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Executive Report
Background and scope of the evaluation

La Folia is a “music production company that brings together
instrumentalists, singers, actors, dancers, visual professional artists and
writers to create new music, original projects and ground-breaking
performances.” In July 2014, the La Folia General Manager approached the
University of Winchester to commission a full observational evaluation of
the Magna Songs project in 4 schools. The initial evaluation proposal was
redeveloped and redesigned to match the available resources within the
limitations of budget and the work was undertaken between May and
October 2015. The aim was to observe and assess the impact of the music
and movement project (based on the signing of the Magna Carta) on pupils,
staff and professional artists, to observe and review an initial workshop and
a final performance. The evaluation was supported by the University of
Winchester - Centre for Arts as Wellbeing and the Arts Council Grants for
the Arts programme.
Method

The evaluation was based on a mixed methods qualitative process. This
evaluation is essentially a mid-point snapshot with an observational review
of the final concert. The data collection included: observations of creative
sessions in four schools; individual interviews with the Artistic Director and
dancer, a Continuing Professional Development session for staff from two
schools; a short questionnaire and two observational reviews of an initial
rehearsal and a final performance.
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Evaluation Demographics

Overall, approx. 115 pupils were observed in the 4 days of observations. Of
these approx. 74 were pupils (64%) (pupils were allowed to come and go
during workshops and quite a lot of pupils who came to workshops did not
take part in the performance), 33 school staff and carers (29%) and 8
professional musicians and professional artists (7%).
Semi-structured interviews were conducted with 5 staff, the artistic director
and the dancer. The total number of respondents to the short questionnaire
after the concert was 24. Of these, 5 were within the cathedral (21%), 14
were connected to La Folia (58%) and 5 were visitors (21%).
Observational data and reviews of a rehearsal and the final performance
were transcribed and analysed.
Findings

• The use of drama facilitated and encouraged communication, leading
to the development of new ideas and new conceptual, emotional and
social understanding;
• The use of music to reinterpret the pupils’ input facilitated a new and
different level of musical participation and communication, when the
motifs generated by the pupils were taken and woven into song. The
mirroring of pupils’ movements or sounds proves to have been a
gentle and effective method of fostering participatory activity;
• The development of pupils’ ideas served to validate the pupils’
contributions and enabled a sense of shared ownership of the work;
• Physical response to music was seen to play an integral role in
communication development in the workshops;
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• The workshops had been thoroughly planned and structured and the
moods and atmosphere created by the different musical sections
served to maintain engagement;
• The musical performance, interwoven with drama and dance,
presented a vehicle for the portrayal of emotions and mood in a
memorable way, for the observer, pupils and audience;
• All the professional artists involved in the project worked
collaboratively, supporting and extending one another’s ideas to
develop the pupils’ engagement and involvement;
• The professional artists demonstrated a high level of respect for one
another’s skills, knowledge and expertise and the collaborative nature
of their work created an enabling atmosphere;
• An aspect that emerges as common to all the leaders is the notion of
equality and respect, accepting all ideas and valuing them as
worthwhile;
• Through example, staff learning was supported and developed and
new strategies learned;
• The artistic programme coordinator and the La Folia general manager
were key figures in both the conceptualisation and general
management and success, of the programme.
Summary Conclusions

The project helped further foster pupils’ conceptual learning and emotional
development, as well as broadening their knowledge and understanding of
the world. Further aims of the project were to explore music in its many
forms, explore visual arts and develop song writing. All these aims were met.
For the pupils, this involved exposure to a wide range of musical genres,
Indian dancing and vocal work, all of which resulted in increased selfconfidence for many of the pupils and offered new physical and emotional
experiences that were freeing and enabling. The aims of showing to the
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general public the creative quality of the pupils, and showcasing the work of
pupils to a wider public in a variety of settings was initially met in the pupils’
performance in Salisbury Cathedral. Although this audience was limited to
those with some involvement in the project or with La Folia, and the wider
audience consisted predominantly of casual visitors, this worked well.
The way in which the performance moved around the space, with the large
number of carers, pupils and musicians involved, a larger audience that
would be able to see and hear all that was happening could not have been
accommodated. The professional artists demonstrated the ability to create
good relationships with the pupils and their interpersonal skills and caring
attitude, along with their creativity, enabled and empowered the pupils and
challenged them cognitively, emotionally, creatively and physically. They
demonstrated a high level of respect for one another’s skills, knowledge and
expertise and the collaborative nature of their work created an enabling an
atmosphere that fostered creativity in all the pupils.
The professional artists were clearly committed to, and passionate about
their work. They reflected individually and together, to determine
appropriate ways forward. Working in new settings, particularly with the
pupils in the Hearing Impairment Unit, went towards meeting the aim of
providing professional development for those who had not previously
worked in such a context. The artistic director provided the musical
foundations for the project, using his skill and creativity in composition to
bring together the musical fragments into longer artistic structures.
David Walters December 2015
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1 Background
1.1

Aims of the Magna Songs Project

The initial aim of the Magna Songs project was to create a new ‘great
charter’ of rights and freedoms for the pupils. It was envisaged that this
would be attained through the pupils’ exploration of music, dance and
drama to create verbal phrases, musical fragments and accompanying
movements. These would be arranged into a whole work by the artistic
team from the Salisbury-based creative arts company La Folia.
The specific aims of the project were initially to:
• Give a voice to pupils who have limited means of expression, by using a
variety of artistic genres
• Give a voice to families who have limited means of expression by using a
variety of artistic genres
• Show to the general public the creative quality of the pupils
• Explore music in its many forms
• Develop song writing
• Explore visual arts
• Showcase the work of pupils to a wider public in a variety of settings,
demonstrating and exploring creativity and quality
• Create worldwide impact with online songbook
• Provide development for professional artists
• Increase the reach of La Folia’s work
The workshops incorporated music, dance and drama, involving the devising
of words and music, for the composition of songs. Indian music was
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introduced for expression through Indian dance, which with the use of hand
and upper body movement, was of particular relevance to wheelchair users.
The Indian music and solkattu–style mnemonic rhythms were introduced as
a potentially significant musical vehicle for those pupils who could vocalise
but were unable to speak.

1.2

The participating schools

Exeter House School caters for pupils with severe and profound multiple
learning difficulties. These difficulties may be caused by Autistic Spectrum
Disorders (ASDs) and other communication and language problems: some
may have sensory and physical disabilities along with their more complex
learning needs. Exeter House School has been involved annually in La Folia
projects for over eight years and, prior to the start of the Magna Songs
project, six songs had been already been developed with three groups
through three privately funded pilot workshops.
Woodford Valley Primary Academy Resource Base for Autism caters for
pupils with ASDs and, as at Exeter House, La Folia has worked on projects
with pupils annually for over eight years. Along with Exeter House, the
projects have led to a performance, and this work has become integral to
educational programmes in both schools.
Larkrise Special School is for pupils with Severe Learning Difficulties
including those with Profound and Multiple Learning Disabilities and ASDs,
some of whom have no verbal communication. The Magna Songs Project is
their first experience of working with La Folia.
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Grove Primary School Hearing Impairment Unit (HIU) pupils attend the
mainstream school and receive additional support within the HIU. Listening,
lip reading and speaking skills are encouraged and nurtured and, where
appropriate, are combined with Sign Supported English (SSE) and British Sign
Language (BSL). This was the first time that La Folia has worked with pupils
here.
It was proposed that differentiated ways of working would be established
with regard to the different ages and abilities of the pupils involved. It was
anticipated that overall ways of working with pupils of Exeter House and
Larkrise Special Schools would be similar. Based on La Folia’s past projects
and knowledge of working with pupils with autism, ways of working with
both the Woodford Valley and Grove Resource Centres would be different
from the special schools, and from each other, due to the differing nature of
challenges faced by those pupils.
As La Folia’s work is led and developed through participant response,
differences would be revealed through the work itself. The common thread
running through all of the interventions is that music and movement, rather
than speech is the medium for communication.

