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Abstract
The investigation of  infants’ and young children’s early musical engagement as singers, song-makers, 
and music-makers has provided some insight into children’s early vocal and musical development. 
Recent research has highlighted the vital role of  interactive vocalization or ‘communicative 
musicality’ in infants’ general development, including their health and well-being, and early identity 
work. Little research has investigated how these early vocalizations and musical interactions are 
taken up and used by young children as they construct an emergent identity as a musical and 
sociocultured being. This article draws on a three-year longitudinal project that has investigated the 
role of  invented song-making and music engagement in 18 young children’s (aged approximately 
18–48 months) identity work and self-making. Data sources employed within a narrative inquiry 
design included parent-maintained video and paper diaries of  song-making and music engagement, 
interviews with parents and other care-givers, and researcher observations of  children in musical 
activity. Processes of  narrative analysis and analysis of  narrative were employed to analyse these 
data and provide a narrative account of  the ways in which one 2-year-old child fashions a self  
through her engagement with known and invented song and music-making over a 12-month period. 
Findings suggest that invented song and music-making build on young children’s experiences of  
‘communicative musicality’ and provide narrative structures in which young children perform and 
enact multiple ways of  being through musical storying and story-telling.
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Introduction

Infants’ and young children’s early musical engagement as singers, song-makers, and music-
makers has become a focus for developmental psychology as researchers have sought to under-
stand the function of  vocalizations and music-making in young children’s early development. 
Recent research has highlighted the vital role of  interactive vocalization or ‘communicative 
musicality’ (Malloch & Trevarthen, 2009) between infant and care-giver in the developing 
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infant’s health and well-being, and early arts engagement (Dissanayake, 2000). This research 
suggests that music is deeply rooted in human nature and plays a powerful role in building 
memories and establishing the foundations of  the infant’s social identity (Trevarthen, 2002, 
p. 22). Whilst the role of  vocalizations and music-making in infants’ identity work has been 
recognized, little research has investigated how this early work is taken up by young children as 
they construct an emergent identity as a musical and socio-cultured being. This article draws on 
a 3-year longitudinal project that has investigated the role of  invented song-making and music 
engagement in young children’s (aged approximately 18–48 months) identity work and self-
making. The study is informed by relevant theoretical literature in the fields of: (1) early music 
development (‘communicative musicality’ and the study of  invented song); and (2) early identity 
work. In this article I provide an account of  the ways in which one 2-year-old child fashions a 
self  through her engagement with known and invented song and music-making, and consider 
the implications for the theory and practice of  early music education and experience.

Theoretical framework

Early music development

Research demonstrates that infants are undertaking work in music development in utero (Fifer 
& Moon, 1995; Hepper, Scott, & Shahidullah, 1993; Kisilevsky et al., 2003; Lecanuet, 1996) as 
they respond to sound and musical stimuli. Such activity implies the functions of  memory and 
attention, and suggests that the foetus is undertaking critical cognitive work. In short, infants 
do not commence life with a ‘blank musical slate’ (Trehub, 2001, 2003). Trevarthen builds on 
the notion of  a socio-biological foundation to music suggesting that:

A baby’s selective orientation to musical sounds, critical discrimination of  musical features of  sound, 
and vocal and gestural responses that are timed and expressed to contribute to a joint musical game 
confirm that music, which is clearly a cultural achievement of  human society, has strong roots in 
human nature. (2002, p. 21)

Trevarthen draws on the notions of  Intrinsic Motivic Pulse (1999–2000) and Communicative 
Musicality (Malloch, 1999–2000; Trevarthen & Malloch, 2000) to argue that the foundations 
of  identity are laid in the ‘improvising intimacy’ (Trevarthen, 2002) that occurs in parent–child 
musical interactions. Trevarthen asserts that music is a powerful communicative tool for the 
young mind as it engages an Intrinsic Motivic Pulse in the human brain, a ‘pulse’ that underlies 
the infant’s capacity to perceive rhythmic time, temporal variation and emotional ‘narrative’ in 
the melodic line (2002). Communicative Musicality refers to the ‘co-operative and co-depen-
dent communicative interactions between mother and infant’ (Malloch, 1999–2000, p. 31) 
and depends upon the existence of  the Intrinsic Motivic Pulse. In the first year of  life, communi-
cation between mother and infant is a dialogue shaped by the musical elements of  pulse, quality 
(the contours of  expressive vocal and body gesture (Trevarthen & Malloch, 2002)), and narra-
tive. Narrative is built from the elements of  pulse and quality and is evidenced in vocalizations 
and accompanying bodily movements that ‘allow two persons to share a sense of  passing time, 
and to create and share the emotional envelopes that evolve through this shared time’ (Malloch, 
1999–2000, p. 45). Malloch asserts that communicative musicality lies beneath all human 
communication (1999–2000) and that the elements of  pulse, quality, and narrative are the 
‘tools by which emotion is conveyed and companionship formed’ (1999–2000, p. 47). 
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Importantly, the origins of  identity, including musical identity and identity in and through 
music lie in communicative musicality (Trevarthen 2002).

The origins of  children’s invented song may be traced to infants’ earliest interactions with 
their sound environments including those interactions identified as instances of  Communicative 
Musicality, and/or Infant Directed Speech (Papousek, 1996) and Infant Directed Song (Trainor, 
1996). Whilst Communicative Musicality and Infant Directed Speech or Song are founded in 
communicative acts initiated by an adult other, invented song in its more developed form 
(approximately 18 months onwards) is a socio-musico-communicative phenomenon largely 
initiated by the child rather than an adult and does not necessarily involve a deliberate com-
municative intention with a physically proximate other. This independent capacity begins to 
emerge at approximately 6–7 months as a form of  musical ‘babbling’ where infants generate 
their own pitch and rhythmic patterns (Moog, 1976; Tarfuri & Villa, 2002). By the age of  
approximately 18 months, this babbling also encompasses the generation of  distinct melodic 
patterns (Moog, 1976). These processes form the basis of  children’s invented song-making, a 
phenomenon that is most pronounced in the musical generative behaviours of  children aged 
approximately 18 months to 6 years. The structures of  young children’s invented songs draw 
on the musical repertoires they encounter as singers and listeners (Barrett, 2003, 2006; 
Bjørkvold, 1989; Davidson, 1994; Davies, 1986; Dowling 1984; Mang, 2005; Moog, 1976; 
Moorhead & Pond, 1941/1978; Sundin, 1998; Tarfuri & Villa, 2002; Young, 2004). 
Importantly, children’s intent in this form of  song-making appears to be continuing generative 
elaboration rather than the fixed repetition of  musical ideas (Barrett, 2006).

