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Abstract: 
This project investigates how applied theatre, grounded in youth-work values and delivered within a relational, child-centred environment can support the emotional wellbeing of children aged 9-11, as they prepare for the transition from Primary to Secondary school in Carmarthen. The work was situated within Dr.Mz, Carmarthen Youth Project, where voluntary participation, relational continuity and informal space provided conditions for emotionally attuned creative engagement. The project combined a child-led consultation with two applied theatre workshops, using improvisation, storytelling and multi-modal creative activities to explore transition-related emotions.
The initial feelings map consultation revealed four key concerns – bullying, academic pressure, friendship formation and the importance of familiar relationships – alongside an unexpected linguistic insight into how children interpret the word “drama”. These findings directly informed the design of two workshops which integrated visual storytelling, comic-strip creation, collaborative mapping and gentle ensemble work to provide low-exposure, developmentally appropriate entry points into imaginative exploration. Across both workshops participants demonstrated strong engagement with visual and narrative modalities and greater hesitancy toward embodied drama tasks, reflecting limited curricular exposure to drama and heightened self-awareness in performative contexts. 
Workshop delivery highlighted the importance of flexibility and relational sensitivity within youth-work settings, particularly when attendance fluctuates or organisational constraints create gaps between sessions. The second workshop revealed the impact of disrupted continuity, the influence of group dynamics, and the need to uphold behaviour expectations to maintain emotional safety. Small but meaningful shifts were observed, including increased confidence expressed through fictional representations of transition experiences. 
While the project cannot claim long-term wellbeing impact, it offers practice-based evidence that creative, relational and child-led approaches can support emotional expression, confidence rehearsal and imaginative problem-solving during key educational transitions. The findings contribute to wider discussions on creative wellbeing provision in Wales and highlight the potential role of applied theatre within preventative youth-work practice. 
Context: Dr.Mz, Carmarthen Youth Project  
This project is situated within Dr.Mz, Carmarthen Youth Project, where I work as a Youth Support Worker. The setting is central to the development of Transition Period, not only because of my professional familiarity with the space, but because the organisation itself plays a significant role in supporting children and young people through key developmental stages. Dr.Mz (2020) is a free, community-based youth centre offering open-access provision for young people aged 9-25, including drop-in sessions, targeted support, creative activities, wellbeing programmes, school holiday provision and opportunities for social connection. Many of the young people who attend experience a range of personal needs, safeguarding concerns and transitional challenges, making the centre a protective and relational environment within the local community. 
The Juniors group, designed for children aged 9-11, provides structured Saturday-morning provision that supports those entering or already in Year 6.  The group exists to ease transition into the main drop-in sessions, and offers a consistent, relational space where children can socialise, build confidence and access support. Regular interactions with these younger members have highlighted both the emotional and practical challenges associated with moving from Primary to Secondary school. Anxieties around new routines, shifting friendships, increased expectations and unfamiliar environments frequently emerge within Juniors sessions, providing the foundation for developing a project that directly supports emotional wellbeing during this transitional period. 
Working within a youth-work setting rather than a school was a deliberate methodological choice. Children attending Dr.Mz come from a range of Primary schools across Carmarthen, meaning their experiences of transition preparation vary widely depending on their school’s interpretation of the Curriculum for Wales and its wellbeing guidance. This diversity offers a valuable opportunity to explore inconsistencies in how transition and emotional wellbeing are supported across different educational contexts. It also ensures that the project captures a broad range of lived experience rather than reflecting the practices of a single school environment. 
It is important to acknowledge the privilege inherent in this context. Free, open-access youth provision has declined significantly across the UK. Research from journalist Ames (2024) reports that trade union UNISON found that approximately over two-thirds of council-run youth centres across England and Wales closed between 2010 and 2023 due to funding cuts, leaving many communities without accessible youth spaces. Wales has experienced similar reductions, with the Welsh Government (2023) Youth Work in Wales, 2022-23 statistical first release noting that youth-work provision is increasingly reliant on charitable funding and local partnerships. In this landscape, Dr.Mz represents a rare and valuable resource, a stable, relational environment where young people can access support without cost, referral or eligibility criteria. For the children and young people who can attend, the centre provides continuity, belonging and emotional safety, factors that are not universally available across Wales. 
