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PROPOSAL 

Project Proposal Title:
Should we provide teacher training for conservatoire singing teachers and students? 

Context: 
Singing teaching is an unregulated career: no qualifications are required for employment as a teacher (Parkes and Wexler, 2012).  Anecdotal evidence from staff at conservatoires suggests a good reputation as a singer was enough to obtain their teaching post. This heightens the likelihood that teachers will teach as they have been taught, “perpetuating the master-apprentice (‘MA’) cycle” (Daniel and Parks, 2017, p.34).  Their work takes place behind closed doors and is rarely evaluated (Daniel and Parks, 2017; Carey and Grant, 2014).  Whilst some consider the MA approach limiting (Klickstein, 2013) others believe it could be helpful in conjunction with other teaching methodologies (Koopman et al, 2007; Hyry-Beihammer, 2010).

The National Student Survey (‘NSS’) is not tailored to conservatoires (‘OfS’, 2021a).  Without a robust survey, conservatoires in the UK are unaware of the impact of their teaching and an internal review of teaching practices may be susceptible to bias (Greene, 2014), and there may be a financial incentive for positive reporting (‘OfS’, 2021b).

Justification: 
Anecdotal evidence from my master graduate peers suggests that their conservatoire teachers could not impart a technical understanding of the voice, and they have left their institutions with sizeable student debt and a desire for greater knowledge of their instrument.  As professional singing is neither well-paid nor stable (Feeny, 2020) the vast majority of my graduate friends and acquaintances teach singing privately to sustain themselves.  They do so despite possible poor training from their own conservatoire and without teaching qualifications, potentially aiding the perpetuation of the MA cycle (Daniel and Parkes, 2017). 

Agents’ anecdotes imply they carry bias when auditioning singers if a particular teacher is on the auditionee’s curriculum vitae, implying that teacher choice can affect a student’s career.  UK specific research into music education standards at a tertiary level is profoundly limited and warrants study (Gaunt, 2008). 



Intended Impact: 
This study hopes to ascertain classical singing graduates’ perceptions of their training, the hiring practices and climate respective heads of vocal departments operate within, to establish the need for and likelihood of training within the industry.  It is intended as one small part of a larger project that hopes to create stricter employment and training protocols at UK conservatoires.

Outlined Intention:
(1) Narrative Literature review: Review hiring and regulatory practices at conservatoires and universities within the UK, and; explore one-to-one teaching in general, particularly the benefits and limitations of the ‘master/apprentice’ relationship. 
(2) Interviews: Ascertain how vocal heads of department choose their teaching staff, and what their responsibilities are in evaluating their staff and meeting training needs.  Semi-structured interviews will maximise gain of contextual information I cannot have as an outsider researcher.  
(3) Questionnaire: issued to recent graduates of conservatoires. The questionnaire will be semi-structured to allow for contextual information and will produce qualitative and quantitative data to add rigour. 

Intended Timeline: 
[image: ]
ClickUp (2021) Gantt Chart

Ethics and Insider Research: 
I am an insider researcher when issuing and analysing the results of the questionnaire given by my peers.  I am not employed by a conservatoire and will not have full contextual insight into these organisations (Costley et al, 2012). This makes me an outsider researcher during the interviews, and has the potential benefit of avoiding bias (Costley et al, 2012) and could increase reflexivity as I can better “deconstruct my position” (Winter, 2020, p.6). Care will be taken to avoid preconceived notions of conservatoires and intergroup behaviours I may have developed during my time as a student (Hogg and Vaughan, 2005).  

All participants must understand the aims and objectives of this study (Costley et al, 2012) and know that they can withdraw from it (Denscombe, 2014). Secure data storage must be managed and participants remain anonymous.  Ethical reflection must occur throughout the process (Easterby-Smith et al, 2012).  The majority of the study is qualitative, and adaptations I make will require clarification to participants, seeking their renewed consent (Reid et al, 2018). 

Personal Learning Outcomes: 
· To use the research findings to establish the need for change, with an ultimate goal of raising the standard of UK conservatoire teaching. 
· To use the research experience and skills acquired to advance my own understanding of the industry in order to create a niche within it. 
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SHOULD WE PROVIDE TEACHER TRAINING FOR OUR CONSERVATOIRE SINGING TEACHERS AND STUDENTS?

INTRODUCTION

This research project has two primary concerns: 

1) UK conservatoires are not subjected to much academic scrutiny (Briggs, 2015), and one-to-one teaching spaces are generally closed to evaluation from outsiders (Carey and Grant, 2014).  It is therefore difficult to establish whether one-to-one teaching standards at conservatoires are exceptional. This project therefore seeks graduate singers’ opinions of their one-to-one teaching, with a more conservatoire-specific line of questioning than offered by the National Student Survey (‘NSS’).   These results will be correlated with interview data from heads of vocal departments (‘HoD’) to ascertain the current training conservatoires provide their staff, whether HoDs believe there is a need for regular teacher training for their staff and whether there are barriers to that provision.  This hopes to establish whether student experiences align with HoDs expectations of their staff. 
2) Without teacher training it is possible teachers will simply recreate the work of their own teachers, and not necessarily adapt to the individual student before them (Daniel and Parkes, 2017). This research also hopes to discover what efforts conservatoires are making in teacher training for students, and discover the number of graduate singers already working as private singing teachers.  It is hoped that the findings demonstrate a need to train student singers how to teach whilst they attend a conservatoire, as a means of eliminating the possibility of perpetuating the MA cycle. 

I am a graduate of a UK conservatoire, a professional singer, choirmaster and private singing teacher, not currently affiliated with any conservatoire as staff or student.  I worked as a Legal PA on Chancery Lane for over eight years. 
 
This research project stems from my experiences as a teacher of singing graduates, some of whom feel let down by their institutions and teachers.  A four-year undergraduate course for UK nationals costs £37,000, and significantly more for overseas students (UCAS, 2021).  This does not include living expenses, nor the variable prices associated with postgraduate and opera courses deemed necessary for a successful classical singing career.  Given the high costs in finances and time, it seems prudent not to rely on the lucky circumstance of hiring expert performers who happen to be expert teachers.  

It is hoped to present a more extensive picture of the conservatoire environment for students and HoDs, whilst aiming to raise awareness of the need for teacher training for both conservatoire vocal staff and students.   By doing so I hope to gain future employment within the process of creating reform. 


LITERATURE REVIEW

This narrative literature review identifies the key peer-reviewed articles from research within UK conservatoires into one-to-one teaching.  As these are limited in number, the review is backed by global research, including translated articles, unpublished theses and opinion pieces to give as comprehensive a review as possible (Cooper et al, 2018).  Grey literature such as government documents is relied upon to establish the legal and regulatory context within which conservatoires operate (Lawrence et al, 2014).

The Master-Apprentice Approach
Until the late 19thth century, before conservatoires, a singing apprentice would likely live ‘in loco parentis’ with a successful singer - their master - to learn their craft (Chapman, 2017, p.284; Dwyer and O’Bryan, 2014, Smith, 1981).  Learning was achieved by “imitation learning”/mimicry as apprentices aimed to absorb their masters’ knowledge and ability (Hyry-Beihammer, 2010, p.172; Presland, 2005).  Elements of this approach are partially adopted in conservatoires today, as instrumental and vocal teaching at tertiary level still relies heavily on one-to-one tuition (Harrison and O’Bryan, 2014; Polifonia, 2010) and there remains an international and lasting trend of hiring expert performers to assume the role of teacher (Daniel and Parkes, 2017).  

One-to-one lessons are generally considered nuanced, personalised and therefore an irreplaceable part of instrumental and vocal learning (Carey and Grant, 2014; Gaunt, 2008).  Students arrive with varying levels of kinaesthetic awareness and auditory skills, and lessons are tailored to the individual (Ohrenstein, 2003).  Students have found their one-to-one lessons “overwhelmingly the most important factor in their improvement and development” as teachers could concentrate on an individual’s specific technical needs (Presland, 2005, p.243).  The isolated nature of these lessons also avoids the masterclass potential for public humiliation (Long et al, 2014).  One-to-one lessons may also be used by conservatoires as they are considered favourably ‘serious’ (Harrison, 2004, p.4), but the modality has met with some criticism.  

Critics of the one-to-one structure conclude that it fosters dependency and lacks the development of autonomy due to its reliance on mimicry (Crocco et al., 2018; Serra-Dawa, 2014), and that ‘independent learning, interaction and creativity are stifled’ (Long et al., 2014, p.176). Teachers are also unable to share and expand their pedagogies with each other as they operate in isolation (Burwell et al., 2017; Burwell, 2015).  

The literature seemingly agrees that tertiary level teachers (instrumental and vocal) rely on past experiences with their teachers to guide their students, teaching what they were taught and not necessarily tailoring learning to their students as individuals (Daniel and Parkes, 2017; Burwell, 2015; Carey and Grant, 2014; O’Bryan and Harrison, 2014; Gaunt, 2008). Daniel and Parkes (2017), in their small and ungeneralisable study, found only 2 of the 171 teachers surveyed had formal educational qualifications, and were notably the only two teachers who did not primarily rely on emulating the work of their previous teachers.  

Finally, regardless of their anatomical knowledge or level of teacher training, ‘not all great singers are equally gifted as teachers’ (McCoy, 2014, p.14).  Pedagogical literature from the early 20th Century agrees that good singers should not be assumed to be good teachers (Marafiorti, 1922) but despite century-long criticism of teacher-hiring practices, many attempts to evaluate the industry have proved arbitrary.  For example, the European Union’s ‘Polifonia’ (2010) initiative, a four-year study which strongly advocated regular teacher training for those issuing one-to-one lessons, seems to have lacked the regulatory and financial backing required for meaningful change, although may have served to raise awareness. In-house calls for change, such as those described by Duffy (2013; 2016), created anxiety, as those teachers raised in a culture of MA were not embracing of a more collaborative approach to teaching and were not “natural risk takers” (Duffy, 2013, p.174).

Assessing the work of teachers
As a result of the closed teaching space, research in this area is scant, and finding validity in such a subjective field has proved difficult (Dwyer and O’Bryan, 2014; Burwell et al., 2017; Carey et al., 2013).  Some researchers have examined individual teachers’ pedagogies via observation and case studies (O’Bryan, 2014; Hyry-Beihammer, 2010; Koopman et al., 2007), which can change the behaviour of those being observed, thanks to organisational power struggles, job and personal insecurities (Crocco et al., 2018; Potter et al., 2010).  Other research uses interviews and focus groups (Daniel and Parks, 2015), which rely on participants’ reflective understanding of their own work or study.  We cannot assume that teachers will reliably reflect on and report their own practices.  When observing and interviewing one particular teacher, Carey and Grant (2015) found their lessons entirely ‘teacher-focused’: primarily employing demonstration and mimicry, despite the teacher’s belief that they were teaching students ‘to learn how to learn’ (p.18). 

In recent years, conservatoires have started to ask potential teachers to demonstrate their pedagogies at interview (Daniel and Parks, 2017), but the success of singing teachers is predominantly measured by their students’ outcomes in competitions and placements (Carey and Grant, 2015).  Whilst this may seem robust, O’Bryan (2014) notes the possibility that teachers at some institutions may not have access to students who are experienced or self-motivated, or vice-versa, and an outcomes measure is therefore inequitable.

External regulators
The Office for Students (‘OfS’) was established as part of the Higher Education and Research Act 2017 (LegislationUK, 2017a), and is the regulating body of all universities and conservatoires in the UK.  Section 23(3)(a) of the Act states that any assessment of these institutions ‘must relate only to the standards applied in respect of matters for which there are sector recognised standards’ (LegislationUK, 2017b).  This renders the OfS’s regulatory role in relation to conservatoires’ one-to-one teaching ineffectual, as no sector recognised standard exists (Parkes and Wexler, 2012).  

To monitor and maintain standards, the OfS has two additional arms: Conservatoires UK (‘CUK’) and NSS.  CUK is an organisational subset of the OfS that focuses solely on conservatoires (CUK, 2021a).  Whilst its university counterpart is actively engaged in research and open dialogue with the government (UUK, 2021), CUK appears less involved, outlining principles of best practice and safeguarding guidelines (Appendix 1 & 2), but with no evidence of implementation and no publicly available evidence of ongoing research into best practice (CUK, 2021d). 

The OfS allocates funds to the NSS to garner graduate opinion of their higher education experience (OfS, 2021a).  Institutions are allowed additional questions for their own purposes, and student responses to the core questionnaire (Appendix 3) are used to rate the quality of each establishment. Results are published online to inform prospective students’ placement decisions (NSS, 2021).  This is pertinent because ‘high-cost courses’, such as those offered by conservatoires (Parliament UK, 2012), are granted additional funding for every student they enrol (OfS, 2021c). The extent to which prospective conservatoire students are influenced by NSS results is, as far as the researcher is aware, not information available in the public domain, so the financial impact of the results is unknown. 

The NSS and CUK report that 94% of conservatoire graduates go on to employment and this is considered a measure of successful education (CUK, 2021b).  However, it does not take the nature of freelance work into consideration: those graduates may have occasional employment, but are they earning enough, and are they in graduate-level jobs? The NSS seems an inadequate tool for monitoring standards and outcomes at conservatoires.  

Summarily, whilst there is general consensus amongst researchers that teachers should have access to training and should not operate in such isolated and unevaluated environments (Burwell, 2017; Daniel and Parkes, 2017; Carey and Grant, 2015; Polifonia, 2010), the overseeing body (OfS) is not in a position to change that (LegislationUK, 2017b).  We crucially lack an effective evaluative tool robust enough to create regulation and lasting reform.   

This literature review demonstrates the dearth of research into one-to-one teaching at UK conservatoires, as well as the lack of reliable student feedback available to these institutions via the NSS.  A graduate questionnaire may illuminate what the NSS does not.  Grey literature has provided greater organisational contextual information before interviews with HoDs, and it is hoped the results of this study go some way to informing future research, and raise awareness of the need for teacher training within these institutions.   


METHODOLOGY

This work aims to understand the context and consequences of hiring practices within UK conservatoires in order to prove a need for change within those practices.  Whilst the research is primarily opinion-led and consequently subjective, some numerical data is required to glean a more comprehensive data set (Davies, undated).  Any potential organisational change would require approval from multiple gatekeepers, and the epistemological and ontological positioning of the study must try to meet the subjective and objective needs of the various personalities with whom this work hopes to engage (Feilzer, 2010).  Any assessment of the arts requires a qualitative approach, as quantitative alone too readily “assumes numbers are inherently objective” (Gates, 2016, p.23), but qualitative methods alone lack “statistical power” (Bell and Waters, 1987, p.39).  To sway opinion of those capable of implementing change, it is imperative the data are both quantitative and qualitative.  The methods used need not sit within one epistemological position but can instead be chosen based on their ability to answer the research question (Mackenzie and Knipe, 2006).  This research therefore sits within the pragmatic paradigm (Denscombe, 2014; Easterby-Smith et al., 2012).  It is hoped that later stages of this work will borrow from action research and that ‘close collaboration’ can be achieved with various gatekeepers (Gray, 2018, p.33). 

As the work deals with ‘sites’ (Gray, 2018, p.26) i.e. UK conservatoires, it is ultimately ethnographic.  However, as I am an outsider researcher to these institutions, my primary goal at this stage is to collate data and context in the least invasive manner, to minimise potential issues relating to power as this work continues (Winter, 2020).  I will therefore conduct a literature review, short interviews with heads of vocal departments (‘HoDs’), and issue a questionnaire to graduates.  As I am basing this work on description, interpretation and gaining a clear understanding of my respondents’ and interviewees’ experience, this early stage takes a phenomenological approach (Gray, 2018).  

To add validity, the research will triangulate between the three different methods chosen (Easterby-Smith et al., 2012). As this research is in keeping with the exploratory ‘Phase 1’ outlined by Perkins (2005, p.200), questionnaires and interviews with students and staff are “loosely structured”.  More in-depth, selective observations and case studies will benefit this research later, but the contextual information provided by a broad-brush approach to questionnaires and interviews will prove invaluable at this exploratory stage as I determine “whether it is worth researching or not” (Gray, 2018, p.36).  Purposive criterion sampling was required for all participants: those for the questionnaire were sought via social media, with the criteria that participants must be singing conservatoire graduates (Gray, 2018).  Equally, the UK has nine recognised OfS regulated music conservatoires, and interviews were sought with all heads of vocal departments (CUK, 2021c).  As part of the reflective nature of this work and to build and maintain trust, ethical concerns were given significant consideration (Ghaye, 2011).  Information sheets (Appendices 4 & 5) and consent forms (Appendices 6 & 7) were provided for every participant, and approval from the ethics board of University of Wales Trinity St. David was obtained prior to the research (Appendix 8).  