Much investigation of  young children’s invented song has aimed to understand the nature 
and developmental trajectory of  young children’s musical thinking as song-makers. In parallel 
work children’s vocalizations as reproducers of  canonic song have informed our understanding 
of  the nature and developmental trajectory of  their vocal and singing development (Welch, 
2000; Welch, Rush, & Howard, 1991; Welch, Sergeant & White, 1996, 1997; Welch & 
Sundberg, 2002; White, Sergeant & Welch, 1996). Less is known or understood of  the role of  
children’s vocalizations, either invented or canonic, in their identity work.

Recent research suggests that the musical narratives of  young children’s invented songs 
reflect their interests and emotional states, as they sing of  people, objects, and events that are 
a part of  their daily lives (Barrett, 2003, 2006). This research suggests children’s invented 
song-making functions as a means to self-regulation as they use song to establish the param-
eters of  their worlds, and to interpret and understand their interactions in and with these 
worlds. In their invented song-making young children are prolific producers rather than 
merely re-producers and consumers of  musical meaning (Barrett, 2003). They draw on the 
cultural forms around them and shape these to their own purposes, purposes that are intrinsi-
cally linked to their emerging identities as socio-cultured beings.

Early identity work
Contemporary understandings of  identity emphasize the multifaceted nature of  individual and 
collective identity work, particularly the ways in which identities are fluid, relational, situa-
tional, dialectic, and continually evolving in nature (Bolton, 2006; Bruner, 2002; McAdams, 
1993; Mishler, 1999). Mishler suggests that we ‘perform’ identity through the generation of  
narratives in which we ‘express, display, make claims for who we are – and who we would like 
to be – in stories we tell and how we tell them’ (1999, p. 19). Storying is a uniquely human 
phenomenon and one that is deeply implicated in the ways in which we develop our self  and 
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identity. The role of  narrative in human thought and action is outlined in Bruner’s (1986) 
initial identification of  narrative as a unique mode of  thought, and subsequent exposition of  
narrative as a ‘cultural tool’ through which we both ‘construe reality’ (1990, 1996, 2002) and 
undertake identity work. For Bruner it is through ‘narrative that we principally construct a 
version of  ourselves in the world, and it is through narrative that a culture provides models of  
identity and agency to its members’ (1996, p. xiv). The development of  narrative capacity 
commences at birth as infants interact with care-givers (in Communicative Musicality for 
example), and with the physical, social and emotional features of  their worlds, and appears to 
be well-established by 6 years of  age (Abbott, 2002; McAdams, 1993; McAdams, Josselson, & 
Lieblich, 2006; Nelson, 2000). Through storying and story-telling young children identify the 
characteristic features of  their worlds and how these operate, the nature and extent of  the web 
of  relationships in which they live, and give voice to their innermost feelings, their likes, their 
dislikes, their wishes and desires. These processes of  storying and story-telling create an order 
to children’s experiences, and provide a means of  making sense of  events that might otherwise 
seem disconnected, even chaotic in their life work.

Wortham (2001) moves beyond the notion that autobiographical narratives provide a 
means by which the individual ‘represents’ a self, or, as Mishler suggests ‘performs’ a self  
(1999). For Wortham, the story-telling process of  an autobiographical narrative is interac-
tional and provides a means by which the individual ‘enacts’ a self  to another (2001). 
Importantly, the ‘interactional positioning’ that occurs in the process of  telling a story of  self  
to another provides a means by which ‘autobiographical narration can partly construct the 
self ’ (2001, p. 137). This view of  narrative as active and reflective recognizes the interrelation 
between representation and enactment (p. 137) in autobiographical story-telling. Importantly, it 
draws our attention to the dual roles of  central character in the story and narrator of  the story 
undertaken by the autobiographical story-teller, roles that enable the autobiographical story-
teller to ‘construct themselves in part as they position themselves in characteristic ways in 
events of  storytelling’ (Wortham, 2001, p. 11). In short, Wortham suggests an individual 
might ‘enact’ a particular way of  being, for example, being more assertive, and, through that 
enactment ‘transform’ the self  into that way of  being, i.e., by becoming more assertive.

Wortham’s view of  interactional positioning rests in a view of  narrative in action and inter-
action with another. I suggest that narratives in action might occur also in interaction with self  
and one’s physical, emotional and socio-cultural context. Interactional positioning with self  
and context provides opportunity for individuals to perform alternative views of  self  and ways 
of  being, and enact these ways of  being in relative security. For young children, invented song 
and music-making are forms of  musical storying and story-telling by which they make sense of  
their experience, order their worlds, and perform and enact ways of  being.

Music in identity work
Music is recognized as a powerful resource for identity work, providing affordances for ‘world 
building’ where music becomes a ’workspace for semiotic activity, a resource for doing, being 
and naming the aspects of  social reality, including the realities of  subjectivity and self ’ (DeNora, 
2000, p. 40). Identity in music may be viewed in two ways; as Identities in Music (IIM) and 
Music in Identities (MII) (Hargreaves, Miell, & MacDonald, 2002). The former refers to the 
cultural roles and musical categories by which musicians are identified, for example as com-
poser or performer (Hargreaves et al., 2002), whilst the latter refers to the ways in which music 
shapes identities, functioning as a ‘means or resource for developing other aspects of  our 
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individual identities’ (2002, p. 2). Whilst the identity work of  the infant (Trevarthen, 2002) 
and the school-aged child (Lamont, 2002) in and through music has received some attention, 
the identity work of  young children (approx 18 months to five years) in and through music has 
received less attention. Findings of  an ethnographic study of  childrens’ (aged 4–12 years) 
informal music-making that sought to understand the uses of  music in children’s lives suggest 
that ‘children are drawn to music for its personal and social uses’ (Campbell, 1998, p. 178). 
Despite this emphasis on the personal and social, issues of  identity (musical, personal and/or 
social) were not addressed in the study. Campbell argues that children ‘use’ music for a variety 
of  purposes in their various musical cultures (2002, p. 61). Distinct functions that she identifies 
are: emotional expression; aesthetic enjoyment; entertainment; communication; physical 
response; enforcement of  conformity to social norms; validation of  religious ritual; continuity 
and stability of  culture; and integration of  society (2002, pp. 61–64). I suggest the uses of  ‘self-
regulation’ and identity work might be added to this list. Children (Barrett, 2003, 2006, 2009) 
and adults (DeNora, 2000) use music to ‘regulate’ and manipulate their feeling-states, a process 
that suggests a growing understanding of  self, of  emotional and feeling states, and the ways in 
which these may be monitored as a component of  identity work.