	This contextual foundation is essential for understanding the projects design. The existing relationships, consistent staffing and established group culture within Juniors create conditions that support trust, voluntary participation and emotional safety. These relational dynamics will shape how applied theatre can be implemented within the space and why Dr.Mz provides appropriate and meaningful context for exploring children’s wellbeing during the transition from Primary to Secondary school. 
See APPENDIX 1 for our Safeguarding Policy at Dr.Mz, Carmarthen Youth Project.
Ethics: 
Ethical considerations form a central foundation of this project due to its delivery within a youth-work environment and my dual position as both a Youth Support Worker and practitioner-researcher at Dr.Mz, Carmarthen Youth Project. This dual role required explicit boundary management and transparent communication to ensure participants understood the difference between routine youth-work activity and voluntary participation in research. Prior to and throughout the project, children were given clear, age-appropriate explanations of what a master’s degree involves, why the research was being conducted and how their contributions would be used. This supported informed assent, reinforced their right to choose, and ensured that participation always remained voluntary. 
This project was designed in accordance with Youth-Work values of autonomy, relational practice and emotional safety. In this context, relational practice refers to the intentional development of trust, consistency and attunement between adults and young people, enabling the participants to engage without fear of judgement or pressure. To uphold these values, research activities were framed separately from everyday youth-work interactions, and children were reassured that opting in or out would not affect their existing relationship with me or their access to the space. The existing rapport within the Juniors group further supported ethical practice, as trust and familiarity had already been established. 
Safeguarding principles were embedded throughout the project. All activities were developmentally appropriate, low-exposure and structured to avoid therapeutic territory. Baim’s (2020) Drama Spiral was used to guide the design of creative tasks, ensuring that activities remained within emotionally safe boundaries and progressed gradually from low-risk to slightly higher-risk forms of expression only when participants felt ready. Baim (2020) emphasises the importance of negotiated participation, facilitator reflexivity and the careful management of creative risk, all of which informed the workshop structure. A reflexive journal was used throughout to monitor assumptions, emotional responses and interpretive tendencies, ensuring that participants’ voices remained central and that analysis was grounded in observable behaviour rather than adult bias. The reflexive journal entries are not included in order to safeguard both the participants and myself. 
Data protection and confidentiality were upheld through strict minimisation principles. No identifiable information was collected for the purposes of the project; although names and ages appear on organisational consent forms, these are required for internal reporting and are not used within my research. Creative outputs were anonymised and all materials were stored securely in accordance with organisational policy. Consent and assent procedures ensured that parents, guardians and participants received clear information about the project, with engagement always remaining voluntary. 
Ethical documentation, including consent and assent materials, the project risk assessment and PG2 Ethical Approval form is provided in Appendix 2-2.5.
It is important to clarify the boundaries of this project. Although emotional wellbeing is central to the research, no claims are made regarding professional expertise in mental health. The project does not focus on specific mental health diagnoses, nor does it attempt to diagnose; instead, it explores how creative, participatory approaches may support children’s wellbeing during a key developmental transition. Emotional wellbeing and mental health are closely related but distinct concepts. According to the Positivity Collective (2026), mental health refers to overall psychological functioning, while emotional wellbeing focuses on recognising, understanding and managing emotions in healthy ways. Emotional wellbeing provides a strengths-based, accessible framework for exploring children’s experiences without entering clinical territory. 
Recent evidence from Public Health Wales (2025) highlights rising emotional difficulties among children and young people in Wales, with diagnosable conditions increasing from 1 in 10 in 2004 to 1 in 5 in 2023. Public Health Wales (2025) also reports that 1 in 6 children aged 8-10 experience diagnosable mental health conditions, with emotional difficulties emerging earlier and persisting into early adulthood. In response, the Welsh Government’s (2025) Mental Health and Wellbeing Strategy 2025-2035 emphasises preventative, rights-based and co-produced approaches to mental health, recognising childhood as a period where early intervention has significant long-term impact. These national trends underscore the importance of community-based, relational and creative approaches, such as applied theatre.
