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Project Proposal Form
	Project Title: 
The impact of sight singing on vocal resonance and technique.


	1. The context
[bookmark: _Hlk140321464]The research project will take place at Da Capo Music Foundation where I teach singing to adult singers. The music school’s fundamental ethos is that music should be accessible for everyone and with the Kodaly “system” of music teaching philosophy at the heart of the school (Bowyer, J., 2015, Tiszai, L. 2015).  Using sol-fa as a method of teaching for it’s value in the instruction of sight-singing and ear training both in lessons and in group settings, be it in choirs, orchestras or smaller instrumental and vocal groups (More, B.E., 1985).  I have been teaching at this school for over 20 years having studied Kodaly under David Vinden at Trinity College of Music.

	2. The justification 
[bookmark: _Hlk140321544]There seems to be no formal guidance in safe and good vocal technique in the art of sight-singing, not to mention becoming successful at the skill (Pollock, M.L., 2017). In my experience as a singer my vocal technique was compromised when sight-singing and I developed bad technical habits as well as a loss of confidence in my voice.  As a result, I am interested in developing helpful approaches to improve vocal technique and artistry whilst sight-singing. Having the confidence to use one’s voice with a good vocal technique would enhance the sight-singing experience and satisfaction.  This is a personal undertaking. 

	3. The intended impact 
Through this project I would like to develop practical singing methods to promote healthy and good vocal production whilst sight singing, providing a model from which to work. To improve and develop my knowledge of sight-singing from a vocal pedagogic position.  The findings from this research project would be shared within the wider vocal pedagogic and singing community, to enhance and inform better sight-singing experiences.  Thus giving the vocal performer greater freedom to express their musicality and apply their aural skills to practicing and performing ( Karpinski, G.S., 2000) 

	4. The outlined intention
[bookmark: _Hlk140321590]I will conduct a literature review on singers’ experiences in sight-singing, and sight-singing in the pedagogic arena, as well as considering and questioning findings from other researchers to establish where my research fits in with current bodies of work pertaining to my research project (Bell, J, and Waters, S., 2018).  The research project will be conducted at Da Capo Music foundation in my class room using 3 of my students who are studying there.  I will use mixed methods as my research methodology, using spectrographic software (VoceVista Video) as an observation tool as my quantitative data collection and using interviews and a focus group as my qualitative data collection.  The epistemological and ontological philosophy of the pragmatic paradigm suits this research project, allowing me to have a more flexible approach.  Allowing me to have continuous reflective approach, which will be beneficial to this project (Morgan, D.L., 2014).
[bookmark: _Hlk140321669](Early April 2023) My participants will sign a consent form and will receive information detailing the research process.  (Mid April 2023) My first and second observation using spectrograph analysis, Voce Vista, in the lesson happening on the same day and in the same half hour lesson.  The first sight-singing observation followed by 6 attempts at the melody using the movable-do sol-fa system, focussing on strategies for healthier singing.  Final observation to be conducted after the 6 attempts and recorded. With 1-1 on-line interviews conducted the week after, capturing my participants thoughts and experiences on sight-singing (Late May). The focus group interview arranged to discuss shared experiences.  (Mid July) Presentation and a written report by middle of July 2023, which will be made available to my participants.


	5. [bookmark: _Hlk140321754]The ethics and insider research 
[bookmark: _Hlk140321734]As an insider researcher subjectivity is unavoidable given that the subject to be studied will be influenced by my perspectives, experience and depth of knowledge (Costley et al, 2010). Therefore, it is crucial for me to clarify my role as the researcher while using qualitative methodology to make my research credible (Unluer, S., 2012).  Being clear and fair as to what the purpose of the research is will ensure that the trust I have built up over the time is sustained.
As the singing teacher of the participants that I am going to study I will need to consider my position as their teacher carefully, that my students may feel that they need to say what they think I want to hear, and the need to make clear what is expected in terms of the research and the project.  I will use the information gathered from the 1-1 interviews to inform a semi structured focus group meeting.  Making sure that all participants of the group are heard equally and the participants will be asked to respect the confidentiality of those in the group (Bell, J. and Waters, S., 2018, Lincoln, Y.S. and Guba, E.G., 1989).  All data collected from the 1-1 interviews, Focus Group meeting and Spectrograph will be stored on my lap top until the research project is completed and I have received my mark. It will then be deleted from my lap top.


	6. Personal Learning Outcomes
Using the information gathered to minimise the possible detrimental effect of sight-singing on peoples’ voices, and to share my knowledge with my students and fellow singers.
To use the experience of doing this research project to inform and enhance my expertise in my pedagogic practice.
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Project Report:
Introduction
I have been a singer and singing teacher for over 20 years.  Whilst at music college I was part of the chamber choir where sight-singing was a regular feature.. Whilst in that environment, I was conscious that my voice was not used to its fullest potential, being predominately concerned with pitch and rhythm accuracy.  It is my view that by promoting good sight singing skills alongside normal technical singing studies, would of great benefit to the singer’s method of expression and performance allowing musicality, artistry and embodiment of the sounds (Karpinski, G.S., 2000).  When I began thinking about my research topic this idea came back to me in the shape of my adult students who are all in choirs, where sight-singing is a requirement.  I considered that there was a difference in vocal production when sight-singing compared to singing something that one has been learning for some-time, and that vocal resonance was affected by sight-singing. My hope is to discover a way to produce better phonation in sight-singing that aids fuller resonant frequencies in the vocal tract allowing for embodiment, artistry of the sound production.
Literature Review
This literature review will look at the skills required to be a sight-singer and how they are taught through education and what sol-fa brings to sight reading music.  Moving through to looking at the resonance formed in the vocal tract and the necessary requirements of this for making a good, relaxed confident sound. 
Sight-singing performance skills 
[bookmark: _Hlk137847909]Sight-singing is the ability to interpret and read music notation at first sight and along with aural and performing skills, build a solid foundation for musical independence (Pollock M.L., 2017). The ability to have an aural imagery of the notes being read before making a sound is a valuable resource for the singer (Karpinski, G.S., 2000). Using this skill, develops the singer’s ability to hear and see the music in their head and then sing it or play it back.  The singer who has become proficient in the ability to hear music (the “seeing ear”) or the ability to see music (the “hearing eye”), and sing or play the music back, creates the bedrock for the singer’s ability to sight read music confidently and accurately (Pollock M. L., 2017, Karpinski, G.S., 2000). 
[bookmark: _Hlk140680771][bookmark: _Hlk139895432][bookmark: _Hlk140329101][bookmark: _Hlk137382599][bookmark: _Hlk140329154][bookmark: _Hlk140329263][bookmark: _Hlk139918104][bookmark: _Hlk140503038]I have found very little research from the singer’s perspective on the vocal satisfaction of sight-singing.   Although, a paper by Vujovic and Bogunovic (2012), Metacognitive Strategies in Learning Sight-Singing, with 89 conservatory music students, explored the practical approaches of mastering sight-singing.  Part of the research process investigated self-evaluation perspectives in music students. Analysis showed those who had learned sol-fa for many years had higher estimations of their skills than those that hadn’t. There is, however, numerous literature which has weighed up different aspects of sight-singing with choral groups, including school choirs compared to individual’s achievement (Killian, J.N. and Henry, M.L., 2005, Kuehne, J.M., 2010, Brittain, L.M., 1998, Demorest, S.M. (1998), Demorest, S.M., 2004).  Research into sight-singing abounds with vast numbers of studies, which for the researcher is a daunting task to undertake (Mishra, J. (2014)). Within this large body of work, the system of reading music through sol-fa is one of the most prevalent in the western world (Teixeira Dos Santos, R.A. and Del-Ben, L. (2010), Kuehne, J.M., 2010). There are a number of different solmization methods, sol-fa both the moveable do and fixed do, letter names, numbers (Karpinski, G.S., 2000).  Sol-fa is one of the most ubiquitous means through which music reading skills are developed (Teixeira Dos Santos, R.A. and Del-Ben, L. (2010)), with the moveable do being the more widely used method (Killian, J.N. and Henry, M.L., 2005, Pollock M, L, 2017, Teixeira Dos Santos, R.A. and Del-Ben, L. (2010)).  However, there is no consensus of opinion as to which, movable do or fixed do or any of the other solmization systems are the most efficacious to sight-singing (Karpinski, G.S., 2000, Floyd, E. and Bradley, K.D., 2006, Demorest, S.M., 2004). Zoltan Kodaly, a Hungarian composer and music educator designed a system around the use of sol-fa and hand signs adopted from John Curwen, later becoming known as the Kodaly method.  The core of this method is a means of more accurate pitching and the improvement of inner hearing and overall success in sight singing (Killian, J.N. and Henry, M.L., 2005, Anna J. Reisenweaver (2012)).
[bookmark: _Hlk137723978][bookmark: _Hlk140523114]Guido D’Arezzo (980-1050) a medieval monk and music theorist is recognised as being the developer of the music staff and also being credited as creating a written system of reading music at sight using syllables. The system was constructed on a hexachord, (the interval structure being tone-tone-semitone-tone-tone, with the centre of the hexachord is a semitone). Creating a solmization system, he used his composition of the hymn Ut queant laxis, taking the initial syllables of each line to create the syllables ut, re, me, fa, sol, la, see Figure X. (More, B.E., 1985 Pollock M.L., 2017, Encyclopedia Britannica, January 1, 2023) Anna J. Reisenweaver (2012)).  Ut was replaced by do later (Pollock M.L., 2017, Encyclopedia Britannica, January 1, 2023).  
[image: ]
Figure 1:  Guido d’Arezzo hymn Ut queant laxis (Anna J. Reisenweaver (2012))  
[bookmark: _Hlk137723926]Solmization as a device, is extremely practical and helpful for sight-singing and learning music, solmization is a system of associating each note of a scale with a unique syllable name, this is especially useful in teaching singing and is an accessible method for teaching sight-singing (More, B.E., 1985, Karpinski, G.S., 2000).  There are  different solmization systems:
1. Moveable do uses the sol-fa syllable do, re, me, fa, so, la, ti, each syllable denotes a scale number, such as do will always be 1 or the tonic in the scale, the rest of the scale follows on with re = 2, me = 3, fa = 4, so = 5, la = 6, ti = 7 and then repeated.  With chromaticism the notes that are raised change the final letter to an “i” and lowered the final letter changes to an “e”.
  [image: ]
Figure 2: Moveable do syllables ((Pollock M.L., 2017, Karpinski, G.S., 2000)
[bookmark: _Hlk137731533][bookmark: _Hlk140525687][bookmark: _Hlk140525568][bookmark: _Hlk137733239]This allowed for sight-reading music by enabling a better understanding of the relationship between any given musical interval.  Such as, the interval me-fa will always be a semitone no matter how high or low the two pitches are sung.  By changing key or tonality the singer will always know that me-fa are a semitone apart (Pollock M.L., 2017, More, B.E., 1985).  However, with key changes the syllables must change to accommodate the new tonal centre.  This works well in tonal music but falls down when the music becomes more atonal with key changes constantly moving and the result for the singer is much more challenging (More, B.E., 1985). The moveable-do system encourages the singer’s inner hearing skills, developing the inner ear, the symbols represented in the music are always the same and therefore may be beneficial to understanding relationships between intervals (Pollock M.L., 2017, Karpinski, G.S., 2000).
2. Fixed do use of sol-fa syllables to denote a specific note on the scale, do = C, re = D, me = E and so on.  When using chromaticism the fixed do system uses the same syllable pattern as movable do.  However, as is the case with movable do, with the fixed do system the key changes and modulations do not affect the syllable and there is no shift of names to fit the new key.  This constancy helps the singer’s or instrumentalist’s development of if not close to, absolute pitch placements (More, B.E., 1985).

  [image: ]
Figure 2.1: Fixed do syllables (Pollock M.L., 2017)

