme did not appear to be associated with any changes in levels of engagement from
programme start to finish. Those children who were motivated, engaged and able to focus remained so
throughout the programme and those who had more difficulty to engage, remained so.

High Engagement
The highest number of level 5 engagements were recorded in adult-led singing. Adult-led singing is one of
the main activities and so, simply, more observations were made of children singing. It is also likely that high
involvement in singing is easier to identify. Among younger children, with less experience of the self-initiating
play environments of nursery, the adult-led singing could be the most engaging form of activity, given their
age and experience. The adult-led circle and movement games also resulted in high engagement.
Listening and watching the players resulted in high levels of engagement. Here the engagement is of a
different type. The children were often sitting quite still, watching intently. This type of engagement has
been described as ‘absorbed engagement’ (Young & Powers, 2008).
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Fewer occasions of high engagement in free-play were recorded. This may, at face value, suggest that the
free-play activity is less successful at involving the children. Engaging in self-initiated play relies on the
children’s self-motivation in exploratory play, a disposition for learning which some children may not yet
possess, particularly if they are new to the free-play ethos of nursery settings. It may also suggest that
‘high involvement’ is more difficult to identify in self-motivated play. However, from the additional
observational notes, it is significant that instances where adults partnered the children in free-play
resulted in high involvement and demonstrates that responsive adult interaction supports children’s selfmotivated, exploratory play (Young, 2003).
The few recorded instances of low engagement demonstrate that, in general, the CT Programme was
successful at engaging most of the children most of the time. This is an important achievement,
particularly when taking in to account the characteristics of the population of children the programme is
working with. The children taken as a whole are young, new to nursery education and are likely to find
the nursery context culturally and linguistically very different to their home backgrounds, making it
therefore more difficult for them to engage.

The Music Environment Rating Scale
One aim of the research was to investigate evidence of raised quality in the musical experiences of young
children as a consequence of the Chamber Tots programme. Another aim was to provide the CT team with
information to inform future development of the programme. The Music Environment Rating Scale
(MERS) is a pre and post project evaluation scale which looks at provision for music within the setting
itself. Using sets of pre-determined criteria it assesses whether any changes in provision have occurred
by the end of the project which can, therefore, be implied to be the result of the project. The MERS looks
at aspects of provision which lend themselves to being objectively assessed and which are implied in
providing quality musical experiences for children.
The findings are reported in detail in the main report, displayed in graphs with commentaries.
Information from the interviews with practitioners adds to the commentaries. A summary of the MERS
results is provided on the next page.
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SUMMARY: Individual MERS items, comparison of mean scores
Comparing the ‘before’ and ‘after’ mean scores for each question in paired sample t-tests, Questions 1
and 8 showed highly significant differences. Questions 2 and 9 showed significant differences.
Comparing the ‘before’ and ‘after’ mean scores for each question in paired sample t-tests, Questions 1
and 8 showed highly significant differences. Questions 2 and 9 showed significant differences.
Q1
Q8
Q2
Q9

Instruments: quantity, quality and variety
Song repertoire
How the instruments are set out
Adding actions and activities to songs
MERS 1

MERS 2

Mean diff

t

dt

Sig. (2tailed)

1-tailed

Q1 Musical instruments

3

4

-1.00

-4.24

8

0.003**

0.0015**

Q2 How instruments are
set out

3.1

3.78

-0.68

-2.83

8

0.022*

0.011*

Q3 Equipment for playing
recorded music

4.67

4.78

-0.11

-1.00

8

0.347

0.1735

Q4 Resources for listening:
CDs/cassettes

3.67

3.89

-0.22

-0.80

8

0.447

0.041*

Q5 Group song singing

4.44

4.78

-0.33

-2.00

8

0.081

0.34

Q6 Who takes group
song singing

4.11

4.22

-0.11

-0.43

8

0.681

0.018*

Q7 Songs as part of every day

3.89

4.33

-0.44

-2.53

8

0.035*

0.018*

Q8 Song repertoire

3.56

4.33

-0.77

-5.29

8

0.001**

0.0005***

4

4.44

-0.44

-2.53

8

0.035*

0.018*

Q10 Dance/movement to
music

2.89

3.56

-0.67

-2.00

8

0.081

0.041*

Q11 Music technology

2.22

2.78

-0.56

-1.64

8

0.139

0.07

Q12 Outdoor musical
opportunities

3.11

3.44

-0.33

-2.00

8

0.081

0.041*

Q13 Parental involvement

2.33

2.67

-0.33

-2.00

8

0.081

0.041*

Q9 Adding actions and
activities to songs

16

6

5

4

3

MERS 1
MERS 2

2

1

0
Q1

Q2

Q3

Q4

Q5

Q6

Q7

Q8

Q9

Q10 Q11 Q12 Q13

Figure 1: Mean differences on each measure between ‘Before’ (MERS 1) and ‘After’ (MERS 2) CT participation

The biggest changes are related to the activities provided and modeled by the Chamber Tots workshop
leaders:
•

Q1: Provision of instruments. In some settings instruments were initially quite limited. By the end
of the project some of the practitioners had applied for and/or secured funding for extra
instruments. Some practitioners reported feeling more confident about showing the children how
to handle the instruments correctly and carefully. The instrument making sessions with CT inspired
more play with instruments.

•

Q2: Instruments accessible. The increased knowledge of staff and availability of instruments
encouraged many settings to keep instruments accessible to children for self-initiated play.