While the project is situated locally within Carmarthen, its relevance extends nationally, as children across Wales navigate the transition from Primary to Secondary school. However, there are nuances to this as not all children experience this transition in the same way; factors such as poverty, wider life circumstances and access to support shape emotional wellbeing. Recognising this privilege reinforces the importance of developing inclusive, creative approaches that can strengthen emotional wellbeing for those who may be particularly vulnerable during this period of change. 





Introduction: 
	The Cambridge Dictionary (2026) defines transition as a process of change from one situation to another, such as the move from Primary to Secondary school. For many children in Wales, this shift involves leaving an environment they may have been part of for up to eight years and adapting to new teachers, routines and peer groups. Educational researcher Richards (2024) identifies several structural changes that shape this transition, including moving from a small, contained environment with one main teacher to a larger setting requiring movement between multiple classrooms and subject specialists. While academic difficulty increases gradually, Richards also notes that the more noticeable shift for many pupils is the rise in homework, with secondary learners often receiving tasks from multiple subjects at once. These structural differences, such as larger buildings, multiple teachers and greater organisational demands can make the transition feel daunting. However, experiences of transition are not uniform and vary depending on the school, area and individual child. For example, some schools are situated on the same site as their local secondary school, reducing the physical disruption of transition, while others do not assign homework, meaning pupils may not experience the increase Richards describes. These variations do not contradict Richards’ observations but highlight that his identified changes represent general patterns rather than universal experiences, and that the children in Carmarthen who attend Dr.Mz may encounter a more nuanced set of transition challenges.  Without appropriate support, these challenges could affect their emotional wellbeing, social skills and resilience. 
This project, Transition Period, investigates how applied theatre, specifically improvisation and storytelling, might support the emotional wellbeing of children aged 9-11 as they prepare for the transition from Primary to Secondary school in Carmarthen. The project also includes a critical evaluation of existing wellbeing and transition provision within the Welsh Government (2024), Curriculum for Wales and wider educational frameworks. Together, these strands explore whether creative, relational and child-led applied theatre practice could complement or challenge current approaches to supporting children through this significant period of change. 
	According to The Positivity Collective (2026), emotional wellbeing is understood as a person’s capacity to recognise, understand and manage their emotions while maintaining meaningful relationships and navigating challenges with balance and resilience. It encompasses more than happiness, involving constructive emotional processing, authentic expression and a sense of belonging. Kids Mental Health (2025) emphasise that emotional wellbeing shapes all areas of a child’s development, with self-awareness, emotional regulation, resilience and social skills identified as core contributors. Research from Public Health Wales (2025) similarly highlights the importance of emotionally safe environments where children feel able to express themselves without fear of judgement, criticism or dismissal. Practices such as active listening, validation and compassionate response are central to fostering emotional safety, enabling children to develop confidence, resilience and healthy emotional expression. 
	Despite growing attention to wellbeing in Welsh education, research specifically examining the intersection of emotional wellbeing and the Primary -Secondary transition remains limited. Existing studies often focus on academic attainment, attendance or structural transition processes, with fewer exploring emotional experience or the role of creative, preventative approaches. This project therefore contributes to an emerging area of inquiry by foregrounding children’s voices and examining applied theatre as a potential holistic wellbeing support during transition. 
Aims: 
(1) To explore transition-related anxieties, if any, through the medium of Applied Theatre practice. 
Using information gathered through a consultation with participants, two Applied Theatre workshops will be designed to explore the transition from Primary to Secondary School. With the aim that participant feedback reflects a positive impact to their emotional well-being in relation to the transition period. 
(2) To evaluate existing wellbeing and transition provisions within the National Curriculum of Wales.  
This evaluation will identify strengths, inconsistencies or gaps in current provision and consider whether Applied Theatre could complement or challenge existing approaches.