3. Numerical sight-singing, uses a system where numbers denote degrees on a scale. Therefore, the tonic of a major scale will always be 1, followed by 2, 3 and so on. If the note is raised a semi tone, for example 5, it will be now thought and sung as ‘sharp 5’ (Pollock M.L., 2017).
4. [bookmark: _Hlk140563089]The system of using pitch names or letter names uses the letter names already in the musical stave, using the English letter names for the scale A B C D E F G (Pollock M.L., 2017).
[bookmark: _Hlk136538482][bookmark: _Hlk138861778][bookmark: _Hlk139633470]Previous experiences with music, that is primarily tonal, can influence our expectations of how the melody should sound, so that we follow our musical instincts, in what we are reading on the page (Brittain, L.M., 1998). In addition, experience in school choral situations and those who learn or have learned a musical instrument as a child place the singer at an advantage and plays a significant factor in sight-reading performance success (Brittain, L.M., 1998, Killian, J.N. and Henry, M.L., 2005). A systematic approach to improving sight-singing skills, vocal confidence and musical performance should include regular sight-singing exercises, integrating dynamics, articulation, accent and phrasing, will provide positive results in sight-singing abilities (Karpinski, G.S., 2000, Brittain, L.M., 1998, McClung, A.C. (2001)). 
Music literacy is a tool which according to Edward Asmus noted in Kuehne (2010), (Sight-Singing: Ten Years of Published Research) is becoming less common in undergraduates arriving at tertiary education with students not having been given the opportunity to learn to read music as the focus is more on the quality of the performance rather than the teaching of reading music.  Having learned the necessary skills of music reading then the singer can focus on the ‘interpretative elements that make performances truly moving and unforgettable’ (Kuehne J, M,. 2010 p7). 
In a study researched by Yarbrough, Orman and Neill (2007) (Kuehne J,M,. 2010) looking at the time choral directors used during sight-singing adjudication in 37 high schools and 47 middle schools in a state in America.  Each director had 6 minutes to direct their choir before the first reading and 2 minutes to instruct their choir before the second reading.   A total of eight minutes of instructional time.  A number of musical areas of interest were brought about by the analysis of the time taken in instruction by the choral directors.  Presenting musical information, performance, motivational instruction (approval and disapproval), non-verbal responses (body language, facial expressions, motions). The study reported on the amount of instructional time the directors spent on each area.  They found that the directors concentrated most on pitch, with the remainder of the elements such tempo, rhythm, phrasing, dynamics, tone quality, texture, form, harmony, key and time signatures addressed least. For a full list of the results (see appendix 9). The results revealed that the overriding attention was spent on pitch accuracy at the expense of the other elements (Kuehne, J.M., 2010, p8).
Formants and Resonance:
[bookmark: _Hlk140355438][bookmark: _Hlk140396516]The second literature review was on the resonance produced by the interaction of the air pressure through vocal folds and the air in the vocal tract.  I have come across many articles, journals and books relating to this (Miller, D.G., 2000, Bozeman, K.W., 2013, Sundberg, J. and Rossing, T.D., 1990, Callaghan, J., 2014).  In the process of my research, I have been frustrated by terminology and the distinction regarding formants and resonances, especially with reference to the vocal tract resonance. There seems to be no consensus in terminology, which for the lay reader is confusing (Titze, I.R., et al 2015).  However, according to classical definitions as mentioned by Ingo Titze in his article: 
formants are peaks in the spectrum of the sound output from the mouth. They can be influenced by both the source (vocal folds) and the filter (vocal tract). To the contrary, resonances of the vocal tract should (in principle) not contain source characteristics.  Keeping source and filter characteristics completely separate is difficult in practice, however, because there is interaction. (Titze, I.R., 2016 p129)
[bookmark: _Hlk137137726][bookmark: _Hlk140395676]There is some confusion as to how to clarify voice terminology and bring in consistency in symbolic representation (Titze, I.R., et al, 2015).  As Titze, I.R., et al (2015, p, 3007) points out, it is important to have clear definitions and symbolic representation on where the boundaries of resonance are.  Whether it is the supraglottal (gottis closed) vocal tract being described as the resonator, resonance in the glottis (the space between the vocal folds) or resonance in the whole airway from lungs to the end of the vocal tract (lips). 
In Toward a Consensus on Symbolic Notation of Harmonics, Resonances and Formants in Vocalization, Titze, I.R., et al (2015) suggests, “the letter ‘R’ should be used as a word abbreviation for resonance, but two subscripts should be assigned to specify the resonance properties.”  Unfortunately, there is still not a common definition between a formant and a resonance ((Titze, I.R., et al 2015).  And Sundberg (1987), quoted in Callaghan, 2014, p.19) explains:
the air in the vocal tract acts as a resonator, selecting out frequencies from the sound source (vocal folds), according to the configuration of the tract.  The frequencies that fit the resonator optimally are formant frequencies (Callaghan, J., 2014, p19).  
In this paper I will endeavour to make my references to resonance and formants as clear and understandable as possible.  I will use this as information about resonance, and use the terms formants and resonance interchangeably.
The oral cavity plays a crucial part for voice creation, especially in singing. The principal factor for controlling the shape of the oral cavity and therefore, manipulation of our resonance space, is the tongue (Nair, G., 2007).  The tongue is the most versatile and most significant factor in vowel colouring and it plays a important part in language and voice production (Nair, G., 2007, Chen, J.C., 2016).  Both the tongue and mouth directly influence formant frequencies (Dromey, C 2010, Sundberg, J. and Rossing, T.D., 1990). As Nair says in (The Craft of Singing, 2007) there are several movable features that encompass the vocal tract that work in conjunction with the tongue; they are:
· Velum (roof of the mouth)
· Pharynx (throat)
· Lips
· Mandible (jaw)
· Glottis 
The length of the vocal tract is approximately 15-20cm in length, a bit shorter in women and children (Wolfe, J., Garnier, M. and Smith, J., 2010).  In order for resonance to happen one needs (Bozeman, K.W., 2013) 
1. a power source and air pressure system (lungs, breathing mechanism, diaphragm and ribs), 
2. a vibratory system (vocal folds)	
3. a resonator (vocal tract)
[image: ] 
Figure 3. Sagittal view of the resonance spaces on the vocal system (Nair, G., 2007)
[bookmark: _Hlk140402171]Resonance requires an opening and an empty space in which to produce sound.  The vocal tract is adjustable and variable, it is able to change shape, density of the walls and the size of the opening making it a unique resonator (Vennard, W., 1967).  The tongue plays an important part in shaping resonance and as it shifts position it divides the vocal tract into 2 smaller, but connected, resonating areas (Nair, G., 2007). 
[bookmark: _Hlk140355048][bookmark: _Hlk137743777]The air coming from the lungs passes through the vocal folds creating a vibration or a sound wave, converting the kinetic energy into acoustic energy, it is that sound wave exciting the air in the vocal tract, that vibrates at a certain pitch range which can strengthen or weaken the frequencies that are introduced in to it by the vocal folds (Bozeman, K.W., 2013, Chen, J.C., 2016).  It is here where quality, timbre and power are sourced. (Vennard, W 1967, Bozeman, K.W., 2013, Chen, J.C., 2016). 
It is the filter (vocal tract) that can let us see the upper harmonics, which are visualised in the spectrograph readings in a spectrograph, and without the resonator we wouldn’t be able to see the upper harmonics. When the air in the vocal tract vibrates at a similar pitch (formant) as the harmonic frequency from the vocal folds, that frequency will be increased or amplified and the sound will be louder.  Formants form in the vocal tract and are the pitch of air inside the vocal tract.  According to Nair “there are at least six formants working in the vocal tract at all times” (Nair, G., 2007 p. 186).  They are numbered according to their frequencies and labelled F and an identifying number.  
· F1 – created in the pharynx
· F2 – created in the mouth
· F3 – personal timbre
· F4 – personal timbre
· F5 – the tone and ring of the voice
· F6 – the tone and ring of the voice
[bookmark: _Hlk140405784][bookmark: _Hlk140395198]The first two formants, (the strongest resonances of the vocal tract) are vital for identifying vowels that are being sung or spoken, their strength gives us the perception of depth and richness in the voice, responding to movements from the tongue, lips jaw and larynx in the formation of vowels, F3 and F4 give us our unique timbre and F5 and F6 give us the ring allowing for the voice to carry out into large rooms (Nair, G., 2007, Miller, D.G., 2000, Dromey, C., Heaton, E. and Hopkin, J.A., 2011). The lowest harmonic, the frequency from the vocal folds known as the fundamental frequency (F0), is the perceived pitch of the note (Nair, G., 2007).  When the fundamental frequency matches the frequencies in the vocal tract the singer feels an ease in the singing and the sound would feel strong, giving the singer the feeling or sensation of ease in creating a sound.   (Nair, G., 2007 Miller, D.G., 2000). Creating balanced resonance of light and dark timbres, with adjustments in the vocal tract, the singer can articulate a vowel achieve the balance of resonance (Dromey, C., Heaton, E. and Hopkin, J.A., 2011). 
[bookmark: _Hlk140527296]Understanding what the feeling of good tonal production is and relating that to the favourable response from the listener is (Nair, G., 2007 p 201) a good way for a singer to track how they are performing a piece of music. (McKinney, J.C., 2005, Nair, G., 2007 p 201)).  In the quest for making a beautiful sound it is then that we have to feel what good tonal production is and match up with our internal hearing, in conjunction with what our listeners regard as a beautiful tone (Nair, G., 2007). As McKinney says “These vibrations, are a good sensation guide for the singer regardless of their effect on the external sound” (McKinney, J.C., 2005 p121). This is where the singer needs to be alert, as such vibrations may influence them and might be of psychological help, in terms enjoying the vibrations they are experiencing and connecting them to a preferred tone; sounding good to them, but not necessarily to the listener (Vennard, W., 1967). 

Methodology
[bookmark: _Hlk140089800][bookmark: _Hlk125832636][bookmark: _Hlk140089373]For the purpose of this research, I have drawn on both the quantitative and qualitative method approach.  The pragmatic paradigm was the best framework for me to use as I hope to create useful knowledge from the shared experiences my participants have of sight-singing (Yvonne Feilzer, M. (2010)).  As Denscombe notes “knowledge is based on practical outcomes and ‘what works’” (Denscombe, M. (2014), p 158 ).  Under this paradigm the focus is on the research question, “as a human experience” (Morgan, D.L., 2014) and as this is very much the singers experience of sight-singing, the framework of pragmatism is suitableThis study uses the phenomenological approach, in which the semi structured and focus group interviews allowed the participants to describe their experiences in a rich and personal manner (Morgan, D.L., 2014,). The emphasis is on the experience of the participants, placing at the core the participants themselves, their perceptions and experiences (Laverty, S.M., 2003, Denscombe, M. (2014).   Their active involvement in the process of inquiry, brings them personally into the research (Mertens, D.M., 2019). The freedom of rejecting the philosophy of traditional duality, the pragmatic paradigm allows me to move between subjectivity and objectivity adapting to the needs of the research (Denscombe, M. (2014), Winter, D., 2021). 
The quantitative portion of the study involved used an analytical spectrographic software called VoceVista Video (updated version of VoceVista by D. G. Miller in 2020), to take spectrographic readings from my students whilst they were sight-singing a melody that I had composed.  VoceVista is a well-known research tool used for rigorous methods of inquiry in voice science as well as being accessible to singers and artists interested in the production of sound (VoceVista). The qualitative portion included one-to-one semi structured interviews and a focus group which were conducted on Zoom, audio and video recorded and the audio was transcribed using Microsoft transcriber (see appendices 8  and 9 respectively).  The recorded interviews and focus group were saved on to my laptop.  The interview was informal, enabling my participants the freedom to discuss more broadly their thoughts on the sight-singing exercise and their feelings and experience about the test and how they thought they had done.  They were conducted a week after the spectrograph recordings were taken, so that the participants still had a memory of their sight-singing experience and were approximately 20 minutes in length.  The kinds of questions asked during the interviews are summarized in (Appendex 5).  A Focus group meeting was arranged with all my participants a couple of weeks after the interviews, lasting approximately 40 minutes. The aim was to give identify, add depth to and share further information gathered from the interviews, captalising on my student’s shared experience about sight-singing (Kitzinger, J. (1995)).
Each of the participants were sent a letter, in advance of the research, detailing the research project along with a contract for them to agree to and sign, which they returned to me, two via email and one in hard copy (Bell, J. and Waters, S., 2018). I confirmed that any information provided for this study would be treated with confidentiality and the identity of the participants would remain anonymous. In order for them to feel at ease and reassured, I asked them to contact me individually if they had any concerns or worries before we started, so that I could iron out any issues (Gill, P. et al. (2008)).  A contract was sent out alongside a letter giving information about the purpose of the focus group meeting and a list of more broad questions in advance for the participants to read.  I also requested that the participants didn’t discuss any aspect of their fellow participants views, opinions, experiences and attitudes outside of the meeting.  Before the interviews started, I indicated to the participants that I was recording each of the sessions, and explained that this was necessary for my qualitative data gathering (Berg, B.L., 2001). For both the one-to-one interviews and the Focus Group meetings my participants were given complete autonomy in which medium they preferred, and we all agreed on Zoom as that was the most pragmatic, simple and efficient way of arranging for us to meet.  
[bookmark: _Hlk140430129]As I am my participants singing teacher, I am aware that as the insider-researcher, I may be privy to personal and sensitive information, and as such must be very aware of possible bias in the data collection and analysis.  That neither the teaching nor the research process should be influenced by one another (Unluer, S., 2012).  For this project, I used 3 participants aged 60 years and above, who are known to me as they are all my singing students.   In order to retain anonymity, each participant has been given a letter name, A, B, and C.  All the participants sing in choirs and 2 of the participants, also play other instruments, and have done since childhood, they are experienced choral singers with an average of more than 15 years of sight-singing experience and have been studying sol-fa (movable do), hand signs and rhythmic syllables for a number of years as adults.  One participant has no past experience in sight-singing, doesn’t play another instrument and has just joined a choir.  She has no previous experience in movable do sol-fa, hand signs and rhythmic syllables as an adult. She has been having lessons at DaCapo for about 1 year.  Her past experiences with sol-fa are in fixed do which she learned as a child in her local church choir, where they sang by rote and didn’t read any music. The sight-singing test consisted of a newly composed melody of 8 bars in length, with a simple rhythm, it was homophonic and set in common time.  This was a completely new piece of music that none of them had seen before, creating a good baseline from which to do my study, so that all my participants were starting from the same point.  For the purposes of this study no attempt was made to account for inaccuracy and intonation of the melody as I was only interested in their vocal resonance, expressiveness, performance, artistry. 
Equipment and procedure
It was very important for me to create an environment that wasn’t too intimidating, as there were new and different devices present for the purpose of the research.  I made sure that the classroom looked as normal as possible, the keyboard in the room remained in the usual position and I showed them the microphone and the laptop that the software was on.  My absolute intention was to preserve the trust and faith that my students have in me as their teacher and create an atmosphere where they felt safe and that they could undertake this part of the research (Mertens, D.M., 2019).  Recordings of the singers’ voices were made using spectrographic software (VoceVista Video) on my laptop using a stand-alone condenser microphone positioned about 10 cm from the mouth. The sight singing test comprised of a melody, that was rhythmically simple, homophonic and set in common time of 8 bars in length.  Each participant was given a 60 second preparation time to look over the melody before taking the first recording on the spectrograph.  The melody was sight-sung without a tonal accompaniment, to a vowel, and after discussing it with my students we agreed on the vowel ‘u’, as we have been using this vowel in our vocal warm up exercises and was familiar to them.  Each singer was recorded separately in my class room at Da Capo Music foundation at Wren Academy, North London.  My participants each received the same 10 minute vocal warm up before commencing the first sight-singing recording.  The first note of the melody was played before they sang the melody each time they were recorded.  After singing the melody, the participants worked on the melody using sol-fa, relaxing their breathing, looking at the rhythm and pulse and noting the accidentals and understanding the key signature. This was done six times to give the singers a chance to use their knowledge of sol-fa or in the case of one of the participants, who has very little experience with sol-fa, the chance to practice singing the sol-fa.  I helped her with putting the sol-fa names to the notes.
Results
Spectrograph Analysis:  
The spectral analysis provides a visual representation of the various peaks and formants that are distinct in vowels, and with the advances in acoustic voice analysis techniques enable us to investigate patterns for example in voice energy, fundamental frequency (Scherer, K.R., et all., 2017, Gunjawate, D.R., Ravi, R. and Bellur, R., 2018).
[image: ]
Figure 1. The 8 bar melody as seen by the participants.
[bookmark: _Hlk139458608]For the purposes of the research, I took as my point of reference, the section that was the highest point in the melody, D5, 2 crotchet beats, requiring the participants to approach the note with more energy in the tone to achieve D5 in the phrase.  The use of the word energy refers to the response of the body to making the sound “the total body response is increased; the support mechanism increases its output; more breath pressure is delivered to more resistive vocal cords and the sound gets louder” (McKinney, J.C., 2005, p 182).  The kinetic energy output from the vocal folds converts to acoustic energy bringing with it resonance characteristics (Chen, J.C., 2016).  
The melody was sung to the ‘u’ vowel, the diagrams below show the tongue position required for this vowel.
[image: ]

[bookmark: _Hlk139661374]Figure X View of the vocal resonator configuration for the ‘u’ vowel (Nair, G., 2007)
[image: ]
Figure X Linguadental (where the tongue touches the teeth) contact occurs in grey shading ‘u’ vowel
The spectrogram has two axis, the vertical axis represents frequency with frequencies going from lower to higher and the horizontal axis represents time in seconds with the signal plotted from the left to right.  The amplitude, intensity or loudness is represented by the brightness of the colours.  The louder the sound the brighter the colour.  For the analysis and interpretation of the participants sight singing experience, I looked at the intensity and number of formants represented in the readings.
The formants for the vowel were identified and highlighted using the slider rule, which I used to highlight the formants from the selected pitch.  The identifying label shows the pitch, the number of the harmonic, frequency Hz and the decibel. 
Participant A 
Sight-singing Reading 1 taken on 6th May 2023
[image: ]
[bookmark: _Hlk140410836]Sight-singing Reading 2 taken on 6th May 2023 after sol-fa intervention
[bookmark: _Hlk140417244][bookmark: _Hlk140610098]The first reading taken shows the intensity of the (formant resonance) fR1 and fR2 with gradual loss of acoustic energy through fR 3 to fR 6 in contrast the second reading has more energy through the higher formants, fR 4 to fR 6 are much more clearly visible in the spectrogram, allowing the resonances to sound brighter and fuller.


Participant B
Sight-singing Reading 1 taken on 6th May 2023
[image: ]
Sight-singing Reading 2 taken on 6th May 2023 after sol-fa intervention
[bookmark: _Hlk140417273]The first reading taken show the first 3 formants fR1, fR2 and fR3 with very little of the upper formants coming through.  The sound was lacking in lustre and energy.  The second reading shows much more acoustic energy in the vocal tract with the upper formants fR4 and fR5 showing up more, although not terribly strong, the sound was brighter and had more energy. 
Participant C
Sight-singing Reading 1 taken on 6th May 2023
[image: ]
Sight-singing Reading 2 taken on 6th May 2023 after sol-fa intervention
[bookmark: _Hlk140417295][bookmark: _Hlk140684582]The first reading shows the first 3 formant resonances fR1, fR2 and fR3, very clearly with the upper formant resonances losing energy and only slightly visible.  The second reading had much more energy through the vocal tract and is clearly shown in the spectrograph.  The formant resonances are all there from fR1 through to fR6 with the energy continuing through the higher formants.  fR6 is particularly visible showing that the note had a lovely ring quality.  
Results:
The results show that for all the participants on the first reading of the melody fR1, fR2 and fR3 were visible with the formant resonances in fR4, fR5 and fR6 were weaker.  This would suggest that the acoustic energy in the vocal tract was less affecting the upper formants, the timbre and ring of the voice were diminished. Overall, the second readings after the sol-fa intervention, show much more acoustic energy in the vocal tract.  This is especially noticeable for participants A and C, with fR4, fR5, and fR6 clearly visible on the spectrograph. In the second reading for Participant B only the upper formants fR4 and fR5 are visible.  The timbre and the ring quality was fuller in all of the participants.