1.2

La Folia

La Folia, formerly the Sarum Chamber Orchestra, is an established
organisation, which has been performing classical concerts for more than 25
years. La Folia has been working to create large-scale, innovative projects,
with the aim of constantly developing best practice both in mainstream and
special education. La Folia has worked on projects annually for almost a
decade with Exeter House and Woodford Valley schools. The Magna Songs
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project represents a further development for La Folia, who aim to bring
creative musical experiences to a wider range of pupils, notably those who
are less able to participate in mainstream music-making and musical
experience.

1.3

The Process

The musical scores developed during the course of the project are based on
musical fragments arising from the pupil workshops. These fragments can
be best described as Paul Hindemith’s (1952) notion of “Einfälle”.
When we talk about Einfälle we usually mean little motifs,
consisting of a few tones — tones often not even felt as tones
but felt merely as a vague curve of sound. They are common
to all people, professionals and laymen alike; but while in the
layman’s mind they die away unused in their earliest infancy …
…the creative musician knows how to catch them and subject
them to further treatment.
(Paul Hindemith, 1952 pp48-49)
Working collaboratively with the artistic director, Howard Moody,
conductor, composer, arranger and instrumentalist (principally keyboard),
were RSC actor, Colin Brown; singer and animateur, Emily Blows; Indian
dance movement therapist, Anusha Subramanyam and visual artist, Susan
Francis. Each of the workshop leaders brought a variety of skills and
professional qualities to facilitate the combining of different art forms into a
cohesive whole.
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1.4

The impact of the arts on people with Special Educational Needs

It has long been recognised that participation in the Arts, (Music Drama,
Dance and Visual Arts), has manifold benefits particularly in terms of
wellbeing. Hillier, Greher, Poto and Dougherty (2012) suggest that skills and
knowledge gained through arts activities can play a vital role in special
education. Arts projects can offer a great potential for positive impact on
pupils with a wide range of particular and varying needs.
Participation in the arts has been shown to improve and build essential skills
in many areas of autism’s core deficits of speech and language, social skills
and behavioural difficulties, and offers new opportunities for expression for
those with physical and verbal challenges. Engagement with the arts is seen
as contributing to an individual’s well-being by influencing positive
emotions, engagement with others, achievement, and self-awareness
(Croom, 2012).
Participation in musical activity has the capacity to benefit pupils in several
ways. Clift and Hancox (2001) propose six dimensions of benefit associated
with singing, which are:
• benefits for well-being and relaxation,
• benefits for breathing and posture,
• social benefits,
• spiritual benefits,
• emotional benefits,
• benefits for heart and immune system.
Socialisation and empowerment through exchange of ideas, and working
together as a community, are potential outcomes of programmes that bring
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professional artists into special educational settings, and where artistic
interactions take place. These settings become “communities of practice”
where “people build togetherness and belonging through shared activities
and projects” and involve “mutual learning, collaboration, and sometimes
performance” (Ansdell, 2014 p220). The resulting “Musical Communitas”
(Victor, 1974) that emerges when people come together in one place in
which such interactions can happen, “transforms the pupils’ habitual roles,
identity and status, helping them to be seen by others, and consequently by
themselves, as something other than they usually are” (Ansdell, 2014,
p239).

1.5 The role of artistic interventions for pupils with different and complex
needs

The Training and Development Agency for Schools recognises the role of
music in special education in the statement: “Music is a unique form of
communication that can change the way pupils feel, think and act. Music
forms part of an individual’s identity and positive interaction with music can
develop pupils’ competence as learners and increase their self-esteem”
(TDA, 2009 p4)
This power of music is further supported in the 2011 National Plan for Music
“A number of studies have demonstrated the positive impact music can
have on personal and social development, including increased self-reliance,
confidence, self-esteem, sense of achievement and ability to relate to
others” (National Plan for Music, 2011 p42).
Drama was removed from the National Curriculum as a discrete subject, and
subsumed into the curriculum for English in 2013. However, it is no less true
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today, as in 2003, that “from an educational perspective, the sense of
enthusiasm and community that is developed through the production
process and public performances reflects some of the central principles of
social inclusion” (Arts Council England, 2003 p27).
Drama that begins in a story provides a positive strategy to enable the pupils
to “experience a change in perception about themselves and their situation”
(Dowling 2013, ip11). The close relationship between storytelling and drama
facilitates the moving from one to the other with ease.
Sherrat and Peter (2002 p viii) suggest that “the very act of engaging in play
and drama experiences will strengthen those parts of the brain that are
under-functioning in pupils with autism”, and further, Peter (1995 p145)
suggests that “putting pupils with autism directly in touch with their feeling
responses will enable them to see how events and experiences come
together to have a meaning rather than simply being ‘chronologically
related’” (Author’s italics).
Drama can situate the pupils in the ‘here and now’, and furnish them with
strategies for their own learning, encouraging thinking through a situation
imaginatively and creatively.
Kayshap (2005) identifies dance for its capacity to bring together creativity
and both emotional and psychological energy, and recognises the
concommitant increase in wellbeing, self-awareness and mental health. For
wheelchair users, it can facilitate a new type of inclusion: upper arm hand
and body movements provide a new expressive vocabulary, and the
wheelchair itself may be “considered an artistic extension of the body”
(Miller and Kaitz, 2015 p88) The use of Indian dance movements involving
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hand and upper body movements provides a means of participation wellsuited to wheelchair users.
Touch is a common feature in group dancing, and, as (Cullen et al. 2004,
p84) suggest, “Some children with autism often dislike or are uncomfortable
with touch”. Dance has the potential to provide different conditions for
physical contact and the facilitation of different and ways of touching.
Visual art, too, has long been recognized for promoting positive affect, and
provides a creative outlet and opportunity to experience different textures
and use fine motor skills. Moor (2008 pp203 – 206) describes art with pupils
on the autistic spectrum as being “not just about nice pictures, it’s about
processes that have a positive effect on well-being” and suggests that “To
have control over a tool and leave an image for others to see is a primitive
and fulfilling action”. Flowers (1992, p1) supports the notion that pupils with
autism, in particular, “can benefit from the creativity and good feelings art
produces” Flowers (1992, p1).

2 Method
2.1

Research aim

The original aims of this evaluation were to assess the impact of the Magna
Carta project, delivered by La Folia, on pupils and teachers involved in the
project. Evaluation can serve to show to funders, pupils and public what has
happened as a result of a project, show how the work of both pupils and
arts leaders is valued, and facilitate and inform the further development of
arts practices for future projects.
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2.2

Ethical considerations

The evaluation followed the British Education Research Association (BERA)
Ethical Guidelines, with particular regard to the section: Children,
Vulnerable Young people and Vulnerable Adults, and ensuring
confidentiality, anonymity and the right to withdraw from the evaluation at
any stage, to all pupils involved in the study. A consent form for the parents
and a letter for the head teacher of each school taking part in the project
were attached to the application as soon as details of the schools taking part
in the project were confirmed. All photographic materials have been
authorised for use in public outputs.

2.3

Research design

The theoretical framework for this study is situated within an emancipatory
framework of inclusion, voice and empowerment. The evaluation was based
on a qualitative design, utilising a Grounded Theory approach (Charmaz,
1996 and 2006). Data was initially coded to identify overarching themes and
further coding then identified sub-themes. “Through coding, you define
what is happening in the data and begin to grapple with what it means”
(Charmaz, 2006 p46).

