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Activities

Welcome to the Musicnet-East: Changing
Tunes annual review for 2018-19. Based at
Hertfordshire Music Service and is funded by
Youth Music as part of the Alliance for a
Musically Inclusive England (AMIE). Changing
Tunes has convened a National Music Services
Working Group for Inclusion (NWGI), in
partnership with Music Mark.

Within AMIE, our project is unique in using
research as a catalyst for music services, as
hub lead partners, to embed inclusion. Our
overall research question considers ‘What are
the barriers, enablers and benefits to
achieving an inclusive music service?’ Each
year, NWGI partners bid to run small pieces of
work to explore this in the context of their
own music services, and report back
outcomes to the working group.
“The sessions are running really well and I
can see that they can make an impact.
Our group have become far more confident
in talking to the adults in the group. They are
now willing to voice an opinion whereas at
the start they just agreed with everything
that was said.

We have played a couple of small concerts
and again in the beginning this would have
been a major worry to most of them but now
they are actually asking if we are going to
play our new pieces to any classes.”
Classroom teacher

This year we and our partners have worked
with 290 children and young people in schools,
in alternative provision, in music centres and
community settings. Some children were
under 5, others were in their teens. All were
facing challenges in their lives. Each scheme of
work was targeted at particular groups or
issues: to support little children’s language
development, to improve teenagers’ mental
health, to prevent school exclusion, to divert
young people from trouble. Projects’ common
aim was to support children and young people
to make music, during, because of and in spite
of any other difficulties, as a means to prevent
exclusion.

Some young people had 1:1 lessons, others
joined small musical nurture groups. Some
wrote songs, others sang or learnt to played,
jammed or drummed. Genres varied widely
from folk-based to grime but the emphasis
was on using music that children and young
people enjoyed and wanted to learn. Learning
tended to be aural rather than notation based.
Many particularly enjoyed co-creating their
own music through song-writing or using
technology to compose. Some enjoyed worked
towards performances and recordings, which
offered a focus and achievable challenge.

Local Partnerships
Most children were referred to the music
activities by their school or setting, or support
team - so most of the work was targeted towards
children who were known to have an interest in
music and whom settings thought would benefit.
We found that developing the partnerships to
support this takes time, but is essential to
ensuring work is matched to need. For instance,
we found that a capacity to respond quickly and
flexibility to need is helpful to engaging target
beneficiaries when they are receptive.

Workforce Development
Taking time to build local partnerships also
enables on-going dialogue to ensure musical
activities are differentiated effectively to engage
Children in Challenging Circumstances (CCC).

‘The reflection meetings have been invaluable.
The support and confidence gained through
talking to each other, sharing practices and
reflecting on the challenges and successes so
far has been a huge support. It’s kept me focussed when delivering sessions and directly
after a meeting I’ve been able to positively deal
with some challenging situations in the classroom which has made my delivery to be even
more effective.’
Hertfordshire Music Service practitioner
Critical reflection was a key enabler of this
process. Where this was regular, and supported,
practitioners commented that they valued the
chance to discuss their practice with colleagues in
an open, and non-judgemental space. This also
helped them manage challenges on boundaries
and the emotional demands of working with CCC.

Just as a session might be adapted for a young
person with a physical disability, dialogue with
SENCOs and Teaching Assistants helped the most
effective practitioners adapt their practice for
those with emotional or behavioural issues. This
included:
•

taking more time to build relationships
with young people before challenging
them with practical learning tasks,

•

using more creative approaches where the
practitioners and young people co-create
the learning material,

•

taking particular care to manage the
relationships within groups, as enablers of
music making,

•

adjusting group location, timing, and
membership to work best,

•

working towards recordings or
performances.

Practitioners who attended sessions regularly
produced the most effective reports and case
studies and reports. Some of the latter emerged
out of dialogue between practitioners, some of
which were transcribed by trainees. This dialogue
between a wide range of experience was helpful
in encouraging practitioners to review and adapt
their practice, as well as modelling critical
reflection for trainees.
Practitioner also commented that the regular
critical reflection sessions helped them process
and apply learning from early more instructive
training.
Projects that focused on initial training rather
than critical reflection produced less effective
case studies and less evidence of practitioner ‘buy
-in’ to quality improvement.
All projects used practitioners with the
appropriate child-centred approach. One
developed trainees and another used a
community musician. This raises questions for
how inclusion can become embedded within a
wider workforce.

Outcomes
‘…one of the quietest pupils used to shake her
head when I asked her to share an idea or to
play a rhythm on a percussion instrument,
whereas now she will give it a go and is just
generally slightly more responsive when
asked questions.’
Hertfordshire Music Service practitioner
As music services, learning music is at the heart
of what we do and it is the desire to learn to play
their music that draws young people to these
activities. Our previous research suggests that
music services’ presence in most schools is
helpful to framing musical inclusion as a
gateway to musical communities rather than as a
therapeutic style intervention, which can prove
counterproductive. By contrast, becoming a
musician has high status with many young
people, so valuing musical outcomes can be an
enabler rather than a barrier to personal and
social outcomes. Musicnet-East collects data on
young people’s musical progress - not
surprisingly close to 100% of young people who
attended sessions regularly made progress, which
was key to personal and social outcomes.