Safety concerns as a result of the pandemic meant interviews were conducted remotely via Zoom. Transcription was primarily through Otter.ai and then checked by the researcher.  The interview was piloted on a retired HoD and the interview schedule subsequently added to (Appendix 9).  Interviews were sought with HoDs whilst the literature review was under way, as it was assumed (and confirmed) that their availability would be limited.  Nine HoDs were contacted, four did not respond, and two declined the interview.  Interviews with the remaining three HoDs used the inductive thematic content analysis process outlined by Burnard et al. (2008) as this is an investigation with a limited predetermined theory.  Coding was inductive, manual, sought rich description and incorporated some behavioural data (Medelyan, 2021; Braun and Clarke, 2006) (Appendix 10).  Where it was explicit conversationally, emphasis was added into the transcript using italics to aid coding of behavioural data to reflect on my own interview skills in later research and identify leading questions (Schön, 1983).  Issues of bias were observed: as I am a graduate of one conservatoire and have worked professionally with two of the HoDs interviewed, I may hold certain biases about these individuals and institutions.  This was reflected upon during the coding process: initial coding attempts were biased, inadvertently employed empathic coding (Collens, 2015) and were revised in an attempt to remove my voice reflexively from the research (Winter, 2020).  However, the pursuit of good rapport, which hoped to illicit more in-depth responses from the interviewees, meant it was impossible to eliminate my voice completely (Gray, 2018). 

One HoD declined an interview on the basis that they had participated in much past research but anonymity had not been sufficiently maintained and they had suffered considerable professional embarrassment.  Accordingly, great efforts have been made to remove all identifying information from the transcripts of the interviews at Appendix 11 to minimise any professional risk to those HoDs who gave their time. 

Issues of time, ease, expense and access meant the questionnaire ran online via surveymonkey.com.  The questionnaire method was considered prudent as I have personal and professional knowledge of many graduate singers, so ‘in-person’ methods would be highly susceptible to bias (Gray, 2018).  After trial peer and tutor review the questionnaire was reduced in size to ensure a more manageable data set.  Validity was sought by social media efforts to secure respondents from every conservatoire, ensuring a cross-section of graduates across the UK and aiding generalisability of the work (Gaunt, 2008).  The online questionnaire was available for a two-week period (07/10/2021-21/10/2021) and promoted via Facebook and Twitter. 109 graduates responded, and 26 sets of responses were excluded as they were incomplete.  The dataset presented is primarily taken from the 61 respondents who graduated within ten years of this research, to optimise the likelihood that these results reflect current trends.  The results of the remaining 22 participants who graduated before 2011 were used to assess any general changes in opinion over time.  A schedule of the questions provided is attached at Appendix 12. 

Anonymity was ensured as respondents were not asked to give a name, but a memorable alias for identification purposes lest they wished their responses be removed. Inductive thematic analysis was also used on the qualitative responses from the questionnaire to ensure that themes were ‘data driven’ (Gray, 2018, p.692), but due to a large response, a semantic approach was used using the main themes emerging from the interview data (Braun and Clarke, 2006). Descriptive quantitative data from the ordinal scales within the questionnaire are presented to provide a numerical and visual element to the discussion.


FINDINGS & DISCUSSION

Firstly, the data imply that graduate students’ perceptions of their conservatoire experience have improved over time (see Figure 1).

Figure 1


These are encouraging data, but may be skewed by unreliable memory, as “people constantly reconstruct emotional memory based on current values, beliefs, motivations, etc.” (Scollon et al, 2009, p.258).  This raises the possibility that graduate responses to Q16 (Figure 2) will alter over time, and a longitudinal study, taking particular note of career outcomes as against perceptions of their education, may add validity in future research (Yee and Niemeier, 1996).

This work has collated more data than can be presented within this paper, and I therefore only discuss the themes most pertinent to the research question under the following headings: 

1. Hiring Practices 
2. Continuing Professional Development (‘CPD’) 
3. Problems Encountered in the Singing Department 
4. Teaching Students How to Teach


1. Hiring Practices

In accordance with Daniel and Parkes’ (2017) findings that most conservatoires now ask prospective teachers to demonstrate their work at interview, all HoDs confirmed that their interview process includes at least one demonstration lesson.   All HoDs also acknowledged that it is not possible for the interview process to reveal the impact a teacher could have over time.  Coding revealed the key skill areas teachers are expected to demonstrate at interview: 

· Technical Solutions
· Languages 
· Flexibility of communication

Entirely unprompted, two HoDs also added that they would not hire someone on the basis of their performance career alone: 

HoD3: “Choosing singing teachers? Yeah, it’s tricky.  
It is tricky, because I don’t want to invite famous singers who don’t have a clue.”

The implication that this may have been part of past hiring practices for conservatoires was corroborated within the graduate respondents’ comments:

Respondent24: “[The conservatoire I attended] was, at this time, still keen to appoint as professors singers who were famous for their performing careers rather than their teaching.”

Respondent56: “[My teacher] was a lovely person and a first rate singer in her own right.  I’m not sure how much teacher training she had actually had.  She did some good things but I never felt she was quite right about my voice or made all the right repertoire choices.”

It appears there is some consensus between graduates and HoDs that hiring expert performers as teachers was once considered normal practice.  A shift in attitude seems to have occurred, as graduates acknowledged a want of good teachers, not necessarily performers.  Indeed, one third of all questionnaire respondents chose their conservatoire based on a specific singing teacher, but in open responses all clarified that this was exclusively either because:
· they had worked with that teacher before and had a positive experience; or, 
· that teacher had an excellent reputation and track record with past students.

No graduate referred to a teacher’s performance career as important or relevant, and no HoDs said they considered a prospective teacher’s performance history within their hiring practices.  Additionally, the teacher skill set desired by HoDs (above) is largely mirrored in their students’ expectations.  Of the 33 written responses in the graduate questionnaire, 82% (n=27) stated that a teacher’s ability to present technical solutions was of upmost importance, and 39% (n=13) valued a teacher’s communication skills.  

Another unanimous feature in hiring practice was the consideration of departmental ‘fit’: does the prospective teacher have a skill or specialism that the department currently lacks? There seemed to be a need amongst all HoDs to create a team with a variety of approaches and skills to meet all students’ needs:  

HoD1: “I look across the range of singing teachers we have. 
I look for some variety in their talents or what they bring.”

Given these teachers operate in isolation and students will not have immediate access to all staff (Burwell, 2017), the benefits and limitations of departmental ‘fit’ will be discussed in section ‘2’ of these findings. 

HoD2 noted the importance of hiring ‘lifelong learners’: people who demonstrate continuing curiosity.  HoD3 elaborated that the candidate’s CV should contain high-level teaching experience and/or attendance at courses provided by the British Voice Association (‘BVA’) or Association of Teachers of Singing (‘AOTOS’), but then contradicted themselves by expounding on their plan to invite a soprano to interview on the basis that:

HoD3: “She’s 54 and she should now be teaching, 
but she’s never done any teaching”.

It seems counterproductive to invite someone to interview who has displayed no interest in teaching.  It is possible the HoD simply believed this singer had particular attributes appropriate for a teacher, but attempts to maintain rapport during our interview prevented this topic being further explored. 

Whilst there is an overwhelming sense from the data that HoDs and graduates realise the need for high quality teachers, and that diligent efforts are made to ensure this is so, it appears the idea that a good performer can simply retire into the teaching profession is not yet fully expunged from the industry.  It seems reasonable to suggest that a basic requirement of, perhaps, two years’ teaching experience on an applicant’s curriculum vitae would limit the possibility of hiring someone who does not “have a clue” (HoD3). 


2. Continuing Professional Development (‘CPD’)

There is some debate as to what CPD should consist of.  It is beyond the scope and purpose of this work to identify all required or possible features, although both HoD1 and two graduate responses agreed that an understanding of anatomy is useful, particularly when teacher and student are different genders.  HoDs also broadly agreed it was important for teachers to maintain and improve their language skills.  Harrison (2003) outlined attributes believed vital for a teacher, and training needs may well be derivable from that work (Appendix 13).  Further research is required, and there may be cause to create a detailed CPD course, should it transpire that such a course is needed and fundable.  

HoDs varying attempts at CPD are scuppered by the lack of funding. 

HoD3 “…if you do benchmarking with international competitors, or conservatoires, you know, partners in Australia, States and Canada, the staff are paid as part of their contracts to do CPD, and we’re not.”

A change in allocation of government funding has meant conservatoires have experienced difficulties this academic year.  Conservatoire specific financial information is attached at ‘Appendix 14’.  

CPD levels varied within the institutions represented by the HoDs interviewed.  In-house CPD initiatives were HoD led and underfunded.  To varying degrees, all HoDs read singing/teaching related articles for their own purposes.  HoD2 and HoD3 regularly send journal articles to their staff to provoke thought or prompt debate.  HoD3 ruminated during the interview that he/she could “do more” and make this more regular.  This seems a worthy and expense-free means of attempting to keep departments abreast of scientific and theoretical thinking in the field, and bridging the gap between research and practice (Callaghan, 2014, cited by Winter, 2020).

All HoDs were wary of ‘cult’ like figures or pedagogical methods, and there was keen emphasis from all that a department should not subscribe to one mode of thought: 

HoD1: “I’m suspicious of any kind of cult of a single pedagogy, and I’m more interested in the fact that different people have different approaches, and they can usually work for somebody or for a group of people, and very much not work for somebody else.” 

Only one HoD ran official in-house CPD training, offered by a current member of their staff, and this was only recently introduced. It entailed 2 – 3 sessions a year.  The content of these sessions was not probed, so more data are not available. 

HoD1 and HoD3 referred to the importance of feedback as a proxy method of CPD for staff: when students complete examinations feedback forms are issued by HoDs, and that feedback filters through to their staff. HoD1 clarified: 

HoD1: “I don’t mean that the students are teaching the teachers, you know.  This is more a managerial position, [….] it’s difficult to tell a very disparate group of people, with completely different areas of expertise, how to teach the thing that they’ve been doing for 40 [or] 50 years.” 

CPD appeared minimal across all institutions, but in their efforts to introduce it, HoDs demonstrate recognition of its importance.  Implementation of CPD faced managerial and financial difficulties for all HoDs, which will be discussed in the following sections. 

Departmental atmosphere/ethos

HoD2 believes that in order for staff to thrive and become more flexible in their teaching, a good atmosphere within the department is required.  HoD3 agreed: 

HoD3: “The other advantage to the staff getting on I tell you: happy staff = happy students”

HoD2 described the importance of cultivating an environment in which staff felt comfortable having “corridor chats”, working as a team to help students.  HoD3 employed a similar process, with regular departmental coffee mornings.  Aforementioned departmental ‘fit’ - ensuring a variety of specialities among staff - may pay dividends: as staff introduce each other to new ideas, and students benefit from the expertise of teachers working collaboratively, to some extent.  This mode of operation seems beneficial to everyone and is, crucially, cost free.  However, departmental ‘fit’ only creates these benefits if the staff respect each other’s expertise, and it appears there is no guarantee of that. 

HoD1 - the most recent appointee of all HoDs interviewed - described a more turbulent set of staff dynamics. When introducing new concepts to staff HoD1 explained: 

HoD1: “I find them to be more divisive than the opposite, because people have very protective views about what’s important.  It can be a very generational thing.”

HoD2 also linked the age of the staff with willingness to broach new ideas or accept gentle conversation-style training: 

HoD2: “Whereas, you know, seeing teachers who have had their careers in the 80s and feel that there’s, you know, the world has gone to pot and then there’s nothing more to learn, and that’s where the problems can occur.” 

There is a long history of opinion decrying the demise of good singing and a belief that old bel canto traditions must be upheld, a position that ignores the demands of modern repertoire (Stark, 1999).  Teachers have also consistently demonstrated a reluctance to change (Duffy, 2013; Perkins, 2013) and therefore perpetuate the likelihood of teaching as they were taught (Johnson, 2007).  Whilst age may be an identifying factor for those HoDs who raised it, personal experience suggests the “gone to pot” opinion can arise within any age group on any subject.  Harkening back to ‘good old days’ is a necessary part of maintaining our identities as we age (Lundgren, 2010), making it a more likely stance within an older generation of singing teachers, but perhaps not exclusively so. 

External Experts/Courses

Two institutions had strong links to the BVA, and all HoDs interviewed hire external experts to lecture students.  Those experts were also on hand for the staff should they wish to discuss any aspect of their teaching.  How much interest a teacher takes is entirely self-determined, so the impact of these resources is dependent on the teachers’ willingness to participate.  Teacher motivation to train may be worthy of study.  

HoD1, in stark contrast to their counterparts, found that bringing in external experts even just for the students caused considerable backlash from staff:

HoD1: “Now, you know, EVEN THAT, [lectures on breathing anatomy] which I thought would be fairly universally appreciated… but it’s not always the case, because you do get teachers who are, in a way… maybe it challenges the fact that those teachers themselves don’t teach with that approach.” 

In open responses, graduates did not demonstrate any sympathy to those teachers closed to learning new concepts:  

Respondent97: “I don’t think there is any excuse for a singing teacher to fall below a certain level of understanding when it comes to the human voice, given the huge wealth of research and information now readily available on it.” 

This research obviously involved no contact with teaching staff, so there is no information to corroborate these claims.  There is evidence that other conservatoires are attempting to alter their modes of operation to circumnavigate these issues, but progress is slow and institutions themselves are reluctant to change (Duffy, 2013).  Duffy (2016, p.384), a researcher of curriculum reform that challenged UK conservatoire norms, put it best: “Teachers on the ground need to engage more with institutional processes and need to be more assertive about their professional needs.  Institutional leaders need both to listen and challenge their staff.”


3. Problems Encountered

People Management

The strongest theme emerging from the interview data related to issues in departmental management.  All HoDs discussed difficulties with staff and all emphasised that they had inherited their staff from the previous HoD.  

The UK has a particularly strict set of employment laws that demand ‘fair dismissal’ should an employer wish to dismiss a staff member (Gov.uk, 2021).  As the literature review demonstrated, the industry is unregulated and it is extremely difficult to assess the work of teachers.  It therefore seems plausible that singing teachers would have easy grounds for ‘unfair dismissal’ should an HoD wish to terminate their employment.  This may account for recent gradate responses indicating that their teachers were less than satisfactory: “famous for their performance careers rather than their teaching” (Respondent24).  Teachers hired on the basis of their performance careers may remain in their teaching posts, and HoDs may not have the right in law to dismiss staff they consider inadequate as it is extremely difficult to prove. 

It should be made clear at this point that no HoD implied that he or she wished to dismiss any staff member.  The implication was that the HoD role is primarily of people management, and that much time and energy is spent trying to create a positive working environment: 

HoD2: “The trickiest thing about it is the unregulated thing because where this is where, if we were dealing with a bunch of school teachers, you’d be able to say ‘well, you’re not delivering on x, y and z.  We can see that and we’ve got a piece of paper in front of us to show us.  So… but there’s nothing.  You can’t do that, so you’re working with freelancers who – there’s all of the insecurity, job insecurity and all the rest of it, so it becomes quite a knotty old thing.” 

HoD3: “When I came here, many of the staff in the vocal department didn’t get on with each other, and there was quite a lot of poaching of students.”

It seems clear that limited regulation might aid HoDs in the management of their departments, and significantly more research is required to determine what that regulation should comprise.   

Safeguarding Issues 

The majority of graduates reported a positive relationship with their one-to-one teacher, and that positive majority has seen some increase in the last ten years (Figure 2).  


	FIGURE 2

Whilst the vast majority (75%) of graduate students in the last ten years reported either a ‘positive’ or ‘very positive’ relationship with their teacher, there were alarming open responses from those who replied ‘neutral’ or ‘negative’.   Of the 15 respondents in the latter categories, 9 chose to elaborate regarding their teacher, and 5 of those elaborations detailed instances of extreme bullying.  Two respondents described their relationship with their teacher as “mentally abusive”.  The ‘neutral’ instances arose when students did not understand their teacher’s instruction, and the teacher could not elaborate and became frustrated with the student.  To quote Respondent23, it may be that there is a “lack of care for the mental health of young singers in conservatoires”. 

Questions relating to safeguarding were not included in the interview schedule, and bullying by the teachers was not a topic addressed by any HoD - so there are no correlating interview data.  It is assumed and hoped that any HoD hearing of such matters would take them seriously and recommend an immediate change of teacher for that student.  Disappointingly, one respondent’s answer suggests that their account of bullying was ignored by their HoD, and believing they were being perceived as “difficult” they remained with that teacher.  This is in keeping with the findings of Collens (2015) who, in a case study of a UK student who reported having a traumatic relationship with her conservatoire teacher, “felt that she had become the object of institutional ‘scandal’ and felt unsupported” (p.198). 

There is the possibility of bullying being perceived due to personality clashes between teacher and student (Serra-Dawa, 2014), and there is an argument that one does not always need to proceed to formal enquiry.  Matching personalities is increasingly considered an important aid to learning, and failure to do so can have a detrimental effect, even in group teaching (Gross et al, 2015).  There is, however, no need to distinguish between ‘perceived’ bullying and actual bullying, as the effect for the student is real and lasting regardless (Collens, 2015).  

It is well established that for a singer to perform well, tension in the body must be minimised (Morris, 2013) and generalised anxiety and performance anxiety managed (Greene and Savage, 2009), and it seems clear in the case study outlined by Collens (2015) that an extremely dominant teacher could negatively impact these areas.  

It therefore seems prudent to train our teachers in safeguarding, both as a tool to protect their students and themselves, but also as a means of creating a successful learning environment.  The guidelines given by CUK at Appendix 2 are helpful, but I recommend a more substantial course, especially given that student singers are potentially particularly vulnerable in their one-to-one lessons: 

“if you have a relationship with the teacher, uhm, who doesn’t seem to respect your voice and doesn’t seem to like your voice and is unconstructive about it, it totally undermines you as a person, not just as a singer.”  
Collens (2015, p.155)

Two HoDs referenced the importance of easing the process of changing teachers of their own volition, and their managerial efforts in relation to this were noted.   It remains a delicate process, as both teacher and student can feel rejected (Collens, 2015).  Staff collaboration, as outlined in the ‘departmental ethos’ subsection above, may serve to reduce the emotional impact for all parties, as students’ individual needs become of foremost importance.