One-to-one interview and Focus Group Findings and Results and analysis
[bookmark: _Hlk125832806]An Inductive analysis of the responses was conducted using coding as a method of organising the data, and to help bring meaning to the information collected (Walliman, N., 2005, Gray, D.E. (David E. (2022)). I identified themes by collating similar descriptive phrases, and meanings in order to facilitate the organisation of the data and build up patterns of responses and thoughts (Walliman, N., 2005). The data obtained in the interviews and focus group will by nature reflect the subjective experience of the participants and the interviewer in interaction.     
One-to-one semi-structured interview
A summary of the version of the questions asked in the one-to-one interviews can be seen in Appendix 5:
After collating the data into sizeable groups, I constructed a table with the foremost responses from each of my participants, the points from the interview can be seen in Table 2.  The main themes from the analysis were (1) Response to 1st sight singing, (2) Response to Sol-fa intervention, (3) Response to 2nd sight-singing.  These are presented in the thematic map (Figure 1).   The responses from the questions, relating to the main themes are discussed with examples in the following sections.



Table 2. Table Showing Participants Responses from the one-to-one semi-structured interview
	Participant
	Feelings about the project before
	Response to 1st attempt sung on an ‘u’ vowel & the microphone
	Response to 
Sol-fa
	Response to 2nd attempt

	A
	Interested in the research.
Worried, not a confident sight-singer.
Nervous about being able to read a simple piece of music accurately and make a decent sound.
I wanted to do well for my teacher.

	Felt slightly left loose.
Reliant of sol-fa.
Anxiety in test situation.
Would have felt more at ease had it been in a lesson.
Trying to hear music in my head.

	Helped definitely.
More comfortable with the line.
Beginning to make a better sound.

	Definitely felt better.
Still had difficulty with some notes.
Annoyed.
Never felt like I could enjoy the melody.
I thought my breathing was better.

	B
	Interested in the research.
Sight-singing is about communication.  How does sight-singing affect one’s ability to communicate?


	Challenging.
Wondering how good is my sight-reading.
I’m going to make a mess of it.
The “machine” didn’t bother me at all. I took it in my stride
Tension.

	Helps enormously.
Only way to do it.
Sol-fa incredibly useful.
More accurate,
Felt safer.
Could read the tune.
Do something with it.
Having the support of the sol-fa, helped get notes in my head.
	Hope it was more confident and in tune.
More musical.
Beginning to communicate.
More depth to the voice.
Tonal colour changed.

	C
	Wasn’t sure what it was about.
Not afraid of experimenting new things.
Curious.
No concerns despite not being a sight-singer.
Felt at ease, comfortable because of the reassurance and explanations about the aim of the project.
	Thought that I (researcher) was brave to be doing this.
Thought that it wasn’t very good.
Waiting for my instruction.
The microphone and equipment didn’t intimidate me. 
The atmosphere in the room was different, more official.
	Still need training in sol-fa.
The sound was improved.
More accurate.
The way my voice came out was completely changed.
	Felt better 2nd time after the sol-fa.
The sound was improved.




The participants feelings before the project were thoughts on accuracy even though I reiterated the reassurance that accuracy was not a factor I was taking into account, my participants still worried about singing the notes accurately and were unsure about it.  I noted that the participants had different views on the project and were keen to help and were interested in what was going to be discovered, the responses included: 
Participant A – “And was nervous about being able to even read a fairly simple line of music accurately and make a decent sound at the same time”
“You’re my teacher, I wanted to do well for my teacher”.
Participant B – “As a singer your purpose is to communicate something.  How is that affected by your ability to sight read, how important is sight reading, and how that influences how you produce the sound, how your actually communicate?”  “I’ve been asked to sight-sing in auditions for choirs, I’ve never really understood why that’s so important.”
Participant C – “The way you explained it, made me feel comfortable and at ease because obviously you explained in detail, you know, what it was about.”

[image: ]
Figure 3. Thematic map derived from on-to-one interviews with participants. 
[bookmark: _Hlk140216151]Theme 1: Response to 1st sight singing  
The responses and experiences from my participants were varied although they all felt that they didn’t do very well.  There was no positive feedback from this although, Participant A thought that she would have done better if she was sight singing in a lesson environment and participant C remarked that she “thought that you were brave”. 
Participant A and B felt anxious and they felt tension.  The absence of sol-fa, helping them to read the pitches, and the absence of tonal accompaniment and other voices (unlike their experiences in a choir situation) contributed to their feeling of being unable to sing the melody back confidently. The benefits of solmization is, its power to unlock the meanings and sounds of music notation (Karpinski, G.S., 2000).
Participant A – “I’m doing the ‘u’ vowel and I’ve got to remember what I could hear in my head and I didn’t feel able to look at the dots on the paper and just know what the interval was.”
Participant B – “My normal experience is that I have some support in that there are other voices, there’s the piano. There’s somebody providing the structure. Because that was completely isolated, I didn’t have context.”
Participant C – “I thought initially it wasn’t very good”.
I wondered if the apparatus, the microphone, laptop and all the electrical cables were an added stress factor.  Participant B and C were not bothered by the extra electrical equipment although participant C acknowledged that the lesson felt more official and the atmosphere in room was different.
Theme 2: Response to the sol-fa
The overwhelming feeling was of positivity, that the sol-fa gave them support and they felt that they all produced a better sound and participants A and B mentioned that they felt the support of the sol-fa, and were able to hear the notes in their head. Participant C is not yet sufficiently fluent in sol-fa, but she still was able to notice a change in her vocal production.  She acknowledged the need for her to practice sol-fa more often, which with practice, will gradually become ingrained in her musical journey becoming “an aid and not an impediment” (Karpinski, G.S., 2000 p 168). 
Participant A – “by the time I sort of felt a bit more comfortable with the line, I was beginning to make a better sound”.
Participant B – “It was more accurate, I was safer… I could read the tune…having the support of sol-fa and then getting notes in my head”.
Participant C – “It completely changed the way the tune came out”.
Theme 3. Response to 2nd time sight singing
All the participants noticed a difference in their singing, after practicing the melody to sol-fa.  The overall feeling was of positivity, that they were more musical and used the breath better and that there was greater depth in tonal colour.  I should state that the same melody was used in both tests and that by the time the melody had been sung in sol-fa and then sung again the melody was much more familiar, so this should be taken in to account.
Participant A – “By the end, I sort of felt that it was a bit better.” 
But was still dissatisfied with her performance as she said she had: 
“slight difficulty with the final couple of notes, that was annoying… at no point did I feel, lovely, I know this line, I can really concentrate on singing now.  I would have loved to be able to do that.”
However, when she discussed her sight-singing in choir she noticed that she was able to produce her voice in a more relaxed way.
“the priority when singing in my choir is to get the notes right, but by the time I know the line, I can start to think about producing the sound.  I was pleased… as there were complements from my section and I feel that’s partly because I know I can make a nice, full sound” 
Participant B – “I was more confident, more in tune… and more musical than it was.  I was beginning to communicate it.”
When I asked if she thought sol-fa definitely was part of the experience to help that progression. 
Participant B – “Definitely yes”
Participant C – “the sound was improved from before and after the sol-fa.” 

Focus Group
The choice of using a focus group was to add to more nuanced and deeper thinking into the experiences of the participants, following on from the interviews (Morgan, D.L., 2014).  The chance to discuss their wider experiences with sight singing, concentrating on choirs, which they all take part in. The catagorisation of the responses that emerged from the focus group are illustrated in Appendix 7.  The responses were as follows:
[bookmark: _Hlk140692237][bookmark: _Hlk140692005]Choir setting – thinking about sound production and vocal technique: All participants agreed that they are conscious about blending and how they sound.  The positive feelings associated with singing in a choir were the vocal and emotional benefits where the support of other singers helped in sound production, making it easier and they sang better as a result. The emotional benefits were stated by one participant “you do need to blend with others…I think that is one of the great pleasures of singing in a choir”.  There were some downsides to vocal production which included being distracted by other singers and anxiety over accuracy. The size of the choir was also a factor, “In my church choir, I’m the only alto and I’m usually sight reading… my voice is quite different… I’m usually singing against five or six sopranos and two tenors… it’s a more forced production”. 
Is sight-singing easier in sol-fa? 
The participants all agreed that the upside of sol-fa was that it was much easier and quicker than just sight-singing text.  They mentioned that their inner hearing was activated and were able to hear the intervals more easily.  Two of my participants recognised that the visual guide of music notation on a stave was important and helpful for their sight singing skills.  The downside aspects were that one has to work at the sol-fa and that singing to just sol-fa without music on the stave is difficult. With reference to sound production one participant said “…my voice production is not at it’s best.”  
How they perceived their vocal production or tone after singing in sol-fa?
This question was asked in reference to the sight-singing exercise.  Their response was one of positivity where they agreed that the tonal colour, production of the voice and sound production were all better.  They reported that it was easier to see the shape of the piece and they were able to relax as result “...giving it shape and form once you relaxed into the knowing the tune”.  In addition to this their breath control was much improved.
Did your vocal tract feel different?
All participants responded that they didn’t notice anything, and that they were not thinking about what was happening in the vocal tract.
Notice any physical sensations when sight singing compared to singing something familiar?
The participants noticed a difference with the depth and production of the voice and tension and a feeling of restriction when sight singing.  There was a consensus with two of the participants regarding breathing, breath exercises are “useful for getting the technique right, so that as soon as you start singing, you’re on the breath”.
What is missing or not in sight singing in terms of emotion, musicality, musicianship, breathing, technique and artistry?
In response to what’s missing, one of the participants commented “all those things!”, she felt that when she’s sight-singing she is “not in the music” as her priority is “trying to get the notes”.  Progress during rehearsals can be slow and not advance if the singers (in a choir) are not confident sight singers, with the rehearsals not going past the “note bashing” stage. “Most of every rehearsal, almost to the concert was about getting the notes right”. 
In contrast to the above responses, the participants said that they could enjoy the music, and singing better and singing in a group enables one to help each other.  With confident sight singers the progress and speed of learning was much faster and thus she was able to enjoy the singing sooner, “It doesn’t matter if you get bits wrong… you’re way ahead and able to start the enjoyment much sooner”.  The focus was on enjoyment of the music and singing, noting that sight singing was an important skill to acquire.
How would you apply findings from this report to enhance your sight singing experience?
 The responses were that they would acquire the skills to help to relax, to be able to think about the communication aspect of singing and learn these so that they become instinctive and part of their technical singing repertoire.  “They become part of what I am doing with thinking too much.”

The analysis from the one-to-one interviews, Focus Group and the spectrograph readings:
Table 4: analysis from the one-to-one interview and the spectrograph readings:
	
	interview
	Spectrograph analysis

	1st sight singing reading
	Generally negative
Trying to use inner hearing
anxiety
	FR1-FR3 clearly visible, the vowel formant and the timbre formant, with the higher formant frequencies not as visible.

	Sol-fa Intervention
	Helpful, able to use inner hearing, sound improved and felt safer
	

	2nd sight singing reading
	A more positive response from all participants: feeling better, confident, more musical, breathing improved, tonal colour 
	All formants FR1-FR6 were generally present in the readings. Showing stronger frequencies in the upper formant resonances.
Vowel formants, timbre and ring formants all present



The analysis from the interviews and spectrograph readings are consistent with one another showing that the participants nervousness and anxiety towards the 1st sight-singing reading.  The formant resonances mostly showing just the first 3 formants, identifying a lack of sufficient acoustic energy in the vocal tract.  With the intervention of the sol-fa the 2nd reading proved much more fruitful in terms of formant resonances from the spectrograph reading illustrating the confidence and improved tonal colour that they reported feeling. However, I have identified some limitation to the sight-singing exercise.  By the time the melody was sung for the second time, the participants had seen it and sung it about 7 times.  The music was now familiar and so the increase in resonance in the second reading results could be attributable to increased familiarity to the specific material, as well as the use of sol-fa as a tool to improve sight-singing skills. This reveals a weakness in the study, although the interviews and focus group add some further depth to the sight-singing experience of the participants. 
The analysis from the focus group added more information, I noticed that they felt restriction and tension in the vocal tract when singing something unfamiliar which could include sight-singing a piece to learn it, however, when I asked them about feeling anything in the vocal tract when they were sight-singing the melody, they reported no notion of sensation, and were not thinking about it.  There was some contradiction in their experiences about sight-singing in choirs, not being helpful for vocal production, with anxiety over accuracy, in contrast to accuracy not being necessarily their main focus but the enjoyment of singing with a group.  As is the nature of Focus Groups and one-to-one semi structured interviews, the flow of dialogue between participants and researchers is allowed and it is not unusual for other questions and thoughts to be added to the research (Bell, J. and Waters, S., 2018), for example one participant brought up “Is there anything pleasurable about sight-singing?”, singing has powerful effects shown in the reduction of the stress hormone cortisol and increased oxytocin levels as well as improvements in mood and wellbeing, feeling more alert and spiritually uplifted (Clift, S.M. and Hancox, G. (2001)) “How does sight-singing affect one’s ability to communicate?” and  “I don’t know what I would do without everything being available on my phone…If I’m learning some music I go and listen to it.  One is supremely dependent on technology. Could cause de-skilling of sight-singing or sight reading.” There is clearly still more work to be done to answer these. 
Vocal technique should be of importance when sight-singing, but is often the thing that gets left out as we try to achieve our goal of pitch accuracy at the expense of our musicality and artistry. Not having the breath under control puts us at a disadvantage immediately and we are on the back foot from the start.  This potentially adds to the stress and anxiety that sight-singing can bring to the singer (Melton, J. and Tom, K., 2003).   As breathing for singing is different from those required for speech, preparing the breath and taking in sufficient air, our vocal instrument requires adequate breath energy to sing, is vitally important helping us to navigate melodic passages and phrases of different lengths (Nair, G., 2007).   There is an added strain of having to put text to music as well as the communication of the meaning through the words, whilst accommodating pitch, volume and pulse for example (Melton, J. and Tom, K., 2003). Confidence seems to be part of the main factor in sight-singing success, and those who take time to study and look at the piece and give themselves preparation time have a better chance of performing the music. 
Conclusion
The process of this research has been illuminating and I have learned so much about the process of sound and of making sound.  However, I think that a deeper understanding of the relationship between sight-singing and vocal resonance could be achieved by further in-depth study, by repeating the sight-singing experiment over a longer time frame. The musical features discussed in this paper are important factors for further progress in the singers aural and performance training (Karpinski, G.S., 2000).  As well as pitch and rhythm which can be the main focus on aural training, there is a large section of musical skills which are required in the world of performance. Thus, it seems establishing a foundation of skills needed for confident sight-singing is necessary for singers. Incorporating a routine of sight-singing skill knowledge in to each lesson would be beneficial to the singer.  Integrating sight-singing skills in to the singing lesson, with the inclusion of other musical features and encouraging a routine to enable sight-singing to become part of the singer’s tool kit (Karpinski, G.S., 2000). Including, having an overall sense of the tonal framework of the piece will help the singer and confidence levels (Killian, J.N. and Henry, M.L., 2005).
The confidence in sight-singing makes a significant difference in the overall vocal security and resonance, which in turn allows the singer to relax and open up other aspects of the vocal process such as embodying the music more easily, allowing for vocal artistry, feeling physically free.   As the singer is the instrument, any tension felt, specifically with sight singing, will affect the singer’s vocal ability to produce a free and resonant sound.  My hope is that sight-singing can be transformed into an aesthetic experience through performance, free of stress.  “The art and craft of sight singing is most certainly applicable to vocal training in general” (Karpinski, G.S., 2000 p. 191).  The ultimate goal is to marry the sight-singing technique and communication to embody the music.
Although sight-singing is sometimes a requirement for singers, especially those in choirs and for auditions, it shouldn’t be forgotten that my participants are not studying singing for a career but as a hobby.  They should be given the tools and strategies to continue their pursuit in becoming better musicians and singers as part of their lives (Kuehne, J.M., 2010).
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Appendix 1: Project Participant letter  
Dear
Firstly, I would like to say thank you for agreeing to participate in my research project.
This letter is to give you some information about what to expect during the research process, the rationale behind my research project and hopefully what I hope to gain at the end of it.
There will be 3 methods of research data collection and be conducted at DaCapo Music Foundation.   
Use of Spectrographic analysis, using Voce Vista which I will be bringing in to the lesson.  It’s a computer programme which will record your resonance on different notes, sung to a single vowel.  The resonance collection will be easier done like that rather than me using a snippet of a piece of music. I will probably ask you to sing an arpeggio, or one note on a particular vowel or using solfa.  I’ll use the exact same extract for the first session and last session.  There will be no intervention from me, with regards to technique on either of the sessions, so that I can get (hopefully) a contrasting picture of resonance.  This isn’t a test and I don’t want you to feel under any pressure to make a difference.  The experiment will be what it is and show what ever it will show.  Maybe nothing maybe something.
I will ask for us to have one or two 1-1 interviews during the course of the project, these can be done at your convenience, either in the lesson, over phone call or on zoom.  The interviews will be semi structured with me starting off with some questions but it would be great to have the interview go with the flow, so to speak.  These will be about your experiences in sight singing.
There will be hopefully a final focus group meeting with all of the participants discussing the experiences during the project and what they feel the out come has been.  This could be done via zoom or in person at a time convenient to everyone.
I would like to give 4 individual lessons between the spectrograph analysis sessions, focussing on vocal technique strategies for healthier sight-singing and encouraging more artistry in your sight-singing.
Through this project I would like to develop practical singing methods to promote healthy and good vocal production whilst sight singing, providing a model from which to work.  The findings of this project could be shared within the wider vocal pedagogic and singing community, to enhance and inform better sight-singing experiences.
Throughout the sessions all data collected will be confidential and I would ask during the focus group that this is especially respected from all participants.
This is an exciting project and hopefully the end result will be something useful for us fellow singers and teachers.