To summarize, the study of  children’s invented song has tended to focus on what this can tell 
us of  the development of  young children’s musical thinking, and/or the processes by which 
they go about their music-making, and their early vocal development. Whilst this dual perspec-
tive on musical process and product has informed our understanding of  early musical develop-
ment, less is know of  the psycho-socio-cultural function of  music-making in children’s lives as 
a means to world-making, and identity work. The notion of  communicative musicality 
acknowledges the vital function of  musical communication between infant and carer in early 
identity work, where joint music-making operates as a paired social function. However, less is 
known of  the ways in which young children take up this early work independently in their later 
musical engagement. I suggest that invented song and music-making provide narrative forms 
and structures through which children perform and enact ways of  being in their developing 
identity work. In what follows I shall explore these ideas through a narrative analysis of  the 
ways in which a young child draws on invented song and music-making in her identity work.

Methodological approach
To study the phenomenon of  young children’s (aged 18–48 months) use of  music-making and 
invented song in their identity work I employed a narrative inquiry approach. Narrative 
approaches have been employed to investigate human phenomena in a range of  fields including 
education (Clandinin & Connelley, 2000; Clandinin et al., 2006; Clandinin, Pushor, & Orr, 
2007), music education (Barrett & Stauffer, 2009), psychology (Bruner, 1996, 2002; Mateas & 
Sengers, 2003), and the developmental psychology of  music (Barrett, 2009). Narrative inquiry 
has been described simply as ‘stories lived and told’, a ‘way of  understanding experience’ that 
unfolds as ‘a collaboration between researcher and participants, over time, in a place or series 
of  places, and in social interaction with milieus’ (Clandinin & Connelly, 2000, p. 20). Clandinin 
and Connelly’s approach to narrative inquiry is shaped by ‘a metaphorical three-dimensional 
narrative inquiry space’ (2000, p. 50) in which the intersection of  the temporal (past, present 
and future) the personal–social (intra and interpersonal) and the situational (cultural and 
physical contexts) is recognized in the study of  any phenomenon. These three dimensions 
shape individual lives and the stories told in and through these lives, and narrative inquirers 
acknowledge these dimensions in both the conduct of  their research and the ways in which 
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research texts are presented. Consequently, data tend to: be generated over time with attention 
to both the prior and ongoing experiences of  the participants in relation to the phenomenon; 
acknowledge and value the nature and shaping forces of  interactions between researcher and 
researched; and acknowledge the shaping forces of  the physical and cultural contexts of  the 
phenomenon.

The move towards narrative inquiry is characterized by four ‘turns’: a re-shaping and shift in 
the relationship between the researcher and the researched; a move to ‘words as data’; a focus 
on the local and particular; and a blurring of  genres (Pinnegar & Daynes, 2007, p. 3). Whilst 
these might be considered to be features of  many qualitative approaches, it is perhaps the 
emphasis on the relational nature of  narrative work that is most significant here. In a study that 
seeks to understand the ways in which young children engage in identity work in and through 
their music-making, an approach that allows opportunity to ‘live alongside’ (Clandinin et al., 
2006) children and their families, to collaborate with participants in order to co-construct an 
account of  children’s world-making (Bruner, 1996), is particularly apt. Rogoff  asserts that we 
develop ‘as participants in cultural communities ... [that] development can be understood only 
in light of  the cultural practices and circumstances of  ... communities’ (Rogoff, 2003, pp. 3–4). 
Narrative inquiry provides opportunity to explore aspects of  development as they unfold in the 
cultural practices and circumstances of  communities, and to present rich, detailed accounts 
that may illuminate our understanding of  key aspects of  development. Importantly, the purpose 
of  such accounts is to focus on the particular and local, not to generalize; to provide insight into 
individual experience that resonates with the experience of  others (Barrett & Stauffer, 2009) 
offering opportunity to ‘transfer’ understandings from context to context.

Pinnegar and Daynes (2007) acknowledge the range and variety of  approaches to narrative 
inquiry. Some narrative inquirers collect stories as data (primarily through interview) in order to 
de-construct these stories and to code and identify key themes in and across individual accounts 
of  experience. Others generate data through a range of  methods (including observation, inter-
view, artefact collection and analysis) in order to transform these data into research stories. In 
this latter approach, the intent is to provide a storied account of  the phenomenon, providing 
rich insight into human experience. Through the accumulation of  such research stories theory 
may be built progressively. This approach has informed the research reported in this article.

Narrative inquiry does not seek to provide an ‘objective’ perspective of  a phenomenon, an 
aim of  many other research approaches. A lack of  ‘objectivity’ is not viewed as a weakness in 
narrative research approaches as qualitative researchers in general maintain that an objective 
stance borders on the ‘impossible’ (Toma, 2000, p. 177) as the researcher is a ‘central and 
omnipresent figure’ (Mantzoukas, 2004, p. 1002) in the generation and analysis of  data. 
Rather than viewing a loss of  objectivity pejoratively, narrative inquirers celebrate the ‘inher-
ently personal’ (Toma, 2000, p. 182) nature of  their research and recognize that all inquiry is 
value-laden. Stake suggests that qualitative research texts contend with queries concerning the 
validity and reliability of  data and analysis through ensuring that readers are given ‘a good 
look at the researcher’ (1995, p. 95) and that the research procedures undertaken are described 
fully as a means of  ensuring credibility and trustworthiness of  data. To assist in this process a 
full account of  my role in the research, the participants, settings, methods and techniques 
employed in data generation and analysis is presented below.

Participants and settings
Participants in the larger study from which the data for this article have been drawn were 
recruited from two settings, a Kindermusik programme (12 children and their families) and a 
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day-long childcare centre (6 children and their families). These sites were chosen to provide 
opportunity to work with children who received targeted age-appropriate music instruction in 
weekly 45-minute sessions (Kindermusik site) and children who did not receive any music 
instruction beyond that provided as a component of  the daily childcare programme. Kindermusik 
programming provides interactive music experiences for parents and children in which they 
learn a broad repertoire of  songs, dances and movement games, undertake interactive listening 
experiences, and joint instrumental exploration and group play. The programme provides 
extension experiences through the provision of  CDs, books, and instruments for purchase and 
use in the home. Music activities in the day-long childcare centre included some whole-group 
singing led by a childcare worker accompanied by pre-recorded music, limited access to instru-
ments for independent play and regular periods for viewing Australian music-based children’s 
television programming such as The Wiggles, Hi-5 and Playschool. Total study participants 
included: 18 families with a child aged approximately 18 months of  age at their commence-
ment in the study; a childcare worker and a Kindermusik worker.