‘(I’m) kind of (more confident), like putting my
hand up more in other lessons. My confidence
has changed a lot and I feel I’ve progressed in
music’
(male, aged 9)

Significant numbers also reported being able to
express their feelings through making music, and
enjoyed being part of a musical community.
Working towards recording or performances
helped provide focus, and in some cases
challenges that helped develop resilience. Some
young people reported this helped them feel
more confident about school and about
friendships outside the sessions.

‘These music lessons are helping me to talk to
my friends more’.
(female, aged 8)
Young people reported high levels of trust in the
practitioner or music leader who worked with
them - many were clearly inspired.

‘It’s been fun and good, because you can
learn about music and more like learning
how to write stuff and knowing who Ije
is’ (male, aged 7)
66% of those learning in a group found a musical
role for themselves within the group, a way to
make a beneficial contribution, some of them took
on leadership roles either within their group or by
helping others outside their group.

81% of those in one of our advanced groups felt
that they were part of an ongoing musical
community.
These results and the narrative data that supports
them is helping us to demonstrate that music
learning can be a form of self-care, modelling all
those aspects of life: doing something we love,
having a sense of achievement, being part of a
community, having a ‘happy place’ to help us
through bad times-that promote wellbeing.

‘ These music sessions have made me happier,
because I absolutely love music. I like
everything about these sessions.’
(male, aged 9)

Approaches to Evaluation
There has sometimes been a tendency to see
Musical Inclusion as something that happens due
to funding becoming available. This can of course
become a valuable enabler of long term
development, for instance, by encouraging the
development of a more flexible workforce.
However, we have started thinking that there
might be a tension between methods used to
capture evidence, and those required to embed
inclusion within core roles. We can spend energy
collecting quantitative evidence, but might this
position musical inclusion as music therapy,
rather than as a diversification of music teaching?
Similarly, quantitative approaches have often
proven inappropriate or ineffective for capturing
impact of short term work, and especially
group-based work. Capturing this explicitly within
sessions may also contribute to young people
feeling they are receiving an ‘intervention’, rather
than joining musical communities. In addition
placing demands on practitioners, and
interrupting the informal flow that makes much
inclusion practice effective. We might also
consider whether assuming funders require
specific types of evidence may be an unintended
barrier to development.
In review, it is possible to see that we and our
partners were sometimes tempted to over
complicate the collection of outcome evidence
believing that ‘more is better’ or that ‘proper
evidence must be hard to collect’. In our
experience schools and children’s workforce
partners do not often require quantitative
evidence as proof of efficacy, or indeed to
contribute funding.

The learning from our research this year is that
music services should be confident enough to ask
school and setting partners ‘what evidence would
be sufficient?’ In some circumstances there may
be merit in testing results against universal scales
such as the Warwick Edinburgh wellbeing scale
but this year’s reports suggest that there is a
great deal of evidence to be had by simple
observation. When this was turned into case
studies, it demonstrated the value of activities to
funders quickly and simply. In other cases it
seemed valuable data was lost in the pursuit of
either quantitative measurement, or sometimes
on a focus on musical skills.
Of course, music services tend to prioritise
acquisition of musical skills, partly because we
report attainment levels to ACE. This can lead to
practitioners missing reporting personal and
social outcomes, especially if this takes place at
the end of a cycle of work. Sometimes session
observation data suggested young people’s
musicality or musical behaviour had been
side-lined in favour of reporting their musical skill
acquisition. Similarly, music service staff are used
to reporting progress over the course of a term
or an academic year-but for inclusion work the
scale must be much smaller, the observation
much closer and more detailed. Young people
often change rapidly over the course of two or
three sessions. For example, some of the best
reports noted increases in eye contact with the
young person over a few weeks or identified the
session when a young person found his ‘musical
role’ within a small group. There are some young
people for whom simply attending a session may
be a huge step forward-this kind of progress
needs to be recognised. If music services are to
embed inclusion work they may need to offer
their workforce time for critical reflection and
recording of these small steps after every session.
Where this happened, practitioners were able to
produce reports and case studies that captured
outcomes, triangulated with comments from
settings and from the young people themselves.
The young people’s comments were particularly
valued in some of the settings. The fine grained
detail of progress also supported case studies of
how practitioners adapted their practice.

Using Case Studies
Using case studies of practitioner’s work with
individual children can help them to identify small
nuanced changes in musicality and personal or
social interaction. They are a good way to gather
the detailed changes that occur in young people,
their growing confidence, their reaction to
challenges, such as performing—all of which
constitutes evidence of impact. They can be
shared with teachers or SENCOs, who may
corroborate findings or even add further evidence
in the wider school context. Having evidence that
an anxious student is not only singing the song
she loves in music sessions but is also attending
school more regularly and is more engaged in
lessons-that is the kind of evidence we all want to
produce.
Case studies are a really good tool to promote
observation for music delivery staff, a key part of
child-centred practice. Practitioners can be
encouraged to support each other to write case
studies, to use them as a way of reflecting on
their own role, their methods of engagement
with young people. Delivery staff develop their
own practice in response to this method of critical
reflection and become researchers in their own
right.