Thank you again for your help in bringing this about.
See you on Saturday.

Camilla
Appendix 2: Participant consent form

The Impact of Sight-singing on vocal resonance and technique

Consent to take part in research

 I……………………………………… voluntarily agree to participate in this research study. 
 I understand that even if I agree to participate now, I can withdraw at any time or refuse to answer any question without any consequences of any kind. 
 I understand that I can withdraw permission to use data from my interview within two weeks after the interview, in which case the material will be deleted. 
 I have had the purpose and nature of the study explained to me in writing and I have had the opportunity to ask questions about the study. 
 I understand that participation involves using Voce Vista, a spectrographic software programme to observe resonance, to be used in 2 lessons. Two 1-1 interviews conducted in lesson time if possible and if not, conducted at the participants convenience over zoom.  Four individual lessons focussing on vocal technique strategies for healthier sight-singing.  A focus group meeting with all participants present to discuss shared experiences of sight singing throughout the research.
  I understand that I will not benefit directly from participating in this research. 
 I agree to my interview being audio/visual-recorded. 
 I understand that all information I provide for this study will be treated confidentially. 
 I understand that in any report on the results of this research my identity will remain anonymous. This will be done by changing my name and disguising any details of my interview which may reveal my identity or the identity of people I speak about. 
 I understand that disguised extracts from my interview may be quoted in the dissertation, conference presentation. 
 I understand that if I inform the researcher that myself or someone else is at risk of harm they may have to report this to the relevant authorities - they will discuss this with me first but may be required to report with or without my permission. 
 I understand that signed consent forms and original audio/visual data, use of personal addresses, postcodes emails or telephone numbers will be retained on my laptop/memory sticks and password protected and stored until the completion of the project (when the exam board confirms the results of the dissertation) and then deleted.
 I understand that a transcript of my interview in which all identifying information has been removed will be retained for two years from the date of the exam board. 
 I understand that under freedom of information legalisation I am entitled to access the information I have provided at any time while it is in storage as specified above. 
 I understand that I am free to contact any of the people involved in the research to seek further clarification and information. 
Names, degrees, affiliations and contact details of researchers (and academic supervisors when relevant). 


Signature of research participant 

----------------------------------------- 					---------------- 
Signature of participant 						Date

Signature of researcher 
I believe the participant is giving informed consent to participate in this study 


------------------------------------------ 					---------------------- 
Signature of researcher 						Date
















Appendix 3: Focus Group Contract
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Focus Group Consent Form

Research project title: The impact of Sight-singing on vocal resonance and technique.
Research investigator: Camilla Cutts

· I agree to participate in the Focus Group carried out by Camilla Cutts of the Voice Study Centre and University of Wales Trinity Saint David, to aid with the research of Impact Sight-singing has on vocal resonance and technique.
· I have read the information sheet related to the Impact Sight-singing has on vocal resonance and technique and understand the aims of the project.
· I am aware of the topics to be discussed in the focus group.
· I am fully aware that I will remain anonymous throughout data reported and that I have the right to leave the focus group at any point.
· I am fully aware that data collected will be stored securely, safely and in accordance with Data Collection Act (1998).
· I am fully aware that I am not obliged to answer any question, but that I do so at my own free will.
· I agree to have the focus group recorded by Zoom, so it can be transcribed after the focus group is held. I am aware that I have the right to edit the transcript of the Focus Group once it has been completed.
· I am aware that I can make any reasonable changes to this consent form.




Printed Name



Participants Signature	Date





Researchers Signature	Date



1


Contact Information

This research has been reviewed and approved by the Voice Study Centre and the University of Wales Trinity Saint David Research Ethics Board. 
If you have any further questions or concerns about this study, please contact:
Camilla Cutts
Full address: 
32 Manor Park Road
East Finchley
N2 0SJ
Tel: 07900988149
E-mail:  camilla6@btopenworld.com


You can also contact Camilla Cutts’s supervisor: 
		Pippa Anderson
Tel: 01206 298172
E-mail: pippa@voicestudycentre.com



What if I have concerns about this research?
If you are worried about this research, or if you are concerned about how it is being conducted, you can contact the Director of Studies at:
Voice Study Centre
The Old Stables
Hadleigh Road
East Bergholt
Suffolk 
CO7 6QT 
(or email at info@voicestudycentre.com).

[bookmark: _Hlk138171560]









Ethics Form
APPLICATION FOR ETHICAL APPROVAL

In order for research to result in benefit and minimise risk of harm, it must be conducted ethically. A researcher may not be covered by the University’s insurance if ethical approval has not been obtained prior to commencement.

The University follows the OECD Frascati manual definition of research activity: “creative work undertaken on a systematic basis in order to increase the stock of knowledge, including knowledge of man, culture and society, and the use of this stock of knowledge to devise new applications”. As such this covers activities undertaken by members of staff, postgraduate research students, and both taught postgraduate and undergraduate students working on dissertations/projects.

The individual undertaking the research activity is known as the “principal researcher”.

Ethical approval is not required for routine audits, performance reviews, quality assurance studies, testing within normal educational requirements, and literary or artistic criticism.

Please read the notes for guidance before completing ALL sections of the form.

This form must be completed and approved prior to undertaking any research activity. Please see Checklist for details of process for different categories of application.  

Delete the Guidance Notes at the end of the form BEFORE submitting your application

SECTION A: About You (Principal Researcher)
	1
	Full Name:
	Camilla Ann Cutts

	2
	Tick all boxes which apply:

	Member of staff:
	☐
	Honorary research fellow:
	☐

	3
	Undergraduate Student
	☐	Taught Postgraduate Student
	☒	Postgraduate Research Student
	☐


	4
	Institute/Academic Discipline/Centre:
	WAPPAR


	5
	Campus:
	Carmarthen


	6
	E-mail address:
	Your email camilla6@btopenworld.com

	7
	Contact Telephone Number:
	07900 988149 or 0208 8831449


	
	For students:

	8
	Student Number:
	2130965

	9
	Programme of Study:
	MA in Professional Practice (Voice Pedagogy)

	10
	Director of Studies/Supervisor:
	Nick Samuel






SECTION B: Approval for Research Activity
	1
	Has the research activity received approval in principle?
(please check the Guidance Notes as to the appropriate approval process for different levels of research by different categories of individual)
	YES
	☒	NO
	☐
	
	
	Date

	2
	If Yes, please indicate source of approval (and date where known): Approval in principle must be obtained from the relevant source prior to seeking ethical approval
	Research Degrees Committee
	☐	

	3
	
	Institute Research Committee
	☐	

	4
	
	Other (write in)
WAPPAR Ethics Board Representative
	☒	



SECTION C:  Internal and External Ethical Guidance Materials
	
	Please list the core ethical guidance documents that have been referred to during the completion of this form (including any discipline-specific codes of research ethics, and also any specific ethical guidance relating to the proposed methodology).  Please tick to confirm that your research proposal adheres to these codes and guidelines.

	1
	UWTSD Research Ethics & Integrity Code of Practice

	☒
	2
	
UWTSD Research Data Management Policy
	☒

	3
	
	☐



SECTION D: External Collaborative Research Activity
	1
	Does the research activity involve collaborators outside of the University?
	YES
	☐
	NO
	☒

	2
	If Yes, please provide the name of the external organisation and name and contact details for the main contact person and confirmation this person has consented to their personal data being shared.as part of this collaboration.

	3
	Institution
	


	4
	Contact person name
	


	5
	Contact person e-mail address

	

	6
	Has this individual consented to sharing their details on this form?
	YES
	☐
	NO
	☐

	7
	Are you in receipt of a KESS scholarship?
	YES
	☐
	NO
	☐

	8
	Is your research externally funded
	YES
	☐
	NO
	☐

	9
	Are you specifically employed to undertake this research in either a paid or voluntary capacity?
	Voluntary
	YES
	☐
	NO
	☐

	10
	
	Employed
	YES
	☐
	NO
	☐

	11
	Is the research being undertaken within an existing UWTSD Athrofa Professional Learning Partnership (APLP)
	If YES then the permission question below does not need to be answered.
	YES
	☐
	NO
	☐

	12
	Permission to undertake the research has been provided by the partner organisation
	(If YES attach copy)
If NO the application cannot continue
	YES
	☐
	NO
	☐




Where research activity is carried out in collaboration with an external organisation
	13
	Does this organisation have its own ethics approval system?
	YES
	☐
	NO
	☐

	14
	
If Yes, please attach a copy of any final approval (or interim approval) from the organisation




SECTION E: Details of Research Activity
	1
	Indicative title:
	The impact of sight singing on vocal resonance and technique.

	2
	Proposed start date:
	20/3/23
	Proposed end date:
	6/7/23

	3
	Introduction to the Research (maximum 300 words)
Ensure that you write for a Non-Specialist Audience when outlining your response to the three points below:
· Purpose of Research Activity
· Proposed Research Question
· Aims of Research Activity
· Objectives of Research Activity
Demonstrate, briefly, how Existing Research has informed the proposed activity and explain
· What the research activity will add to the body of knowledge 
· How it addresses an area of importance. 

	4
	Purpose of Research Activity
The purpose of this research project is to develop helpful approaches to improve vocal technique and artistry whilst sight-singing.  To my knowledge there seems to be no formal guidance in safe/good vocal technique in the art of sight-singing.  Being able to sight-sing confidently utilising good vocal technique would, in my opinion, enhance the singing experience and satisfaction as well as enriching the overall sound of the piece of music. 
In my experience as a singer my vocal technique was compromised when sight-singing and the result was that I developed bad technical habits as well as a loss of confidence in my voice. 

(this box should expand as you type)

	5
	Research Question
What impact does sight singing have on resonance and good vocal technique and are there strategies to help 
improve the voice production and the overall performance of the music?

(this box should expand as you type)

	6
	Aims of Research Activity
The aims are to develop practical singing methods to aid the vocal production of singers whilst sight singing so that there is a practical guide to encourage more fluidity and artistry in the vocal production.  To develop my understanding of sight singing from a vocal pedagogic stand point.


(this box should expand as you type)

	7
	Objectives of Research Activity

· To increase my knowledge of the use of spectrographic analysis, and to enable me to become more experienced in the application of this, to use in my teaching.
· To compare the use of the voice of the singer whilst in a relaxed situation focussing on technique (singing lesson) to that when sight singing in a stressed environment (choir)
· To explore the correlation between the findings of the spectrograph, what I perceive as a teacher through listening to the pupil, and what the pupil feels while singing in the different situations as specified above.
· To produce a workable method to use in my teaching practice.


(this box should expand as you type)

	8
	Proposed methods (maximum 600 words)
Provide a brief summary of all the methods that may be used in the research activity, making it clear what specific techniques may be used. If methods other than those listed in this section are deemed appropriate later, additional ethical approval for those methods will be needed.

	9
	I shall adopt Design Based Research (DBR), involving triangulation. Integrating qualitative and quantitative data collection, to obtain experiential data as well as scientific data, using the quantitative data to support my qualitative data to add insight and depth to my research. My choice of research design is aligned most clearly with the Pragmatic paradigm, allowing me the freedom of choice regarding methods, techniques and procedures that will best support my research.  
I will conduct a literature review, to establish where my research fits in with current bodies of work pertaining to this research idea.  

I will recruit 5 experienced amateur sight singer participants for my study, The singers range from 60 to 75 years of age and are well known to me as they have been my singing students for several years.

Methods: 

1) 1st observation using the spectrograph in the choir session and then in the lesson – with no intervention,
2) I will conduct 1-1 interviews to capture participants experiences, feelings, views of sight-singing in groups and as solo performers
3) I will give 4 individual lessons with the focus on vocal technique strategies, to aid healthier vocal production, from literature review findings and my own teaching experience, for example using solfa as a means of sight-singing without the constraints of the words.
4) Focus group to bring together my participants to enable an interactive discussion sharing their  experiences.
5) 2nd and final observation using spectrograph analysis in the choir session and then in the individual lesson - with no intervention, comparing the 1st and 4th observations for changes in resonance output.

6) 1-1 interview to capture my participants experiences throughout the research process
 


Observation:
The participants will be observed in both a choir setting and in their individual lessons where I will use a spectrograph to measure the level of resonance produced by the voice.  I will take the measurements from 2 choir sessions and 2 individual lessons, which will be recorded and analysed.
The observations will be carried out at the beginning and the end of the project. With the focus group sessions and interviews carried out between these and a final interview at the end of the research project. 

Focus Group:  
I will organise informal group discussions with my participants, encouraging interaction, where I will  play an active, collaborative part in the research process.  The focus group discussions will add an extra dimension to the research, with the intention that the interaction between inquirer and participants will trigger experiences, feelings and views that might not have been captured by other means.  Using the evolution of iterative cycles to refine my research.  
These discussions will be audio/video recorded and transcribed.


One to one semi structured interview:
The participants will be interviewed with a list of questions, with the allowance of flexibility in the responses and discussions raised by me.  The sessions will be audio/video recorded and transcribed.

(this box should expand as you type)




	10
	Location of research activity
Identify all locations where research activity will take place.

	11
	The research will be conducted, in person, at my place of work, Da Capo Music Foundation, at my participants choirs, online over zoom, via email

(this box should expand as you type)

	12
	Research activity outside of the UK
If research activity will take place overseas, you are responsible for ensuring that local ethical considerations are complied with and that the relevant permissions are sought. Specify any local guidelines (e.g. from local professional associations/learned societies/universities) that exist and whether these involve any ethical stipulations beyond those usual in the UK (provide details of any licenses or permissions required). Also specify whether there are any specific ethical issues raised by the local context in which the research activity is taking place, for example, particular cultural and/or legal sensitivities or vulnerabilities of participants.

	13
	
N/A

(this box should expand as you type)



	14
	Use of documentation not in the public domain: Are any documents NOT publicly available?   

	NO
	☒

	
	
	YES
	☐

	15
	If Yes, please provide details here of how you will gain access to specific documentation that is not in the public domain and that this is in accordance with prevailing data protection law of the country in question and England and Wales.