Methods and techniques
Data sources in this study include parent-maintained video and paper diaries of  song-making 
and music engagement, interviews with parents and other care-givers, and researcher observa-
tions of  children in musical activity. Each family was provided with a digital video camera at the 
commencement of  the study and asked to record a weekly video diary of  their child’s invented 
song and music-making as it occurred in the home environment. Parents were prompted to 
consider a range of  activities for recording including: ‘singing to self  or others whilst at play, at 
rest, or engaged in other aspects of  home life; singing along with others; sound-play on impro-
vised instruments (e.g., pots and pans!), musical instruments, or other sound-making devices’ 
(Human Research Ethical Consent information letter, first distributed 30 March 2005). Parents 
were also asked to maintain a weekly written diary on a one-page pro-forma (weekly overview) 
that recorded briefly key aspects of  their child’s musical activity including the nature of  the 
activity, the location of  the activity, those present, and the child’s emotional state.

I conducted formal interviews with parents at yearly intervals to explore their perceptions 
of  their child’s engagement with and use of  music in their lives, and provide opportunity to 
seek parental interpretations and relevant contextual information concerning those musical 
events recorded in the video and paper diaries. These interviews were supplemented by fre-
quent informal discussions with parents when I undertook observations in the Kindermusik 
and/or childcare setting, and when diaries were submitted (often via email). The emphasis in 
the research design on participant involvement through parental generation of  video and 
paper diaries provided unique opportunity to capture components of  the child participants’ 
invented song and music-making that would not have been otherwise possible.

Researcher observations were conducted at 3-month intervals and focused on the nature of  
the children’s musical activity and engagement in the relevant setting (Kindermusik and/or 
childcare setting). These observations provided opportunity for me to consider the ways in 
which children’s use of  and engagement with music differed from that observed in the video 
diaries generated in the home setting. Interviews conducted with the Kindermusik worker and 
childcare workers provided opportunity to explore another’s perspective on the ways in which 
the children participated in and engaged with music, and served as a source of  triangulation. 
In this study the use of  multiple data methods (video and paper diaries, observation, interview) 
and sources (parents, Kindermusik or childcare worker) provided multiple reference points that 
informed analysis and interpretation of  data (Stake, 1995).
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Data have been generated with participants over periods ranging from approximately 
16 months to 3 years, reflecting varying lengths of  participation in the project. Whilst all 
participants initially consented to participate for three years, the changing priorities and cir-
cumstances of  a number of  families prevented their continuation in the study for the full period. 
However, given the range of  data generation methods employed, rich data have been generated 
with all participants.

For the purposes of  this article, data relating to Beatrice, a participant in the Kindermusik 
site will be the focus of  analysis and discussion. Beatrice was aged 2 at the commencement of  
the study and participated for approximately 16 months (April 2005–July 2006). Over this 
period two extended interviews with Beatrice’s mother Barbara were conducted, recorded and 
transcribed (May 2005, May 2006) and several informal discussions took place during 
Kindermusik visits and observations. Ongoing informal interviews were conducted with the 
Kindermusik worker to check perceptions of  Beatrice’s engagement with the Kindermusik 
programme. Beatrice’s mother generated 14 weekly overview diaries (nine over the period 
May–August 2005; five over the period February–May 2006), and recorded 25 separate video 
episodes totalling 77 minutes.

Analysis
The approach to narrative analysis draws on Clandinin and Connelly’s (2000) and Polkinghorne’s 
(1988, 1995) conceptualizations of  narrative inquiry. These approaches eschew an analysis 
that focuses exclusively on the linguistic event in order to admit forms of  data beyond the lin-
guistic, and to encompass the three dimensions of  the temporal, the personal–social and the 
situational (Clandinnin & Connelly, 2000). Narrative researchers draw on diverse data sources 
contextualized against the temporal, the personal–social, and the situational to compose 
research texts that capture the complexities of  the phenomenon in storied form (Clandinin, 
2006). Polkinghorne strives to understand the narratives individuals use to interpret their 
worlds (1988, p. ix) in order to ‘use narrative explanations to understand why …people …behave 
the way they do’ (1988, p. x).

Consistent with the qualitative approach taken in this project, analysis of  data began at the 
commencement of  data generation and has been ongoing. All researcher observations, inter-
view data (parent, childcare and Kindermusik worker), and video and paper diaries were coded 
and categorized to identify the nature, use and characteristic features (musical, emotional, 
expressive, linguistic, and affective) of  children’s engagement as singers, listeners, song-makers, 
and music-makers in their home and childcare or Kindermusik setting. Parent interview data 
were analysed to identify those features of  family history and context that shaped this engage-
ment and to access their perceptions of  their child’s use of  music-making. Subsequently, the 
complete data set for each child was subject to narrative analysis (Polkinghorne, 1995) in order 
to construct rich individual narrative accounts of  engagement and participation.

For Polkinghorne, narrative analysis is ‘a synthesising of  the data rather than a separation 
of  it into its constituent parts’ as a ‘narrative text seeks to configure people’s accounts into 
stories’ (1995, pp. 14, 15). Consequently, narrative analysis works from analysis of  the con-
stituent parts of  raw data (interview, observation, video diary, written diary) towards synthesis 
in order to create a storied account of  the phenomenon. Raw transcripts and completed narra-
tive accounts were member-checked1 by parents, providing opportunity to confirm and com-
ment on the accuracy and credibility of  both data and interpretation. In what follows, I present 
a narrative account of  Beatrice’s engagement with music including known and invented song 
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as she performs (Mishler, 1999) and enacts (Wortham, 2001) ways of  being in and through 
music. In a further analytic move, I have provided a summary analysis of  the narrative analysis.2 
This summary analysis draws attention to those key aspects of  the narrative account that focus 
on the ways in which Beatrice performs and enacts identity in her music-making.