2.4

Data collection

2.4.1 Observations

The observations noted in this report have been made by members of the
research team from the University of Winchester Centre for the Arts as
Well-being. These took place at:
• a workshop in Salisbury Cathedral with Exeter House and
Woodford Valley pupils at the start of the project;
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• a later workshop at Exeter House School
• a mid-project workshop at the Grove Hearing Impairment Unit
• a mid-project workshop for pupils at Larkrise School.
• a Continuing Professional Development (CPD) workshop for
staff from Larkrise and Grove schools, new to working with La
Folia
• the performance in Salisbury Cathedral involving all four
schools on July 14th 2015.
There were two further performances which were beyond the scope of this
report. The first was a further pupil performance at Salisbury hospital, which
was not observed by the research team. A chamber concert was then given
by the orchestra in Salisbury’s Medieval Hall, and featured several
professional performers. Although not within the evaluation brief, this was
observed, and a report of this performance is to be found in Appendix C.
2.4.2 Unstructured interviews

The interviews were undertaken with:
• The artistic director, Howard Moody,(HM)
• The Indian Dance leader, Anusha Subramanyam (AS) who was present
for the first part of the interview;
• The headteacher of Grove Primary School Hearing Impairment Unit;
• A member of the University of Winchester research team, based on
their observation of the performance in Salisbury Cathedral.
2.4.3 Notes of the professional artists

A brief written account of an early workshop was contributed by Drama
workshop leader and actor, Colin Brown (CB). Notes were contributed by
the artistic director reflecting on the project’s process and his preparation of
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the programme for the pupils’ performance. These were made available on
23rd June 2105.

2.4.4 Short questionnaire

Short audience questionnaires were administered after the schools’
performance in the cathedral (See Appendix A ). The total number of
respondents was 24, and these were allocated numbers R1 to R24. Some
connections were shared: of the 14 connected to La Folia, 3 were connected
to the Cathedral, 1 to a performer and 1 to the school. Of the 5 respondents
connected with the school, 2 were connected to a performer. Three had no
connection with La Folia, the school or a performer, as shown in Fig 1. Not
all respondents answered every question.

Performer 5
(2)
(1)
Cathedral 5

School 5
(3)

La Folia 14

(1)

None 3

Fig 1: The shared relationships between respondent groups.
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2.5 Limitations of the evaluation

The data consists of a limited number of observations, the professional
artists’ own personal accounts and short audience questionnaires. It was not
possible, within the constraints of this small-scale evaluation, to gather
feedback from the pupils, teachers or carers as shown in the original
research intentions (Appendix B), due to the restrictions of funding allotted
to the evaluation and consequent time allocation. Comments made to the
observer in the schools and anecdotal evidence was recorded in the
observation notes. There were no observations undertaken in the visual arts
workshops.

3

Findings

Three main intertwining themes emerged in the first stage of analysis. These
are:
1)

Communication

2)

Engagement

3)

Leadership

3.1 Theme 1 Communication
The data related to this theme were grouped into sub-themes. These are:
• Communication through drama
• Musical communication
• Communication through movement and dance
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3.1.1 Communication through drama

Students with autism and those with learning or hearing difficulties present
different challenges in the areas of both expressive and receptive
communication.
Although this was not the pupils’ first exploration of the Magna Carta, the
report by the actor, written prior to the first observation, serves to
demonstrate:
• Ways of communication in facilitating understanding of the meaning
of Magna Carta;
• How it related to the daily life of pupils in present day contexts.
The actor gives an account of a workshop involving role-play and how this
stimulated pupil understanding. Here, storytelling served to provide a basis
for role-play (‘The king says’ as in the game ‘Simon says’), in which all had an
opportunity to play the king. This experiential learning provided a basis for
further questioning, which led to further role-play activities. When the
pupils were cast in the role of barons and asked if they wanted to keep
titles, land, and various right and freedoms, their understanding of the
relevance and meaning of Magna Carta became clear to the workshop
leader, as described in his account, below.
I said, ‘it’s gonna cost ye’. ‘Life is so expensive’, one of the pupils cried
out. A wave of indignation rippled out. If someone asked a question, I
reflected it back, saying ‘it’s gonna cost ye!’ If someone laughed, I
said, ‘you wanna laugh? It’s gonna cost ye’. We gleefully riffed on this
chorus for a while, then I turned up the stakes, made it present and
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personal: suppose someone wanted your books, magazines, or play
station, suppose you had to pay to keep hold of what was already
yours? ‘No! No more,’ they shouted.
(CB notes: 15.4.2015)
A previous workshop had introduced the idea of a homeless man in a
scenario based on the idea that the pupils might, one day, be in positions of
power, representing those needing help. The words, originating from T., one
of the pupils in the drama workshop, and later developed in a song,
resonated with the artistic director as conveying a strong message.
‘Cold and miserable, I don’t know how to ask for help… I want my family, I
want my friends’ encapsulate the world of homelessness and despair.
(HM notes: 23.6.2015)
The words reflected the way in which role-play in drama had encouraged a
sense of empathy.
The use of drama had facilitated and encouraged communication, leading to
the development of new ideas and new conceptual, emotional and social
understanding. These powerful themes concerning notions of power, safety,
asking for help and protection that emerged from communicative
interactions in role-play and narrative are relevant and meaningful in the
pupils’ current contexts of marginalisation in society.

3.1.2 Musical communication

The first observation with Exeter House and Woodford Valley pupils took
place in the Cathedral, two days after the drama workshop. The professional
artists, who were already in place, were able to set the scene without the
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need for speaking, by performing informally in what was, to the pupils, a
familiar way that invited participation.
Along with the themes of power, protection and freedom, several musical
fragments had emerged in the drama workshop, which Howard Moody had
notated as, ‘an embryonic musical score’ (Observation notes, 17.04.2015).
These were introduced in ‘call and response’ form, the pupils responding to
the professional artists, and then the professional artists taking the lead
from pupils’ developing ideas. The use of the different spaces facilitated a
range of vocal and physical responses. The echoing acoustic achieved in the
high position of the triforium appears to have encouraged and facilitated
the experimental use of voices, and enabled those with quieter voices to be
heard in a new way. For some of the primary-age pupils, the pulpit invited
opportunity for projection of singing voices, which were made more clearly
audible by its height and position.
In some of the workshops observed, it was noted that a musical background
often took the place of verbal instructions by the giving of audio clues to
musical material, style and mood. Here, the artistic director used his voice,
both singing and speaking while playing the piano much of the time, so
presenting a different model for communication. The acceptance of any
form of communication was made clear.
Anything is allowable both in terms of response and level of
participation … any form of dance or vocalisation is accepted as the
individual’s own, personal response.
(Observation notes: 22.05.2105)
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The observation at Larkrise described how work in this setting presented a
different kind of workshop. This was the school’s first collaboration with La
Folia and here, there was a focus on song repetition and learning, and
familiarisation with the musical cues for dancing. When pupils were given an
opportunity to explore rhythm, vocalisation and movement, it was noted.
One boy “who had not conformed to the ‘norm’ of what the school
staff expected during the ‘Spinning Song’ rehearsal, took the
opportunity to do a solo and improvise and experiment. For him, this
was a moment of personal expression and achievement.
(Observation notes: 23.6.2015).
For the pupils in the Hearing Impairment Unit, the opportunity to describe
‘Pink and red, in my head’ and ‘Dancing voices in my head’ enabled the
pupils to communicate an idea of their different musical experience. This
was further exemplified in the following description.
There is one child who is profoundly deaf, and he got a higher note
by feeling the note coming from Emily's body. That was really
magical. They are very comfortable with their physicality because
they are deaf, which is very different from other schools. Because
being deaf you naturally have to use your hands, have to use your
expression, and that was one thing that came into the music.
(AS Interview: 22.5.2015)
For those pupils who were unable to communicate verbally, the workshops
with the vocal animateur, prompted ‘expression in single vocalisations and
melismas’ (HM: pre-performance notes, 26.6.2015). This facilitated a new
and different level of musical participation and communication, when these
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sounds were taken and woven into song. Referring to the workshops at the
Autistic unit at Woodford Valley school, he cited ‘A’s song’ as an example of
one of the ‘gems of expression’ that the work has elicited.
Memories from the dark times. Someone who doesn't fit in. To be
accepted for who I am. That’s what I want. I see and hear things
differently.
(HM notes: 26.6.2015)
The observation notes from the staff CPD session made reference to the
way in which musical ideas were taken and used by the workshop leaders.
Whatever comes up - they go with it, even if it is just an ‘aah’ noise.
Initial ideas could just be a note, e.g. F, or a short rhythm, then they
start to build and use the pupils’ words, including hand gestures from
Indian dance. A lot of work is non-verbal, but expressive.
(Observation notes: 23.6.2105)
The observation of the performance in Salisbury Cathedral gave a
description of the way in which a picture was created and communicated
through sound, with broken syllables weaving a rhythmic chant with the
Indian percussionist.
The rising ‘oohs’ which were basically sounds, but rising using pitch in
much more of a glissando type way… So we have these syllables,
rhythmic syllables and the ‘oohing and the ahhing’, creating these
pictures of sound - a very beautiful picture of sound.
(Observer interview: 14.7.2015)
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The audience feedback question ‘What did you appreciate most about
today’s performance?’ elicited an effective summing-up of the impact of
music in the project.
This showed the extraordinary power of music to communicate.