(this box should expand as you type)



SECTION F: Scope of Research Activity
	1
	Will the research activity include:
	
YES
	
NO

	2
	Use of a questionnaire or similar research instrument?
	☒
	☐

	3
	Use of interviews?
	☒
	☐

	4
	Use of diaries?
	☐
	☒

	5
	Participant observation with their knowledge?
	☒
	☐

	6
	Participant observation without their knowledge?
	☐
	☒

	7
	Use of video or audio recording?
	☒
	☐

	8
	Access to personal or confidential information without the participants’ specific consent?
	☐
	☒

	9
	Administration of any questions, test stimuli, presentation that may be experienced as physically, mentally or emotionally harmful / offensive?
	☐
	☒

	10
	Performance of any acts which may cause embarrassment or affect self-esteem?
	☐
	☒

	11
	Investigation of participants involved in illegal activities?
	☐
	☒

	12
	Use of procedures that involve deception?
	☐
	☒

	13
	Administration of any substance, agent or placebo?
	☐
	☒

	14
	Working with live vertebrate animals?
	☐
	☒

	15
	Other primary data collection methods, please explain in this box
For example, ‘focus groups’. Please indicate the type of data collection method(s) in this box and tick the accompany box.
	☒
	☐

	16
	Details of any other primary data collection method:
I will be using a focus group


(this box should expand as you type)
	
	


If NO to every question, then the research activity is (ethically) low risk and may be exempt from some of the following sections (please refer to Guidance Notes).

If YES to any question, then no research activity should be undertaken until full ethical approval has been obtained. 

SECTION G: Intended Participants
	1
	Who are the intended participants:
	
YES
	
NO

	2
	Students or staff at the University?
	☐
	☒

	3
	Adults (over the age of 18 and competent to give consent)?
	☒
	☐

	4
	Vulnerable adults?
	☐
	☒

	5
	Children and Young People under the age of 18? (Consent from Parent, Carer or Guardian will be required)
	☐
	☒

	6
	Prisoners?
	☐
	☒

	7
	Young offenders?
	☐
	☒

	8
	Those who could be considered to have a particularly dependent relationship with the investigator or a gatekeeper?
	☐
	☒

	9
	People engaged in illegal activities?
	☐
	☒

	10
	Others (please identify specifically any group who may be unable to give consent) please indicate here and tick the appropriate box.

	☐
	☒

	11
	Other – please indicate here:

(this box should expand as you type)
	
	



	12
	Participant numbers and source
Provide an estimate of the expected number of participants. How will you identify participants and how will they be recruited? 

	13
	How many participants are expected?

	I expect to use a maximum of 5 participants

(this box should expand as you type)

	14
	Who will the participants be?

	
The participants are all my singing students

(this box should expand as you type)

	15
	How will you identify the participants?
	I will identify the participants as being experienced, proficient amateur sight singers in small choirs

I will identify the participants as having had singing lessons with me for a number of years


(this box should expand as you type)





	16
	Information for participants:
	
YES
	NO
	
N/A

	17
	Will you describe the main research procedures to participants in advance, so that they are informed about what to expect?
	☒
	☐
	☐

	18
	Will you tell participants that their participation is voluntary?
	☒
	☐
	☐

	19
	Will you obtain written consent for participation?
	☒
	☐
	☐

	20
	Will you explain to participants that refusal to participate in the research will not affect their treatment or education (if relevant)?
	☒
	☐
	☐

	21
	If the research is observational, will you ask participants for their consent to being observed?
	☒
	☐
	☐

	22
	Will you tell participants that they may withdraw from the research at any time and for any reason?
	☒
	☐
	☐

	23
	With questionnaires, will you give participants the option of omitting questions they do not want to answer?
	☒
	☐
	☐

	24
	Will you tell participants that their data will be treated with full confidentiality and that, if published, it will not be identifiable as theirs?
	☒
	☐
	☐

	25
	Will you debrief participants at the end of their participation, in a way appropriate to the type of research undertaken?
	☒
	☐
	☐

	26
	If NO to any of above questions, please give an explanation 

	27
	

(this box should expand as you type)



	28
	Information for participants:
	
YES
	NO
	
N/A

	29
	Will participants be paid?
	☐
	☒
	☐

	30
	Is specialist electrical or other equipment to be used with participants?
	☒
	☐
	☐

	31
	Are there any financial or other interests to the investigator or University arising from this study?
	☐
	☒
	☐

	32
	Will the research activity involve deliberately misleading participants in any way, or the partial or full concealment of the specific study aims?
	☐
	☐
	☐

	33
	If YES to any question, please provide full details 

	34
	
I will be using an external microphone on my laptop or i-phone to record the focus group and interviews.  I will be using electro-spectrographic analysis through a programme called Voce Vista.



(this box should expand as you type)



SECTION H: Anticipated Risks
	1
	
Outline any anticipated risks that may adversely affect any of the participants, the researchers and/or the University, and the steps that will be taken to address them. 

If you have completed a full risk assessment (for example as required by a laboratory, or external research collaborator) you may append that to this form.  

	2
	Full risk assessment completed and appended? 

	Yes 
	☐

	
	
	No
	☒

	3
	Risks to participants
For example: emotional distress, financial disclosure, physical harm, transfer of personal data, sensitive organisational information

	4
	Risk to Participant:
There will be risk to my participants as I will be conducting interviews and recording the focus group.  Some information and personal data may be disclosed.
(this box should expand as you type)
	How will you mitigate the Risk to Participant
I will mitigate the risk to my participants by ensuring that they remain anonymous by using codes and all the information will be kept secure in my lap top with pass words that I have the only access to.


(this box should expand as you type)

	5
	If research activity may include sensitive, embarrassing or upsetting topics (e.g. sexual activity, drug use) or issues likely to disclose information requiring further action (e.g. criminal activity), give details of the procedures to deal with these issues, including any support/advice (e.g. helpline numbers) to be offered to participants. Note that where applicable, consent procedures should make it clear that if something potentially or actually illegal is discovered in the course of a project, it may need to be disclosed to the proper authorities

	
	
N/A

(this box should expand as you type)

	6
	Risks to investigator
For example: personal safety, physical harm, emotional distress, risk of accusation of harm/impropriety, conflict of interest

	
	Risk to Investigator:
The risk to me may be of an emotional nature.


(this box should expand as you type)
	How will you mitigate the Risk to Investigator:
I will mitigate the risk by ensuring that I have the support I need and will seek it out if necessary.


(this box should expand as you type)

	7
	University/institutional risks
For example: adverse publicity, financial loss, data protection

	
	Risk to University:
The risk to the University will be of data protection


(this box should expand as you type)
	How will you mitigate the Risk to University:
I will ensure that all information is recorded, and is coded to ensure anonymity on my laptop, with pass word protection that only I know, and that once the research project is ended all data will be destroyed.


(this box should expand as you type)



	8
	Disclosure and Barring Service

	9
	If the research activity involves children or vulnerable adults, a Disclosure and Barring Service (DBS) certificate must be obtained before any contact with such participants.
	YES

	NO

	N/A


	10
	Does your research require you to hold a current DBS Certificate?
	☐
	☒
	☐



SECTION I: Feedback, Consent and Confidentiality
	1
	Feedback
What de-briefing and feedback will be provided to participants, how will this be done and when? 

	
	I will make sure that the final report will be provided to my participants and will be available to give an over view of my report.  I will ensure that my email address is accessible for my participants if there is a need for them to communicate with me for further details or results.


(this box should expand as you type)

	2
	Informed consent
Describe the arrangements to inform potential participants, before providing consent, of what is involved in participating. Describe the arrangements for participants to provide full consent before data collection begins. If gaining consent in this way is inappropriate, explain how consent will be obtained and recorded in accordance with prevailing data protection legislation.

	
	I will obtain written consent from my participants, in the form of a letter (which they will sign) outlining the use of their time, involvement and what information I am looking for via email.



(this box should expand as you type)

	3
	Confidentiality / Anonymity
Set out how anonymity of participants and confidentiality will be ensured in any outputs. If anonymity is not being offered, explain why this is the case. 

	
	I will make sure that the anonymity and confidentiality of my participants is kept in a coded form for each of the singers on my lap top with pass word protection that only I know.   I will not name them or the music school from which they are associated.



(this box should expand as you type)



SECTION J: Data Protection and Storage
In completing this section refer to the University’s Research Data Management Policy and the extensive resources on the University’s Research Data Management web pages (http://uwtsd.ac.uk/library/research-data-management/).
	1
	Does the research activity involve personal data (as defined by the General Data Protection Regulation 2016 “GDPR” and the Data Protection Act 2018 “DPA”)?
	YES
	NO

	
	“Personal data” means any information relating to an identified or identifiable natural person (‘data subject’). An identifiable natural person is one who can be identified, directly or indirectly, in particular by reference to an identifier such as a name, an identification number, location data, an online identifier or to one or more factors specific to the physical, physiological, genetic, mental, economic, cultural or social identity of that natural person.
	x
	☐

	2
	If YES, provide a description of the data and explain why this data needs to be collected:

	
	The research will include personal data, personal email addresses, audio and video recording data from the study group as well as from the electro spectrograph analysis from the participants and the signed consent forms.

(this box should expand as you type)

	3
	Does it involve special category data (as defined by the GDPR)?
	YES
	NO

	
	“Special category data” means sensitive personal data consisting of information as to the data subjects’ –
(a) racial or ethnic origin,
(b) political opinions,
(c ) religious beliefs or other beliefs of a similar nature,
(d) membership of a trade union (within the meaning of the Trade Union and Labour Relations (Consolidation) Act 1992),
(e) physical or mental health or condition,
(f) sexual life,
(g) genetics,
(h) biometric data (as used for ID purposes),
	
☐
	
x

	4
	If YES, provide a description of the special category data and explain why this data needs to be collected:

	
	

(this box should expand as you type)



	5
	
Will the research activity involve storing personal data and/or special category data on one of the following:
	YES
	NO

	6
	Manual files (i.e. in paper form)?
	☒
	☐

	7
	University computers?
	☐
	☒

	8
	Private company computers?
	☐
	☒

	9
	Home or other personal computers?
	☒
	☐

	10
	Laptop computers/ CDs/ Portable disk-drives/ memory sticks?
	☒
	☐

	11
	“Cloud” storage or websites?
	☒
	☐

	12
	Other – specify:

	☐
	☐

	13
	For all stored data, explain the measures in place to ensure the security of the data collected, data confidentiality, including details of password protection, encryption, anonymisation and pseudonymisation:

	
	

All data will be kept in password protected cloud storage on the company’s Office 365 system which will not be shared. Audio/visual data will be transcribed and would be shown to participants to
check accuracy of reporting. Any USB sticks used to store or transfer data will be password protected. All participants will be given a unique identifier to ensure confidentiality and this list will be kept securely in the password protected folder. 


(this box should expand as you type)

	14
	All Data Storage

	15
	Will the research activity involve any of the following activities:
	YES
	NO

	16
	Electronic transfer of data in any form?
	☒
	☐

	17
	Sharing of data with others at the University?
	☐
	☒

	18
	Sharing of data with other organisations?
	☐
	☒

	19
	Export of data outside the European Union or importing of data from outside the UK?
	☐
	☒

	20
	Use of personal addresses, postcodes, faxes, emails or telephone numbers?
	☒
	☐

	21
	Publication of data that might allow identification of individuals?
	☐
	☒

	22
	Use of data management system?
	☐
	☒

	23
	Data archiving?
	☐
	☒

	24
	If YES to any question, please provide full details, explaining how this will be conducted in accordance with the GDPR and DPA (and/or any international equivalent):

	
	
All data will be encrypted and kept in password protected cloud storage on the Company’s Office 365 system which will not be shared. Any USB sticks used to store or transfer data will be password protected. All data transfers will be encrypted and password protected.  All participants will be given a unique identifier to ensure confidentiality and this list will be kept securely in the password protected folder. The data will be stored until the completion of the project and then deleted. In accordance with the DPA2018, participants will have the right to ask to see what data is held relating to them, and this data will be deleted immediately if the participant requests this, in which case the data will not be used in the project.


(this box should expand as you type)

	25
	List all who will have access to the data generated by the research activity:

	
	Normally the principal researcher, 


(this box should expand as you type)

	26
	List who will have control of, and act as custodian(s) for, data generated by the research activity:

	
	Usually the principal researcher.


(this box should expand as you type)

	27
	Give details of data storage arrangements, including security measures in place to protect the data, where data will be stored, how long for, and in what form. Will data be archived – if so how and if not why not.  

	
	All data will be encrypted and kept in password protected cloud storage on the Company’s Office 365 system which will not be shared. Any USB sticks used to store or transfer data will be password protected, and will be reformatted at the end of the project in order to destroy the data. The data will be stored until the completion of the project and then deleted. 

(this box should expand as you type)

	28
	Please indicate if your data will be stored in the UWTSD Research Data Repository (see https://researchdata.uwtsd.ac.uk/ ).   If so please explain. (Most relevant to academic staff) 

	
	

N/A
(this box should expand as you type)

	29
	Confirm that you have read the UWTSD guidance on data management (see https://www.uwtsd.ac.uk/library/research-data-management/)

	YES
	☒

	
	
	NO
	☐

	30
	Confirm that you are aware that you need to keep all data until after your research has completed or the end of your funding
	YES
	☒

	
	
	NO
	☐





SECTION K: Declaration
	31
	The information which I have provided is correct and complete to the best of my knowledge. I have attempted to identify any risks and issues related to the research activity and acknowledge my obligations and the rights of the participants.

In submitting this application I hereby confirm that I undertake to ensure that the above named research activity will meet the University’s Research Ethics and Integrity Code of Practice which is published on the website: https://www.uwtsd.ac.uk/research/research-ethics/ 

	
	Signature of applicant:
	
	Date: 16/02/23




For STUDENT Submissions:
	32
	Director of Studies/Supervisor:
	
	Date:

	33
	Signature:
	

	



For STAFF Submissions:
	34
	Academic Director/ Assistant Dean:
	
	Date:

	35
	Signature:
	

	



Checklist: Please complete the checklist below to ensure that you have completed the form according to the guidelines and attached any required documentation:
	☒
	I have read the guidance notes supplied before completing the form.

	☒
	I have completed ALL RELEVANT sections of the form in full.

	☐
	I confirm that the research activity has received approval in principle

	☐
	I have attached a copy of final/interim approval from external organisation (where appropriate)

	☐
	I have attached a full risk assessment (and have NOT completed Section H of this form) (where appropriate)  ONLY TICK IF YOU HAVE ATTACHED A FULL RISK ASSESSMENT

	☒
	I understand that it is my responsibility to ensure that the above named research activity will meet the University’s Research Ethics and Integrity Code of Practice.

	☒
	I understand that before commencing data collection all documents aimed at respondents (including information sheets, consent forms, questionnaires, interview schedules etc.) must be confirmed by the DoS/Supervisor, module tutor or Academic Director.

	☒

	I have deleted the guidance notes before submitting the PG2 for consideration



	RESEARCH STUDENTS AND STAFF ONLY
All communications relating to this application during its processing must be in writing and emailed to pgresearch@uwtsd.ac.uk , with the title ‘Ethical Approval’ followed by your name.
You will be informed of the outcome of your claim by email; therefore it is important that you check your University and personal email accounts regularly.

	STUDENTS ON UNDERGRADUATE OR TAUGHT MASTERS PROGRAMMES should submit  this form (and receive the outcome) via systems explained to you by the supervisor/module leader.



This form is available electronically from the Academic Office web pages: https://www.uwtsd.ac.uk/academic-office/appendices-and-forms/ 


Application Process














Appendix 5 .  One-to-one semi-structured interview questions for participants A, B and C
	1.
	What were your initial feelings about doing this project?

	2.
	How did you feel on the day of the sight-singing test?
· With different apparatus in the class room?
· How did you feel the first time when you had to sight-sing the melody to an ‘u’ vowel?