Beatrice’s story
Beatrice turns 5 in a few weeks’ time (27 April 2008), an event that will be celebrated many 
times over by the web of  family and friends that surround her. I wonder what she will do this 
year at her party? At her second birthday celebration, a family event that took place just before 
we met, she was videoed singing to her favourite CD. It is hilarious, her mother Barbara 
reported. The whole song – she has got a microphone and she is singing to it. She sings to the 
tune. She doesn’t know the words but she sings to the tune. She is quite entertaining. She can be quite 
theatrical (mother interview 1, May 2005). Despite this theatricality I note that, at the time, 
Beatrice was not fond of  being videoed. No more, no more!, she commanded in the very first 
footage I saw of  her, indignant that her mother was filming her as she sat in her high-chair 
eating a rusk. But Barbara’s encouragement to sing again overcame her indignation and she 
began singing happy birthday to me, marking the pulse slowly and deliberately by banging her 
rusk against the high-chair table (video diary, April 2005). Happy Birthday is a favourite song. 
Barbara notes in the diaries successive performances of  the song: ‘another birthday party at 
school (childcare) today. On the way to school she sang Happy birthday’ (paper diary, 5 May 
2006); ‘Today is cousin Maddy’s birthday! We called and sung Happy birthday. In the evening 
we went to her house, had a cake and Beatrice once again sung confidently and loudly “happy 
birthday”’(paper diary May 5, 2006); ‘ANOTHER BIRTHDAY! Sung all sorts of  things. Beatrice 
was the loudest to sing the birthday song at cake time’ (paper diary, 6 May 2006).

As I reflect on Beatrice’s engagement with music over the year spanning her second and 
third birthdays, I am struck by the range, diversity, and sheer magnitude of  her daily involve-
ment, and the ways in which she drew on music and music-making in her self-fashioning and 
identity work.

Performing ways of being: musical sound-tracks in action
There is a constant sound track to Beatrice’s life. It includes children’s music television pro-
grammes, the soft rock and popular music that features on her mother’s favourite local radio 
station, and selections from her parents’ diverse listening collection including music from the 
baroque and classical periods, jazz, rock, and popular music. And dancing to Madonna with her 
mother and brother Max is a favourite day-time activity (mother interview 2, May 2006). 
Beatrice listens to and ‘watches’ all the usual suspects, the Wiggles, Playschool, Hooley Dooleys, 
High-5, George, as well as the Kindermusik CDs. Watching/listening is rarely still, as Beatrice 
…will stand up and have a dance around and will get down and watch and then stand up and 
dance (mother interview 1). Watching the Wiggles ‘do the aeroplane’ Beatrice follows the direc-
tions to ‘jump to the front and back’ as the chorus returns. As the song changes Beatrice begins 
to sing along as she struts from side to side in front of  the television. Her voice traces the con-
tours of  the melody, touching the correct pitches and she shouts the ‘yeah’ that punctuates the 
phrase endings, enthusiastically punching the air with her right arm (video diary, July 2005).

And she knows ‘her’ music. ‘She was just about to fall asleep and big brother wanted the CD 
on. Normally she would have drifted off  to sleep, but as soon as ‘her’ music was played she woke 
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up, clapped and sung. She was very tired, … almost in a trance’ (paper diary, 19 June 2005). 
Barbara notes that Beatrice is increasingly aware of  the listening preferences of  others, com-
menting: If  I have music on she’ll say ‘mummy you like this song’ and she’ll dance to it in the back 
of  the car and you know clap and sing her version of  the words (mother interview 2).

Analysis of narrative analysis. Professionally recorded music (CD and DVD presentation) shapes 
Beatrice’s interactions with her world and with others. Listening is rarely a contemplative act: 
rather it is a performative act in which she engages with music performances and performers 
evidenced through her dancing to the Wiggles, or clapping and singing to ‘her’ music from a 
state of  rest. And, through this engagement with music, Beatrice ‘performs’ identity through 
her strong identification with ‘her’ musical preferences and recognition and acknowledgement 
of  the distinctive musical preferences of  others.

Performing ways of being: singing a way into the world
Beatrice sings. Everywhere. At Gymbaroo (paper diary, 1 May 2006), at home, at Kindermusik, 
in the car, at Grandpa’s, in bed, in the bath, on the toilet, at the shack where she sings whilst 
walking along the beach, at care, eating lunch, ‘on the phone’ (paper diary, 5 May 2006), 
watching television and ‘singing and clapping with the morning programs’ (paper diary, 21 
June 2005).

Anything can start it off. ‘In the car she saw something that reminded her of  a star (she) 
started singing Twinkle Twinkle … At the pet shop looking at fish … she started to sing All the Fish 
are Swimming in the Water (paper diary, 20 June 2005). In the car on the way to care she 
‘started singing “open, shut them, open, shut them”, and I’d not heard her sing this before’ her 
mother noted in her diary in June (30 June 2005). She loves singing along to the radio in the 
car. Barbara notes that Beatrice appears very ‘grown up’ when singing along to Stupid Girl by 
Pink, as ‘she really likes this song’ (paper diary, 2 May 2006).

Beatrice doesn’t need others to sing with her, but when she gets others to join in she’s 
‘Smug … thinking that she is very clever! When we joined in to her singing “Hollaback Girl” 
by Gwen Stefani she looked as though she thought “I am so clever”’ (paper diary, 10 June 
2005). And she enjoys a live audience: ‘watch this, watch this’ she calls as she dances away 
to the George video (paper diary, 26 June 2005) or directs the other children at care (paper 
diary, 23 June 2005).

Beatrice’s repertoire of  songs is broad. ‘In the car she spontaneously said “What about 
Twinkle, Twinkle”? and sang the entire song with actions, then said “what about Baa, Baa 
Black Sheep”? then sang that. “What about ABCD”? sang that also, then said Old MacDonald, 
sang what she could with that one, it needs help once you get to the animal section’, Barbara 
noted (paper diary, 5 August 2005).

In one video diary Beatrice, up to her waist in bubble-bath, sings through some of  her favou-
rites, starting with Heads and Shoulders and then Rock-a-bye Bear. Her mother and father 
encourage her to sing, prompting her to sing her way through the ABCD song. She sings 
through the entire song, word perfect and confident before her yellow rubber duck prompts her 
to start singing Old MacDonald (video diary, July 2005). These two songs are clearly favou- 
rites as later in the week she is filmed sitting at the breakfast table singing the Alphabet Song, 
again followed by Old MacDonald (video diary, September 2005). Some months later Barbara 
notes: ‘Lately Beatrice has a pattern of  when she starts singing Ba Ba Blacksheep, she then 
goes thru and sings Twinkle Twinkle, the ABCD then Old MacDonald. She sings them all in their 
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entirety without help, and in that order each time!’ (paper diary, February 2006). It is an 
emerging pattern of  performance that I have noted over the past few months.