A noteworthy detail from the questionnaire data relates to those students who did not choose to change teacher despite knowing they were not improving as singers. Forty-six respondents who graduated in the last 10 years described their relationship with their teacher as ‘positive’ or ‘very positive’, but 28% of them (n=13) claim there was no, or little improvement in their singing ability. 

Respondent101: “We made a lot of progress in the first year or so. Then we seemed to hit a plateau.  I probably should have charged teachers but we had such a good rapport I couldn’t bring myself to do it!”

This phenomenon was unexpected, and may be explained in part by the adult attachment theory expounded by Serra-Dewa (2010). More research is undoubtedly required to see how frequently this occurs and, again, instinctively I believe that a more collaborative approach to teaching within a department would help prevent this experience for some students. 


4. Teaching Students How to Teach

The questionnaire data revealed a significant change in conservatoire attitude towards training students how to teach, with all institutions now offering a pedagogy route with the possible exception of Leeds Conservatoire (‘LC’).  Only one LC graduate participated in this questionnaire, and their data in relation to teacher training has been excluded as it was not completed in full and may not reflect the current course.  LC does not have an HoD specific to voice, and there are therefore no interview data to clarify the position. Questionnaire responses show that only one conservatoire has a mandatory teacher training element at undergraduate level for students specific to their instrument, and the remaining conservatoires (not including LC, as above) have pedagogy modules as electives.  

In their interviews, all HoDs stressed the importance of training students how to teach, to varying extents.  Thematic analysis found broad similarities between all HoDs:

	
Positive elements of students 
learning to teach:

	
Drawbacks of students
learning to teach:

	
Learning how to teach singing helps you learn how to sing
	
A conservatoire aims to create performers, not teachers (should it be a separate course?)


	
Promotes student autonomy (part of giving them as much information as possible)

	
Difficulty financing courses




HoDs concurred that it is financially unrealistic to provide all relevant courses, with two HoDs explaining that they hoped to expand their provision in teaching pedagogy, but lacked funding.  Notably, no HoD mentioned the value of a pedagogy course on its own merits, although this may have been error of omission.  Two HoDs stressed that it was important for training singers to teach as “many singers don’t learn about singing till they teach themselves” (HoD3), implying that it is a helpful element of training great performers.  This is more in keeping with the historic purpose of conservatoires: learning “in the service of great music” rather than optimising graduate employment potential (Ford, 2010, p.206). 

Whilst the work of Daniel and Parkes (2017) acknowledges that there is “no guarantee that a qualification in pedagogy will result in effective learning and teaching” (p.41), it does seem advantageous for a conservatoire to prepare students for the portfolio career - one that very probably involves teaching - that they are likely to have (Prospects, 2021; Feeny, 2020; Gaunt, 2008).  

Recent data from Prospects (2021) suggest that 7% of all undergraduate music performance alumni will go on to teach privately, making the teaching profession the second most likely career (after performing, at 9%) within 15 months of graduation.  Whilst interviewing 20 teachers at a UK conservatoire, Gaunt (2008) found that the majority did not initially intend to teach as a vocation, and no one had completed teacher training in any format.  This is roughly in keeping with questionnaire results: 70% (n=53) of all questionnaire respondents now teach singing (these are only present-day data, and does not include respondents who taught in the past) and a large proportion (46%) of students who graduated in the last 10 years opted not to participate in available teacher training electives, but still went on to teach singing (Figure 3).   

Questionnaire data suggest that students who graduated since 2011 are more likely to have participated in teacher training than their older counterparts.  A more detailed investigation would reveal whether this is a result of a shift in attitude regarding the need to train as a teacher, or simply greater training availability (Figure 3).  







FIGURE 3


Question 8 (Appendix 12) did not explicitly state that it related to singing-teaching specific training at conservatoires only, with some respondents referencing external courses (e.g. AOTOS, BVA).  The data was therefore not considered valid and is excluded.

Not anticipated within the questionnaire was the Licentiate of the Royal Academy of Music (‘LRAM’) qualification (LRAM, 2021), which is not strictly an elective module on the course, but a separate qualification that students pay an additional £300 to enrol on.  Despite the significant financial barrier, responses from Royal Academy of Music graduates who completed the LRAM have been included as ‘yes’ responses to Question 7 for the purposes of this graph.  Although the respondents who participated in the LRAM accurately responded ‘no’ as it was not technically a module on their course, it is teacher training they received through their conservatoire and is therefore included. 

These findings represent a positive shift in thinking as “the development of highly specialised performing skills will only be sufficient for a minority of students” (Perkins, 2013, p.207).  By teaching students how to teach, conservatoires are ensuring viable future employment.  Whilst there is an argument that conservatoires should be concerned with the creation and perpetuation of great music over employability (Ford, 2010), I believe that the pursuit of creating well-educated teachers is vital to great art’s survival, that is two-fold in benefit as findings show that teaching is also a likely career for recent graduates.  

On this basis, it would seem prudent if some access to teacher training, however minimal in light of overburdened course loads (Duffy, 2013; Polifonia, 2010), were mandatory for students.  It is not clear from these data whether students are even aware of a need to train, and I believe it important that a conservatoire provide that awareness, if not detailed training. 

CONCLUSION 

Graduate students’ rates of satisfaction have seen a general improvement, and the hiring practices, course content and CPD efforts outlined by HoDs go some way to minimising the potential of perpetuating the MA cycle, but more seems needed and wanted. 

The exploratory nature of this work has opened a number of possible avenues for future research, and has therefore indicated that this is an area worthy of study (Gray, 2018).  It has also identified that both HoDs and students believe some level of teacher training important and small, cost-free, changes that could be implemented immediately to minimise further the possibility of poor teaching at UK conservatoires: 

· A minimum of 2 years teaching experience made a basic requirement during the hiring process; 
· HoDs encouraging a collaborative approach within the department, where staff are urged to speak to one another regarding their students and share expertise.

Of the upmost importance is the need for safeguarding training, and here I believe CUK could play a much larger role.  Given the management difficulties expressed by HoDs, maintaining a positive departmental atmosphere may be easier if a regulatory body demanded change, and not the HoDs themselves. 

As this research is exploratory and my first work as a researcher, I have acquired multiple new skills.  I have gained greater understanding of the preparation required for such undertakings, and will continue to reflect on both the positive and negative elements of my approach, particularly in relation to bias, more careful consideration of a questionnaire, and management of rapport within an interview (Schon, 1983).
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APPENDICES 

Appendix 1
(CUK, 2021d&e)

CONSERVATOIRES UK 

Principles of Best Practice in Conservatoire Teaching

Introduction 

Each CUK member institution is committed to providing its students with an excellent learning experience, underpinned by the highest possible professional standards in all aspects of its activities. The following principles of best practice, which apply to teaching settings involving students who are 18 years of age or over, are reflected in each member institution’s own policies, procedures and practices. 

All CUK member institutions conduct regular and systematic reviews of their own policies, procedures and practices and the CUK will also keep these principles of best practice under review. 

Principles 

1. The student/teacher relationship is based on mutual respect. Teachers have a particular responsibility to create an empowering learning environment for their students, in which professional boundaries are explicit, understood and maintained at all times.  

2. A student’s well-being is always a teacher’s first concern. 

3. The role of teachers is to: 

· listen and respond to their students’ concerns and individual learning needs; 
· provide inspiration and guidance through example and practice; 
· provide honest and constructive feedback in a supportive way; 
· provide their students with the information and guidance that they need in a way that they can understand; 
· encourage and support their students’ development as independent and autonomous practitioners. 

4. Decisions made in respect of a student’s learning are discussed and agreed between student and teacher. 

5. In the case of any disagreement between student and teacher, the relevant Head of Department will, in the first instance, attempt to provide an appropriate resolution which, in cases of significant and irreconcilable disagreement, may involve a change of teacher. 

6. Designated one-to-one teachers will not normally be involved in the summative assessment of their students. 

7. Physical contact between teacher and student is sometimes necessary for the student’s learning (e.g. to correct poor posture or to adjust bow hold). Its purpose and form should be explained to the student by the teacher and the student’s consent obtained in advance of physical contact taking place. In this context, as in all others, teachers will be sensitive to feedback from their students and will respond accordingly. 

8. Teaching will take place in a safe and comfortable environment and the physical construction of teaching spaces will incorporate a proportionate degree of external visibility. 

9. Teaching will normally take place in teaching spaces either provided, or previously approved, by the institution. Any off-site teaching will be subject to prior approval by the institution. 

10. Teachers are strongly discouraged from establishing or seeking a sexual relationship with students. Each institution will have its own policies and procedures to deal with any such occurrence. 

11. If a teacher is uncomfortable with a student’s behaviour towards her/himself, the teacher should report those concerns to the relevant Head of Department or other designated person so that appropriate steps can be taken in accordance with the institution’s own policies and procedures. 

12. Teaching practice should promote equality and respect diversity. A teacher’s personal political, religious or moral views must not impinge on her or his professional relationship with students. 

13. Students and staff will be informed of procedures to be followed and of how to seek advice and support should they believe that institutional policies, procedures and practices in respect of the student/staff relationship are not being followed.



APPENDIX 2 

CONSERVATOIRES UK (CUK) HR FORUM 
A COMMITMENT TO SAFEGUARDING WITHIN THE CONSERVATOIRE SECTOR 

The conservatoire sector is fully committed to promoting a culture of safeguarding for its students, staff and visitors. Member institutions of Conservatoires UK will aim to deliver the highest safeguarding standards at every opportunity, within the individual contexts and policies of its respective institutions. 

The CUK Principals Group has agreed the following safeguarding commitments: 

· Institutions are to adopt the Office for Students (OfS) terminology defining safeguarding as ‘harassment, sexual misconduct, physical or mental harm to students and staff’, and are to be aware of the wider interpretation of safeguarding by the Charity Commission. 
· Institutions are to strive for a safeguarding culture of ‘zero tolerance’. 
· There is a sector-wide commitment to implement an appropriate ‘report and support’ system, facilitating the reporting of concerns by students and staff, anonymous or otherwise. 
· Institutions will facilitate the training of Governing Body members in safeguarding, recognising governance duties in relation to young persons under 18, vulnerable adults and for those over 18. As a minimum, there will be at least one trained safeguarding representative on each respective Governing Body. 
· Continued mandatory safeguarding training for all staff, regardless of role or status. 
· In addition to the above sector commitments, each institution will maintain their own code of conduct and keep them under review, as appropriate for individual organisations. 
· Institutions will individually determine the frequency of subsequent reviews of approaches to safeguarding in conjunction with relevant audit requirements. 
· Individual institutions are asked to consider the adoption of the ‘1752 Group and McAllister Olivarius Guidance to Address Staff Sexual Misconduct in UK Higher Education’. 
· The importance of easy-to-find, well-signposted safeguarding policies, support mechanisms and reporting methods is acknowledged by all.

Appendix 3
NSS (2021)

NSS 2021 Core Questionnaire 

Response scale: Definitely agree; Mostly Agree; Neither agree nor disagree; Mostly disagree; Definitely Disagree; Not applicable. 

The teaching on my course
1. Staff are good at explaining things. 
2. Staff have made the subject interesting. 
3. The course is intellectually stimulating. 
4. My course has challenged me to achieve my best work. 

Learning opportunities
5. My course has provided me with opportunities to explore ideas or concepts in depth. 
6. My course has provided me with opportunities to bring information and ideas together from different topics. 
7. My course has provided me with opportunities to apply what I have learnt. 

Assessment and feedback
8. The criteria used in marking have been clear in advance. 
9. Marking and assessment has been fair. 
10. Feedback on my work has been timely. 
11. I have received helpful comments on my work. 
Academic Support 
12. I have been able to contact staff when I needed to. 
13. I have received sufficient advice and guidance in relation to my course. 
14. Good advice was available when I needed to make study choices on my course. 

Organisation and management
15. The course is well organised and is running smoothly. 
16. The timetable works efficiently for me. 
17. Any changes in the course or teaching have been communicated effectively. 

Learning resources 
18. The IT resources and facilities provided have supported my learning well. 
19. The library resources (e.g. books, online services and learning spaces) have supported my learning well. 
20. I have been able to access course-specific resources (e.g. equipment, facilities, software, collections) when I needed to. 

Learning community
21. I feel part of a community of staff and students. 
22. I have had the right opportunities to work with other students as part of my course. 

Student voice 
23. I have had the right opportunities to provide feedback on my course. 
24. Staff value students’ views and opinions about the course. 
25. It is clear how students’ feedback on the course has been acted on. 
26. The students’ union (association or guild) effectively represents students’ academic interests. 
27. Overall, I am satisfied with the quality of the course. 
28. Looking back on the experience, are there any particularly positive or negative aspects you would like to highlight? 



Appendix 4

Information Sheet Provided to Interviewees:
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RESEARCH INFORMATION SHEET
Participating in a Research Interview

Research Title: ‘Establishing the need for regular training for those 
teaching singing at UK conservatoires.’

This project has received ethics approval from both the Voice Study Centre and the University of Wales Trinity St David’s Research Ethics Committee. 

You are invited to participate in this research study.  Please read this information sheet in full.  If anything is unclear or you have further questions, please contact Emily Gray at emilyjanegray@gmail.com.  

Researcher information and aims of the study: 
The sole researcher is Emily Gray (emilyjanegray@gmail.com), and this research forms a part of an MA in Vocal Pedagogy with the Voice Study Centre, specialising in tertiary-level singing education. 

The aim of this study is to establish the need for regular teacher training for those teaching singing at all UK conservatoires.  Justification for this project is largely anecdotal and varied: the nature and timing of the questioning by National Student Survey (NSS) may not provide conservatoires with full information, as conversations with singing graduate peers suggests that they perceived their education more negatively having left their conservatoires; agents’ anecdotes imply they carry bias when auditioning singers if a particular teacher is on the auditionee’s curriculum vitae, and; UK specific research into music education standards at a tertiary level is profoundly limited and in its infancy.

At this stage, the research hopes to gauge an understanding of the environment the head of a vocal department operates within, their respective hiring practices, their current or desired method of teacher training (if any), and any limitations or constraints inherent within their roles.  

In conjunction with these interviews, graduates’ opinions of their conservatoire experience will be gleaned via a short questionnaire in order to gain slightly more insight than the NSS can offer, specifically into their work with their one-to-one singing teachers. 

Participant role: 
You are invited as the head of a vocal department to participate in an interview conducted via Zoom.  The interview consists of 5 main questions and is expected to last between 30 – 40 minutes. You are not obliged to answer all the questions if you are uncomfortable or unable to do so.  Your interview will be transcribed by Otter.ai software. 

Withdrawing consent:
You are free to withdraw your consent at any stage prior to or during the interview process. If consent is withdrawn all your interview data will be deleted and will not form a part of the research report. If you decide post-interview that you no longer wish to participate, you have two weeks from the date of your interview to withdraw consent and prevent your data from being used in the report. 

Confidentiality and data storage: 
Your name and the name of your institution will not appear in the write-up of your interview.  All identifying information will be redacted and will only be known to the researcher. You are welcome to request a copy of the completed report after the submission date in late January 2022.  The recorded audio and transcription of your interview will be stored on an external password-protected hard drive accessible only to the researcher.  These files will be deleted in January 2024. 

If you have any further questions about the nature of this research, please contact Emily Gray directly at emilyjanegray@gmail.com. If you are concerned about the nature of this research, either contact Emily Gray directly or her Voice Study Centre tutor, Teresa Shaw: teresa@voicestudycentre.com. 

END OF INFORMATION SHEET





Appendix 5

Information Sheet provided to Questionnaire Respondents 
(Page 1 of the Questionnaire as it appears on Survey Monkey)

“What is the purpose of this questionnaire? 

This questionnaire hopes to gauge graduate students' opinions of the quality of classical singing teaching that they received at a UK conservatoire. 

It is part of a larger study that hopes to establish the need for regular teacher training for those teaching classical singing at these institutions. 

You are being invited to participate by Emily Gray as part of her Masters in Vocal Pedagogy at Voice Study Centre. 

In order to complete this questionnaire with valid responses, you must have graduated from a UK conservatoire as a classical singer. If you are not a graduate of classical singing at a UK conservatoire then, whilst your willingness to participate is deeply appreciated, please do not fill out this questionnaire as it could invalidate the results. If you are not sure whether you should complete this questionnaire, or if you would simply like more information, please email the researcher, Emily Gray at emilyjanegray@gmail.com for clarification.”







Appendix 6

Consent Form provided to Interviewees: 
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CONSENT FORM
Participating in a Research Interview

Research Title: ‘Establishing the need for regular training for those 
teaching singing at UK conservatoires.’

I, [ XXXXXX ] voluntarily agree to participate in this research study. 

I understand that, even if I agree to participate now, I can withdraw my consent or refuse to answer questions at any point before or during the interview process. I am able to withdraw my permission to use the data from my interview within two weeks after the interview. 