3.1.3 Communication through movement and dance

Physical response to music was seen to play in integral role in
communication in the workshops, and was a recurring theme in interviews.
Physical response to musical stimuli provided a starting point, for further
work. The early exploratory sessions were, in the words of Howard Moody,
really about us going into the room, going, and well what is this?
Discovering a language and working with Anusha and the dance
initially.
(HM interview: 22.5.2015)
Listening and responding to music made use of intuitive reaction to
rhythmic and pitched sounds. Reflecting on the ways in which the pupils
responded, The artistic director made reference to the notion that the
dancer and the vocal animateur worked in basically the same way. He
suggests:
Many of the pupils use their hands and faces as the focal point of their
expression; dance, where their subtle hand gestures instantly reinterpreted the language of Indian dance into intimate moments of
originality and openness…
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Where there is this physicalisation, if that’s the word, of everything
first, and then it's in their bodies, it comes out.
(HM notes: 23.6.2105)
Communication with people with autism presented a range of challenges,
one of which was that of touch. The dancer gave an account of how this was
manifested during a workshop:
She had, this ‘out-cry’, out burst, and I was really doing this kind of
work (Anusha demonstrates) with her and it was fine, and her teacher
said ‘she doesn't like touch.’ And we were having a conversation the
teacher and I - and I said that ‘perhaps it's not the touch but how you
touch. And what is it that I am connecting into her movement…’
So it was very interesting, because I felt she really responded to
pressure, and this, (demonstration) and this kind of texture a lot
more. Like pressured texture.
(AS Interview: 22.5.2015)
Through dance, a new way of communicating through touch was revealed,
expanding the range of pupil experience that otherwise may have remained
hidden.
At the first cathedral workshop, an ensemble piece was created with a boy
in a wheelchair who vocalised and danced to the music of three of the
musicians and the movements of the dancer that served to illustrate how
communication could be created through eye contact, and through listening
and responding to the music.
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In the final performance workshop at the cathedral, it became clear that the
dancer and pupils frequently communicated through watching and
mirroring of movements.
The Indian dancer too, like the musicians, was engaged with
the young people, sometimes with individual young people, so
she was watching what they were doing and then matching
her improvisation to that.
(Observer interview: 14.7.2015)

3.2 Theme 2

Engagement

The theme of engagement led to the uncovering of themes of
• Pupil engagement
• Feelings and mood
• Audience engagement
3.2.1 Pupil engagement

The range of ages, abilities and experience of the pupils, differed not only
between schools but also within each of the settings. Unlike work in
mainstream schools therefore, a wide range of strategies were required in
order to ensure inclusivity and engagement.
The pupils of Exeter House and Woodford Valley schools were, as previously
noted, familiar with La Folia professional artists and, based on past, positive
experiences, recognised and were pleased to see them at the first
observation, which took place at the workshop in the cathedral. Here, the
pupils were gently drawn in to engaging with the activities in an informal
way.
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The professional artists were in place before the arrival of the
pupils and set up in front of the west doors. They were
performing in a ‘casual’ way as the pupils entered, and
immediately the pupils started to join in, - talking, moving, and the primary age pupils especially, dancing to the music.
(Observation notes: 17.4.2015)
This informal start gradually evolved into the musical development of the
first ‘protest’ theme. The professional artists took the lead, introducing each
new set of musical fragments previously contributed by the pupils. However,
because prior learning was not essential at this stage, all pupils could engage
at their own personal level, and also engage through personal choice.
Despite the apparently informal start, the workshop had been thoroughly
planned and structured and the moods and atmosphere created by the
different musical sections served to maintain engagement.
As the session developed, the professional artists took the lead from the
pupils’ ideas and developed them. These techniques of responding to
varying stimulus enabled individual pupils to develop their own very
personal and individual musical and artistic expression.
Pupils were well engaged throughout, even though the session
was long and at times quite intense. They each had the choice
to opt in and out at will. Changes of scene, activity, mood,
focus and close relationships with known staff helped to keep
pupils participating throughout the morning.
(Observation notes: 17.4.2015)
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Following this workshop, the artistic director had taken the melodic and
verbal fragments and linked them together as six songs, with a solo part for
each pupil. He had brought these back the following day to a school-based
session to share with the pupils and work on them further.
Such development of participant ideas can serve to validate the pupils’
contributions and enable a sense of shared ownership of the work. In the
second workshop observation, it was noted that the pupils were free to
participate as much or as little as they wished. The pupils’ level of
engagement and enthusiasm ensured that there was high level of
participation and the observer noted that, in the context of Exeter House
There is an ensemble element about the whole [session]
where pupils are engaged together, being part of a wider
group, having to concentrate on what is happening, be aware
of each other’s responses and work together.
(Observation notes: 17.4.2015)
The level of pupil engagement involved greater effort for the workshop
leaders at Larkrise Special School, where two separate sessions took place.
The first group, 3 boys and 8 girls, were all aged between 11 and 14. Four
members of staff accompanied the first group, two participated throughout,
while the other two took part occasionally whilst doing jobs in the
classroom. Two teachers accompanied the second group, 6 boys and 5 girls,
aged between 14 to 16 years, although here, only one teacher participated.
The other teacher, working on a laptop, did not engage with any of the
activities. Lacking past experience of working with La Folia, as with Exeter
House pupils, who have built up familiarity with the leaders and the
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processes, the pupils at Larkrise appeared to require a much greater level of
instruction from the workshop leaders.
For the most part the pupils were not really making decisions
or being collaborative in the music making in this session. It
was more like a session by visiting teachers who provided
specialist expertise with heavy reliance on class teachers for
classroom management and to get pupils to participate.
(Observation notes: 23.6.16)
The level of engagement changed and was greatly increased during the
session.
The most productive and engaging part of the sessions was 1)
an improvised section based on Bach and 2) some drum and
piano accompaniment, in which the young people had an
opportunity to explore rhythm, vocalisation and movement
whilst sitting down.
(Observation notes: 23.6.16)
It is possible that, by having the pupils sit down, a different level of focus
and concentration was introduced, which supported the pupils’ engagement
with the music. This experience presented an opportunity for the
professional artists to reflect on the different approaches they could utilise
to engage the pupils.
In the second group’s session, two boys did not actively participate in the
group singing, but sat and listened. Their listening, however, could be
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regarded as a form of engagement: they did not engage in any other
activity, and paid attention to what the rest of the group was doing.
You can imagine suddenly being asked to do something. ‘Well
no, I can't do that.’ So it’s this adapting all the time.
(HM interview: 22.5.2015)
It was important to the workshop leaders that the pupils could feel at ease
in the workshops, and the different ways in which these pupils engaged with
the musical material was accepted and valued.
They also expressed their own rhythm, sometimes physically
rocking. And the notes that they sing are usually the same
every time you meet them. So it's like they have their own
pitch. And if they create something, or if their pitch is met,
then that makes them comfortable.
(HM interview: 22.5.2015)