She sings and dances often with her grandfather: Dad just gets his guitar and makes up songs, 
Barbara comments of  her father, and so she will dance to that and then they will sing again and 
she will make up a song. He doesn’t have set songs that they sing together (mother interview 1). 
When Beatrice visits these grandparents she does a lot of  singing. ‘They sang with the guitar 
later in the afternoon apparently’, Barbara notes. ‘Made up songs, then Pa’s usual repertoire, 
Country Roads, Put Another Log on the Fire (how embarrassing!) My Name is Sue’ (paper diary 
May 9, 2006).

Analysis of narrative analysis. Self-initiated singing of  known songs, in addition to singing to CDs 
and DVDs, is a pervasive feature of  Beatrice’s music engagement. As a self-initiated activity, 
Beatrice takes up singing at any time, in any location, and seemingly for any purpose. Her 
repertoire is large, encompassing contemporary popular songs sung without recorded support 
and traditional children’s songs. Within this repertoire, clear favourites are evidenced in the 
establishment of  particular patterns of  performance (see Barbara’s reference to patterns of  
singing). As with her listening responses, Beatrice ‘performs’ identity through the identification 
of  ‘her’ songs, and establishment of  patterns of  performance. We see here also, in her self-initiated 
singing and that prompted by her parents (see bath episode) Beatrice’s acknowledgement of  the 
possibilities of  performance to and with others (see Grandpa episode).

Performing ways of being: playing a way into the world
Beatrice plays on an array of  instruments, some home-made: just empty containers with pasta 
shells in them and shakers, and she has a little plastic drum that she sometimes beats. Then we have 
got the instrument from Kindermusik, which is a spoon and you stir it. She gets a bit bored with that 
though. She likes hitting – and a xylophone … you know, just a Fischer Price xylophone thing that 
she uses (mother interview 1). Beatrice is captured on video sitting in a large plastic storage 
box playing a toy electronic drum machine. She is dressed for the DJ role, with a yellow ban-
dana tied around her head and matching yellow ‘Mr Potato-head’ sunglasses. She strikes at 
the machine against the electronic backing track, adding cymbal clashes and bass drum 
beats. I am struck by her full-bodied engagement with the pulse as yet another electronic 
pattern is triggered. She shouts ‘yeah’, twisting her body to the new pulse before climbing 
out of  the box (video diary, July 2005). Later in the year she has the drum machine set up in 
her bedroom, and is filmed playing the cymbals and bass drum pads with drum sticks. She 
has now mastered the means by which the various backing tracks are switched on and 
exhibits skill in adapting her playing to the changing tempi and rhythms. She clearly loves 
the clash of  the cymbals and strikes this pad repeatedly against various patterns (video diary, 
September 2005).

And, a few days later Beatrice sets up her own drum kit using a box and the Lego mat 
(video diary, September 2005). She loves drumming, Daniel, her father, comments to Barbara 
(video diary, September 2005).

Analysis of narrative analysis. Beatrice’s engagement with instrumental musical performance is 
undertaken as part of  her independent play. A variety of  instruments is available to her, includ-
ing ‘home-made’, instructional (Kindermusik instrument), toy (electronic drum machine), and 
her own home-made version of  the latter (improvised drum kit). In her engagement with the 
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latter Beatrice ‘performs’ an identity in music as a rock drummer, as evidenced in her dressing 
for the part, coupled with a performance that demonstrates familiarity and growing facility 
with the actions and gestures of  the musical role.

Performing ways of being: ‘composing’ a way into the world
Beatrice makes up her own songs too. ‘At eating times today, whilst sitting in her chair, she was 
making up songs’ (paper diary, 6 July 2005). ‘In her bedroom she was playing on her own with 
teddies and making up songs about what they were doing (I think!), very happy’ (paper diary, 
15 July 2005). The next day ‘she was trying to encourage Max to eat something (as we do) and 
sang a song we made up (Dad and Mum) “Max is a champion” clap, clap, clap. And then said 
“Good boy, Max”’ (paper diary, 16 July 2005). ‘Getting dressed for school I was putting on her 
socks’ Barbara notes, ‘and as I was doing this, she was making up a song about a dolly to the 
tune of  Baa, Baa Black Sheep’ (paper diary, 4 August 2005). ‘Beatrice was putting her dolls to 
bed and wanted me to pat their backs. She started herself  then watched my rhythm and then 
patted along with the same rhythm, rather than erratically, it was 1 & 2 & 3 & … kept that going 
without me’ (paper diary, 1 August 2005). ‘Today Beatrice was playing in her bedroom with 
her doll-house and people. She was singing to them. It sounded like she was singing their duties 
that they were doing?’ (paper diary, 7 August 2005). She changes things she hears, Barbara 
remarks, she has her version of  the roly-poly rhyme from Kindermusik and puts her own little tunes 
to it (See Figure 1; video diary, September 2005).

She loves ‘singing with a pretend microphone to Maroon 5 and Jamiroquoi’ (paper diary, 13 
June 2005) and ‘pretending to sing into a microphone to Pa’s music – he plays guitar’ (paper 
diary, 25 June 2005). And, I note, watching a video diary, her microphone technique has 
improved immeasurably. She had all the moves at two and a half, and a belting technique honed 
from watching MTV with her Dad (video diary, September 2005).

During one extended episode of  Beatrice inventing songs (video diary, September 2005), 
Barbara sneaks into the bedroom where her daughter is seated on the floor behind her cot. 
Beatrice holds a red plastic karaoke microphone to her mouth as she sings on the theme ‘And 
she know ... I know ... I need you’ (see Figure 2). She interrupts her song to admonish her 
mother not to film her (bar 10), then continues regardless. Beatrice watches her mother film-
ing her through the bars of  the cot as she experiments with vocal sounds (bars 11–18), then 
pauses on a guttural exclamation before returning to her theme of  ‘I know’. She is now sing-
ing across the full range of  her voice; loud, confident, impassioned. She frowns with the effort 
of  singing as she leans back to proclaim I know this song (bars 28–29). She returns to a lower 
range and dynamic, singing a reference to sleeping before working towards the climax of  her 
song. Raising her left arm in the air and clutching the microphone to her mouth in her right 
hand she belts out at the top of  her range I know Play School ... and we know there’s a sing (bars 
34–40). It is too much for Barbara who suppresses giggles as her daughter slumps forward to 
the floor.