I have had the purpose and nature of this study explained to me in writing and have had the opportunity to ask questions about the study.  I understand that participation will involve an interview via Zoom with the sole researcher, Emily Gray, and that this interview will be recorded and transcribed. 

I understand that the audio recordings, consent forms and transcriptions will be retained on a password protected external hard drive accessible only to the researcher, and that this information will be stored until January 2024. I understand that I can request access to the information I have provided whilst it remains in storage. 

I understand that: I will remain anonymous in the report; all identifying information will be redacted from the final paper, and; disguised extracts from my interview may be quoted in the research paper. 

I understand that I am free to contact the researcher, Emily Gray, in order to seek further clarification and information at any point prior to, during or after my interview via her primary email address: emilyjanegray@gmail.com 


Signature of research participant 



Signed: ………………………………………
Dated: …………….





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



Signed: ………………………………………
Dated: …………….









Appendix 7 

Consent Form provided to questionnaire respondents. 
Page 2 of the Survey Monkey Questionnaire. 
Participants gave their names/alias’ to give consent. 

Consent 

By clicking on the 'next' button below, you are consenting to take part in the study and confirm that the following statements are true: 
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 consequences of any kind. 
I understand that I can withdraw permission to use the data from my responses to this questionnaire within two weeks after completion, in which case the material will be deleted. 
I understand that I will therefore need to give either my name, alias or nickname in order for the researcher to identify my responses and remove this information. 
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 completing the questions in this questionnaire and I understand that I will not benefit directly from participating. 
I understand that all information I provide for this study will be treated confidentially and that any reporting of the results of this questionnaire will not identify me, nor anyone else I choose to identify in this questionnaire, by name. 
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 the consent and responses I give in this questionnaire will be retained by the researcher on her private laptop which is password protected until 1st November 2023. 
I understand that the results I am contributing to, with all identifying information removed, will be retained until 1st November 2025. 
I understand that under freedom of information legislation 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. 
My researcher's email address is emilyjanegray@gmail.com, and her supervisor is Teresa Shaw whom I can contact via email at teresa@voicestudycentre.com. 

I understand that by clicking 'next' I am providing consent and agreeing to the above statements. 

1. Please provide your name, nickname or alias for identification purposes should you wish your answers to be deleted.

___________________________


APPENDIX 8

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:
	Emily Jane Gray

	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:
	emilyjanegray@gmail.com


	7
	Contact Telephone Number:
	
07966 535 693

	
	For students:

	8
	Student Number:
	2016775

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

	10
	Director of Studies/Supervisor:
	Annette Fillery-Travis






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 

	☒	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:
	Conscious Raising in Tertiary Performance Education

	2
	Proposed start date:
	10 September 2021
	Proposed end date:
	28 January 2021

	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

To establish the need for regular singing teacher training for those teaching voice at conservatoires. 

(this box should expand as you type)

	5
	Research Question

What teaching standards are considered important by heads of vocal departments in conservatoires and how do they compare with the academic sector?  Do the heads of departments believe there are any teacher training needs? How do recent vocal graduates rate their educational experience?

(this box should expand as you type)

	6
	Aims of Research Activity

To ascertain the employment protocols of conservatoires when hiring vocal teaching staff. 
To ascertain the employment protocols of universities when hiring lecturers/the equivalent of vocal teaching staff.
Compare the employment protocols. 
To ascertain the training needs of conservatoire teachers as described by heads of vocal departments, and whether any training is already in place. 
To enquire as to the quality of teaching at conservatoires, described by singing alumni who have graduated in the last five years. 

(this box should expand as you type)

	7
	Objectives of Research Activity

To conduct a literature review exploring employment practices in both conservatoires and universities and comparing the findings. 
To examine hiring attitudes and training protocols for singing teachers already in place at conservatoires by interviewing heads of vocal departments. 
To issue a semi-structured questionnaire to recent graduates of conservatoires to gain an understanding of their experiences. 



(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
	1) Literature Review – this will cover all information in the public domain relating to employment protocol in both conservatoires, universities, and the UK in general.  It will also garner opinion pieces from newspapers, books and journals, where available. This is also an opportunity to explore the ‘master/apprentice’ relationship and examine the pros and cons of that approach.
  
2) Interviews – this will involve as many heads of vocal departments as possible and will depend on access.  I know that I will be able to interview two people in this position, and I believe six is possible.  Ideally, I would interview the heads of every vocal department in UK conservatoires, but realise this is unlikely, due to both time constraints and issues of access. Interviews will be semi-structured, to allow for information I do not yet know, and may change as new information comes to light.  Interviews will be conducted via zoom, will be recorded on zoom, with a back up recording on my personal iPhone. Transcription of the interviews will use the software otter.ai in the first instance and will then be checked by me.  Interviewees will be allowed access to their transcription, but only by request. 

3) Questionnaire – an online questionnaire will be issued to recent graduates of conservatoires, graduating from both undergraduate and postgraduate vocal performance courses.  The questionnaire will use survey monkey and applicants will be sought online via social media and word of mouth.  Those who graduated prior to 2016 will not be able to participate, or their answers disregarded, so that the data is deemed to be current. The questionnaire will be semi-structured to allow for contextual information. 

(this box should expand as you type)




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

	11
	Online

(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.

N/A

(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:



(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?

	Approximately six (6) interviewees.  Their email addresses are all available online and I will contact potential participants via email initially, and if I do not have a response, I will call the relevant office.  
Approximately fifty (50) questionnaire respondents, sought via a social media campaign. 
(this box should expand as you type)

	14
	Who will the participants be?

	
Interviewees – heads of vocal departments at conservatoires. 
Questionnaire respondents – recent vocal performance graduates. 

(this box should expand as you type)

	15
	How will you identify the participants?
	
The Heads of Departments will be identifiable online via conservatoires websites.  The recent graduates will self-identify, and the questionnaire will be designed to ensure that the respondents meet the relevant criteria. 

(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
	


(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:
Emotional distress, transfer of personal data, sensitive organisational information given.

(this box should expand as you type)
	How will you mitigate the Risk to Participant
A carefully worded questionnaire, adhering to the Data Protection Act, redacting all sensitive and personal data traceable to an individual or organisation so that both are unidentifiable.  Giving participants access to the final report to ensure that they remain anonymous. 


(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:
I risk professional blacklisting and emotional distress. 

(this box should expand as you type)
	How will you mitigate the Risk to Investigator:
By making it clear to participants that my goals are conscious raising and productive, not destructive. 


(this box should expand as you type)

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

	
	Risk to University:
The university could lose some credibility if the investigator’s research methods are not ethical, careful or well executed: misrepresentation of involvement or authorship; misrepresentation of interests; breach of confidentiality; lack of informed consent; misuse of personal data; and abuse of research subjects or material


(this box should expand as you type)
	How will you mitigate the Risk to University:
By carrying out a careful, ethical study and executing it well: abiding by the data protection handbook provided by the university and complying with data protection laws.  Consent will be sought at every new stage of research, and will continually be sought as the design and nature of the research changes. All questionnaires and interview structures will first be approved by tutor/supervisor in the first instance, and the literature review and any other written work will not plagiarise and will keep participants personal and identifying details anonymised.  


(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? 

	
	Interviewees will be offered a chance to check the transcription of their interview before any analysis is carried out.  This is not to be done automatically, but it will be made clear that interviewees can request this.  Automation of that process could add unnecessary time constraint. 
On completion of the final report and once the sensitive and identifying information is redacted, this will be sent to interviewees. 
Questionnaire respondents will not be provided with further information.

(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.

	
	
A consent form will be emailed to the interviewees prior to the interview.  The interview will only be carried out on completion of the consent form.  A digital signature will suffice. 

Questionnaire participants will be shown a screen inviting them to give consent to my use of their data by clicking ‘next’. 

(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. 

	
	No names of individuals or organisations will feature in the final report.  The names of organisations will be sought in questionnaires and interviews to aid triangulation at the point of analysis, but all identifying information will be removed from any submission. 


(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:

	
	Audio/video data of interviewees will be made to ensure accurate transcription of their responses. 
The names and email addresses of the interviewees will also be required in order to contact them and to set up an interview via zoom.  There will also be consent forms emailed by the interviewees. 

No names, addresses or email addresses will be gathered from the questionnaire participants. 


(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 participants have the option 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 external hard drive storage. 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:

	
	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:

	
	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 external hard drive 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 which is likely to continue beyond this masters. 

(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) 

	
	


(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:
	Emily Gray
	Date: 
28th July 2021




For STUDENT Submissions:
	32
	Director of Studies/Supervisor:
	Annette fillery-travis@uwtsd.ac.uk
	Date:
4/9/21

	33
	Signature:
	
Annette.fillery-travis
	



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

All staff research projects and all research students must submit the Ethical Approval Form to the University Research Ethics Committee via the Academic Office (pgresearch@uwtsd.ac.uk).   Staff research directly in relation to personal study for taught undergraduate or Masters programmes should be submitted via the Institute procedures explained below.

Taught masters and taught undergraduate research Ethical Approval Forms are considered within Institutes.  Institutes will provide details of the specific processes for this.  Where the Ethical issues within any single ethical application are of particular concern the Institute will refer these to the University Research Ethics Committee.   Any student activity that involves the collection of primary data needs to undergo Ethical approval, this includes assignment work as well as dissertations.   







APPENDIX 9 

Interview Schedule 


1. What do you look for when hiring new teachers? 

2. Is there an interview process that potential new teachers have to go through? 

3. Do you think your staff have any training needs?
 
4. Is there anything you or your staff do to stay up to date with the emerging vocal science scene? 

5. Ideally, would a specific training course for teaching singing also be beneficial for your voice students? 

6. Added post trial interview: In-house training versus external training? Conservatoires becoming schools of thought. 



APPENDIX 10 
Excerpt of manual coding:
[image: ]



APPENDIX 11 

Transcripts of Interviews with Heads of Vocal Departments
Interviewer in Italics 
Based on the information given from an HoD (not interviewed for this study) regarding the impact poorly anonymised research has had on them professionally, great care has been taken to remove all identifying information. 
Other studies that have centred around particular conservatoires have simply removed the name of the conservatoire, but given that there are only 9 conservatoires in the UK, information as simple as staff structure or size are still identifying.  All redacted information has been coded and incorporated into the research.   


HoD1

What do you look for when you're hiring new teachers?

One is looking for, essentially that they can have transformative skills with voices, and they have…  Personally, I looked at… they have a sort of holistic approach so they can deal with: physicality; support the physical expansion; everything launches the actual instrument. I'm also looking for teachers who are very vowel aware, language aware, not just because one wants good linguists but you want people to demonstrate that they really have an understanding in another sense… It maybe obvious but I'll say it since you're interviewing me: the differences between open and closed vowels, bold shapes because they are the currency that the voice uses. So, one is looking for lots of things.

And is there an interview process, that your potential teachers have to go through?

Yes, there's both an interview process, and demonstration process. We've, we've just held some recently.

Okay, So, what, what is the interview? What's involved in the interview process?  What would you be looking for as characteristics?

Well, it depends on what your priorities are at the time, because there is an increasing need an increasingly imperative and critically so for us to have much more inclusivity, we're diverse diversity, to be able to offer opportunities for artistic development from students, or applicants from real range of backgrounds and because of the whole depletion of music in state school… Schools... And so, to make sure that even people who have come through a system that their children afford: singing, piano, or whatever lessons for them - that a teacher… if they show that they have the potential to get into a conservatoire… the teacher has both the skills and the will and understanding, to, to, in a way, upskill somebody on all levels. So, for example my recent interviews, we were looking for that as well. So, we're looking for people who understood students with learning difficulties, understood, students from more diverse backgrounds, maybe less privilege, linguistic problems, musical, all sorts of things so we're looking for that anyway, but also I was looking for teachers who were very technically aware and could show a demonstration that they were technically aware, and that they could communicate that. It's no good just talking about it that… they could communicate both. Technical object… and actually looking for evidence that even in that one lesson that it could make a difference.

And in that series your demonstration just is just the is one lesson. Is that right?

Yeah 

And do they do, it's just one student and…

One student.  All will teach one student, or teach the same piece for equality reasons. 


Okay. And, and is it just you on the panel, or is it…?

No, no, there's three.

Okay. Yeah. Who else is on the panel? How… Who else helps?

Well, there's another person in the vocal department. And then, and then another person who's not necessarily in the vocal department but it's connected to it. Okay, so another singing teacher, and then another person, I mean actually, I was hoping… I have been on other interviews for other departments. I played on string, cello teacher interviews, for example… and I tried to get somebody maybe another head of department, but they were all too busy. We've had someone who has not a singing teacher. Yeah, but, so there's three people there.

Okay, got it. Do you think your staff have any training needs?

I think if there's any training needs for some of the staff that's probably in languages more than anything. Because there are staff in it because neither our staff…. Language is very good anyway, but there are staff where the imperative to me to teach these to a very high standard was not so strong. So, I would have said those are the main training needs in terms of actual singing teachers. And even then, it's not a huge thing because most are very good at languages. And it's a new generation of coaches. Again, we've checked that they had these language skills in their interviews in their demonstration so that's less of a need as well.

Yeah. Okay. Is there anything you or your staff do… Is there any imperative to stay up to date with the, the emerging vocal science stuff, the journal various journals and…

I don't know if this is an imperative, I think it's really important to be aware [emphasis added], but I personally I'm also I'm wary of anything becoming a fad. Because I've witnessed this, when I've taught elsewhere, that, you know, there were a group of teachers who subscribed to the teaching of a particular person. and it became slightly cult like. And in fact, the students were so busy, adhering to a particular set of: ‘you do this to do that to the next thing, you don't do this’, that some of the, I think the fundamental organic things of making an energised sound could get neglected so you get people doing extraordinary things with their tummies, because those particular pedagogical approach, and they were not opening their mouth, they were singing like ventriloquists. And, you know, if singing is some expression of heightened emotional reaction to something, or, I don't mean that has to be tragic but just astonishment, amazement, or, you know, love, hate, whatever we usually our mouths in real life, so why would… You open your mouth to sing.  To breathe, you know, and we usually at a very primitive level, open our mouths, this is sort of fight or flight thing to take breath, and I am suspicious of, of any pedagogy, where, or it's maybe not even using the original pedagogy, but then the way people take bits of a pedagogy and turn it into a cult where they forget to take it back to the fundamental thing, I mean, people that have been very fabulous singers over the last however many 100 years, and probably better singers 100 years ago  (((he said sorry he's just coming through. So,))) [someone walks in and interrupts]
…and in a way I think I'm there were technical changes, you know, the Italian school. But I get worried when we get when we stray too far where maybe the fact that we can't…. technology… technological allows us access to what's going on, which gets better and better, of course, the technology… and that people forget what the fundamental thing is that made people want to sing in the first place. I mean I know that it was when they developed the laryngoscope back at the turn of the 19th century that that kind of moved vocal pedagogy on an even maybe moved sort of vocal style on. Garcia and all these guys and tenors are singing high notes in their… properly on their chest and not going into falsetto. And then know a lot of that went hand in hand with the sort of technology of seeing what was going on in sight. And I know that's part of it but I don't mind that… I get... I'm not happy about the technology, leading it.

Yeah. So would you would do you [emphasis] stay up to date with, you know, that stuff, you know, even just teaching techniques that are talked about in journals or, or in, you know, things like the British… British Journal of Music Education or NATS, or AOTOS?

I wouldn't, I would stay up to date with it a bit, Emily, but it wouldn't be my priority. Maybe if I was much younger. 
But the reason that I'm not kind of wedded to it, is that if you have limited time to do something like run a department include including all the reading, and including everything else, I will, I will kind of check in with it. But I'm not going to immerse myself in it, because I'm suspicious of any kind of cult of a single pedagogy. And I'm more interested in the fact that different people have different approaches, and they can usually work for somebody or for a group of people, and very much not work for somebody else. So that's why I refuse to get onto any bandwagon about, this is the way, because there's always going to be somebody, it doesn't work for.

Absolutely. Yeah, absolutely. The, the, I suppose. And in terms of your staff do you know whether they, I mean just disseminate information even amongst themselves…. Share ideas?

Some do, some don't. It's a little bit to do with what age groups, where they come from. And also the way how much you know, some are much more internet savvy, and some are not. And it doesn't necessarily make some better teachers from what I can see.



Okay. I'm gonna change the tac a little bit in terms of it I have I've also issued a questionnaire to graduates, and I've had a massive response. And in fact, my biggest                   responses XXXXXXXXXXXXXXXXXXXXXXXXXXXX  XX XXXXXXXXXXXXXXXXXX XXXXXXXXXX XXXXXXXXXXXXXXXXXXXXXXXX something that like that at the moment are now teachers. Do you think there is any need an ideally would it be a good idea to teach people how to teach? 

But I thought we did have it… not actually in our department but I saw all our students had some teaching which was part of other things that they do in academic studies but definitely, because there's lots of aspects about being a teacher, without kind of immersing yourself in any particular pedagogical approach. There's other things that you might find, I think in all teaching. Yeah, that's, that's very useful and I think many singers don't really learn about singing till they teach themselves.

Yeah, I agree. I know. XXXXXXXXXXXXXXXXXXXXXXXX very good teaching module that is very beneficial but it's teaching in very generalised term so it's not specific to anything it's, it's education theory really.