3.2.2 Feelings and mood

The workshops provided a setting in which the pupils were able to explore
and express their feelings through their engagement with music, movement
and drama. This was evident in the pupils’ recognition of similarities
between the need for the original Magna Carta and their own situation of
marginalisation and disempowerment.
The songs, whose words initially came from the pupils in response to
emotions that were brought out in the workshops, re-engaged those
emotions in the performance. The drama workshops used parallels in the
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pupils’ own lives, helping the pupils make an emotional connection with
why the Magna Carta was needed, and how it was brought about. When the
pupils played the King or a Baron in the game, ‘The King says’, there was
indignation at the King’s power. A long sheet of paper, the King’s ‘carpet’,
was rolled out, and the Barons were banned from treading on it.
There was dissent in the room, as some tried to put a foot on
the king’s white carpet, which only the King was allowed to
walk upon. ‘Annoyed’, said R, ‘I want a part it’.
(CB notes: 15.4.2015)
Exploration of emotions through drama and role-play, with pupils with
learning difficulties can sometimes bring out unanticipated reactions.
We started with a power chair, and who sits in the power chair
in our lives: teachers, parents, government. What was
interesting is that some of these are the same figures we turn
to in order to ask for help – if we know how to ask for help. J
sat in the feeling safe chair. But sitting opposite the power
chair didn’t feel safe at all. I asked what he needed to feel
safe.
He said: ‘die!’ Yikes. I didn’t want psychodrama necessarily,
but that’s where we were heading. Mild panic! Is there anyone
in the room who can help you, I said. ‘Friends’, he said. Oh,
yes, our friends can help us feel safe. I said. So we formed a
friendship ring around him briefly and just laid a hand on his
shoulder or back. ‘How do you feel now?’ I said. ‘Good’, J
replied. Phew! Relief.
(CB notes: 15.4.2015)
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Role-play had provided a meaningful scenario in which power was revealed
as having different possibilities, beneficial or detrimental, and where the
value of friendship and empathy were made evident and relevant.
The artistic director’s reflection on an Woodford Valley School workshop
includes a reference to one pupil, J.
As with all the projects he has been involved with, he has a
habit of suddenly expressing the essence of what is really
going on. I am power, listen to me. I can sing anything. Bad
dreams, bad days, feeling sad about… Anything can happen. As
Emily said after the song writing session with him, it was so
tempting to try to get him to finish the phrase “feeling sad
about”, but the unfinished phrase is what makes the song so
powerful.
(HM notes: 23.6.2015)
In the Cathedral workshop, being engaged either as active or passive
participant in the whole experience, elicited a varied range of responses
from pupils.
A teenage girl in the Morning Chapel was mesmerised by the
Indian dance performed to the string unaccompanied Bach.
The older boys sat quietly and watched. It was another time of
great emotional intensity. On a second performance of the
Bach, there was clapping to the beat and then the mood
changed again with a jolly jig and then on again to very
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successful Indian reggae-like chanting with call and response
and percussion.
At the font, a younger boy from Woodford Valley sat very still
and watched with great concentration as the water poured
over the side of the font onto the floor.
(Observation notes: 17.4.2015)
The dancing brought physicality into the pupils’ personal and emotional
expression. At Grove School, two boys worked with ‘Shama a Shetsa’ an
Indian song with drum accompaniment, using footwork and movement.
Both boys joined in enthusiastically. They were very
responsive and keen.
(Observation notes: 23.6.2015)
The Head of the HIU had seen changes in the boys who, they stated
He had developed confidence in a short space of time. A is
more confident in this work than in class.
(HIU headteacher interview: 23.6.2015)
The Head of HIU listed, amongst their achievements in the project,
confidence; risk taking; self-esteem; the ability to express themselves and
enjoyment. There is a sense of joy that was seen to emerge through the
pupils’ engagement in the project, and which was greatly in evidence at the
Cathedral in both the early workshop with Exeter house pupils and the
performance itself. The observation notes from the early workshop report
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moments of “great intensity, emotion and synergy” as an ensemble piece
was created with a boy in a wheelchair who
Vocalised and danced to the music of three of the musicians
and the movements of the dancer. Here there was direct eye
contact, musical rapport, overlapping of physical space with
the dancer and a real sense of shared, unified and equal
participation was created. It was a very levelling and inclusive
experience.
(Observation notes: 17.4.2015)
At the performance, the spacious environment again facilitated the
expression of emotion, this time through the use of their voices. There was
space for pupils, professional artists and audience to move around, to greet
one another and express their pleasure at being together.
There was a clear delight on the part of the young people,
going up into that gallery and making the loud sounds there.
And there was a real sense, as more and more young people
came, of them being received, welcomed and loved.
(Observation notes: 14.7.2015)
The initial relative freedom of the pupils from all four schools to engage with
the Cathedral environment allowed time for settling in, becoming familiar
with the echoing building, and enjoying what was, for all but the Exeter
House pupils, a new and, potentially daunting space.
The young people were engaged the moment that they came
in, and I think what one saw was a real respect for the young
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people on the part of the musicians. They were not just telling
the young people what to do, they obviously valued what they
were doing. And the youngsters were relatively free, so some
of them went straight to the magnificent font in the middle of
the Cathedral, with the water dripping out of it and were
playing with the water and having a lovely time there. In the
front there were some youngsters playing their tone chimes,
and they had got their blue costumes on. And there was a
clear sense that they were so happy to be doing that.
(Observer interview: 14.7.2015)
The activities of the workshop leaders and musicians drew the pupils
together in the protest song, signalling the transition from improvisatory
and rehearsal activities to the start of the performance. For the pupils in the
triforium, as in the first workshop, the acoustic qualities of such a
performance space added to their enjoyment.
And then we get the great calls from gallery, and it became quite clear
that the pupils loved it.
(Observer interview: 14.7.2015)
The differences in mood were enacted in the pupils’ performance music,
movement and songs.
Reflection, Exeter House, (Bright glow of reflected sun shining in the
water, pink and red in my head), was a complete and utter change of
mood from the power of the protest in the west end … to the much
more reflective watery sounds that were going on around the font.
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… then, “alone, why doesn’t anyone hear me?” So the mood is again
starting to change here, “Why doesn’t anybody hear me, why doesn’t
anybody hear me?” There’s a sort of call in that.
(Observer interview: 14.7.2015)
The musical performance, interwoven with drama and dance, presented a
vehicle for the portrayal of emotions and mood in a memorable way, for the
observer, pupils and audience.

3.2.3 Audience engagement

The Cathedral remained open to visitors during the performance, which
opened up an unexpected experience to the casual visitor or tourist. The
performance, which utilised different parts of the cathedral, moved from
one area to another, and drew the audience along with it, in an atmosphere
of inclusivity.
What we saw was that in music we can be inclusive, given a
certain amount of skill and given, to a certain extent, the
abandoning of notions that we have of concerts and how they
behave.
(Observer interview: 14.7.2015)
This observation was echoed in some of the comments in the audience
questionnaires. Responses to the question "What did you appreciate most
about today’s performance?” included some relating to their own
engagement.
R21: Moving engagement with all the performers
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R20: Inclusiveness - including the entire cathedral!
Many of the answers to this question involved the respondents’ perceptions
of the pupils’ emotional engagement: “The enthusiasm, passion and fun”;
“The skill and joy of the pupils, the enthusiasm passion and fun”; “The heartfelt performances”; “The joy of the performers” and “The joy on the faces of
so many of the performers”.
To the question, “What did you appreciate least about today’s
performance?” Ten respondents indicated they were unable to clearly see
or hear all of the performance, with such responses as “not being able to
see”; “sometimes not easy to see the performance, and words sometimes
not so clear”; “It was a bit of a struggle to get a clear view from the choir
stalls” and “sitting in the third section and not seeing anything!”
R17: The moving about was tricky for some of the audience, but understand
you wanted to make use of the venue!
The need for the performance to end at prayer time drew several of similar
responses to the question, “What did you appreciate least about today’s
performance?” Several respondents indicated that they felt that the formal
prayers were an inappropriate interruption to the Magna Songs
performance.
R5:

Having to rush at the end

R9:

The interruption for prayers towards the end

R12: The inappropriately timed prayer by the chaplain before the
performance had properly finished
R18: Cathedral prayer at the end – no thanks given”
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“How did today’s performance make you feel?” again brought several
responses that shared similar emotions. Three respondents simply wrote:
“Emotional”, and two, “Joyful”. Others gave similar, fuller responses.
R2:

Filled with emotions – joy, delight, sadness – but above all, I was
deeply moved.