Objectives: 
(1) To investigate current research and statistical evidence relating to the emotional wellbeing of children in Wales. 
(2) To analyse the current curriculum frameworks to understand how emotional wellbeing and transitions are addressed in Primary education within Wales.
(3) To examine existing literature on wellbeing practice within Applied Theatre.
(4) To design and facilitate two Applied Theatre workshops aimed at supporting and enhancing the emotional wellbeing of children transitioning.
(5) To collect data through ATAR, observation and participant feedback to explore how learners respond to the workshops.
(6) To evaluate if Applied Theatre practice can complement or challenge existing wellbeing and transition provisions in Primary schools in Carmarthen.
Rationale: 
The transition from Primary to Secondary school represents a significant developmental milestone for children in Wales, yet the emotional challenges associated with this shift are not always fully addressed within formal education. While the Welsh Government (2024) Introduction to Curriculum for Wales guidance emphasises wellbeing as a cross-cutting responsibility, transition support varies widely between schools, and provision often focuses on structural or academic preparation rather than emotional readiness (Egan et al., 2018). Community organisations, including youth projects, may therefore be well placed to complement existing provision by offering holistic, child-led approaches that foreground children’s emotional experiences. 
Applied Theatre offers participatory, imaginative methods that could create supportive environments for exploring feelings, rehearsing confidence and navigating uncertainty. Techniques such as improvisation and storytelling could enable children to externalise worries, experiment with solutions and engage with transition themes in accessible, low-exposure ways. Despite this potential, there is limited research examining creative or youth-work-based approaches in supporting children during the Primary-Secondary transition, particularly within Welsh contexts. This project aims to contribute to this gap by introducing applied theatre practice into a youth-work setting in Carmarthen. 
Professional experience working with children and young people across a range of settings has highlighted the growing influence of digital technology on social development, emotional expression and peer relationships. National research from the Department for Science, Innovation & Technology (2026) identifies small but consistent associations between higher social media use and increased emotional difficulties, including bullying-related distress and challenges in emotional regulation. While causation cannot be claimed, digital environments can shape how young people communicate, compare themselves with others and experience peer dynamics. These factors can intensify transition-related anxieties, particularly when children move into new social groups or navigate unfamiliar expectations. Some of the young people I work with are using social media as their source of information, and fully believe all the AI generated, scaremongering content that circulates multiple different sites. I have also witnessed school pupils make TikTok accounts to share rumours and bully other pupils online, being exposed to this level of fake media could really impact a child’s wellbeing surrounding transition. This strengthens the rationale for providing creative, relational spaces where children can explore emotions away from the pressure of online life. 
Local context further reinforces the need for preventative, wellbeing-focused approaches. Wales contains areas of both relative advantage and deprivation, as indicated by the Welsh Government (2026) Welsh Index of Multiple Deprivation. Children experiencing poverty, rural isolation or adverse childhood experiences (ACEs) may face additional barriers during transition, including reduced access to support, heightened anxiety or disrupted relationships. ACEs are potentially traumatic, preventable events that can occur during childhood, including domestic violence or substance misuse (Public Health Wales, 2016). According to a study conducted by Public Health Wales (2016), 47% of adults in Wales experienced at least one ACE during childhood. Although more recent statistics are not available, this highlights the prevalence of early adversity and its potential impact on emotional vulnerability. Transition is often a low social priority compared to issues such as attendance, attainment, digital safety and mental health, yet it remains a period where emotional vulnerability can be heightened. Grounding this project in Carmarthen ensures relevance to local communities while contributing to wider national discussions about equitable and creative wellbeing support.  
Supporting research:
Critical evaluation of the National Curriculum of Wales 
The Welsh Government’s (2024) Curriculum for Wales Framework presents ambitious, holistic statutory guidance for all leaners aged 3-16 under the Curriculum and Assessment (Wales) Act 2021. Built around the four purposes, the curriculum aims to develop healthy, confident individuals and places wellbeing at the centre of educational experience. Its structure includes six Areas of Learning and Experience (AoLEs), 27 mandatory statements of what matters and a progression-based model that encourages integrated, meaningful learning. Its emphasis on emotional development, relationships and resilience reflects a progressive shift towards understanding wellbeing as integral to children’s educational experience. The curriculum’s flexibility, allowing schools to design learning that reflects local needs, has the potential to support creativity, co-construction and meaningful wellbeing provision. 