	3.
	What was your experience like singing it to sol-fa?

	4.
	What was your experience like coming back to the ‘u’ vowel the second time? 

	5.
	What did you think of your tonal quality?




Appendix 6: Focus Group Question Sheet

	1.
	When you are in a choir setting do you think about how you sound, in terms of vocal production?


	2.
	Is sight-singing in Solfa easier than sight-singing when you just have the text and the music?  Have you ever sight-sung to just solfa and stick notation?  


	3.
	How did this help your perceived vocal production or tone? 


	4.
	Did it feel any different in the vocal tract?  


	5.
	Do you notice any physical sensations when you sight-sing compared to when you sing something that you are familiar with?


	6.
	What do you think is missing or not missing when we sight-sing?  In terms of emotions, musicality, musicianship, technique, breathing, artistry


	7.
	How would you apply any new findings from this research project to enhance your sight-singing experiences




[bookmark: _Hlk140744883]Appendix 7. Table showing Focus Group responses for participants A, B and C
	Choir setting – thinking about sound production and vocal technique
	Is Sight-singing easier in sol-fa?

	Upside 
	Downside
	Upside 
	Downside

	Sing better embedded in a section 
	Distracted by other voices
	Much easier 
	Have to work at it

	Blending voices – great pleasure of singing in a choir
	Anxiety, are the notes correct? Processing intervals
	Uses inner hearing
Hear the intervals more easily
	Voice production is not at it’s best

	Support from other singers makes sound production easier
	Sound production more forced in small choirs 
	Visual guide of music intervals very helpful visual guide – important

	Sol-fa alone without music on the stave - tricky

	
	
	It’s quicker to read
	


	I think about blending
	In relation to test – definitely improved voice after the sol-fa

	I think about how I sound
	





	Perceived vocal production or tone after the sol-fa intervention
	Did the vocal tract feel different?
	Notice any physical sensations when sight singing compared to singing something familiar?

	[bookmark: _Hlk140248528]Better tonal colour
	No notion of sensation
	Production is not the same

	Production of tone better
	Not thinking about what was going on
	Depth of voice is not there

	Better sound produced
	
	Feel restricted when learning

	Relaxed
	
	Tension

	Easier to see the shape and form of the melody
	
	

	Better management of breath
	
	

	Breathing Exercises useful to get technique right

	Different from a lesson can focus more on the sound and breathing



	What is missing or not when we sight sing?
Emotion, musicality, musicianship, technique, breathing, artistry
	How would you apply findings from this report to enhance sight singing experience?

	Missing 
	Not missing
	

	Progress can be slow in rehearsal for non-confident sight singers
	Can enjoy the music, singing is better
	Skills to relax

	All those things!
	Confident sight singers can enjoy the performance of the rehearsal
	Skills to concentrate on communication

	Sight singing you have to think about 
	Get more out of singing together
	Skills to be as instinctive a singer as possible

	You’re not in the music
	Important skill to acquire
	Naturally incorporate knowledge in singing

	
	Not on your own, can help each other
	




























Appendix 8:
1-1 Semi structured interview Transcripts Participants A,B and C
 
SPEAKER 1  ME
SPEAKER 2 A 
Transcript 
Speaker 1 
All right, here we go. So I was wondering what your. Your initial feelings were about doing. This whole project. 
Speaker 2 
Well, I was very keen to help you do. Your research I knew the. Research would be. Would be interesting. I worried that that I I'm not very confident about my sightseeing. And was nervous about being able to even read a fairly simple line of music accurately and make a decent sound at the same time. I think those are my feelings beforehand. 
Speaker 1 
Yeah. Yeah and. And even all that reassurance that actually didn't matter about your accuracy or anything, no. Know how it feels when you sight things. Though. Yeah and. 
Speaker 2 
Also cos’ you know you're our. You're my teacher. I wanted to do well for my teacher. 
Speaker 1 
Yeah. Ohh that's really kind. Well, anyway, so so on the. Well, how did you feel on the? Day doing it was it. 
Speaker 2 
I was quite interested to sort of feel myself and realised how much I relied on sol-fa to to to make sense of the of the of the line of music and the intervals between the notes and I found that really helpful. And once we were doing it I was not. Anxious in terms of sound production, I accepted what you said that when I start out, don't you know? Don't worry too much either about accuracy. Or, you know, just sing it. And then see how we go, that's what I did. 
Speaker 1 
So did you feel when when you had to sing it to the ‘u’ s, to the ‘u’ sound that, that we selected. Did you find that was sort of? That that was had sort of like taken away all your crutches like the sol-fa did you feel? 
Speaker 2 
Yeah, I did feel slightly left loose. I mean I I we we sung it with the sol-fa. 

Speaker 1 
Right. 
Speaker 2 
So I had it a little bit in my head. But I I mean obviously the slight problem is sort of anxiety in that situation, you know, I. 
Speaker 1 
No, absolutely, exactly. 
Speaker 2 
Just doing it in a lesson I. Would have been more at ease. 
Speaker 1 
Yeah, exactly, exactly. 
Speaker 2 
But yeah, no, I did feel once. I'm doing the ‘u’s I've got to then remember what I what I could hear in my head and and didn't feel so able to look at the dots on the paper and just know what. The interval was. 
Speaker 1 
Yeah, it's, it's difficult, isn't it? And we've, we've been learning sol-fa So for so long those associations intervals are really they just they just stick, don't they. It's quite it's quite amazing. 
Speaker 2 
There to some extent, yeah, yeah. 
Speaker 1 
So we did, we did, we did six goes with with it. Did you think at the end of it at the end of the sixth? I don't know. You can remember that that far back, but did you think that you were singing more accurately and more? Sort of confidently, confidently, and therefore you were letting your the sound out and the resonance flow did you feel? 
Speaker 2 
Definitely. As we went along. I mean, certainly the first time where I was sort. Of baby steps kind of trying to think whether this could be right and whether and I I. Obviously wasn't thinking at all about how I was producing the sound. Yeah, and and by the time I sort of felt a bit more comfortable with the line. I think beginning to make a better sound. 
Speaker 1 
Well, I noticed when I looked at the screen what it looked like. So when we when we went back to sing it to the ‘u’ vowel to to do that, yeah, compare and contrast thing I did notice. There was a difference in the vocal. Pick up whatever it was picking up. So did you feel better? The second time you. 
Speaker 2 
Yes, yes
Speaker 1
Definitely knew, I mean. 
Speaker 2 
Although, I mean, unfortunately sort of troubled by. I know that I sort of had a slight difficulty with the final couple of notes and I. You know I that annoying. But so I didn't I. No, I have to confess. At no point did I feel lovely. I know this line. I really concentrate on singing now. Sorry that I would have liked to have been able. To do that. 
Speaker 1 
Anyway, it well it was it was it. Well, it proved it did something. So it showed that there were some, some definite change in the way you where you produced the sound and the way you approached it. And and I've got just like. What did I? I think we've got. I think you've actually answered everything that I. Wanted to say ask you about it. When you sing in a in a in a different in. A choir setting. Do you and I know that there are other people around? You do you have that same feeling of. Am I gonna produce this sound correctly or am I going to is it going to sound nice? 
Speaker 2  
I think Definitely the how I produce the sound. It When I'm in the choir has to take in place to getting the notes right because that's the priority. Sing with all of other people. But I am. I mean, I don't know if there's anything to do with your research, but I do now having had our lessons. I now feel, for example, I was at choir yesterday and. I kind of knew the line. 
Speaker 
I knew the. 
Speaker 2 
Little bit and then I can start to think about producing the sound. And I was really pleased with yesterday and in fact there were sort of compliments for my section and I I kind of feel that's partly because I know that I can. 
Speaker 1 
Ohh well done. 
Speaker 2 
Use a nice sound full sound. 
Speaker 1 
Yes, you definitely can. You've got a lovely voice. You have a lovely voice and it's really growing and opening up. It's really it's really good. It's really good. Something's clicked in there. So I think you should be feel you should feel you should feel like. Yeah, I think that's it. You know, Nancy is. There anything else you want to say? 
Speaker 2 
No, I'm just thinking about all the time we spend thinking about using the breath to make sound and how that worked that day and so on and I think. I I mean I well, I think that's something that I can't really do inquire in a choir. I'm I'm endlessly sort of scrambling for breath and I never can relax enough to properly sort of just feel that I've got enough breath for. It whereas that line that we did. I think by the end, but that that's a comparison between the beginning and the end is at the beginning. Even the breath you couldn't quite take a proper breath doing with it. 
Speaker 1 
No, because there's lots of other things going exactly, yeah. 
Speaker 2 
By the end, I thought of felt. That was a bit better. 
Speaker 1 
Yeah, yeah, yeah. Well, thank you very much. Look, your day is you can go go back. 
Speaker 
OK. 
Speaker 1 
To wherever you were. 
Speaker 2 
Go back to work and we need. To do another one right?. 
Speaker 1 
Let me just let me just press stop recording.