R5:

Thrilled, overwhelmed, delighted

R6:

At times, very much moved (almost to tears) – also uplifted by the
enthusiasm of the pupils

R11: Exhilarated, happy, impressed, positive
R12: Moved, inspired, uplifted, energised
R13: Amazed, astonished, humbled
R17: Joyous and inspired
The other responses were: “Lost in admiration”, “Very pleased that things
like this happen in Wiltshire”, “Proud of others”, “Glad of this ambitious
project in the Cathedral”, “Enhanced greatly”, “Happy!” “Humble”,
“Amazing and sad”, and, from a parent, “Great. Blessed. Very fortunate that
my daughter benefits from La Folia”
The Cathedral, open to the public as usual, did not make changes to the
day’s timetable for prayers. This was noted in the observation on the day.
But I suppose to a certain extent the pressure of the Cathedral
to want to do the prayer - in a funny way I found this tricky,
because I found all of this piece as a prayer, and a very deep
prayer...
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…there was a sense that there was no allowance for the
improvisatory nature of it, one suspects that the cathedral is
used to literate musical traditions where you start at bar 1 and
you end at bar 50, and that takes a set amount of time.
(Observer interview notes)

3.3 Theme 3

Leadership

The members of the La Folia team were able to utilise a wide range of
knowledge, skills and expertise throughout the process, in encouraging and
enabling experiences that facilitated participation, learning and personal
development. The sub themes that emerged concern:
• Leadership and Communication
• Skills and expertise
• Professional development.
3.3.1 Leadership and communication

The leadership methods and styles impacted on the ways that the pupils
were able to participate and learn. Because there is great diversity in terms
of their ages and abilities, it is incumbent on the professional artists to find
appropriate ways of communicating with them. What is clear is that passion
and commitment were required in order to create a performance piece the
size and complexity of the Magna Carta work, and the workshop leaders’
past experience in working with pupils with learning difficulties, ASDs and
profound and multiple disabilities had been a significant factor.
Although months of planning went into the project, and an overarching
narrative and musical framework had been carefully considered, it became
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clear that, apart from the idea of Magna Carta, it is not until work had begun
with the pupils that the piece began to emerge.
If you to talk to a writer who is writing a novel, a composer
who is writing a big piece, or a choreographer, and you ask
them whilst the piece is evolving, creating it, or carrying out
their ideas, - they can't go up to a group and tell them exactly
what it is, because, it's not the truth. What it is, is the evolving
moment. And I think the key with this group is not to burden
them with information, because that would kill it for them. It's
too abstract. Maybe in the arts that’s actually, - it’s true to say
that that's true of all processes.
(HM interview: 23.5.2015)
When referring to working with the autistic unit in Woodford Valley School,
the artistic director suggested that detailed planning could not always be
implemented.
You never quite know what you’re walking into, the dynamics
of the particular group, how long you’ve got with them, the
mood in the room because of what may or may not have
happened just before you arrive.
(HM interview: 23.5.2015)
Flexibility and creativity were necessary qualities to bring to such work, so
that ideas could then be drawn out for development within a general
framework.
You can plan for years and go in, and within seconds they
show you that you're planning is not the deal. You're not going
to get what you want… And I think creating a project with
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them, to me it is the same task as being commissioned to
write an opera or a big symphonic piece. It’s just that one
process I do on my own in a room and then it suddenly goes
out; this one, it has to evolve in the moment.
(HM interview: 23.5.2015)
All the professional artists, involved in the project, worked collaboratively,
supporting and extending one another’s ideas to develop the pupils’
engagement and involvement. The artistic director described how he saw
this relationship.
I think the team that was created for this project, everyone is they’re all people that trust. It works through trust, I think. So
it’s a musical and an artistic trust and a personal trust. So in a
way, with that openness, I think it allows so much in.
(HM interview: 23.5.2015)
Whatever responses come from the pupils were valued and treated with
respect. Ideas were taken, dramatic, musical and physical, and developed
through a combination of pupils’ and professional artists’ creative
collaboration, and this allowed the ideas to gradually evolve and build up
into something much bigger and coherent.
That's the authenticity of working, creating a piece with other
people. One could go to the fanciest music conservatoire or
groups and whatever, and write a piece of music with other
people that write music. Fine, great, let's do it. But why not
take that process elsewhere? And really what I think, what
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comes out here, is more original. And certainly the physicality,
and Anusha and Emily working in basically the same way.
(HM interview: 23.5.2015)
The creation of the narrative drama with Exeter House pupils was based on
the actor’s thorough exploration of the history and meaning of Magna Carta,
and his careful consideration of how it might be made relevant to the pupils.
He explained:
I’m not a history or politics teacher. I’m an actor, storyteller,
deviser, director, workshop leader. And they are not ‘A level’
politics or history pupils. But their openhearted, generosity,
and willingness is unparalleled.

They all have PhD’s in

openheartedness.
(CB notes: 15.4.2015)
The concepts of powerlessness and need were, initially, conveyed through
the idea of a homeless man, who did not know how to ask for help. The idea
was further developed to encompass notions of powerlessness, power,
control and seeking help. This way of working facilitated the pupils’
understand of some challenging concepts.
Interviewer:

A teacher was comparing previous things and

saying Magna Carta is a hard thing for them. A hard concept.
But actually what is extracted from it are things that seem to
me at any rate, to be very, very meaningful to the youngsters.
About finding a voice and being powerless or powerful, and so
on. And so in a way, it seems to be very rich stamping ground.
Obviously I wasn’t in at the beginning, so I haven't seen how
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that's evolved. But where you’ve arrived certainly seems to me
to connect very strongly with teenagers in particular.
HM: It's like everything. When you turn up, you have to do
things very simply and clearly, and that takes months of work to be able to break the silence with that amount of clarity. If
you can do it successfully you're off, aren't you!
(HM interview: 23.5.2015)
3.3.2 Skills and expertise

The different skills that the professional artists brought to the project were
not simply those connected with their specific artistic abilities. Interpersonal
skills, as well as artistic skills, were a pre-requisite for working with young
people with so many varied and special needs. In all the workshop and
interview data, an aspect that emerged as common to all the leaders was
the notion of equality and respect, of accepting all ideas and valuing them as
worthwhile.
They used their professional expertise and skills in a variety of ways. At
times, the musicians performed known music, providing stimuli for
improvisation of musical fragments or movement, or to establish or
influence mood and atmosphere in different settings, and to provide musical
cues non-verbally.
There is almost always a musical background which takes the
place of verbal instructions by giving audio clues to musical
material, style and mood.
(Observation notes: 22.5.2105)
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Some of the sessions lasted half an hour, with no words
spoken.
(HM notes: 23.6.2015)
The mirroring of pupils’ movements or sounds proved to have been a gentle
and effective method of fostering participatory activity. The artistic director
described the creation of dances with some of the pupils who, in the
absence of verbal communication, use facial and gestural expressiveness
Anusha mirrored their gestures and movement, taking their
expressions of feeling to a new powerful place…
(HM notes: 23.6.2015)
Work with pupils with ASDs and learning difficulties required adaptability
and patience, particularly in communication and listening, and
understanding of their sensitivities. The first workshop observation notes
sum up the processes and skills demonstrated by the workshop leaders
who:
…improvised on the fragments; instigated and created new
material; responded to pupils’ ideas and further developed
them through movement and music. They also encouraged
and energised; made direct and effective personal
connections; acted as therapists, acted as soloists and worked
in ensemble, took a leading role or an accompanying one, and
covered a wide range of musical styles and traditions.
(Observation notes: 17.4,2015)
This teamwork was fluid, flexible and artistically intuitive. For pupils with
ASDs and other severe learning disorders, the different level of engagement
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and understanding presented a deeper challenge and the necessity for
trying out new ways of drawing out musical responses. This was illustrated
in the account of a session with non-verbal pupils at Larkrise.
They used both movement and sound in different ways, and
Howard was also finding ways of finding the instrument to
vibrate on their bodies, to, I suppose, connect, draw out and
to share each other's ways of working with sound.
(AS: Interview 22.5.2015)
The collaborative nature of the sessions was further described in the
account of the synthesis of artistic practices when dance therapist and
singer worked together with pupils.
a true fusion of movement and voice work where the structure
of a large scale project has facilitated two people to work
through different disciplines but with the same intention.
There were some amazing sessions where both movement
and song emerged simultaneously, such as G’s song that took
us immediately into a meditative space of reflection.
(HM notes: 23.6.2015)