What were you singing about then? Barbara asks. ABC kids, responds Beatrice before 
rocking back on her knees, microphone raised again, to belt out We know ABC kids (bars 
41–43).

Beatrice notices her mother filming, commenting No, no as she stands to peer more closely 
through the bars of  the cot. Keep going, encourages Barbara, despite Beatrice’s repeated ‘no’. 
What were you singing about?, she asks again.
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No, responds Beatrice walking along the side of  the cot and watching her mother carefully 
through the bars.

Finished?, queries Barbara.
No.
Are you going to sing some more?
No. Beatrice moves out from behind the cot. As she moves into the open space in the bed-

room Barbara asks, Will you sing a song now?
Without hesitation Beatrice moves towards her and begins to sing again (bars 44–49). This 

time she jumps up and down before she stands straight her left hand cradling the back of  her 
head whilst she points at the camera with her right, marking each word (And we know) with an 
extended index finger. At the phrase Do, Yeah, she leans back, both arms raised. She elongates 

Figure 1. Roly Poly
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Figure 2. I Know
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the first note, her voice full of  vibrato, then lunges forward to a classic rock pose to finish the 
phrase.

What’s that song? What was that song about? What were you singing about?, asks Barbara, before 
Beatrice finally acknowledges: About Playschool.

A transformation occurs: Beatrice stands straight again, clapping her hands in front of  her 
as she bounces up and down, and returns to her ‘normal’ voice to sing the theme song to the 
popular children’s television show (bars 50–57). The rock star is a 2-year-old again.

Several months later Barbara and I discuss this episode and Beatrice’s reluctance to be filmed. 
Barbara suggests that Beatrice gets a little embarrassed sometimes commenting that she’ll say 
“it’s not funny, it’s not funny” when she is being filmed (mother interview 2). I ponder Beatrice’s 
response and wonder whether her singing and song-making is at times so personal, she doesn’t 
want to share this with others. She seems happy to pick up the microphone to be filmed singing 
along to her favourite CDs but is less happy to have her invented songs recorded.

Barbara noted a period in which Beatrice seemed to stop inventing songs; however, in the 
last diaries she noted that Beatrice had returned to this form of  music-making. ‘Beatrice was 
singing a song today about the pyjamas that she was wearing and the characters on it. Seems 
that she is going back to the “singing about things” times!’ (paper diary, 20 May 2006). The 
next day she noted ‘Beatrice was singing in the car and when she asked if  we were feeding Ruby 
(my horse) she started to sing about feeding Ruby!! Very cute. Tonight Beatrice set up her toys 
and they were singing to each other (with Beatrice’s help)’ (paper diary 21 May 2006). 
Describing these episodes to me Barbara recounted that She had all her toys and sat them 
around like we do at Kindermusik and she got out her drum or some instrument and conducted like a 
little session ... she was singing to them all and they were all sitting in front of  her like the Kindermusik 
teacher would ... (mother interview 2).

Analysis of narrative analysis. As with many young children, invented song plays a prominent 
part in Beatrice’s musical engagement. In earlier episodes in the narrative we see this activity 
demonstrated and encouraged by her grandfather, and also by her mother when Barbara uses 
invented song as a means to distract the children during onerous tasks (see next section also). 
Beatrice adapts this latter use as she imitates her mother’s use of  song in encouraging her 
brother to eat, an early trialling of  role and identity. However, it is in the extended account of  
Beatrice’s bedroom ‘karaoke’ event that we see her engage most fully in the trialling and perfor-
mance of  an identity in and through music. Despite her mother’s interruption and Beatrice’s 
evident dislike of  being filmed, she persists in the invention and passionate performance of  a 
song in which she makes account of  the things she ‘knows’. In this episode the exposition of  
this song is a means through which Beatrice establishes for herself, and indirectly for others, 
those things she ‘knows’ and we might assume ‘likes’ in her world. In this performative act she 
is building an image and identity for herself  and others.

Enacting ways of being: interactional positioning and mood
Music can change Beatrice’s moods. Eating her lunch she can be ‘a bit grumpy at first then 
happy after singing’ (paper diary, 2 June 2005). Even when she’s not well music seems to work: 
‘We went shopping after Gymbaroo and she was starting to flag. I put her in the trolley and she 
was starting to grizzle, then cry – too late couldn’t turn back. Thankfully Woolworths Newtown 
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play music over the PA, at a decent volume and Jack Johnson whom we have his CD @ home 
was playing, so this caught Beatrice’s attention (thank goodness!) and she was then quite happy 
to sing along!!’ (paper diary, 7 July 2005). When she sings, dances, claps or drums Beatrice is 
described as chirpy, very happy, excited, cheerful, enthusiastic, joyful, proud, peaceful and 
content (paper diaries multiple). I note that Beatrice likes to perch herself  on the edge of  a 
bench under the window, facing a small speaker set on the window ledge. She likes to sit next to 
the speaker there, her mother comments (video diary, May 2005). On this occasion she bounces 
to the traditional jazz band music emanating from the speaker. However, once the track changes 
to a male singing to market, to market to buy a fat pig, she rushes to the sound system to turn 
down the volume. Clearly this is not a favourite track on the Kindermusik CD.

Barbara notes in February 2006 that Beatrice was ‘Playing with playdoh, grizzling. I put on 
Vivaldi 4 seasons. She looked up and started swaying to the music. Her mood clearly changed – 
much more happy and quite content to play on her own with the music, She really likes listen-
ing to this cd and baroque (... used to play baroque at Gymbaroo). She even started rolling the 
playdoh to the violins’ quick pieces. Really loved it’ (paper diary, February 2006). She certainly 
loves music, there is no doubt about that, and it does alter her mood, most times, Barbara notes 
(mother interview 2).

Music is also an effective diversionary strategy in Barbara’s behaviour management: If  I 
am trying to convince her to do something, I will make up a song about it and it seems more appealing 
… particularly in the bath. Max doesn’t like his face and hair being washed so I will sing a song and 
make up a song as I am doing whatever it is at the time and he seems to be more accepting of  it so that 
is why I will make up a song – to try and convince someone to do something … it seems sort of  nor-
mal to me to think that it would make you more cheerful. There are occasions when I will say to 
Daniel when he is struggling with the kids or something, and I say ‘Sing a song. Make it happy’ and 
as soon as you start singing, they get really excited and enjoy it (mother interview 1). ‘She did not 
want her hair brushed, so I made up a song about Beatrice and her hair. This placated her and 
I was able to brush her hair’ (paper diary, 5 August 2005), she notes. They are just silly little 
incidental songs … I just make up songs … My Dad did it so I guess that is where I get it from (mother 
interview 1).