Okay. You see the problem about singing, and I expect it to for other disciplines but you know, it's sort of the nature of singers, and singing teachers. Is that is that there can be different ways to teach somebody how to sing. And depending on who is being taught, they can work, but they can be very, very different. And there's not always, you know some people are not tolerant of a different approach. So, students themselves can get quite confused and can be a little bit: “Well, this is not what my teacher teaches me”. So that's why I think that, in a way, teaching any pedagogy, when for example, it's good to know what's going on in the larynx. It's good to know how that works and when I was a student, that was fun. We got some teaching. [Inaudible] teaching. There was a lot of that going on what the larynx did. But even so, there's a generation of teachers and singers who were very much taught not to investigate that too much, not to get too obsessed about this. I had a teacher like that when I was a student who didn't want us to you know, in a way, you shouldn't be thinking about what the cricoarytenoids were doing or whatever. Now, I don't subscribe to that. But, there, there are generations still a very good singers and singing teachers who maybe would not want to get too involved in the physiology, and might think it's counterproductive. So I definitely think that the, that the. It would be good. I do think that what the better I do think, would be hugely helpful. And I've tried to sort of bring this in, when I could we got slightly stymied because of lockdown. But this instruction about breathing and support and understanding what breathing, support is about. And there are practitioners who are very good at that. No, now you know, EVEN THAT, which I thought would be fairly universally appreciated, but it's not always the case, because you do get teachers who are in a way, maybe it challenges the fact that those teachers themselves don't teach with that approach, but I think that breathing, support, postural awareness… I think there's a lot of things that you can, that are universal, and that you can safely do without it treading on anybody's toes.

Yeah. So, is that is that a separate class that you run, or is it, how does that…

HoD1: bringing somebody in almost like doing master classes. They've been doing it just to get the foot, but the thing is at XXXXXXXXX, because of that there are these neutral, these modules that they do with XXXXXXXXXXXXX. Musicians’ health. Therefore, so they're sort of where they are. As far as I understand the plan is that students are supposed to being taught, you know, because it's musculoskeletal stuff, and breathing stuff, because obviously the breathing also is important for all the wind players. Yeah, so there's some physiological awareness being taught across the board. And we will bring. I mean we could not, you know, for the last two years we couldn't have 30 people in a room breathing, consciously, but we were, we were bringing somebody in before the pandemic and I think that was good. Yeah, it's more to do with raising awareness of rather than in my case, it's raising awareness of rather than somebody coming in and saying this is how you breathe, because again that's where you can run into trouble with the different approaches of different singing teachers so the person that you bring in to do that kind of work needs to be smart about disseminating the information in a way that nobody should take exception to. Big job. 

Yeah. Yeah, I know. I'd so if it feels like this last question seems, seems superfluous really, but we're on to the last one on my list, that is. Yes, I suppose, let me, no, let me rephrase it. Is there any way that would you like your staff to talk more, would that would that be an ideal situation is to be able to adapt, 

HoD1: Yes, of course

…and I because I was thinking about what would, what would you, because it's a massive discipline and as you say, and I agree. There are lots of different ways to teach, and not one is right for one person, the taste. If you have made it a massive conversation. If you did it solely in house there is, I suppose a risk of becoming quite specialist and quite well, you become a cult in your own in a way yourself and then if you opened it out to the UK or even internationally, maybe that would be, they would you, would you want in house and, and ideally if there was money in the world. (LEADING QUESTION, MADE NO SENSE)

HoD1:  I have to tell you, if I'm being really honest, I mean, but I have sort of introduced these subjects in our staff meetings. I find them to be more divisive than the opposite, because people have very protective views about what's important. It can be a generational thing as well, but it's, it's, so I find it better to expose the students to see some of the bringing in somebody who's an expert on breathing, or the students having somebody talk to them about the imperative that they about vowels shapes you know whether that so their language teachers have people doing some classes and saying, No, you can't sing that song with this using a closed o vowel, or u vowel or whatever. The student’s feeding that back to the teacher.

Okay, understood.

HoD1: I don't mean that the students are teaching the teachers, you know, this is more a managerial position, I get quite difficult to tell it very disparate group of people with completely different areas of expertise, how to teach the thing that they've been doing for 40/50 years, at a very high level. And it's almost better to expose the students to all the different things that I think they need to be aware of now. So that covers but maybe not going to do in their lessons, or it's something that they take back into the lesson. I mean, along with breathing. And this is maybe a very XXXXXXXXXXXXX thing. We have a lot of students who are very un-vowel shape aware. And that's partly to do with many of them with a kind of heritage of singing and I know you sung in choirs, so it's not that I'm against choral singing, But you know, a lot of singing engenders, these sort of generic vowel shapes, because obviously it's much easier to get a blend. But you have them singers coming out of that environment who are allergic to make closed vowel sounds, and say like, oh closed [a]s and [i]s, because they will suddenly become much more resonant. And so we get this, I call them Munchkin vowels. So understanding how, and you know there are wonderful diagrams of the tongue in profile, how vowel shapes are made in the modes, and what needs to happen to make a particular role shape that kind of education that I think would be very important for new, a new generation of vocal students.  It's not necessarily going to come from the teachers. It depends on the experience, the background of the teacher.

Got you. So, your emphasis as a manager…, if I was to, would it be, would I be right in saying that as a manager, you don't want to upset these people but, but you're going to create a well-rounded education.

HoD1: Yeah, fill in the gaps because people have different areas of experience. I mean, you can have somebody, you can have a member of staff who is fairly research savvy, is, is very up to date, is very physiologically savvy. But, you know, people can have specialisms but then someone's missed something very fundamental, because in a way they're really interested in directing from their specialism, and I don't want to criticise them for that. It's just a case of, I think you need to furnish young singers with lots of supporting information rather than necessarily expect that we can homogenise singing teachers. I don't think you can homogenise singing teachers if there's one member of the artistic community it's singing teachers… or singers! God!

So you would wouldn't expose them too often to read something if there is a gap in their knowledge, you would instead just create a course that makes it impossible for a student to miss anything. 

HoD1: Yes, Exactly. 

Okay. Um, that's actually all of my questions. That's it. I'm just, just checking to see what the time is over. I mean, are you sure, yeah, I mean I think this is, this is just a small, this is just to understand the context in which you work. And yep, I think I've got it, I suppose we could talk about finances and, you know whether you have enough of a budget to do everything you need to do.

HoD1: No, I haven’t, and it’s only getting worse. 

So, you're just more students less money here. Yeah, yeah, Yeah. Is there anything that you would. I just do. Just to take I mean, is there anything you would really like that you're not able to do, is there anything that you would, you're desperate for I mean.

HoD1: I would love to have budget to be able to bring in, say, somebody who, on a more regular basis can talk about breathing and support, and, you know, some sort of physical teacher who could do that in a way that doesn't offend anybody, you know, and so therefore it needs to really need a special, it's not just like somebody who's a good dancer or somebody who's a fit. People's physiology, it has to be something really understands the broad spectrum of vocal pedagogies and therefore it can teach that subject in a way that nobody can argue. And these people, these people do exist, but there's just, you know, they're special, because you can find plenty people who can, you know, for one to the head or something, you know, you can bring in a dozen Estill practitioners who can do all the jargon and all of that. But it doesn't, it's not necessarily effective and it can actually really confuse people. Not because it's wrong, but it's rather my way or the highway, you know, it's, it's rather sort of, you know you need to know the chart and you need to know this, and if you don't have that, you know I had seen. Estill practitioners, and I've seen as still students applying, I've been on job interviews where people come in and they just talk is Estill. And then again, they're not noticing what student’s actually doing. Yeah, because they become so obsessed in in that sort of Estill thing not just picking that one out of nowhere, and, you know, but I've seen that with other other pedagogies, which I will not name. But, you know, which can be very sound if they're backed up holistically, you just go for one thing, And somebody is sort of all about what's going on down here and you're not seeing what's going on up here. So, I mean that's why somebody who understands, somebody who could really understand how and explain how the tongue and the voice, I mean an old fashioned Speech and Drama teacher who was teaching actors to project their voices in big theatres who understood how you enunciate. But you know these people are rare, and it needs to happen on a regular basis. And do you think that even then there will be people who, you know, will object to it because they say well it's getting in the way of the legato. [LAUGHS]

Is there anything else I mean other than that, I mean, I mean I know that's massive to deal with all the physiology but is there anything else you would you would want in an ideal world…

HoD1: No, no, no, no.  Just, just, just the physicality, the support, the physical embodiment of singing, which I think, and particularly is quite tricky thing for say a male teacher to teach a female student or vice versa. I mean, again, we're much more gender fluid no but that can be awkward. And it can actually maybe be quite difficult because it's slightly different body, you know it's a slightly different physical sensation of owning a female or a male body or trans body. And, and just the fundamentals of how you make the shapes that we used to sing with. Yeah, yes. And, in an ideal world if we have that, I think we can do the do the rest. Yeah.

I think that's it. I think that interview, that is a…

HoD1: I’m very old school Emily, sorry.

I don’t think you are. You made some really interesting points. Yes, okay. Right, let me just stop…

HoD1: I know this a lot because I sort of follow stuff online and particularly tellers, you know, And I know there's a lot of fun, there's a, there's a lot of physiological stuff. There's that guy who I like very much that American folk, his name's completely escaped me. I think he is a tenor, and he wrote some really sound stuff, it's actually quite old school, it's all bel canto school.

It is it is not Nix, is it? 

HoD1: No, no, it's ridiculous it's gone. Senior moment. But you know there are some really good people, all kinds of podcasts, forum online. And I think the Americans are very on it but actually when you read the content. It's, it's old school bel canto technique. A lot of what they're talking about. And I think it is good to read it and I think it is good to be aware of it but I wouldn't impose it, because that's never gonna work. Not when you've got, not when you've got a broad spectrum of age group of generations for your vocal staff. We have a whole lot of young teachers, that's a different kettle of fish, but the thing is many teachers come into the room when they get older. So, and, and I think many colleges have, have quite an age range of teachers.

You wouldn't hire them, I mean it's just, I think gone are the days now really when we're hiring famous singers and saying they’re teachers, but I know that they're still going to be around…

HoD1: Yes, but… But you know, Emily, I mean, I, I know sometimes colleges take and famous singers who are wonderful singers but not particularly good teachers. On the other hand, somebody who has been a professional singer understands what support is about. I mean because they know that they've needed to do it, because they've needed to project their voices. I you know I don't know that that's, as, as any worse a crime than somebody who subscribes to a particular pedagogy, which they're brilliant at doing, but doesn't notice the student isn't really opening their mouth. Yeah, of course. So…

Alright, thank you so much for your time,

HoD1: your, your nice to talk to you.

Wonderful, thank you I really, really, really appreciate it. I'm going to turn off the transcripts.
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HoD2

There we go, we're on.

HoD2: So, I shouldn't say shit?

How am I gonna code shit? Okay, right. I don't have very many questions, and I imagine they'll probably have to change based on your responses. So, it will be quite quick.  The first question is, What do you look for when you're hiring new teachers?

HoD2: So I look, I suppose the thing to say about this department (already not answering your question) is that we're... my focus... because I'm a XXXXXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX, and that’s interesting and something we can unpack later. What it does allow me to do it means that I'm not tied to a particular school of thought. And what I'm really keen, what I have been keen on building and what I am keen on building is a department which allows for a broad church of approach, so we can find the right fit for the student, but the ones that have criteria and all of that is, whatever the approach is it has to be a valid one, and it has to be taught well. And there have been some tricky conversations where things haven't been being taught well but what am I looking for I'm looking for a teacher who is able to, who is: still learning themselves - one - this is very important and has to have that sort of curiosity that innate curiosity, but someone who is able to provide solutions, workable solutions to the students, you know, to issues because here at XXXXXXXXX XXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXXXXXXXXXXXXX,XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXX. God, please redact this.

I mean, I don't think I can use most of what you just said, but in terms of a general coding, I've got a sense.

HoD2: So, you know what I really want my singing teachers to do is to singing to teach technique, and to teach it in a way which makes sense to the individual student. If a student finds that the fit isn't right, you know, and, but the technique is still being taught well it's just not quite packaged in the right way for them then there are systems and processes, whereby students can swap, and I'd never get in the way of that. But that's what we're, that's what we're building towards. the big problem is seeing teaching in, well, all over as a profession, is totally unregulated. So when it comes to, you know, one gets weighted information from a student saying "actually technique is not being taught or my questions are not being answered", it becomes a case of my word against yours, in terms of whether someone's really up to the up to the job or not so that that can get quite sticky quite quickly. And you know I've had to deal with, with one or two situations like that already. So, so yes, those are my aims department anyway. Singing teaching is quite separate from coaching. Coaching singers.

Okay, and, and in terms of the interview process that they have to go through how do you how do you work out that these people have those skills? what..

HoD2: they work with a number of students two or three students and those students, I try and provide a range of guinea pigs from in terms of age and experience but also in terms of problems from voices which are natural voices, which on the surface of things don't need interrogating too much but, nonetheless, the student needs to understand their own voice to voices which aren't quite working in the way that they're meant to and there might be something fundamentally that needs to be sorted out so I get to see them work in a variety of different contexts and then I speak to them afterwards, of course as well and get a sense of where they were coming from with it. The problem is of course we seem to, you know, and we have to tell the students as well there are magic bullets so, you know, to see a teacher for to give three sets of 15 minute lessons or whatever, you know three sets of hour lessons. It's not enough really to understand, you know, how a student would progress across the course of a term across the course of the year. But, so far I found that, you know, with the appointments that have been made…. I've been pleased with them that they've, there's been enough information there to see that the you know, particularly if you've got an interviewee, who is clearly still a learner, you know, and open to being a lifelong learner, then I quite often that is a very good sign, You know, it's obvious point but it's true. Whereas, you know, seeing teachers who have had their careers in the 80s and feel that there's, you know, the world has gotten to pot and then there's nothing more to learn, and that's where the problems can occur.

Okay. And do you think that your staff have any training needs? In general, very general.

HoD2: Yeah, I mean I, I, what I'm trying to build. It's a tricky one because there's, there's you.... One doesn't, it's a total balance all the time because you don't want to force staff members down a particular road, you want to sort of, well I want to make sure that they're gently being trained. And what we've found is, as a department, increasingly so that the singing teachers are happy to talk to one another about their students. So one solves a problem together. And not only that but we're quite keen that students learn, understand a shared language of teaching so one person's, the way one person packages support for example, may find, you know, different language with another teacher so we're really keen to make sure that that sort of things developed as well. And so students understand what different teachers mean and how it's all, you know, quite often anyway related to the same thing.  What I have done is pre pandemic we're starting up again is run two or three professional development sessions for teachers to come in on and to listen to, and those have been incredibly useful

For the teachers, teaching staff, That's, that's not for the students at all.

HoD2: The teaching staff, yeah, yeah. So, we have XXXXXXXXXXXXXXXXXXXX come along for example or XXXXXXXXXXXXXXXXX come along. Now some of these names split opinion, but they allow us nonetheless to question, I just basically want to make sure that we're on sparking and stimulating the teachers to think about their own practice. If they're acting against someone, if that's agreeing with them it doesn't really matter to me, as long as they're being stimulated when we found that that's worked really well.  I also appointed out, there's now an XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX, who leads our BMus to pedagogy classes, and he... XXXXXXXXXXXXXXXXXX, I think it's important to have a non-singer as XXXXXXXXXXXXXXXXXXXXXXXXXXXX personally, but I think if that's going to be the case and you have to have a second in command, who is really the singer and who can tie things together for you. And I've learned a huge amount over five years, about what it takes to make a singer but I lean on XXXXXXXXXXXXXXX when I need to understand a little bit more about what's going on with a particular student or ways in which we can approach teachers too. So, from my point of view it's about tying, tying things together and making sure there's open conversation at all times. Because a XXXXXXXXXXXX school for example, you'll have to edit this, but a XXXXXXXXXXXXXXX for an entire department is, I think I just don't think doesn't make sense to me. I can't see how that could work for everyone. But, yeah, as I say what I want to see is kind of proven success from all the teachers in one way in one shape or form or another, from the, from the students they train. And, you know, and also, you know, our teachers take song classes so there's a there is a sort of a group teaching element to the department, whereby you know students are getting input from other singing teachers.

And if, how do you actually, how do you make that work in terms of... So, there's professional development sessions then group teaching classes and staff are just generally encouraged to speak to each other or is there a more formalised process going on.

HoD2: No no no, I would, I feel. I think as soon as it becomes personally as soon as it comes to formalised people start to get defensive, so I think one has to be careful with balance, but yeah, I'm just here to encourage open conversations in corridors, you know, a chance to mull over a particular problem together. I think that that is it, because I think teachers can quickly get a bit spooked. They feel that, you know, they're being somehow tested on these things. So, it is a very soft approach, but it appears to be paying dividends slowly but surely, it's a long process as well of course. Slowly but surely, you know, and I think it's, it's about all sorts of things, you know, concerning ethos as well, you know, a department which is intimate enough that everyone knows one another’s’ names and that sort of, you know, being part of a community I think that is engaged in this learning as opposed to a department where singing teachers have stalls of students. And then you get all sorts of unhealthy things like poaching and blah blah blah, all the rest of it.

Okay. And is there any sort of integration with the, with the various journals, the all of the research that's coming... well, it's everywhere, VASTA and Journal of Voice and education, teaching techniques. Is there any reading or any onus on anybody to do any.