Audio file 
 
SPEAKER 2 ME
SPEAKER 1 B 

Transcript 
Speaker 2 
OK, so anyway, so like once again, thank you very much for for agreeing to do this interview and also the research project with me. It was it was it's I'm very grateful. And so I've got a couple of questions. Which we we can. I'll I'll ask you and UM, so my first question is what were your initial feelings about doing the research project when I first muted it? 
Speaker 1 
Yes, I I was interested in the idea of. What you are trying to show? I think in that the. The fact that. You sing something. What are you trying to do with the thing that you're singing? And whether it's important that your sight reading is good or or not. You know what you're trying to communicate. If, if, as if as a singer or. Your purpose of singing is to communicate something. How is that affected? By your ability to sight read how important is sight reading.  And how that Influences how you produce, how you actually communicate. I was interested in how how you would develop that idea, how you how you. Would because I I think you're more interested. About the technique of singing. Rather than  What I'm trying to do which is to communicate I suppose. 
Speaker 2 
So the technique and the communication I. We I'd sort of. Like the hope is to sort of marry those two together so that they become one. So you almost embody the music and that's that's the that's the ultimate goal really. In in my in my in my. In my journey to find the best sightseeing method to to, to to do that so. 
Speaker 1 
Is is I? I was thinking that you if you go to an audition with a choir. I I've never done an audition. I've always done an audition with choirs. Yeah, but they do ask you to sightseeing and I've never really understood why that's important. 
Speaker 2 
So you we don't know whether it's. To see whether they you are accurate, accurate with the notes. Or whether you can or or what their what their other objective. Is is whether to see. If you're good at being musical. 
Speaker 1 
Right. 
Speaker 2 
Or do you think this all? 
Speaker 1 
You can do that by singing a. Song, you know and. And if you're not good at sight singing, you still can learn the music. You can still. 
Speaker 2 
Yes, that's right. That is true. That is true. 
Speaker 1 
Look at it. 
Speaker 2 
So I'm not sure what that is, is whether they're just trying to see. If you have a musical skill. 
Speaker 1 
Yeah, I suppose it requires it's cutting down the amount of time. That you do note bashing in rehearsals. 
Speaker 2 
That's right, yeah. 
Speaker 1 
That that certainly in in our choir we make it very plain to people that they have to work in. Between between rehearsals. 
Speaker 2 
Yeah, that makes sense. So you come to the next rehearsal with more, more knowledge of it. 
Speaker 1 
That much better, yeah, yes. 
Speaker 2 
That's right. That's right. And when you and when you turned up. On the day. How did it? What did so? How did you feel on? You know, when you came into the room and you saw the apparatus there? How did that make you feel, did you think? Is because it was. It's not something that's been in the in the in the classroom before, so was was that that was that unusual for you or did you just take it in your stride? 
Speaker 1 
I took it in my stride in that. It was challenging in that I was thinking, Oh my God, how how good is my sight reading? I'm going to make the mess of this, but actually actually singing didn't bother me. I mean the the the machine didn't bother me at all. 
Speaker 2 
OK. Well, that's that's really good. And on the day when you when? You came to do it. Did you did? You were you worried or were you? Did you have any sort of thoughts about how it was going to go? 
Speaker 1 
Yes, I I had some tension as I. Say about was I going to make a mess of this that, that, that. No, I I think I was intrigued more than more than anxious I. Was interested in how it worked out, yeah. 
Speaker 2 
OK, that's really good. I see OK dokey. Okey dokey and. So you're seeing the piece of music for the first time and singing that to, oh, how did that feel? Did that feel how did so? Did that feel like you were in a similar kind of setting when you were in a choir, or did it? Was it sort of. Quite different because it was. You know, the first time we sang it. So that's the first time you've seen the music and you just had. There were no words. It was just to your vowel, just to the u vowels. What did you think about that? 
Speaker 1 
In terms of different experience. I did feel, yes I I think my my normal experience is that I have some support in that there are other voices. There's a piano, there's some, somebody else. Somebody else providing the structure, as it were. Because that was completely isolated. I didn't have a context. 
Speaker 2 
And so after that. Obviously I played the first note for you so you knew what last. 
Speaker 1 
Yes, yes, I need a starting note. 
Speaker 2 
Yeah, you definitely knew the starting note. 
Speaker 1 
Yes, yes, yes. 
Speaker 2 
Yeah, that was definitely given. 
Speaker 1 
Yet and by no means perfect. 
Speaker 2 
I should I should I? Should I should mention that I should mention that. But yes, so then we did several, several we did 6. In so far went through it again in sol-fa. And what did you think? That that did for you. How did that help in your musicality and how you how you approached the singing? 
Speaker 1 
Sol-fa helps enormously. I mean that's the only way I do it. 
Speaker 2 
Right. Yeah, yeah, yeah, it's amazing. 
Speaker 1 
That's actually that's not. That's not totally true. It's not the only music. I was thinking the other day. I don't know what I'd do without everything being available on my phone. So if I'm learning you, I would. 
Speaker 2 
Isn't that scary? That's so scary, isn't it? 
Speaker 1 
Always go and listen to, yeah. 
Speaker 2 
Oh, my God. How easy it is we spend years of not having this technology and then suddenly. Then suddenly, you you're supremely dependent on it. 
Speaker 1 
This thing you just listened to it the whole time, and different versions of it. 
Speaker 2 
Yes. Yeah, yeah, absolutely. 
Speaker 1 
So, so maybe it's maybe it's de-skilling of it, but I don't know how how people managed. 
Speaker 2 
Before well, you just learn the music. 
Speaker 1 
Just learnt the music. I've always been amazed. Yeah, the, the the Welsh. And male chorus people, the the Welsh chapel people, they're. I've seen  their hymnbooks their old hymnbooks where they're just in sol-fa. There's no music notation. 
Speaker 2 
So stick notation. 
Speaker 
They're just the birds and. 
Speaker 1 
There's no music notation at all. They're just the words and the sol-fa. And they would sing like that. 
Speaker 2 
That's that is quite amazing so. No indication of rhythm. 
Speaker 1 
I'm trying to think yes, the I think there were. I've only seen it once. I think I think yes, I think the stick the stick. OK. And the Sol-fa? 
Speaker 
OK. 
Speaker 1 
And the words. 
Speaker 2 
That's that's that's. Well, actually, you know, stick notation is is an is is pretty, pretty amazing. I've got a student who. Who struggles to sing in tune and she has pitch recognition issues, but. I've given her two pieces in stick notation in sol-fa and she is more in tune and more accurate. Singing that way than any other way. So even orally, even just having. Gone through it. Without any of that, that stuff she gets, she cannot reproduce it, but she can reproduce the stick notation with sol-fa. 
Speaker 1 
Yeah, that that is surprising. It, isn't it? Yeah, but it's yes, but I I find sol-fa incredibly useful. And and in in kind of. 
Speaker 2 
So what did that do to you when you were singing the song, or how did you feel? The difference between singing it minus sol-fa and then with the sol-fa. What experience did you have? 
Speaker 1 
Oh, I just felt that it was more accurate than I I was safer, as it were, recognizing, recognizing the, I mean, it was a very simple tune with with very straight intervals, so it was it wasn't difficult and and and just having that that background in sol-fa is also OK. 
Speaker 2 
You are safer. 
Speaker 1 
Like I could I could read the. Tune and then. Like I could do something with it and the, you know, as as the. I forget now, but the. It rose to a longer note and. 
Speaker 2 
Yes, it did. Yeah. 
Speaker 1 
It expanded and that. 
Speaker 2 
I made it quite vocal so that there was this sort of like phrase that ascended. You had this feeling of going up and then coming down. 
Speaker 1 
Right. 
Speaker 1 
And having having the support of the sol-fa and then getting the notes in my head. To make it more, yeah, yeah. 
Speaker 2 
Yeah, yeah, yeah. And so then when we went back? After after the after the sixth time back to the OO. What was your thinking about it now? Because obviously I obviously I appreciate that you had sung it. It was completely unseen before. And then you've had six goes of seeing it singing in sofa and then this is your 8th go of singing the same tune. So you are more familiar with it. I'm just I guess. 
Speaker 
Yes, yeah, yeah. 
Speaker 2 
There is definitely a journey that's happened. It's not a different tune, but so. So the ultimate experience of singing that it was obviously different. So how different was it from the beginning from the first time you've seen it? 
Speaker 1 
I would hope. That it was more confident, more in tune and and and yes, more musical that it was. I was beginning to communicate it. It was yeah. 
Speaker 2 
So that's that. That's the that's that's the that's the feeling. I can't find another word for the word feeling, but that's the kind of. What your experience was you felt much more confident with it because you. Knew what you. Were doing and you think and the sol fa definitely was part of the experience to help that progression. 
Speaker 1 
Yes, yes, very definitely, yes, yeah. 
Speaker 2 
OK. Well, that's really that's really, really, really, really interesting. And there's like one more. 
Speaker 1 
This is this is. That for for Da Capo, isn't it? 
Speaker 2 
It is really weren't mentioned it happened. 
Speaker 1 
You can edit that one out. 
Speaker 2 
Ohh God, where is where are my questions. God. Yeah, OK. So yeah, so did you think your, what did you think about your tone? Did that change? Do you think your tonal quality changed? 
Speaker 1 
Oh, that’s an interesting question. Yes probably, It's just because I was more confident with it as as you get to know it, yeah, that probably there was more depth to my voice. 
Speaker 2 
And I think I think that it is. That is it really, because I've got some other questions which will come in with the. When we do our let me just delete, let me. Just stop recording. There we go. That's very. Kind. Thank you very much.
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Transcript 
Speaker 1 
So you know. OK. OK. So yeah, so like I said before, thank you very much for doing this and. So my first question, if you can remember all that way back was what were your initial feelings about? Taking part in this project, when I first approached you. 
Speaker 1
I wasn't sure what it was about, but I'm I'm always. You know I'm. I'm always ready to experiment new things so. I'm not afraid of experimenting new things, so I just went for it. I just said yes, you know, because obviously I was curious to see what what that was basically. 
Speaker 1 
And did we, did you have any, did you have any sort of concerns about about the topic? Because it was about sight singing or. 
Speaker 2 
No I’m not the sight music sight reader, however. I did not have any concerns no. 
Speaker 1 
Oh, that's really good. So was that. Was that to do with just just how you are or was that anything to do with me helping to? 
Speaker 2 
Think that it's part. How I am? I'm always open and social. I don't mind. Also, because the way you explained it, it made me feel. Comfortable and at ease because obviously you explained in detail, you know what, what that was about. So yeah, I just went into the unknown knowing that, you know, I might have been a disaster. 
Speaker 1 
Well it, I mean, like I said before, it's not wasn't really about accuracy. That's not what I was judging the whole thing on. It was to do with how. You produced the sound. So, so you know, but I understand that, you know, sight singing it's there's a feeling of I've got to get things right rather than anything else. Uhm, so on the day when it when? When the day came and it was the day for your for the recording. And uh, you saw the piece of music? For the first time. What did you what did you think? 
Speaker 2 
Thought that you were brave, that you wrote it and UM, you know, because I'm not. As I said, I'm not a music reader. I just was waiting for your instructions basically to. 
Speaker 1 
OK. And I remember actually I was, I I sort of gave you some sort of guidance with with the notes like showing you that when it goes up, that's what your your voice is basically following the notes. 
Speaker 2 
You go to restaurants. 
Speaker 1 
The notes and singing on the ‘u’ sound. Obviously, that didn't did that. Did that bother You or did you? We chose the ‘u’ vowel as as the as the vowel of choice. Or did it? Did you have any thoughts about that, that that vowel sound did it? 
Speaker 2 
You know, I just thought that initially it wasn't very good. Because it was like, OK, the first time, you know, experimenting something. But then we went through the sol-fa I remember. And then it was more apparent how to use the. Sound, isn't it, like you said, you do it without knowing and then you.  
Speaker 2 
Sort of understand and change the sound according to. You know, after you've practicing with so sol-fa, then you you you sort of sing it in a different way, isn't it? 
Speaker 1 
OK, that's interesting. That's really interesting. So when you sang it. Let me let me let me let me. After we did the the the initial, UM, uh singing of the that melody. And then we went to the sol-fa. When you when you had the sol-fa how did you feel because you're quite new to sol-fa yourself. How did you feel? when did you feel? Did you feel like you had? Like some kind of relationship you could you had somehow the result are gave you some some relationship with the notes are you are you there yet with that sol-fa training or is it still so new to you? That it's just. 
Speaker 2 
I think I still need some training on that. The only thing I can recognize is that the what you call here, the sol-fa is something that I have been. I was learning when I used to go to school, you know, in the very I mean, I was like a young teenage and when we used to do music. 
Speaker 1 
All right. OK. 
Speaker 2 
It was on the do, re, me, fa, sol, kind of scale, you know? And we did have a music teacher, actually, who played the piano, and I was part of the church choir every Sunday. 
Speaker 1 
OK. 
Speaker 2 
With the the teacher because the teacher chose a number of people. Obviously a number of students to form the the the choir in the church and and he used to sing make us sing every Sunday. 
Speaker 1 
And you were one of them. 
Speaker 2 
So yes, I was one of them until I decided that I didn't like churches. 
Speaker 1 
So you have had some experience with sol-fa? 
Speaker 2 
I mean, I've I've learned, as I said, you know, I I forgot about it, but. When I was a teenage, not very much. But we did have music lessons with the pentagram(musical stave), with the lines and the notes and. The clefs and and those kind of things. So I vaguely remember right. I think these kind of lessons. So it wasn't completely new, it's not completely new new, but I have never read music though it's always been like. Hearing it and learning it by heart, you know. 
Speaker 1 
OK, so when you if you, I don't know if you can remember when you sang in sol-fa when you were a teenager, did you were you singing with the notes as well and the sofa written underneath or were you just sing? So far, and with no no notes, do you remember? 
Speaker 2 
We're just singing with no notes. 
Speaker 1 
OK. OK. And was that were you, was that just all you did that aurally? You just you, you heard it and then repeated it back or were? You looking at anything? 
Speaker 2 
It was, yes, yeah. 
Speaker 1 
So it was not. You weren't actually looking at anything and reading. You were just singing from from. 
Speaker 2 
No, no, no. 
Speaker 1 
What was being OK? So seeing seeing notes on a page and see and and and seeing the relationship between in the sol-fa, that's a, that's a, that's a big learning curve for you, isn't it? Seeing those notes and what their their relationships are. So, when you sang, when he sang through the. What sort of? What sort of feelings did you get? From them, were you? What kind of? Were how confident were you when you sang it with the sofa with the melody? 
Speaker 2 
That I changed it, changed the tune that I was singing at the on the ‘u’ sound. Know because you. You also say that it completely changed the way that the sound came out, yeah. The only thing I would say is that I don't remember that anymore. If I had to repeat it now because. 
Speaker 1 
Right. Yes, yeah. 
Speaker 2 
It is if you do something once. You know, you I I would think it's a a daily practice so and more often you know you have to practice more often basically to sort of become better and knowing. Know how to do? 
Speaker 1 
Practice the sol-fa practice. The sol-fa you mean. 
Speaker 2 
I mean, yeah, I I would. You have to. I did hear myself. The sound was improved from before and after the sol-fa. 
Speaker 1 
OK. So you felt so after after you, after we've done the all those six attempts on the sol-fa, then you went back to the ‘u’ sound, you felt. Have I got this right? You felt then you felt that your voice had improved. 
Speaker 2
Yes, yes
Speaker 1
And I've just got one more question and that was. When you came in and you saw the the all the the microphone and the computer and the laptop did it, did you feel intimidated by that? Sort of equipment in the room because it was different. 
Speaker 2 
I was just a little bit like UM. In a back, but it doesn't intimidate me as, as I said, I'm to. Yeah, to use the microphone and not many times, but I have to do it occasionally. I have to address staff only. Luckily, you know? But yeah, you know, so presentation. And also at times during my exams. I had to give presentations. 
Speaker 1 
Yeah. So a microphone. 
Speaker 2 
To an audience. 
Speaker 1 
But I mean, it was. 
Speaker 2 
When I don't use it regularly, but I I can I have have to use it. And I have to use it on occasions basically. 
Speaker 1 
So the fact that there was a completely different different sort of aspect of your lesson time and the the sort of the the, I suppose the atmosphere in the room was different because of the. It was a it was a recording, yeah. It was more official. 
Speaker 2 
Was more official, was more like. OK, you know what? What is going to come out of this now? Yeah, but I yeah, I can deliver. I mean, yeah, microphones. Yeah, maybe if I was singing with a microphone, that would be a different thing, but yes. 
Speaker 1 
Well, I think that is. About about it. Really, that was that was it. I'm just going to switch. I'm going to stop recording
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Transcript 
Speaker 2 
There we are. It's just not. It's not showing. 
Speaker 1 
Yeah, we've, we've got it. 
Speaker 2 
It's recording now, yeah. OK. Thank you very much. OK. If you have a look at your. If you have a look at the questions, are there any questions there that you want to start off with one of them? Anything that that sort of like jumps? Out to you. 
Speaker 3 
I would why don't we? Why don't we work our? Way through them from them, yes. 
Speaker 2 
So, so when you're in a choir, do you think about how you sound? In terms of of the vocal, your vocal production, what what do you think about? So who's going to go first? 
Speaker 3 
OK. I just shared a meeting like this, so. 
Speaker 2 
You're. You're on it. I've got to try to get that back a bit, but. 
Speaker 
OK. 
Speaker 1 
OK, somebody has to start. Yeah, go on. It actually for me it. Yes, I I do think about how I sound and I do sound different In different settings actually that in. In my own choir. That there's a lot of support in that there are. Other Altos singing, so you know I'm. I'm listening to other people and I'm. I'm kind of cluing into them so the sound production is easier because I'm not concentrating so hard on the music in, in my church choir, I'm the only Alto and I am usually sight reading. And my voice then is actually quite different, partly because I'm singing against five or six Sopranos and two tenors, and so it's a more forced production. 
Speaker 2 
And what do you think about that production? Are you satisfied with it or do you come away thinking? 
Speaker 1 
No, it's it's not how it's not how I normally sing. 
Speaker 2 
You you come away thinking. 
Speaker 1 
I mean I I was sometimes I sometimes go away and sing one of the songs I'm singing with you just to get my voice back into that kind of range. 
Speaker 2 
Oh, that's interesting. Just to get it back into on, yeah. 
Speaker 1 
Into that kind of production, yeah. 
Speaker 2 
Yeah, yeah, yeah, I think. Yeah, I think my experience of singing in choirs is very, you know,  I felt like my voice was sort of masked behind. I was having to sort of like be. You know, homogeneous. I had to sort of like join in with everybody. My voice had to blend in with everybody and it couldn't be an individual. It couldn't actually sing. It couldn't speak. 
Speaker 3 
I mean I agree. You do need to blend with others, but I think that is one of the great pleasures of singing in the choir. And it's a bit like playing in the Chamber group is you're not just blasting away with your instrument or your voice is that you are melding it with other voices around you, so I think that can be a positive. Uhm, I think for me in the choir, one of the distinctions is between. When you say in that question, do you think about how you sound? I definitely do. But I am very conscious that how I think I sound is probably not how I sound, outside my body. Yes, yes. That makes me a bit insecure in the choir because I'm thinking, am I, you know, am  I good enough? I suppose is real. Question is but but I also think there's a difference between in some of your questions you talk about sight singing and others you talk about singing in a choir. I think there's a real distinction between that, because once in a choir, often well, in my choir, often you are needing to sight-sing sight-sing initially. And and I can say that when I'm sight singing there's a sort of anxiety and also sort of processing intervals and so on to try and think about getting it right, particularly as an alto cos’ you so rarely get the tune. 