3.3.3 Professional development

The notion of professional development was embedded in La Folia’s ethos.
In the context of the Magna Songs project, this constituted two strands. The
first is reflection by the professional artists on their practice and
consideration of ways to improve and extend their skills. This was evidenced
in the reports, notes and interviews with the professional artists, who
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reflected on their explorations and strategies, identifying what had worked
well and aspects that needed further creative input. This was especially
evident in their work with Grove Primary School Hearing Impairment Unit.
Here, the workshops threw up new challenges that required a fresh
approach.
The second strand was to open up opportunities for staff to gain confidence
and further understanding of the ways in which creativity offers different
ways of engaging with the pupils and supporting their learning and
development. Teachers and/or support staff were present in all the
workshops, ranging between one-to-one support, and one member of staff
for a whole group, depending on the needs of the pupils. It was noted, in
one session, that
There were some attempts to involve the carers in the
activities, but this didn’t meet with much success. When
asked, the carers said they were there to support the pupils,
and their primary tasks throughout were seen to be health and
wellbeing.
(Observation notes: 22.5.21015)
It is unclear whether this was due to inhibition or a lack of confidence to
engage with the activities. After a workshop, one carer remarked to the
observer who later interviewed the artistic director, that she would “rather
bungee jump than sing by herself”. This same person also said that she had,
…learned this morning about how important it is to try and
communicate with pupils here in ways other than through
speech. She said, ‘I learned that from the dancer this morning’.
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(Interviewer, HM interview: 22.5.2015)
This demonstrated a way in which, through example, staff learning can be
supported and developed and new strategies learned.
In other workshops, some staff were seen to use the time when the pupils
were engaged in the workshop activities to focus on other work, while
others present actively participated.
Another example is that of a teacher who participated throughout and was
keen to rehearse with the class during the following week, so a recording of
the song was made to help with this.
Ten members of staff from the school where the staff INSET was held
attended the session, and two from Grove School. As there was only a small
group of pupils from Grove School, far fewer staff were involved with the
project. The session began with a verbal warm-up. For those, like the carer
who had previously said she did not want to sing, this method of introducing
vocal work through speech appears to have been an effective means of
drawing in the pupils and gradually building up their confidence.
Movement was introduced before any pitched vocal sounds were
introduced. By halfway through the session, without the use of spoken
instruction, a soundscape had been developed, and, by the end of the
session, a song had been created that would be performed in the Cathedral.
Reflection on what had been achieved, and how it had come about was a
valuable learning experience for the staff, who had gained insight into the La
Folia methodology of developing musical material from idea through to
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completed songs. It was noted that, in some schools, the CPD sessions
provided by La Folia are optional, while in others, staff are paid to attend.

4 Conclusions and recommendations
4.1 The pupil workshops

The first stated aim of the project was: To give a voice to pupils who have limited
means of expression, through a variety of genres”. The concepts of voice and
empowerment are closely linked, and the enabling experience of the former has
the capacity to facilitate the latter. Having a voice and being heard are
empowering and the principal outcome from this project was that the pupils were
helped to find a voice through artistic interventions, and that, through these, their
voices were heard.
The data also suggests that through the project, some pupils learned about and
understood the concepts surrounding the Magna Carta and, through drama and
role-play, were able to express empathy. In this way, the project helped further
foster pupils’ conceptual learning and emotional development, as well as
broadening their knowledge and understanding of the world.
Further aims of the project were to explore music in its many forms, explore
visual arts and develop song writing. All these aims were met. For the pupils,
this involved exposure to a wide range of musical genres, Indian dancing and
vocal work, all of which resulted in increased self-confidence for many of the
pupils and offered new physical and emotional experiences that were
freeing and enabling.
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Due to reasons discussed at the start of this evaluation the lack of any
baseline and end of project data (See Appendix B), to measure levels of
social integration, inclusion, participation, contentment and motivation, has
precluded a fuller exploration of the impact of the project.

4.2 Performances

The aims of showing to the general public the creative quality of the pupils,
and showcasing the work of pupils to a wider public in a variety of settings
was initially met in the pupils’ performance in Salisbury Cathedral. Although
this audience was limited to those with some involvement in the project or
with La Folia, and the wider audience consisted predominantly of casual
visitors, this was appropriate. The way in which the performance moved
around the space, with the large number of carers, pupils and musicians
involved a larger audience that would be able to see and hear all that was
happening could not have been accommodated. It is clear from audience
responses, that there were some issues involving visibility and audibility of
the performance at times.
The performance that took place in the hospital, and not included in the
observations, will have provided another opportunity to reach a wider
public giving medical staff, involved with the pupils’ care, an opportunity to
see them in a different light.
The Chamber concert at Salisbury’s Medieval Hall (see Appendix C) with
international tenor, Mark Padmore amongst the professional artists who
performed, also served to develop a broader audience and exposed the
pupils’ collaborative work in a new way.
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The aim to give a voice to families who have limited means of expression
through a variety of genres was to be facilitated through a workshop, but
this did not take place as it did not attract enough support to be viable. The
film and songs of the performance are now available via the La Folia web
site.

4.3 The Schools

The levels of staff participation were varied: some staff were able to step
back to allow the pupils to engage independently, while other pupils needed
a much higher level of support, according to their particular needs.
The presence of the La Folia team was seen by some staff as presenting an
opportunity for them to do other work while the pupils were occupied.
Others exemplified in the actions of the teacher who requested a recording
so he could continue the work in the absence of the team, were clearly
enthused and engaged fully within and beyond the workshops.
Without the possibility of completing questionnaires, or interviewing the
staff, it was not possible to gain sufficient information to determine staff
attitudes or levels of engagement. The legacy and longer term impact of the
project with regard to the pupils is similarly difficult to assess.

4.4 La Folia

The professional artists demonstrated the ability to create good
relationships with the pupils and their interpersonal skills and caring
attitude, along with their creativity, enabled and empowered the pupils and
challenged them cognitively, emotionally, creatively and physically.
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They demonstrated a high level of respect for one another’s skills,
knowledge and expertise and the collaborative nature of their work created
an enabling atmosphere. They were clearly committed to, passionate about,
their work and reflected individually and together, to determine appropriate
ways forward. Working in new settings particularly with the pupils in the
Hearing Impairment Unit, went towards meeting the aim of providing
professional development for those who had not previously worked in this
context.
The artistic director provided the musical foundations for the project, using
his skill and creativity in composition to bring together the musical
fragments into whole pieces. The music that was developed from the Magna
Songs involving the expanded use of the Einfälle and integration with Bach’s
The Art of Fugue, presented the pupils’ work in a different form. A critical
appreciation of this work is to be found in Appendix C.