HoD2: Yeah, we became members of the XXXXXXXXXXXXXXXXXXXXX, a couple of years ago, and that provided us with some, some really useful stuff. One thing that I was keen... this is pre pandemic we're sort of with just sort of going back into the rhythm of these things, but pre pandemic I was circulating a weekly article to the singing teachers to think about. And that wasn't necessarily just about technique, it might have been about interpretation or it could have been about, and the article could have been cutting edge or it could have been something sort of cosy and comfortable, written in the 70s or whatever. But again, about stimulating, stimulating thoughts, basically, and getting us to consider things, so I wouldn't go as far as to say, you know we're running seminars or anything like that but it's just about. It's about taking what I've inherited and trying to stimulate that rather than scare the horses too much.

The okay.... in terms of your singer, do you think there are... this is for your students... do you think a specific training course, and perhaps, perhaps one already exists through XXXXXXXXXXXXXXXXX, about how to teach singing specifically would be beneficial, or

HoD2: Not, yeah so they already get this, it’s something that could be expanded, I think, but in BMus second year undergrad, they undertake a pedagogy course, which is led by XXXXXXXXXXXXXX and which with guest lectures this year XXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX comes along as well to offer a kind of Balanced View on all of that. And the idea is at the end of that they're examined, and we give them a guinea pig student or scenario. And they discuss with us, how they go about teaching that students, they also do some research for us on a particular area of interest, whatever that might be tongue retention or who knows what.... or accent method.  They'll go away, and present to us for 10 minutes about that particular topic, wide interests and the problems and why it might be problematic, different points of view. So it's a sort of fledgling course, which we have ambitions to expand I mean, I know that you know there, there are ideas that would be lovely to have a separate teaching singers, singing teaching course. But we do have the sort of seeds of that in the department and students come away with, with some sense of what it means to teach and, and different approaches of teaching, you know, so we're sort of building those filters and those that vocabulary out.

Brilliant, and is it mandatory does everybody have to do it?

HoD2: Yes, in the second year. 

You've sort of already answered this, but in in house training versus external training. Do you have any thoughts on because you sort of already answered this, but I suppose there's a risk if you do everything in house of conservatoires coming one school of thought there might not be that bad a risk if you're constantly doing things, or do you think there would be a need, or would you ever like to have an external body that teachers have to go to to get all of these thoughts, or do you think that you can manage that well in house,

HoD2: I well, it's we're sort of in between those two things because the PD sessions are run by external guests so it's not a case of us kind of looking after our own and kind of getting a bit stale, I think it's a case of having people coming in to give us new points of view so I think we kind of straddle those two, two worlds a bit. I mean the sort of the basic... the short answer to that is that there isn't any funding available to send to send teachers away on external courses at the moment, or it's, it's very, very competitive and we wouldn't, we'd never get a whole department away, for example, in order, so it's the best we can do at the moment is to, you know, is to be able to offer it in a way we do. And now I suppose with online meetings as well it means that we can really can get the whole department together, whether they're at home or they're in the department to listen to a guest speak about a topic. So,

And in terms of funding, I've been looking at government, the different cuts and the different amount that conservatoires get that XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX. So I can see that some colleges have lost colleges, conservatoires have lost and some have gained in

HoD2: Oh right, okay, yeah. XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXX. So it may be that it doesn't, I think this is exactly the problem that we have, you know. Despite having kind of XXXXXXXXXXX, and all the rest of it it's not seems it's an XXXXXXXXXXXXXXXXXXXXXXXX. So, no we're struggling under severe cuts at the moment. And I don't think it's going to get better anytime soon.

And does that, I mean, in an absolutely ideal world, is there anything more that you would do in this regard, if you if you had all the cash, ever.

HoD2: Yeah, I mean, just trying to think. So at the moment, but when I arrived I extended the BMus 1 singing lessons now an hour and a half a week which I know is usual in other places but every year just got an hour a week. That first year now have an hour and a half.  They're 2 45minute lessons one to consider technique, one to sort of, you know. And it's worth saying as well, I think that BMus one in their technical exam and BMus 2 to now do a range of technical exercises, so teachers really have to engage, if they're going to teach in any sort of way. We have a set of exercise called XXXXXXXXXXXXXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXXXX… So they have to engage their own approach, if they're going to get these students through these quite tricky exercises. So, anyway, long answer but yes, we've got an hour and a half for, for the BMus one and I would like to see other, you know the other years that had a similar amount of time and to build on what we've done. I would certainly want to increase the amount of professional development. We did, you know, but would I want to I, yeah, it's, it's very tricky to say I think it's a slow. It's a slow process and what, as I said one's got to be careful not to kind of scare people, particularly if they've had 20 years of not having to engage with this stuff at all. And just talking about their time at the La Scala, you have to kind of get you have to go. Careful. Thankfully, we don't have too many of those things… to teach like that, in fact, I think I’m thinking I could, I could count them on one… thing.

You said, particular book of exercises technique exercises and I missed the name of it and I bet you the, the transcription thing didn't get it either wouldn't matter

HoD2: So it's XXXXXXXXXXXXXXXXXXX which might give the game away that it's XXXXXXXXXXXXX, But anyway, those are the exercise we use. I mean to say it's an anthology, I think, yeah. The idea is that the student and the teacher. There are about five different exercises per topic, and the student, the teacher can decide what exercise is going to be best for that student to work on, so they get to choose which topic they're going to present, and which vowel, they're going to present on. So there's, there's, it's not a case of head of department, kind of, it's not a totally inflexible module basically it's led very much by teacher and students to, you know, an is there to kind of help them build their voice and that's also paid dividends.

Okay, um, my, my last question isn't, I don't want to take. I didn't know how long we've been good, we're still on time. Do what, Why is it all my structured questions are done. Why do you think that XXXXXXXXXXXXXX is helpful, because that that would just be, that's just interesting, what is it that makes you...

HoD2: because I think we're two for two reasons because I think singers are unique in the fact that it's non-singers who employ them, totally, almost totally non-singers. You're at the beck and call of which is so weird. But so true. And I think that they have to get used to that dynamic. So, I'd say that that that's really important. And, and secondly XXXXXXXXX XXXXXXXXXXXXXXX XXXXXXXXXXXXX, XXXXXXXXX struggle if I had a technique which worked for me, I'd want to see that taught as a blanket across the department. And I can see that that would be problematic and I've seen that be problematic in other departments, in other conservatoires I mean, so.  so yeah I think that XXXXXXXXXXXXXXXXXXXXXXX XXXXXXX have a voice for the singing teachers and open doors for them in a way in terms of understanding. So that's, that's quite handy so I really do strongly believe that, yeah, it's good to have it this way around and then to have XXXXXXXXXXXXX, second in command. It's very, very much equal in this department anyway I lean on XXXXXXXXXXXXXXXXXX XXXXXX an awful lot, but to have that balance at the top is, is really, really important I think if you've got two non-things at the top that can be tricky, as happens in some departments, but it's all about the whole thing is about balance, isn't it, everything is about balance balancing all the things, being able to deflect. Yeah, constantly being… [talking over each other]

Not being stuck? Okay, is that,

HoD2: I think, you know, as I found in certain recently that one can go too far down this road of being obsessed with technique and we need to remind the students actually the technique must eventually be invisible. We invest in it, we invest in it, we understand study master it, and then it must be invisible, we don't want to see technique. When you're on the stage at Wigmore.  I think it's can be easy to swing too far in the other direction, and then produce a generation of singers who aren't as good at communicating or aren't. So, again it's balance isn't it and just making sure everything's been covered and I think I'm sort of given myself a note to say you know that we've got to just make sure as well that we're not forgetting all of those important performance things. This constant, constant, sort of, seesaw you know, training any scenario like this isn't it. It's such a slippery process, you get one thing sorted and the other thing slips out. Yeah, one so, yeah. But um, but I feel, I feel really, really pleased with and I it's worth it, I think it's probably worth saying as well that the really savvy teachers have I've noticed an improvement in their teaching and the flexibility in their teaching without anything else being said or done that I think that if, if the right atmosphere on the right, ethos is set up that teachers that are really savvy, are able to be flexible and to and to manoeuvre into a position which is both, which doesn't compromise their own integrity but also aligns with the department, departments, ambitions, you know. So I think, one shouldn't underestimate the ability of singing teachers to be able to do that so I think everything I'm advocating is a non-heavy handed approach but but something that it needs. Absolutely to be engaged with but in a way which, it depends what you're inheriting basically it depends. It depends what you've got in front of you. And what this approach has worked well so far here.

And in terms of, I'd say, I just, this is just me winging it. So what sort of research is going on with the. So you mentioned that earlier, I can't remember when.  When you said there was research and you were looking into things what was is that, do you have a separate research department, or, or is that a....

HoD2: First of all, we've got students PhD students who are, who are, I think a couple at the moment, who are interested in vocal pedagogy, and in shattering the department in understanding and in sitting in on lessons so there is an increasing interest in all of that to

lessons have been.... a teacher has been comfortable with opening lessons up, that's amazing.

HoD2: Yes, well we haven't got to say we haven't quite got to that stage in the proceedings yet, these new PhD so that's that's good to come but I don't anticipate there being any problems with that. I really don't.

Okay, that is, all my questions. I just want context I just want to see if there's if it's, if it's the same around the UK, and so far it is. Yeah, it's just the same struggles and the same. I won't mention anything that identifies you but a bit yes it the all of the key themes that you've brought up without me prompting are the same...

 
HoD2: I know it’s, schadenfreude that's really quite reassuring. 

I'm sure. Yeah. And, yes. Yeah, it sounds like a really hard job. 

HoD2: The trickiest thing about it is the unregulated thing because where this is where, we were dealing with a bunch of school teachers, you'd be able to say well you're not delivering on x y and z. We can see that and we've got a paper in front of us to show us so, but there's nothing you can't do that so you're working with freelancers who, there's all of insecurity with job insecurity and all the rest of it, so it becomes quite a knotty old thing.

Yeah, and in America there's sort of been reading, somebody else's PhD, and some, they do run vocal pedagogy specific courses and masters in it, and various conservatives and in France as well. And then what they have found from that is because those students haven't had time on stage, they aren't able to develop repertoire, choose good things in themselves, they could have serious vocal issues themselves because they haven't worked on it, and then they're not very effective they choose inappropriate repertoire, because they just don't have. So it's a really delicate seesaw. 

HoD2: Which is where I think I really feel that if you've got a department that can work as a, as a kind of, it takes a village to, to, to, you know. Yeah. It takes a department I think to raise a singer, and I think we've got far more chance of success if everyone's talking about a student and about their welfare and how one can best serve, you know, that, that would seem to be an obvious thing to do to me and I, I'm pretty sure that that that doesn't happen everywhere but certainly what we're aiming for. Yes.

Okay. All right, Thank you so much. I'm going to turn off the transcription thing now so you can carry on swearing XXXXXXXXXXXXXXXXXXXXXXXXXX.
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HoD3

Just to say that I didn’t know that you existed, not you personally, but the centre

But a lot of staff.  I mean, a lot of people involved. 

Are you at all in contact with York University?
No, should I be? 
Well, I know that they have a huge research project there into the voice? It’s been at least 10 years, but it’s in the engineering department, not the music department. 

Helena Daffern? And yes, I was going to do a masters with her as my supervisor before I actually chose this one instead, but because I needed a lot of physics to start that with her I chose this one instead. 

Well, its loads of research.  Lots and lots of research.  In fact, I’ve forgotten what on earth his name is, David somebody who used to be there before her and is now at London University. That’s right, David Howard. And I think his interest originally came from his …because of his son being a chorister at York Minster? 

I know, I mean, you're sort of touching on everything I was going to say anyway. So I have some...

Do you know Jenevra?  Do you know…

I don't know her personally, but she, she is part of the course and she's... She gives lectures and and a lot of her work is is up on our library. And yes, she's a big voice in the course. Yes, I think it's a brilliant thing to have in existence, but was we'll. So questions. What I'm trying to get is a sense of, of, of the environment and the context in which you work and see whether or not that is, can be extrapolated out and be said to be true of all heads of department across the UK. So far, the battles that everybody has seem to be pretty similar. So it's to see whether the environment is just the same everywhere. 

Good. Well we seem, I must say, we seem not to have any battles. We appear not to have any battles. When I this is my XXX year. Obviously that's identifiable but this is my XXXXXX year for your information. When I came here. Many of the staff in the vocal department didn't get on with each other. And there was quite a lot of poaching of students. Now all the staff get on and have done for many years. We introduced... so we have good staff meetings. Well, quite a lot of this singing teachers will team teach in the sense that about six of them still have quite busy careers, that when they're away, they... but I mean, also when people are ill, for example, one of our members of staff so at the moment I've just divided her students between six members of staff and they will all do that if any member of the staff was ill. All the other members of staff would pick up their students with generosity. And so I'm afraid we don't have battles.

When I mean battles I mean things like finance, I mean all the whole spectrum of things, but this is... that's fantastic.

So, there are certain basics that we adhere to, and in order to establish those we started a pedagogy course about eight years ago. And there were two main reasons for that. One was if the students understand what they're learning, then sorry, if they know how to teach then they better understand what they're learning. And secondly, it's allowed me to say to all the members of staff, whether if we're teaching teachers to decide how we teach, so we had class that we have meetings and lunch meetings and coffee mornings. We also do that for other areas of the curriculum. For example, one of our principles to the teachers... singing teachers is the is the German song coach for some of the time and so the staff and he... we have him and the language teacher saying to the staff, "well, I decided that we're not going to... we're going to roll every R, we are going to have schwar at the end of neutrals at the end of words. We shall close [i]s, you know, say Herr und Leben and sufficeit sufficeit, you know. we didn't lay them down and we laid down those sorts of rules for Italian and French. So we will talk about various things which are taught throughout the college so that we, I mean, the main reason obviously is not to contradict each other. So the the pedagogy course, we sort of trialled it a bit, but there are now three strands to it. And in fact, we offer a master's with a vocal pedagogy pathway because it's, it's I can send you... I can't send you right now because I'll have to delete the names of the people and stuff. But that is what it has three strands. I'll read you some of the don't need to write it all down Emily because I'll send you it but I'll read you some of them. So one is: reflecting on your experiences in music education, what is music pedagogy how to observe and reflect on teaching music, learning and human development models of musical development? Reading Week next is teaching beginners, integrated musicianship using Dalcroze principles in instrumental and vocalteaching, singing and ear training in the teaching, applied principles of integrated musicianship, your instrument professional values and safeguarding. That's semester one. semester two is review of learning and assessment setup curriculum design. And lesson planning online music teaching and learning how to help your students to practice how to scaffold learning by asking good questions, student centred teaching and learning teaching for health and well being and topic TBC. Next semester is introduction to conducting and how to do good presentation and viva. So that's the first strand. 

Oh, my God. Sorry. Yeah. 

The second... so this is... now that's practical pedagogy. That's an elective for postgraduates, those lectures, and some of the most of them are delivered by members of staff who were not vocal in the vocal department. But it is open to vocal students. And it's, it's, you know, it's generally it's generic, isn't it about education in general? And how to teach. So in order to support those for those postgraduates who have elected practical pedagogy, which includes monitored teaching of two of their own students we... so in the vocal department this is our pedagogy course. So there are... we have a partnership with the XXXXXXXXXXXXXXXXX because there's a voice clinic there, and the head therapist she comes and gives all the first years just two or three, like introductory lectures on vocal health, how to look after yourself as a singer. But that's just as first year undergraduates and first year post graduates for some of our post graduates have come from math. Geography or whatever. So then, there are in addition to that, she then gives about eight practical sessions. They are laryngeal anatomy, practical laryngeal anatomy and that's when they make larynx out of paper. Phonation, articulatory anatomy, alignment and posture, articulation, resonance, vocal relaxation and health. So those are her lectures, and they're interactive. And then we have... so we've talked about resonance breathing, articulation, alignment, musculature, body mapping, I mean, it's called alignment and posture, but it's actually body mapping that she does and that's done by the lady who does all the physical awareness classes because the singers will get physical awareness every week, and performance classes and staging diction, speech and diction. So then the third strand is: one introduction to vocal pedagogy, two so this is not so we talked about breathing in the mechanics, but this is how to teach breathing. Then the next one is how to teach phonation, how to teach resonance. How to Teach articulation. How to Teach repertoire, keyboard skills for seeing teachers have to have those setting yourself then there's a lecture actually XXXXXXXX does it, you know XXXXXXXX? I'll tell you in a minute, setting yourself up as a singing teacher. So so that is how to safeguarding and all those sorts of things. I mean, they've already done safeguarding, but it doesn't. It's quite good that they're told twice. And then and the next is teaching body mapping and relevance of somatic practices. So that's another 2468... 10 lectures. Now, in addition to that, two weeks of every spring term, the first two weeks, we have a residency to attend a residency of XXXXXX of whom I imagine you've heard. 

Oh, yes, yes. Yeah. Yeah. 

So XXXX comes and this is CPD for our teachers and it's one to... so we do one to one sessions for the students. They sign up every morning and every afternoon, and every lunchtime he gives a lecture and that is.... well he'll give them on XXXXXXX breathing, but it is a bit it's now a bit developed from just acc...but we don't we do. If I'm rude I call it belly flop. So he said "I no longer do XXXXX” So he does XXXXXXX. And but he also does it for the... that extends to the string players and the wind players, wind and brass players like, I think it goes to the Guild Hall as well. 