Speaker 2 
Yeah, you're not exactly. There's no tune going on. 
Speaker 3 
And you're and you are melding it with the with, you know, in the Harmony, which I'll do it. 
Speaker 2 
You're part of the middle bit, yeah. 
Speaker 3 
Yeah, but I think I'm not. I'm really not very good at. But there is a distinction, because in a choir, once you have had several rehearsals and you know the music, I I mean that's my absolute favorite thing is, you know the, you know, the music, you know, you I can sing confidently. I can at the same time meld it with. The other voices and that's a joy. 
Speaker 2 
Yeah, yeah, yeah, I said C , you've . 
Speaker 4 
Yeah, I think that. 
Speaker 2 
Only just you've just started in. 
Speaker 4 
In in principle, I agree with everything that has been said so far. So I the only thing is that I think I get influenced when I sing in a choir by the people around me in the choir. So if I was standing next to a soprano for instance, I find that I can't… because I sing as an Alto, also in a in a choir I find that I get distracted from the person next to me and I get into that tune, if you want, you know. So that is a downside for me of singing in a choir. So I think I sound better if I am within the Alto so that I'm not next to a soprano next to a tenor or something. So I'm in the middle. But yeah, definitely, you know, that's. But I do I. And also when you sing on your own and singing in a choir the perspective is completely different because you need to meld in with the choir to to make it sound. You know, like a choir, I suppose, but when someone sings on their own then. They experiment different tonalities, different kind of things. Basically you know and see what you can do with your voice. That is that those are my feelings about singing in a choir. 
Speaker 2 
Yeah, I spoke, yeah. 
Speaker 1 
I think the technique changes slightly as well in that I was singing the other week and I had a solo part which was very short, but it was a solo part and I was doing much more voice production and you know, getting it out there than when I’m singing as part of the of the choir, yeah. 
Speaker 2 
Is that because it was the solo that you felt that you could do that and that it was you said your voice was speaking on its own rather than being? 
Speaker 1 
Yeah, yeah, yeah. 
Speaker 2 
Like part of a part of a A, A sort of a big sound. That's that's been, yeah. 
Speaker 1 
So so the technique of producing that technique of producing that sound of of actually making it a a big full sound against the thing against the choir was very different. 
Speaker 2 
So when you're. When you're sight singing in sol-fa, do you find it easier than? Then using text or what's your and and have you ever. Has anyone ever sung to stick notation? Do you know what stick notation is? 
Speaker 1 
Yes. Yeah, yes. 
Speaker 2 
Do you know what stick notation is C? 
Speaker 4 
No to be honest. 
Speaker 2 
The stick notation is is basically you take away all the lines of the stave of- the music and you just have the rhythm with the sol-fa written underneath it. 
Speaker 4 
OK. 
Speaker 2 
And that's another way of sight-singing. Yeah, you have. You haven't experienced that you haven't done that with with, OK. So, so OK, So what about you, B and A? What do you think about singing like that, singing in sol-fa? 
Speaker 1 
Singing in sol-fa is definitely easier than than reading. 
Speaker 3 
Yeah, I agree, definitely. 
Speaker 1 
Yeah, and we've we've done stick notation with Jane and it's it's. Yes, it's like following sol-fa. Once you get the technique. Of it, it's. 
Speaker 3 
Well, I think I find folks. I mean, there are two questions in that. Really is like singing in sol-fa is in the sight singing when you got the text. Of the music, definitely. 
Speaker 1 
Absolutely. Absolutely. Yeah. Yeah. 
Speaker 3 
Way to do it because . 
Speaker 2 
That's because of your training. 
Speaker 3 
[bookmark: _Hlk139198328]Yeah, because you can sort of hear the intervals more easily, but I think um singing with stick notation. Is is is less easy than using sol-fa but looking at a normal stave, so I definitely find the visual aspect of looking at music helpful as well as just the intervals. 
Speaker 2 
OK. 
Speaker 3 
In fact, I probably use it a bit a bit more than than the intervals, so when it's just. Just the sol-fa names. It it's it's. It's I find it tricky sometimes. I mean, it's interesting to do, but I look at the notation. 
Speaker 1 
And we don't, we don't do it as frequently as as sol-fa so. 
Speaker 2 
So having that having that visual  aid of  with this is this is so you're looking at both things you're looking at, you're reading both things. Looking at this, this sort of shape of the melody. 
Speaker 1 
Yeah, absolutely. And and. And visually, music is very important. I'm hopeless at at copying audio if somebody sings something And tells me to sing something back. I found that quite difficult. 
Speaker 2 
And so when you're looking at. The sol-fa are you are. You hearing it in your head? Have you got the your inner ear going. 
Speaker 1 
Yeah, yeah, yes. 
Speaker 4 
Yeah, yeah, yeah. I struggle but it’s a bit easier with the sol-fa. 
Speaker 2 
Yeah, yeah, yeah. So when you're singing in sol-fa, do you feel like you just let your voice go? Just go or you still, you're still negotiating intervals and. 
Speaker 1 
To be honest. 
Speaker 3 
I mean you. You know from well, certainly from seeing me in your little recordings. I can't just think ohh I'll do sol-fa and boom off I go. I can use it, to get to knowing, to properly hearing the melody in my head in advance more quickly, but until I can properly hear the melody in my head in advance and just sing, yeah, I think still. I'm my voice production is not at its best. 
Speaker 2 
Yeah, yeah, yeah. So we all have to hear the melody, don't we? Yeah. Yeah, that's I think that's that's that's that's a. 
Speaker 4 
That that evening. 
Speaker 2 
Yeah, that's a. That's a good, that's a good piont. Actually hearing the melody in the in your head. Definitely. Where are we now? 
Speaker 4 
Is it question 3? 
Speaker 2 
Yeah, yeah, yeah. OK. So yeah, so something we've just sort of we've touched on this just now. So it singing in sol-fa. How does this help you perceive your vocal production or your tone when you're singing in sofa? What do you how do you what do you? How do you feel about your singing? This is a hard question. 
Speaker 4 
I mean, with the experience I had with you when we did the recording, as I told you there, it was much better after I did it with sol-fa. Than the experiment we did before the sol-fa, so definitely improved the production and the tone of the voice, I think. 
Speaker 2 
I noticed in everyone that as soon as you. Could sing the sofa. Suddenly you were. It was OK you were on safe ground here. We know what we're doing. And suddenly something changed. Is your physicality, you know? Everything changed it was much more relaxed because sight-singing is is is a test, it's testing it's. It's quite hard, hard to do and especially with no accompaniment. It was a completely bare thing you had to do, so that is, that was a hard, hard thing. Hard thing to to to to. To do so, I, you know, appreciate that so. Did you think your tonal colour changed? Do you remember anything about that? 
Speaker 1 
It was definitely. Easier to to see where the melody was going to actually give. It shape and. And form once you relaxed into knowing what the tune. Was and having got the sol-fa. Then yes, you could start thinking about other things. 
Speaker 3 
And I think it when you talk about sort of sound production and your vocal tract and so on. In the end it is about. Managing your breath, of course. And I just think your breath when you, when you're sight singing. First of all  you don't think about it or I don't think about breathing at all. I'm not really worrying. I'm not thinking about making a nice sound and thinking about working out what the tune   that, but then once you have. You know, we I had done so had done the sol-fa, worked it out, heard the sound in my head. Then immediately you can start with the breathing and that affects your vocal tract and how the. Sound is produced. 
Speaker 2 
I think you've got. I think you've got it in one there as soon as you can you that you you start using the other bits and pieces that help produce. Produce a good noise, good sound then. Then things change, don't they? And when you, I mean. So, A, you're you're leading very. You've got a lovely segue onto the next one, number four. Does it feel? Different in your vocal tract. So when you're sightseeing. Do you notice anything in your vocal tract? So the vocal tract starts from  your vocal cords. And then it goes all the way up to your lips. So your lips are part of your vocal tract. They are the end. So there's this whole. Like curve like tunnel thing which is like that and it changes shape. Actually when you're when you're producing different vowels and and actually on on Saturday we can we can sort of like. Think you know sort of become aware of what's going on when you're seeing different vowels, you'll feel that you'll, you'll feel things moving it it does, it squeezes and it changes. It's quite interesting. So when you're when you're sight singing, have you know, do you notice anything in there that's happening or are you? So consumed with I've got to get this note and that note. Do, you recognize anything that's going on in there? Do you get any feelings of and discomfort or? 
Speaker 3 
I think I would say you're aware of it being more constricted, really. Yeah, the the tension is you I would say, but I I I'm not. I mean it's not like looking at your arm and working out whether it's the truth. I think that is the feeling. 
Speaker 2 
You know, everything is a. Everything's a feeling in There we can't. 
Speaker 3 
It's just tight when you're anxious. 
Speaker 2 
So that's the anxious the anxiety of sightseeing and getting the notes right. Is part of it. 
Speaker 4 
Yeah, I agree. You don't look at or you know what your vocal tract feels like because you are. Intent to see what you know to to to. Read this this the. The the notes and produce the sound and that you don’t Think too much about you know what you're doing with your vocal tract, basically. 
Speaker 2 
Yeah, yeah, yeah. 
Speaker 4 
I find it when you when you sing in a choir. When we when I have a lesson with you. It's different because we are concentrating on what the sound should be like. So you we do the exercises, you know to. Make sure that your UM. The air in your throat is there, and then you can produce the sound and then you can you're breathing. then some breathing exercises that's different from when you when I find that when I sing in a choir, I don't think. About that at all. 
Speaker 2 
You're not thinking about that. How about you, B? 
Speaker 1 
I I think. I think I feel quite tight and restricted there when I'm trying to learn it. 
Speaker 
Right. 
Speaker 1 
Trying to get it in. So that the the. The production is not the same the the depth of the voice is not there. 
Speaker 2 
No, it's not OK. 
Speaker 1 
As Nancy says, it's it's it's, it's breathing, isn't it? Actually not thinking about that. 
Speaker 2 
Here's the breath. Here's the breath. 
Speaker 1 
And although all the exercises that you give us are are very useful for kind of getting that technique right. So that as soon as you start singing. You're on the breath and. Things like that. 
Speaker 2 
So what we want to do is get a technique which. Helps sort of. Bridge the gap between that sight- singing, seeing if it's possible. If it's possible in the moment. Because the moment is is, is the particular thing, isn't it? 
Speaker 1 
Yes, as soon as you pick. Up a piece of music. 
Speaker 2 
It's that moment suddenly taking that. 
Speaker 1 
Yeah, yeah, yes. 
Speaker 2 
So yeah, it's telling me we've got 7 minutes left so. Before we do the next question, which is 6, what do you think is missing or not missing when we're sightseeing, should we? Should we log? Should I log off and then we log back on again, then we've got. Then we've got half an. 
Speaker 3 
OK, so we all leave. 
Speaker 2 
So we all leave. And then I'll then I'll and. Then use the same link. 
Speaker 3 
OK. 
Speaker 4 
OK, so we are leaving, yes, yeah. 
Speaker 2 
Let's see what happens. Let's see what happens. OK, let's go. 
Speaker 1 
OK. 
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Speaker 1 
OK. 
Speaker 1 
Here we go. 
Speaker1 
OK. 
Speaker 1
Right, let's get this. Let's get this wrapped. Up, shall we? OK. So when when you're sightseeing? Do you think? Do you find that there's? There's something missing in your. The way you're singing, as in how you are with your technique, your musicianship, your musicality, the emotions that that the song’s that the music's about. We talked, we've just touched on your breathing for the the last one, didn't we? Do you think there's something there's something to be said for sight singing? Does it bring something to the performance do you think? 
Speaker 2 
That's an interesting question. I think in terms of is something missing? Well, I think all those things. 
Speaker 1 
Yeah, I wasn't feeding you at all. 
Speaker 2 
No, you, I mean, you know, you're not. You're not in the music. You're just trying to get the notes. And that's the starting point. So I I think all those things are missing, but it's quite an interesting point. What is the? I mean, apart from the obvious, that the only way you can learn a piece is by sight singing it to start with is well, I suppose. Unless you listen to it. Is there anything sort of pleasurable or good for one singing about sight-singin? Others. Any thoughts? 
Speaker 3 
But this is. This is the question I raised in line 1 to one saying, why is it important to be able to sight-sing? 
Speaker 2 
Why is it? It's clearly is important in terms of your own experience of. Singing, isn't it? It couldn't be in a. 
Speaker 3 
Well, you've got. You've got to learn a piece, yes, but you can do that without sight-singing, I suppose. I bash it out on the piano. I listen to it. I listen to a recording. In terms of the technique of singing. Why is it important to be able to sight read HM? 
Speaker 4 
OK, I feel a little bit that is deeper civilized in the sense that. If I sing something by heart because I know it, I think I give it more and and I'm more satisfied with what I do. Whereas  sightseeing is actually. Not, you know you. You need to think about. Sorry, sorry. Goodnight. Oh, goodnight. Goodnight. Say goodnight. 
Speaker 2
Yeah, that's so lovely. 
Speaker 4
Yeah, yeah, sightseeing. I don't know. Am I right if I say that sightseeing is important because you have to acquire the technique of singing. But it you know, it's more. Like singing to a technique. Then passionately, that's what I mean. 
Speaker 2 
I think you you you're you are. I I think it's useful because it in terms of one's musicality musical skills, let's say, because to do it because I think it does make you. Kind of contemplate the music in a very sort of structural way which you might not do once you know the piece and you're singing and you’re breathing And I think that's a good thing to be able to do and. All the rest of it. And interesting to do and it's part of ones a tools as as a, as a singer let's say. But I I mean as you probably can, I think none. Of us, really. Enjoy it very much. It's it's not. Yeah, it's joy when it's not the most joyful part of the experience of singing I would say. 
Speaker 1
And sight singing? Something sightseeing, something you've done. All your life as a from a child, all the way up. To being an adult. Is it some? You know, there's been in your around there all the time there maybe you'll have a different kind of. Relationship with it. 
Speaker 2
For me, I sight singing is a new, relatively new experience. Ohh I have sight read music all my life playing the flute. Sight singing is really different. I mean, I suppose it uses the two things as I can therefore read the notes perfectly happily, and I've always done it. But then producing the right sound to reflect that note is something I've only learned in adult late adulthood, and I I'm really at the beginning of it and actually would really like to do it better. 
Speaker 1 
Yeah, you can see it's. 
Speaker 2 
To learn to do it. 
Speaker 3
I guess it's useful in with choirs in that if if people are competent, sight singers, then you get to. Enjoy the performance at the the rehearsal more and you get more out of out of singing together. So I suppose it is an important skill. To acquire because it does. Increase your enjoyment all the time. 
Speaker 2 
And also means that cause I've thought in my choir singing time of the last say. 15 to 20 years I've sung in two main choirs, one which took lots of singers who couldn't sight sing, and this one where  I'm in currently where you are expected to sight, be able to sight-sing and the. The progress and the speed and the everything is so different. So with the first one, most of every rehearsal, almost to the concert was about getting the notes right. This one look at a piece of music. All of you sing it, doesn't really matter if you get bits wrong, but you're way ahead and able to start the enjoyment much sooner. 
Speaker 3 
OK. Yes, yeah. 
Speaker 1 
Wow, that's interesting. So you feel like your performance, you can your performance level is is you're at a much higher performance level because you're sight-singing? 
Speaker 2 
Because you can, yeah. 
Speaker 3 
Yeah, the enjoyment of it is, yeah. The enjoyment of it is much is much higher. 
Speaker 1 
Right. So OK as opposed to just learning it by rote from a from someone playing a? June for you. I never thought of that actually. I just, I yeah, my experiences have always been it's it's been a bit like holding on. Very tightly to something that was running.  
Away from me. 
Speaker 1 
It was like a white knuckle ride for me. 
Speaker 2
Yeah, well, I suppose doing it in a choir is quite useful because. You know you are, then you, especially when you start out all trying to sight sing a piece, you're helping each. Other as well. 
Speaker 4 
Yes. Yeah, yeah, yeah, yeah. 
Speaker 2 
So you're not just. On your own piece with this piece of music. Between you can do pretty well even if, where as an individual. First of all, you'd be anxious about much more anxious about as an individual as. We were when you gave us that little test and. And just less, you know, takes longer. 
Speaker 1
I think and and more and. You don't generally sight-sing on your own, do you? You're like you're in a group. I mean the the experienced society is always going to be within a group, whether it's like 1 to a part where there's four of you quartet or two to a part, but there's always. You know other people to sing. Unless you're in a. You know a test situation where you're having to sight-sing I don't know. Whatever it is for a job, yes. 
Speaker 3 
Being an audition or something. And then again, because you're not note bashing because you're actually enjoying the music, you're singing even better. It's it's. It's much more. A relaxed experience and and enables you to look and to feel the voice production and all the rest of it. So it’s a useful skill particularly. If if you're. 
Speaker 1 
So what what we want is at the end of this. Hopefully is to have some some kind of. I don't know. Method of singing. Sightseeing that helps you. Enhance your sightseeing experience. That would be quite a good. 
Speaker 3 
Yes, it enables you to relax more and concentrate on. What you're trying to do? What you're trying to communicate? 
Speaker 2 
I mean sort of going on to question seven really about how you apply. What we've been talking about really to. Enhance sight singing. The way for that to happen is for the skills to be as instinctive as possible. That that you teach us so that. So that they can just, they just would naturally be incorporated in our singing even if we were sight singing. So for example, when you know I'm still at the stage of often having to think about, as Monica was saying sort of be on the breath before you start singing and controlling breath and so on. But still having to sort of think about it very consciously. But I but I also do feel actually. And I was singing in a choir last night I did was conscious that quite a lot of the skills that you teach us do just now. Happen naturally, yes. 
Speaker 1 
Yeah, that's really great. That's really great. 
Speaker 4 
Sometimes you don't realize that you are putting in practice. The skills that you learn, UM, you know, because maybe I don't know. You don't pay attention to the fact that you are actually using those skills. In a different setting. 
Speaker 1 
It's sort of it creeps in, doesn't it? It's a very. 
Speaker 4 
I think that once you have acquired this skill once you have learned it you do apply it also unconsciously you know without realizing sometimes that you are actually applying it. Yeah, that's that's my personal experience, not just in singing, but in also also other areas. You know, when I have been training. And that I think, oh, I forgot all about that. I use those skills. They come become part of what I am doing. Without thinking too much about it basically. 
Speaker 1 
Yeah. Yeah, yeah, yeah, yeah. Wow. Well, there we go. I think that is us done. I'm just going to press. Is there anything else anyone's gotta say quickly before I say stop recording? I think we're all done. You've done. Thank you so much guys. 




Appendix 10: Results from Yarbrough, Orman and Neill (2007) study
Results showed high school directors spent significantly more time (21%) than middle school directors (17%) presenting musical information and most used the moveable do method; eight high school directors used fixed do. Middle school directors spent significantly more time on social tasks (1%) than high school directors (0.66%), and middle school students spent significantly more time (53%) in performance than high school students (40%). However, high school students spent significantly more time (15.48%) in nonverbal responses than middle school students (5%). All but 10 directors used reinforcement (approval and disapproval). The average amount of time spent by all directors reinforcing was 3.82%. Middle school directors used more time giving specific disapproval reinforcement (2%) than high school directors (0.82%). High school directors gave more approval reinforcement than disapproval (59% of their reinforcements were approval vs. 41% disapproval) than middle school directors (49% approvals vs. 51% disapprovals).
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