•

Q8: Song repertoire. The increase was invariably attributed by the practitioners to the CT input:
new songs that were easy for the children to learn and not too challenging for the leaders to sing.
They also liked the way the songs could involve the children, by using their names in Calele, for
example. The value of the CD, which the children took home with them, was also mentioned in every
case.

•

Q9: Adding actions and activities to the songs. This showed a marked increase during the project.

Items where there were small changes during the CT project:
• Q6: The question of ‘Who takes group song singing’ showed only a little change, probably because
roles among the staff and routines were already established.
•

Q10: Dance and movement to music. Little changed over the project.

•

Q12: Outdoor music activities. There was only a small increase.

•

Q13: Parental involvement. This varied according to setting and was patchy across the project.
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Items with no noticeable change during the CT project:
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•

Q3: The equipment for playing recorded music and the number of CDs etc changed very little.

•

Q5: There was not a great deal of music technology in use in the settings, and no great change
over the CT project.

•

Q11: Group song singing was already a part of the everyday life of all the settings, but while the
incidence did not increase greatly, the repertoire had increased (see pervious page.)

PART 3: Continuing Professional
Development of the Chamber Tots Team
More than ever before professional freelance musicians are confronted with questions of how to work flexibly
and exploit opportunities in new and rapidly changing contexts. Continuing professional development can –
and should – respond dynamically to the needs generated by continuing change. Increasingly musicians
adopt a number of different roles in different contexts, often shifting quickly from one to the other, needing
therefore to be highly adaptive. Alongside this is increasing mental and physical stress caused by varied
workloads, often less than ideal working conditions, economic pressures of freelance working – and by more
subtle pressures such as perceived threats to identity and changing possibilities offered by new
technologies. Increasingly musicians need professional development that not only covers the ‘know how’
required, but also supports the development of a reflective and reflexive attitude.
Action Research is an approach to research which aims to empower the practitioner by placing them in a
central role in the research process. It emphasises the collection of evidence in response to areas of
focus that have been identified by the team, review and reflection through dialogue based on that
evidence leading to ideas about how best act in the future. It thereby can contribute to professional
development that aims to increase adaptability.
Two components of the research were designed to document practice: the tracking of a sample of
children taking part in CT sessions and a process of individual recording of work (through photos and
video). The overall theme of ‘engagement’ was adopted to focus attention on how the children are
participating and what they are gaining. As with many projects, it was thought that the work can tend to
become adult-focused – concerned with content and what to do – rather than child focused.
Each member of the CT team collected and selected samples of their work in video clips and presented
these with commentary in the seminar. Discussion and debate accompanied each presentation and from
this process each member of the team identified a further individual question that they would explore in
upcoming sessions. In this way, the process was driven by the interests, concerns and needs of each
individual member of the CT team.
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Emerging Questions
From the two seminar days issues and questions emerged. These are framed below and remain as ideas
for trial and further reflection in future work.
ROLES
Boundaries: Invitations, Interventions and Intrusions
How far does the role of workshop leader extend? If the CT programme preaches integration of music,
does that have implications for how the workshop leaders understand their role? To what extent, for
example, do they help with more mundane tasks or become involved in general curricular activities?
Interventions. When is it helpful and purposeful to intervene when children are engaged in self-initiated
music play and when is it an intrusion?
PEDAGOGY
Purpose
Analysis of the video clips frequently raised questions as to the purpose of an activity. Being clear on the
purpose of activities guides decisions about how the activity is to be designed and how the adult
contributes during an activity.
The purpose can be a pre-determined learning outcome, for example, to learn how to step in time. OR,
the purpose can be broad or open-ended – for example, to provide an opportunity for children to create
their own music using untuned percussion instruments.
An activity can have more than one purpose rolled in to it, or the same activity can have different
purposes at different times.
Multi-modal thinking
In order to work in music with children it is often translated in to other modes; to movement, to symbolic
forms, to words. In the translation, some qualities are retained, some enhanced, some qualities distorted
and some lost. What are the most important musical qualities to translate in to music and how might that
be facilitated?
Referential thinking
The use of imagery might be adding an additional ‘translation’ level to what otherwise could be a direct
transfer between sound and movement.
Elements of music
The core elements of music – loud/quiet, high/low, fast/slow – form a central plank of the CT approach.
To work with contrasts and variations is a valuable strategy. Questions were asked such as: Are these
qualities absolute or relative? – louder than, quieter than. Are they always discrete – or in combination,
loud, low, slow sounds? Grounding the aural qualities in embodied experience provides experiential
learning which can precede labeling.
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Frameworks
Adults need frameworks for conceiving, planning and communicating their work, particularly in music
which is concerned with more abstract concepts and expressive, creative ideas. In CT there are many
adults to integrate; thus increasing the need for clear, common frameworks.
Common frameworks in the CT Programme are: The core repertoire of songs and activities linked with
them; The elements of music and contrasts; The story structures and narratives; The players’ instruments
and repertoire.
There are also might be called two ‘participation frameworks’: Adult-led activity spanning through to
child-led; Embodied/experiential and its translation in to other modes and language.
Modelling
The role of the adult modelling for children emerged as an issue to discuss. The adult modelling for
movement or for singing may need to ensure they present a model of pace, amplitude, coordination and
pitch that is achievable for young children given their maturational, physical capabilities.
Language
From observing video the team recognised that adults working with young children always tend to talk
too much! They may tend to use vocabulary, over-elaborate sentence structure and long sets of
instructions, in advance of children’s language abilities. This raises the question of how much talk is
necessary and what vocabulary and sentence structures to use.
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