And Trinity. 

All right, Linda's there now isn't she

She's left, left… Linda Hirst

No, no not Linda Hirst.  know who's there? It's

I think it's connection is XXXXXXXXX... is that her name? I think think he comes in via her. Anyway.

Yeah. So that so his days are spent doing one to one sessions with the students. So that is identification and identification of vocal faults, really, and exercises for for said vocal faults. Until he'll also do lectures apart from breathing, he'll do how to establish a toolkit so if you have a singer comes in and they can't roll an R, these are the -  oh we also do a roll dark clinic with the lady from the XXXX- these are the exercises to teach somebody to roll now. If somebody sits if they're if their voice is too far back or something like that, it's not well balanced as to all then here, these the exercise you can try for that. If there's too much anxiety in the tone, these the exercise you can try to sort of giving the kids a toolkit. So it enhances their understanding of the pedagogy course, but also it actually gives them practical solutions. And actually, actually we usually have another lecture in there which is improving your toolkit. So that's exercises because at the here, halfway through the year, we still did technical exercises, technical assessments in the first three years of the undergraduate and we haven't changed over the years actually. They're basically scales on set exercises, just on the Italian vowels. So XXXXX - we are  - and the other thing of his the other aspects of his visit is that he goes into singing lessons. So he observed somebody teaching or he will teach if he was teaching my students. I would go into his lesson with that student. Right? So I could hear him teaching my student, but quite a few of the singing teachers invite Him into their lessons and they want feedback afterwards. What could I have done? All this just certain lessons, they say what can I "What's an exercise that would help with that?" Because I mean, they're not all they're not all totally open. It's it's true in that they - I'm not sure that they would all allow him into their lessons but the good majority do, and certainly there that I have not in all these years.... he's been here about seven years. No, no member of staff has ever said to me, I don't want my student going to XXXX or I don't want my student go to any member of staff. None of them has.  Performance classes: we are quite strict in that they ought not to deal with technique. Often other students... Now sometimes it's inevitable in that, you know, we can point out how they're standing or if the vowel is just wrong, as in that should be a closed [i]. It's an opening?? [inaudible] Obviously, it's strays over sometimes but it should be a general point of the whole room rather than specific to the student.

Okay. Okay. Can I ask you about... because XXXXXXX, you must have hired quite a few people? So how, what do you look for when you're hiring teachers?

Do you mean singing teachers? 

Yes, I mean, your singing teachers Yeah.

Well across the whole across a whole range of singing teachers we have, I do look for some variety in their, in their own talents or what they bring. I, since I was here, my main aim is to improve the musicianship well with a vocal, healthy voice to improve the musicianship skills of the students to as high a "you will not work if you are stupid", basically. And and that is it is possible. So I, like for example, in performance classes when it is not my intention to invite anyone to teach you to speak about the voice instead of the music. So so but but that there are, off the record,

okay. Yeah. Okay.

XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX
XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX
XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX
 XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX
XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX
XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX
XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX

You're not alone off the record. Yeah, that's really common at the that's come up every time. Interesting. Is there a...

Yeah, but choosing singing teachers? Yeah, it's tricky. It is tricky. Because I don't want to invite famous singers who don't have a clue

That's sort of what stated my research project, is exactly that.

They can they have good ears, but they can come and do performance classes, if they like, but even then some of them sort of don't get it, or they haven't worked out if they're not analytical. It's not an... I think the teachers I think that's the main thing they have to be clever. So if if somebody has had a good career, but I think, gosh, they have absolutely no idea what they want to what to say to that student. Now sometimes it's interesting because there's one soprano actually, I have in my sights at the moment, but I haven't approached her, but I know she's 54 and she should now be teaching, but she's never done any teaching, but I'm really tempted to.  Well, I shall do when I've got time to write to her to say, "how do fancy coming and spending a few days and observing how people teach".

I mean, teaching is so unregulated, utterly unregulated, would you want that person to do a lot of observation ultimately, or get any of the information that you're already giving your students in order to be able to work there? ..what would you do? 

I don't think so. I mean, I've just recently made one appointment… very I didn't have time to advertise, because I, I would advertise but I'm actually looking for a man teacher at the moment and I think I'll probably go for people who are already teaching in conservatoires, but they will still have to get the demonstration lesson. But I recently did one direct appointment of somebody who had left one of the other conservatories and I thought, gosh, I've heard her students over the years and they she's a good teacher. So that was a direct appointment. And and I was just very, very lucky that she she said, Yes.

And did you I mean, is there other than the demonstration lesson within an interview processes? Is there anything else that you look for? 

Yeah, I expect the application form to be taken seriously. I want clear evidence that they've been on courses that they have, that they if they haven't been on a conservatory before, they have to have a track record. They have to have been on quite a lot of courses, I think. But on the other hand, for example, again, I better say it's off the record. I mean, I have occasionally been I'm sure you're aware of AOTOS. Yes. Yeah. I mean, occasionally I've been to some of their demonstrations and I thought XXXXXXXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXXXXXXXXXXXXXX. You know, I want my singers to have as much information as possible. As much. Yeah, that is in every every area of skill they need to know .I mean, I had a girl in this morning who said she she she had a bit of a cold and then a voice went completely. She had absolutely no idea of the difference between onset and articulation and she was a postgraduate She's new. She's a new postgraduate and an overseas but postgraduate but I think my goodness, so that's why I think that it's a it's a hugely privileged job huge because in our in the feedback that we give to the technical tests, and to the end of year recitals a lot of that I mean, that's feeding back to the tutor as well. So if a student for example, you know, sings off their voice or doesn't have any support or their vowels are different from each other. You know, I shall write in the feedback of course, you do know that in classical singing, every, every vowel has to have the same resonance, they are different from each other, but they have to have the same resonance. And that is to the to the teacher, and then I expect the teacher to say, "I don't agree with you", and then we'd have a quick discussion. But I've been writing the same thing for 10 years so nobody's complained yet. But But I, I was hugely, hugely fortunate when I first started this job because I had only been teaching about four years and before I got the job to have a wonderful deputy head absolutely wonderful XXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXXXXXXXXXXXXXX but we were like a team XXXXXXX. And honestly, if we would hear 50 recitals, there might only be two that we didn't hit the same mark. You know, so, and I learned hugely from her and from XXXXXXXXXX, hugely, I've stolen so much of his teaching.  I mean I don't agree with him all the time, but I don't but then he'll say, Yeah, but blah, blah, blah. And I'll say, however, yeah, but I we are very, again, very fortunate to have his input, really. And I know some of the I'm sure you're aware of this as well. Some of the vocal teaching and organisations have been a bit cliquey in the last 20 years. And it has become a business as well a little bit. But I mean, we just hugely fortunate to have him around.

You sort of by... you've covered most of my questions a little bit, but I just want to make sure that I've got all of your thoughts really.  So your staff now get on and they talk and there's there's cross teaching and and everything said. Do you think that they have any ongoing training needs or could be helped in any way or supported additionally? 

Well, quite a lot of them go on courses of their own volition, yes. 

Yeah. So their lifelong learning is not in and of themselves. You don't need to push them towards it or anything. they're doing it?

I don't think so. Some of them are so keen on singing that they actually talk about it as well. Some of the men, yeah.

Do and is there anything that you do to keep up to date? Is there anything that do you stay up to date with all the journals, Journal of voice all these various associations despite the risks and of cliqueness… do you do

well after I've taught XXXXXXXXX have taught all that? I've got there, I've got all there it I mean, I, I buy, I got Ron Morris’s books. I am a member of AOTOS which I do so I do sometimes want to XXXXXXXXXX. So I did. So I do. Wonder Nikki Jen Kemp, she's another I think she's the president of at the moment or something like that. She was the communications officer, but she might be the Chairman.

Okay. All right. 
 
Yeah, and I've been to PEVOC. In fact, I'm just thinking of approaching. In fact, I'm thinking of asking them if they'd like to come here for a vocal conference XXXXXXXXX. So So I have taught I have taught XXXXXXXX. So I listen to lectures. I do actually listen to quite a bit on the internet. Americans usually Yeah, and

The NATs YouTube channel. Have you seen that? Yeah. Yeah. Great. The does that disseminate down to your staff as well? Or is that just for you?

It depends.  Sometimes I send them articles. Yeah. Yeah, yeah. I remember sending them all one on vocal cord closure. Yeah, I do sometimes. Maybe I could do more... there's a thought!

I only had six questions. And I just want to check… have we done that? Let me just double check that I've got these for these things. Application Form.... you answered so much of the stuff that I just didn't think he might be the only person who actually read what I sent you. In-house ahhh Yes. In house training. And you've touched on this... if you're unifying things like languages and having one universal approach, is there any risk of each conservatoire becoming slightly cult like in its own right and

...Oh I hope so

you hope so? Yes. Okay. 

What do you mean 'becoming cult like?'

if you unify all the languages and say "we're going to roll these German R or or these [i]s, these are going to be more closed and the shwars are going to be like this". The does that risk becoming become having a sort of fashion within in house sort of training or, or not? I put that so badly. 

I don't, I don't think so. Because, you know, I do the French coaching and I said, Well, we had a partnership with XXXXXXXXX, because we talked about whether you should roll an R, roll the R in French. And so it was my opportunity to say to the heads of accompaniment there do you teach your students to roll Rs? And while she said in the profession, you've got three choices. You can roll every R, you can roll no R or you can roll somewhere Rs. But she said, But she said that the conservatoire would teach them to roll every R, right? Yeah. So I don't say to my students, you will roll every R.  I say the head of a company went to the XXXXXXXXXXX told me that it's suitable and also we invite XXXXXXXXXXXXXXX. So she teaches, you know, the XXXXXXXXXXXXXXXX and all the recording labels, blah, blah. She comes for two visits every year gives. She's an absolutely amazing analyst of how to form a vowel, fantastic in every language, really. I mean, she didn't do any just the French but you just apply it to everything, and and so we make sure and I sometimes we invite somebody who teaches at XXXXXXXX actually but we had to.... she and I had to have a meet - she's French - how to have a meeting to just do the basic. We roll R you know, we did neutrals at the end of words. What else do we do? I mean, I don't think there are many rules for French Oh, we didn't do any nasalization whatsoever. He may have 1% only. Otherwise it's most unpleasant.

Nasal but not really like a hint of nasal. Yeah, you

Yeah, you may not. may not learn it. They don't understand young singers don't quite understand because quite a lot of them if they if their balance of tone is not quite right. It's it's often Hint, It's often pushed towards nasal it can be. So we don't want that. So we we but they don't know when they're doing it sometimes. So French is in the XXXXX. But I mean Oh, here's a question for you Emily. So we in all the conservatories probably everywhere actually, classical singing is usually based on on Italian. Yes, Italian vowels, yes. But we are often asking them to make too much difference between the vowels. So if you're taught the Italian as one would say it, so the Italian coach says me your but in order to pronounce the word knee or the E is made with the two sides of the tongue pressed against the top teeth. You can't sing me. You got to sing. Me or not me? Me, you can't. So they spend the second year of their undergraduate studies undoing what they did in the first year. Because [i] Yeah, because they if you sing well, if I sing [sings in French], you can hear all the words, you can hear the nodes, but if I think [sings in French with nasals), you can't because I'm making with those two different from each other. That's why I say all the vowels have to have equal resonance. So I think it's essential in the first year undergraduate, sometimes postgraduate that they also sing English and German.  Because English and German are flattened languages and Italian is a high term language when spoken. And so it's very difficult for Brits to learn how to sing Italian. And therefore we adopt, in, we adopt tongue positions which are too different from each other. And we do the vowel instead of thinking it and realising how little you have to do to form the vowel, the different vowel.  So, that I just find that I do find that tricky. What. So what all I mean, we, I we encourage In fact, in the first year, we also do English on a German song, for that very reason.

I mean, in my limited experience, English singers is the worst at English song. We're terrible at big. I mean, even the English song competitions and the AESS and stuff, historically keeping one by people who aren't English.

Do you mean the pronunciation or the musicianship?

I thought in my direct and actually as an English singer myself that that was the thing that I've found the hardest. Getting my tongue to pay more attention to towards just making it slightly more active, just slightly and modifying vowels because of course, our language is nonsense. And, and

yeah, diphthongs You mean because of the diphthongs? 

Yeah, exactly. 

Well, I don't know.  I personally... actually this is one thing that we that some of the stuff we don't agree on. There's one member of staff who teach it well to teach modification the vowels. I mean, it's sort of, we can hint that it's usually just relax your jaw isn't it? But if the vowel is correct, I believe it modifies itself.

Yeah, as a property of physics because...
 
Yeah, yeah, because the vowels are made in the pharynx, so... so they're not that you know, if you Yeah.

I mean, it's not there's no right answers. I mean, that's the other thing. I'm talking about establishing training needs for teachers, but I'm also very aware that it's totally subjective and there are no, not there is no right. That there are some possible universal truths...

Well there are some basic rights

Some.  Even in terms of breathing, the arguments that still starts, even though we sort of have a really good understanding biologically, of what needs to happen and what causes tension and you can tell in your own body, but it's still a fight I have noticed in various forums and indeed at conservatoires, because three of my students are ex-postgrad, and they were never taught breathing at any point. And admittedly, they graduated a little while ago, but it's just fascinating that that never, ever got fed through to them.

So do you think that's because we're trying to teach people who are not singers to be singers?

I think a lot of the time yes.  But then that this is no longer an interview. This is now just me talking to you. We have such a massive financial need to get more and more people onto these courses, who will never make it in the industry. Because the rate at which we are taking on students is extraordinary.

Can I can I give you another side to that? 

Yeah, go for it. 

They're getting a degree and a lot of them might not get into university. And you know, the employability of our graduates is phenomenal.

I know but I that's the thing I've been looking at the NSS and conservatoires UK so that we have 94% employment rate for all graduates, all graduates from conservatoires across the UK, but what the NSS doesn't take into account and what that survey doesn't take into account is what those jobs are. And and they might not be graduate level jobs. It just might be that they're they're hardworking lovely individuals. And that's luck of the draw. That it doesn't necessarily mean that they're going into…

Is that not true of every course? 

Potentially. 
 
The NSS is a bit of a blunt instrument. 

It is... does it impact. How does it impact things for you, the NSS?

The only way to impacts us here really is that we're so small. So if you only have you know, 10 people filling in the survey, now if you get an either huge yes or huge no, it can have a massive effect. I mean here in school of vocal studies, one year about seven years ago, we got 50% student satisfaction. And the following year we got 100, or the year before we got 100. And you think we haven't done anything different?

What does it impact? Does it change how many students you have coming? Does it change the funding? What happens?

It can be taken now... in the last two years, it can be taken into account for the funding, it can.  Yeah, but but I don't know. I don't know whether students look at it or not. I have no idea.

I didn't.  I didn't care at all. 

No, I think so. The other technical thing that I I've noticed, I mean, it took me two years to to prevent every ....pull being.... every tongue being pulled back. But now there isn't a tongue of being pulled back in the business... in the building. Because well because after just in every feedback, if I saw the tongue being pulled back I say "you may not" that is I would even say in classes after I've been here five years and had a bit of confidence, I'd say "if you're pulling your tongue back to make more space, it's wrong". And I tell you because so many singers misinterpret it for any singing teacher has ever said, "Make space" or the all they're going to do is pull it down. Yeah, yeah.

You've been absolutely fantastic. That's actually that's an also we've slightly overrun. Well, actually this is the longest one I've done. 

It's really interesting to talk to you. 

Yeah, you too. I mean, really brilliant.

Do you have singing... do you teach? 

I teach singing just privately. I started teaching singing because run a choir. So I did it, I started about five years ago after I graduated, and I then realised I didn't know anything. So I started buying books and then I XXXXXXXXXXXXXXXXXXXXXX.

Where did you study? 

Well, I studied... I don't want to say.

Well, tell me whether it was a conservatoire or a university? 

Conservatoire, but the teacher I had also was dealing with me having extreme stage fright. So I had a career as a child where I had albums and things and got classical BRIT Awards, and then I got terrified of singing. So really what my teacher was doing was, it wasn't...

Biding their time.

Yeah, it was just pushing me out there. So I've got over it. So it's really unfair for me to say anything about what I was taught and I wasn't taught, but but certainly in among my peers, I know what they were and weren't taught. And so yes, and

I'll tell you other, the other, I think the other advantage to the staff getting on I tell you: happy staff = happy students.

Absolutely. Good stuff starts from the top, I think in any business, industry, but and if they get on and they're talking: corridor chats, I think are extremely helpful in just keeping everybody open to being lifelong... you are still learning if you're talking

Yeah, and also the students: they're not competitive with each other. It's definitely not a competitive environment. It really is not at all. They might get a bit silly in the second year undergraduates, but, but it's not. It's not competitive, and they're that they're great. The students are great. They're just brilliant. Very lucky. We have XXXXX students or singers. 

across the whole whole gamut?

Yeah, seven years, over the seven years.

I want to ask you more questions, but they're not remotely related to my study.

Been very free till half past three.

Yeah, BVA. How involved do you think there should be in conservatoires and, and how... would you, do you think there is a need to regulate singing teachers? Do you think that can happen?