Analysis of narrative analysis. Beatrice’s engagement with music as active listener, singer and 
song-maker provides opportunities for her to perform and enact alternative ways and states of  
emotional being. The distinctive styles of  musical favourites (Jack Johnson and/or Vivaldi) 
prompt her to ‘enact’ the emotional state of  the music and, in that process, take on that emo-
tional state. Barbara is aware of  this potentiality and exploits this in her interactions with her 
child, employing music as a means to prompt the performance and enactment of  other states 
of  emotional being. Through a process of  interactional positioning with the musical event and/
or the performer in that event (e.g., Barbara) Beatrice moves towards other ways of  emotional 
being in her daily life.

Enacting ways of being: interactional positioning and role
Singing together at the breakfast bar is a regular feature of  Beatrice’s interaction with her 
father. One Saturday morning just before Christmas (video diary, December 2005) Beatrice’s 
mother films Max, Beatrice and Daniel seated along the bar munching their breakfast toast. 
Beatrice, seated in her high chair, starts to sing a song about ‘I love’ (Figure 3). She turns to her 
brother to sing: Me ... you love me, I love you and we all love toast. She waves her toast in the air as 
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she resumes: And you know I love you, love Max. She turns to her father, who nods along to 
the rhythm of  her singing as she sings you love me, you love me, you all love me. As each individ-
ual is identified, she turns to them and extends her arm in a gesture that embraces them and 
draws them towards her. She sings the last phrase to the camera, her candour and confidence 
completely disarming as she announces the end of  the song: finished. The family applauds as 
Barbara exclaims: Very nice Beatrice! Very well done.

Reflecting on this episode later, Barbara recalled that she went through a phase singing about 
what she loved ... when she’s feeling really happy or something (mother interview 2). In these 
moments, Barbara noted, singing of  love made her happy (mother interview 2).

Analysis of narrative analysis. In the narrative account above, Beatrice draws on music as a means 
to engage in interactional positioning with the musical event (her invented song), the perfor-
mance context (the Saturday morning ritual of  family breakfast) and her family as audience in 
order to make account of  what she loves: toast, Max, her parents. In this episode Beatrice per-
forms and enacts a role of  loving and loved as she establishes an identity as loving sister and 
daughter.

Concluding comments
In the narrative account presented above we see music embedded in the emotional landscapes, 
routines and structures of  Beatrice’s life. We witness its presence and use in her solitary play, 
her self-comforting, and her interactions with siblings, parents and grandparents. Music is 
used by adult others to structure and regulate Beatrice’s participation in music and play learn-
ing environments and as a means to regulate her behaviour. We see Beatrice use music-making 
for a range of  purposes: as commentary and conduit for her experiences and moods; to regulate 
her world; and, to anchor herself  to those she loves. These uses cohere with those identified in 

Figure 3. I Love Toast
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previous research, in particular those of  music-making as a means to self-regulation of  emo-
tional states (Barrett, 2003, 2006. 2009), and as emotional expression and communication 
(Campbell, 1998, 2002).

Through her music-making Beatrice fashions different versions of  her musical self  (IIM) 
and of  her self  in music (MII) (Hargreaves et al., 2002). We see her performing musical identi-
ties, including singer, dancer, instrumentalist, whilst exploring musical styles as invented 
song-maker that range from rock (see Figure 2) to ballad (see Figure 3). Through a process of  
interactional positioning in her music-making, Beatrice enacts different ways of  being. In 
these processes Beatrice positions herself  in interaction with her family as loving and loved 
daughter and sister as she sings of  her self  in relation to others in musical narratives that are 
imbued with emotion (see Figure 3). This use of  music-making, as a means of  interactional 
positioning in identity work, is an emerging feature evident in the music-making of  other 
young child participants in the larger study from which these data are drawn (Barrett, 2009). 
These findings support the suggestion that invented song and music-making provide narra-
tive forms and structures through which children perform and enact ways of  being in their 
developing identity work.

Contemporary views of  identity emphasize that the self  is a narrative construction (Bolton, 
2006; Bruner, 2002; McAdams, 1993; Mishler, 1999; Wortham, 2001). Whilst it is accepted 
that music plays an important role in adult identity work (see DeNora, 2000), there has been 
less interest in and concern for the ways in which young children draw on the resources of  
music as a form of  storying and story-telling to perform and enact a version of  themselves to 
live with and by. Trevarthen suggests that engagement in Communicative Musicality lays the 
foundations for infants’ identity work. As the infant becomes more independent and begins to 
participate in social institutions beyond the family unit (e.g., childcare), the frequency of  
Communicative Musicality between mother and infant tends to diminish. Invented song and 
music-making may build on the work of  Communicative Musicality and the identity work that 
commences in its ‘improvising intimacy’ (Trevarthen, 2002) and provide narrative structures 
in which young children perform and enact multiple ways of  being through musical storying 
and story-telling.

It is evident from the account presented above that music is a rich resource for identity work 
in Beatrice’s life. Importantly, Beatrice’s use of  music in her identity work, her self  and world-
making (Bruner, 1996, 2002) is characterized by multiple modes of  engagement with and 
through music, as listener, instrumentalist, singer, dancer and song-maker. Given this, it is 
salutary to reflect on the nature, extent and purposes of  music experiences offered to young 
children in early learning and childcare settings. To what extent do these environments offer 
children the opportunity to explore different versions of  their musical selves and/or selves in 
music? What narrative opportunities in and through music are provided to young children? 
How is young children’s early identity work in and through music nurtured in these settings? 
Consideration of  these issues, and the ways in which we foster young children’s early indepen-
dent music-making is crucial in our continuing efforts to understand the role and function of  
music in young children’s development.

Notes

1. Member-checking is a process by which research participants are presented with raw data (transcripts) 
and draft materials (narrative accounts) to confirm these data and accounts as true and/accurate, and/
or make amendments to, and/or provide further illumination (see Stake, 1995).

2. Throughout the narrative below, italicized font indicates interview data. Data obtained from diary 
notes is indicated through quotation marks.
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