4.5 Recommendations

• To develop some guidelines for the school staff on the level of
participation that would best support pupil learning in the workshops
• To consider applying for the funding of school staff professional
development workshops. This could facilitate greater understanding
of the work of La Folia and contribute to on-going music and arts
work, once the project has finished.
• To consider the nature of the performance space and explore ways of
facilitating audience sightlines and audibility.
• To ensure clear communication with those who may be affected by
the nature of the timings where improvised performance is involved
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in an open public space. Future Cathedral service and prayer times
might be less rigorously adhered to if this can be arranged in advance.
• To incorporate research and evaluation into project planning from the
outset. An in-depth study would be best undertaken by engaging a
researcher at the start of the planning stage. This would facilitate the
identification of appropriate and feasible methods of data collection,
using validated measures. This will ensure robustness and rigour, and
uncover outcomes, processes and practices in sufficient detail to
effectively inform future projects. Greater accuracy could be achieved
in predicting the costs, when evaluation is considered to be
embedded into a project from the very start.
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5 Appendices
Appendix A – Ethics Application

This is a copy of the original application form for the University of
Winchester Research and Knowledge Exchange ethics approval. The dates of
performances were changed in the final evaluation.

Evaluation of the Magna Carta Project
Dr. Costanza Preti
Centre for the Arts as Wellbeing - University of Winchester
1. Show clearly the aims, objectives, location and methodology
The evaluation will assess the impact of the Magna Carta project
(delivered by La Folia, a music charity based in Salisbury) on pupils and
teachers involved in the project. The project is due to start in March
2015 and will be completed by the end of April 2015.
The aim of the project is to design a series of music sessions designed
to explain, through music, the role of the Magna Carta. There will be
two phases in the evaluation.
During phase one a range of baseline data will be collected. A
specifically designed questionnaire will be handed out to all the pupils
participating in the project containing measures of social integration,
emotional inclusion, belongingness, participation, contentment and
motivation.
The teachers taking part in the project will also be asked to complete a
questionnaire on their levels of confidence in teaching, their perceived
changes in the relationships with the pupils through the shared
engagement with different art forms, and the impact that their
involvement in the Magna Carta project had on their teaching in other
areas of the curriculum.
In Phase 2 of the evaluation, the questionnaires will be re-administered
to both pupils and teachers to assess any level of change. The schools
have not yet been selected but they will be likely to be 3 special needs
schools in the surrounding area of Salisbury.
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2. Where involving human pupils, comment on criteria for
selection/interview and sample size
All the pupils involved in the Magna Carta project will be recruited for
the evaluation.
3. If consent is required, who is to give it?
The Head teachers of each school taking part in the project will be
contacted to receive permission to run the study in the school. The
parents of each child will be asked to sign a consent form to allow their
child to take part in the research if they wish.
4. Outlining potential risks to the pupils and how you will deal with this.
N/A
5. Stating the information to be given to the pupils (attach copies of
letters or information sheets that will be given to the pupils)
A consent form for the parents and a letter for the head teacher of
each school taking part in the project will be attached to the
application as soon as we will be informed about the details of the
schools taking part in the project.
6. Note the published code(s) of practice being followed
The research will follow the BERA – British Education Research
Association Ethical Guidelines.
7. Whether the project involves any other disciplines or local ethics
committees
N/A
8. What arrangements have been made to ensure the confidentiality of
data collected, and compliance with the Data Protection Act
In accordance with the BERA ethical guidelines, the identity of each
participant will be protected by anonymising all the name of the pupils
and by removing any detail that could make them recognizable.
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9. Whether payment to the pupils will be made.
N/A
10. Whether the project will receive financial support from outside the
University
The project is funded by the Arts Council.
11. Whether pupils, employers or ethics committees have placed
restrictions on the publication of results
N/A
12. Any further points you may wish to make in justification of the
proposed study
N/A
13. A summary of the issues and actions taken to address the ethics
issues
Parents and Head Teachers will be asked to sign a form to allow their
pupils/pupils to take part in the evaluation of the Magna Carta project.
The study will be based on pre and post measure of outcomes.
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Appendix B - Questionnaire

‘Magna Songs’ Project by Wiltshire Schools and La Folia
Salisbury Cathedral
Tuesday 14 July 2015
Please spare a few minutes to answer the following questions about today’s performance.
Circle your answer or write a few words on the dotted lines.
1.

Do you have a direct connection to any of these?

2. How far have you travelled to today’s performance?

a) A Performer
b) A School
c) La Folia
d) The Cathedral
e) None of these
a) 1-5 miles
b) 5-10 miles
c) 10-20 miles
d) More than 20 miles

3. How often have you been to a performance in the Cathedral in the past?
a) Never
b) A few times
c) Many times
4. What is your age range?

a) Under 19
b) 19 - 40
c) 40 – 60
d) Over 60

5. What did you appreciate MOST about today’s performance? ………………………
…………………………………………………………………………………………………
6. What did you appreciate LEAST about today’s performance? ……………………
…………………………………………………………………………………………………
7. How has today’s performance increased your awareness of Magna Carta?
...………………………….……………………………………………………………………
8. How did today’s performance make you feel?
.….....……..……………………………………………….………………………………………
9. Are you interested in finding out more about the work and events of La Folia?
YES / NO
10. Any other comments?
……………………………………………………………………………………………..………
………………………………………………………………………………………………………
………………………………………………………………………………………………………
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Appendix C - Concert Performance notes

Howard Moody Magna Carta Songs, Medieval Hall, Salisbury
This was the most amazing experience. My attention was held throughout
and there was very little that I did not think worked (only really the join to
the stylized Alla Francesca movement) in what was an amazingly complex
and innovative project.
1. Less experienced people can create Einfaelle (Hindemith 1952), small
musical motifs which have expressive content but they cannot place
them into longer artistic genres. The use of them unaccompanied – in
their naked form sung by the singer - was wonderful because it
revealed the original form.
2. What that revealed in the Bach was how Bach was able to put
together the Einfaelle so effectively in The Art of Fugue and how the
Art of Fugue is the epitome of this. Perhaps at the end of his life he is
putting together the fragments of his life to make a coherent
statement. This is his musical autobiography. The soft playing of the
strings (without mutes) gave this unfinished fugue an ethereal quality.
3. The music goes on, says Howard, because it goes on after Bach’s
death in his life with God and the sudden close where it is unfinished
and the amazingly long silence from the audience showed this clearly.
Oddly the seepage from the audible distant rock concert, which was
distant and mysterious, made this clearer.
4. The music also goes on because the youngsters are living composers
who are carrying on the process. The similarity between their motifs
and those of Bach was striking. The Bach motif – the minor chord and
the short scale is so archetypal. It certainly made the linkage to The
Art of Fugue pieces much easier. Or did Howard have this motif in his
head when he heard the youngsters’ motifs and shape them in this
way? Or was it Sue who wrote them down?
5. The integration of the Indian elements worked well. They were
mostly in separate episodes with percussion. They were
predominantly rhythmic, with the cello and guitar simulating drones
of the Indian instrument. Only for the final chorale did the dancer
dance but the Indian dance to the chorale was like Steiner eurhythmy,
it was like seeing the soul of the music.
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6. The integration of orate and literate musical traditions was amazing.
The Bach was left intact, the joining of the more improvised episodes
or even orate (but fixed) episodes was so well handled.
7. The hints at The Hurdy Gurdy Man song from Schubert’s Winterreise
gave the whole thing immense poignancy. Initially I wondered why
there were no sections of Winterreise bearing in mind the description
in the programme but then I realised that it was mind of the singer
and the hands of the harpsichordist who used that decorated drone of
the bottom of the Schubert so often and sometimes even used the
poignant simple right hand melody.
8. The use of material from a marginalised group brought Magna Carta
so up to date that the audience were talking about the current
migrant crisis and how the whole piece could be about that.
9. This piece was about radical inclusion – of two different cultures and
people on the margins of a culture. It showed me how the fugue with
all those individualised parts for each player represents society where
we all do it our way and then have to work at coherence is a
wonderful mirror of a diverse society. The whole fitted together
because it was a mirror of human society at its best.
June Boyce-Tillman Sept 20th 2015.
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