Well, I think it's a bit of a difficult beast to regulate, actually. I see that AOTOS is now running courses which are certified or... like BVA do. I don't know it's interesting. If you look at other if you do benchmarking with international competitors, or conservatoire you know partners in Australia, states and Canada, the staff are paid as part of their contracts to do CPD. And we're not. and also it's not really I mean, if I look at the contract of a part time tutor, it is not in their contract that you will stay up to date with, with any advance in tech... in scientific... you know in research or when I try and... I try and bring research into the into our department but by XXXXXXX because [they’re] actively researching the whole time. And that's my only sort of nod to that really. Except for this whole pedagogy of course it's given to the students rather than the staff. But it is definitely encouraged. I mean, I do give like a questionnaire to all of the students at the beginning of the year saying, "Have you discussed this with your teacher? Please take 10 minutes in the in the fourth lesson to discuss this. Have you given your feedback? What do you agree about that? What do you not agree with the feedback and all that sort of thing?" And a lot of the academic side, academic rather than us rather than performance, because we're all academic. It is about self reflection. So when the students you know, they'll do creative projects or lecture recital, they nearly always have to do a blog or a commentary or, yeah, self reflection. So it is... they are invited to be self critical. It's just so that they can understand a bit better and not just sort of go through the four years being taught.

Well, fantastic. It's also painful. Very, you have to be very brave.

You learn you learn a lot and if the feedback, it's the quality of the feedback that's important as well. But I mean, I don't I honestly don't know any member of staff who doesn't do the best for the students. Honestly. You know, we are so red hot on bullying or anything like that or anything that's untoward here. It's quite forward looking, I think, here.

if students wanted to change is that an easy process?

There is a there is a written process. So it's in the handbook if they want to change they have to come and see me that's kept confidential. They told me why they want to change and they may not change and they may not approach any other member stuff until they have discussed it with their own member, their teacher. So they go back to their teacher and they say, "I'm not feeling comfortable about this or or blah blah, blah". at the end of the conversation, the teacher and they may decide to give it another go. Or they come to agreement. "Well, yeah, I think it would be fine for you to". So then I write to both of them to say I will now proceed to have two consultation lessons and then I meet the students again, they have consultation with two other members of staff which they choose or I choose, or I advise and we discuss. and then the member of staff and they come back to say which member of staff they'd like to teach with, learn with. So then I confirm it by a member of staff and I confirmed to the old member of staff, the new member of staff to whom they going. But that no at no point is anyone allowed to amble up to a student to say "ooh, you want... to you ought to learn with me" and neither the students are allowed to say "Will you teach me?" So if there's ever a problem about anything, we put a system in place or I write to everybody and make it anonymous.  It's good fun.  Oh the things that people do you wouldn't believe. 

I think I would, I would.  Yeah, hats off to everybody. I think that being a teacher does demand... I saw Joyce DiDonato in a masterclass once talking about how singing demanded sort of need to be an expert in so many ways. So you had to be sort of psychologically really astute to accept you know, all the things... I think to be a teacher you have to have all of the things that singer has, and then you have to have even more because you have to have more options. What a job. 

but it is fascinating. 

It's huge. But the the other thing I mean, this is again, not an interview. This is just me talking. I've been reading a lot obviously and I found that in America they have only pedagogy courses, so you can only do a Masters in it if 

and in Australia as well 


and France, but they've also they have found through case studies of those students in America. It actually might have been Canada, I think it might be America, but that that the students didn't weren't aware of their own vocal faults, because they weren't actively singing and performing. They couldn't choose repertoire very well, because it's the sort of innate learning that happens on the job. See, 

oh, gosh, 

there might be a need to be singing and my singing teacher now ,Sally Burgess, always says that you are, to some extent trained by the room that you have to fill, which I think is… is you don't really know what you need to do until you have to do it

Yeah, I think if we... because there was a discussion here where if because we can't do a Masters in the pedagogy with nobody, you can't have a masters in everything because you only have one students on each course. So we have a Masters of performance with a vocal pedagogy, pedagogy as a pathway, so it would be part of the degree citation, you know, or whatever. But we would always expect them to be a performer. Yeah, so

from what I'm reading, that seems the right thing to do, because they're slightly inseparable if you have no stage experience, what

It's about sound as well sound, quality of sound and how it travels and and you're right about the repertoire as well, because we, we don't.... we use repertoire to grow the voice. That's an I mean, actually, that's another lecture that's not even on the list. You know, how to use how to use repertoire to grow the voice, because a lot of them arrive and think that they, you know, a girl, postgraduate arrived and said she wasn't feeling that she was just feeling not terribly well and I had a coaching session with her. I said, "Well, what have you brought?" Well, she brought one of the Constanza arias from How can I not remember that? Constanza anyway from a Mozart's opera, and, and the other thing was the queen of the night, and I thought, This is your third week that you hear. Could you "actually maybe a Schumann song would be good. Or have you heard of Roger Quilter"

Everybody does it! They all do it. 

Oh yeah, everybody wants to sing the queen of the night.  [laughter] Well, I look wish you the very best. 

Thank you. 

Can I give you another subject please for a PhD?

Sure. Yeah.

Yeah, well, actually, there are two this is this is one I wanted to do myself but I would have had to give up work and I needed to earn the cash. is in the case of an abused chilld. I think that abused children would probably have abused voices. That's the first half of the either because they saw that because as Patsy Rodenburg said, not everybody has been given the right to speak. So I would like to know singing therapy would be better for them would be most more efficacious. And speech therapy. That's my first PhD. And the second PhD is I would like to know I'd like somebody to study how much belt with a lower larynx position how much belt is used in classical opera singing. Yeah, because most Brits sort of don't come into their own till they're in their 40s You know, really, really come into their own. So I want to hear Meister singer at the Halle and all those guys were in a lot within their 40s and 50s. They were all belting.

I mean, on your first one and the abuse voices there are a couple of people in my cohort who are already studying something quite similar in a small way. Yes. But I mean, it's, it's a little bit. This module that I'm doing. I've chosen the biggest topic and it's only a 30 credit module, and it's sort of baby's first research, but I'm just going to make it my whole masters I think, but the but yes, there are people working on that now. So people with the serious speech impediments who are their students to see how they feel about singing and what it brings to their speech.. that, that's happening. I‘m also really interested in the idea that we have soft malleable hard palate for the first two years of our life. So if we are doing phonemes, then surely the tongue would impact the shape of our hard palates and therefore the shape of our mouths, then to some extent, how we sound I wanted to okay, there's so much

Oh yes, but then you'd need to look at different cultures. Yeah. Yeah. Because a lot of quite a lot when I was just like, XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX XXXXXXXXXXXXXX And and it was not as I expected, because usually if you go to somewhere like Kuala Lumpur, you'll see people from the BBC you know, who were there for two years. But this they're all you intervene your money Symphony Orchestra, a bit like a school orchestra. You have, I mean, the standard, you have to be either Omani or Sansa Barian because Zanzibar used to be an old slave trading centre because it's on the East Coast and there were always those in the 15th century. There were Arab slave roots long before ours in the 16th century, till we started. But unhealthy because it was women. And that was the other thing I was really surprised. But one the women don't sing. So they don't see nursery rhymes to their children they don't see at all and also, it takes a long time for their ears to become accustomed to the semitone Nevermind the different kinds of semitones we have, because they hear quarter turns all the time doesn't go

Oh, wow.

So so I don't want their hard palate will be like, and also since the famous XXXXXXXXX, I told you about I was always taking the mickey out of her because she doesn't say yes, she says yes. So it's easier for her to learn Italian than it is for me to learn Italian because New Zealand is a high tongue. Yeah.

And it's so good. You've got to go. You're 100% late for your 330 but it's nice. Oh, you too. That was really great. And thank you so much.

Oh, and if you want to request a copy of my report I'm making it in January and you're welcome to see rich. Thanks. Bye. You too.

Transcribed by https://otter.ai


APPENDIX 12

Questionnaire Schedule 
	Establishing the need for teacher training for those teaching at conservatoire level
A questionnaire for singing graduates of any UK conservatoire 

	General questions


2. Are you a graduate of a UK Conservatoire? 
[image: ] I have graduated from a UK Conservatoire as a first study singer
[image: ] I have not graduated from a UK Conservatoire as a first study singer
3. Which UK conservatoire did you attend?
If you have graduated from more than one UK conservatoire, please only answer in relation to the conservatoire you most recently graduated from.  
Other (please specify)
Guildhall School of Music and Drama
Leeds Conservatoire
Royal Academy of Music
Royal Birmingham Conservatoire
Royal College of Music
Royal Conservatoire of Scotland 
Royal Northern College of Music
Royal Welsh College of Music and Drama
Trinity Laban Conservatoire of Music and Dance

4. What was the name of the qualification you received at this UK Conservatoire? (e.g. BMus; MMus; Foundation Certificate; etc.)
If you have more than one qualification from this conservatoire, please detail the last course you graduated from. 

5. When did you graduate? 
Date 
Date
	
	DD/MM/YYYY



	[image: ]


Establishing the need for teacher training for those teaching at conservatoire level
A questionnaire for singing graduates of any UK conservatoire 
6. What attracted you to the UK Conservatoire you attended? (tick as many boxes as apply) 
Other (please specify)
Specific singing teacher
The conservatoire's reputation 
The teaching roster in general 
Location

7. Did your course incorporate a module on teaching? 
If you'd like to elaborate, please do so here:
Yes
No

8. Were you ever taught how to teach singing specifically? 
If you would like to elaborate, please do so here: 
Yes
No
N/A There were no lessons in teaching

	Establishing the need for teacher training for those teaching at conservatoire level
A questionnaire for singing graduates of any UK conservatoire 

	Your Singing Teacher


9. Were you given 1 - 1 singing lessons by the teacher of your choice? 
[image: ] Yes
[image: ] No
[image: ] N/A I did not have a specific singing teacher in mind
10. Why did you want that specific teacher? 

11. How would you describe your working relationship with your 1-1 singing teacher (if you changed teacher, then please describe the teacher who provided the majority of your lessons)? 
[image: ] Very positive
[image: ] Positive
[image: ] Neutral
[image: ] Negative
[image: ] Very negative
12. To what extent do you feel you improved technically as a singer during your time with your teacher? 
If you would like to elaborate you may do so here:
A great deal
A lot
A moderate amount
A little
Not at all

13. To what extent do you feel you improved performatively as a singer during your time with your teacher? 
If you would like to elaborate, please do so here:
A great deal
A lot
A moderate amount
A little
Not at all

14. Was your singing teacher able to address any singing related issues you may have had? 
If you would like to elaborate, please do so here: 
Always
Usually
Sometimes
Rarely
Never
N/A I did not have any vocal issues
N/A My teacher referred me to an external specialist 
Don't know

15. Did your singing teacher ever give advice on how to practice? 
[image: ] Always
[image: ] Usually
[image: ] Sometimes
[image: ] Rarely
[image: ] Never
	Establishing the need for teacher training for those teaching at conservatoire level
A questionnaire for singing graduates of any UK conservatoire 

	Life After Graduation


16. In retrospect, do you feel that your education in singing was of a high standard?  
If you would like to elaborate, please do so here:
Very high standard
High standard
Neither high nor low standard
Low standard
Very low standard
N/A Don't remember

17. Do you now teach singing on a one-to-one basis? 
Other (please specify)
Yes
No

	Establishing the need for teacher training for those teaching at conservatoire level
A questionnaire for singing graduates of any UK conservatoire 

	You've finished!


Thank you so much for taking the time to complete this questionnaire.  
If you have any queries about this questionnaire and the research itself, please do not hesitate to contact Emily Gray at emilyjanegray@gmail.com.
If you know of any fellow singing students/graduates who may be interested in participating, please do forward this questionnaire to them. 







APPENDIX 13

Scott D. Harrison in his 2003 and 2004 articles identified key attributes he believed necessary for singing teachers.  
They are appended here as they also outline key areas teachers may require training in. 


Harrison (2004, p.5) 

“The Declaration of Education (2001) charges teacher educators to produce skilled teachers who take account of change in education; who can understand the needs of a variety of learners, who are more than subject specialists, who are equipped to operate across different age levels and educational settings, who are expert in assessment and who understand the deeply valued dimensions of learning which are not easily measured (Boston, p. 10).  Teachers have the capacity to create safe learning environments, to ensure quality occurs in practice in their engagement with students and to develop the potential of all the students in their care.  While higher education bears some of the responsibility for producing teachers with the characteristics outlined above, as mature and responsible adults, teachers themselves must embrace skills, attitudes and understandings outlined in the Declaration of Education.” 


Harrison (2003, p.11) 

“Attributes for singing teachers: 
1. Respect for the individual, with an emphasis on flexibility
2. Knowledge of the physical aspects of singing 
3. Knowledge of appropriate repertoire 
4. Aural, keyboard, language and organisational skills
5. The ability to communicate effectively with enthusiasm, encouragement, good humour and patience.”





APPENDIX 14 

Distribution of Government Funds - Finances of Conservatoires
All data taken from official figures given by OfS (2021)

Figure 1

Royal Birmingham Conservatoire is a subsidiary of Birmingham City University, and the breakdown monies sent to the conservatoire is an internal matter and not publicly available information.  The Royal Scottish Conservatoire and the Royal Welsh are not funded directly through OfS, and whilst I have requested the information under the Freedom of Information Act, it is not yet forthcoming. These figures appear to be an increase, and it is true that the majority of conservatoires have seen additional funding in the academic year of 2021-2022. Percentage increases and decreases are here: 

Figure 2

The reason all HoDs perceived their funding as getting worse is that the announcement was portrayed as a cut in funding of ‘high-cost courses’, such as those offered by conservatoires.  

Figure 3


The money lost in the cuts to funding high-cost courses has, on the most part, been made up in other newly described funding areas such as ‘specialist subjects’, ‘mental health’, ‘disability access’ and ‘supporting successful student outcomes’ (OfS, 2021).  This is why the total percentage changes in figure 2 of this appendix show an increase in funds. 

What is not clear from the OfS website is the level of control each institution has over their funding allocations and how they are allowed to spend their money in light of these new sections of financing.  Given how adamant all HoDs were that they were losing funding, it seems likely that conservatoire directors are having to follow government spending instructions.  The OfS website states that conservatoires are allowed to bid for more funds on individual bases.

Not detailed here are the historic and private donations and contributions each conservatoire has seen since inception.   Anecdotal information from a trustee of the Royal College of Music and Royal Academy of Music suggests that they are two extremely rich institutions as a result of the enormous amount of private backing and historic landownership. This is information I have not been able to verify. 

Whilst Figure 3 of this appendix appears dire, the opportunity to bid and private backing initiatives imply that it is possible to obtain CPD funding if a strong enough case is presented. 
Q16: In retrospect, do you feel that your education in singing was of a high standard?

Graduated in the last 10 years	Very High Standard	High Standard	Neither High nor Low Standard 	Low Standard	Very Low Standard	0.23	0.39	0.2	0.16	0.02	Graduated before 2011	Very High Standard	High Standard	Neither High nor Low Standard 	Low Standard	Very Low Standard	0.24	0.24	0.2	0.12	0.2	



Graduates' perceptions of the quality of their working relationship with their one-to-one teacher

Graduated in the last 10 years 	Very Positive/ Positive 	Neutral 	Negative/Very Negative 	0.75	0.08	0.16	Graduated before 2011	Very Positive/ Positive 	Neutral 	Negative/Very Negative 	0.59	0	0.41	



Changes in Government Funding for Consevatoires

Funding 2020 - 2021	Birmingham City University	Guildhall School of Music 	&	 Drama	Leeds Conservatoire	The Royal Academy of Music	Royal Northern College of Music	Trinity Laban Conservatoire of Music and Dance	Royal College of Music	10756101	4657224	504174	4223026	4348883	4802279	4377738	Funding 2021-2022	Birmingham City University	Guildhall School of Music 	&	 Drama	Leeds Conservatoire	The Royal Academy of Music	Royal Northern College of Music	Trinity Laban Conservatoire of Music and Dance	Royal College of Music	12313934	4745874	453195	4397347	4709721	4783433	4605675	



Percentage change in total funding between academic years 

Percentage change in total funding 	Birmingham City University	Guildhall School of Music 	&	 Drama	Leeds Conservatoire	The Royal Academy of Music	Royal Northern College of Music	Trinity Laban Conservatoire of Music and Dance	Royal College of Music	0.1448325	1.9034944000000002E-2	-0.10111390000000001	4.1278693999999998E-2	8.2972569999999995E-2	-3.9243899999999998E-3	5.2067301000000003E-2	



Total funding for high-cost courses:
Percentage Change between 2020-2021 and 2021-2022

Total funding for high-cost courses:
Percentage Change	Birmingham City University	Guildhall School of Music 	&	 Drama	Leeds Conservatoire	The Royal Academy of Music	Royal Northern College of Music	Trinity Laban Conservatoire of Music and Dance	Royal College of Music	0.18889445799999999	-0.63257916999999997	-0.39379620999999998	-0.72829973999999997	-0.35867623999999998	-0.73485212	-0.68402850999999998	



Training of Graduates who now Teach

Had Teacher Training	Graduated before 2011	Graduated 2011 onwards	36	54	Did not have Teacher Training	Graduated before 2011	Graduated 2011 onwards	64	46	
Percentage
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