“The children really loved having
hands-on experience with the instruments
and singing in a group. This boosted their
confidence and the families are much
more comfortable in making music
together”
Child and Family Centre Worker

Our top tips for running your own research:
•

Go small-when working with vulnerable
children progress may be in the tiny
details. If you are working with large
numbers you risk being overwhelmed.

•

Decide what you and your partners
actually need in terms of evidence—
don’t overcomplicate it. ( Most children
in challenging circumstances just want
to learn music-they don’t want another
intervention-so can you avoid being
intrusive and still get the evidence you
need?)

•

Alternatively, Involve music
practitioners and young people in the
research explicitly. Hertfordshire Music
Service are developing the idea that
practitioners and indeed young people
can be co-researchers of their own
experience - this values research as a
way for practitioners to adapt and
improve their practice.

•

Use and adapt what evaluation
methods are already in place. One MNE
evaluation form simply adapts the
existing HMS practitioner report form
triangulation format. As a legacy of the
first year, the service has now included
personal and social outcomes within its
guidance on completing reports for
practitioners across the whole service.

•

Case studies are very useful but they
don’t have to be written, they can be
filmed or audio recorded, involve songs
and creative responses.

•

Leave time to analyse and apply
learning from the evidence you gather
on an ongoing basis. Evaluation data is
not simply for funders at the end of the
project

•

Embrace the challenging stuff as well as
the success stories. Victory Narratives
can obscure valuable sector learning
about how to overcome the barriers to
development.

MUSIC SERVICES CULTURE AND
STRUCTURES
Beyond the action research partners, we have
also met and talked to a huge number of music
services over the course of our first year, almost
all of whom are either doing some inclusion work
or making plans to do some in the future. We are
aware that smaller services struggle with capacity
to start and maintain inclusive provision. There is
often more experience and understanding of
Inclusion practice within schools and targeted
support teams than within music services.
However, there is often experience of inclusion
practice at a school and a practitioner level that
services can draw on.
Music services told us that it is not always clear
where inclusion sits within the organisation: for
some, it seems to be on the side-lines, perhaps in
a separate team or strand to the main body of the
service. When inclusion sits to the side of the
organisation it creates other structural barriers to
development. Anecdotally, Musicnet-East is
aware that music practitioners and leaders who
are classed as ‘inclusion staff’ tend to be
freelance rather than contracted. This has wider
ramifications for the next generation of music
services as it will affect the career sustainability,
paths and progression into management for
today’s young teaching staff. Freelancers voices
may not be heard as loudly as contracted
practitioners and managers. Similarly music
service contracted teaching staff are notoriously
stretched and plans for recruitment and staff
deployment may work against the needs for
inclusion programmes to become part of the core
offer, unless a decision is taken to avoid this.
Some conversations suggested managers viewed
inclusion as a government-required tick box,
others appeared to use inclusion as a buzzword to
avoid consideration of structural barriers to
development. For instance by suggesting
‘inclusion is already part of everything we do’
service may give the illusion of change without
fully embracing new practice. Our working group
meeting at the Music Mark conference
workshopped definitions of inclusion framed
around pupil voice to balance numbers-based
definitions.

‘Inclusion is a process by which music
organisations empower all people to choose
and create their own musical pathways.’
Budget is often the elephant in the room-those who
are able to apply for grant funding often run great
schemes of work that come to an end with the
funding and inclusion is seen to need large amounts
of money. Music services report on the time it takes
to set up a successful inclusion programme, often
project managing the requirements of a range of
partners as well as dealing with young people who
may need encouragement to show up. While
partners can and do match fund work that delivers
their agenda: be it attainment or resilience, these
sources of funding can be mercurial and music
services are not always clear what evidence they
need to produce against partners outcomes.
Others cite the problem of MEH reporting figures
which demand high numbers of young people
‘taking part’ and may ignore the quality of delivery
for the small numbers which pass through inclusion
programmes.
Among music services just beginning their inclusion
journey there can be an assumption that inclusion
is ‘above and beyond’ the usual work of service and
that is should involve targeted work in challenging
settings. While this is may be part of an inclusion
strategy, we sense that many music services are
missing more obvious need for practitioners to
differentiate practice to engage groups of children
in the mainstream schools where they already
operate. Sadly, almost every mainstream school is
dealing with an epidemic of distress and mental ill
health amongst students. Whilst there are
inspirational schemes run by music services
targeting the most hard to reach young people—in
terms of sustainability for inclusion work, schools
and school students are the bread and butter of
music service engagement, and this may also be
where inclusive approaches can make the most
difference.
Music services who have successfully embedded
inclusion have one thing in common—they made a
strategic plan to embed inclusion and ensured that
all areas of operation from budget, to recruitment,
to pay-rates, to comms , to CPD, was committed to
this aim.
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