Alongside the curriculum, many schools already deliver wellbeing support through pastoral systems, nurture groups, ELSA provision, circle time and dedicated wellbeing coordinators. These practices often operate outside formal curriculum structures and vary significantly between schools depending on staffing, training, resources and leadership priorities. Through conversations with my mother, who has worked within education for 30+ years and coordinated her own nurture group, I have become more familiar with how these pastoral systems function in practice and how inconsistently they are resourced across different schools. While these approaches offer valuable relational support, they are not guaranteed or consistent across Wales, and their quality depends heavily on local capacity. This variability in pastoral provision mirrors the wider inconsistencies seen in how schools interpret and implement the Curriculum for Wales. 
Together, the flexibility within the Curriculum for Wales and the uneven resourcing of pastoral provision contribute to significant inconsistency in how wellbeing is supported across Wales. Schools are required only to, ‘have regard’ to the framework, resulting in wide variation in how wellbeing is interpreted and delivered across Wales. In areas such as Carmarthen, where multiple Primary schools feed into fewer Secondary schools, children may transition with vastly different experiences of emotional literacy, relational practice and wellbeing support. As previously mentioned, research from Public Health Wales (2025) shows that emotional difficulties among children have doubled over the past two decades, with 1 in 5 now experiencing diagnosable conditions. These rising needs demand a consistent, structured approach to emotional development, yet the curriculum provides limited explicit guidance on how schools should address the emotional complexity of the Primary-to-Secondary transition. 
The curriculum’s treatment of transition is particularly underdeveloped. While it acknowledges the importance of continuity, guidance tends to focus on organisational and academic aspects rather than the emotional challenges children face. The Welsh Government’s Whole-School Approach to Emotional and Mental Wellbeing (2026) attempts to address these gaps by positioning wellbeing as a shared responsibility embedded in school culture, relationships and daily practice. It emphasises leadership, relational pedagogy, learner voice and multi-agency collaboration, offering a preventative model that aligns with the Well-being of Future Generations (Wales) Act (2015). The Act establishes a legally binding commitment to improving social, economic, environmental and cultural wellbeing through long-term thinking, prevention, integration, collaboration and involvement. These five ways of working closely mirror the needs of children during the transition period, where early intervention, relational continuity and community-informed practice are essential. In principle, both the Whole-School Approach and the Wellbeing of Future Generations Act provide strong national mechanisms for strengthening transition support. In practice, however, implementation remains uneven. Schools vary widely in capacity, staffing stability, access to professional learning and external support. Secondary schools face structural barriers like larger pupil populations, fragmented timetables and reduced continuity of relationships, that make it even more difficult to sustain the relational ethos the framework promotes. As a result, the Whole-School Approach risks becoming aspirational rather than actionable, with its effectiveness heavily dependent on local resources and leadership commitment. 
Taken together, the Curriculum for Wales and the Whole-School Approach articulate a compelling vision for wellbeing and transition support, but their lack of prescribed methods and inconsistent implementation mean that many learners do not receive the level of emotional preparation they need. Such research could suggest a gap for specific, creative and participatory approaches, such as applied theatre, that can could operationalise the curriculum’s intentions. 
Youth-work Values
	Youth work in Wales is underpinned by a distinct set of values that prioritise young people’s rights, agency and emotional safety. The Education Workforce Council or EWC (2022) Youth Work in Wales: Principles and Purposes outline these core values, emphasising voluntary participation, young person-centred practice, relational pedagogy and the creation of inclusive, supportive environments. These values form an essential ethical foundation for this project, shaping both the design and facilitation of the applied theatre workshops. 
	A central principle is voluntary participation, which asserts that young people choose how and when to engage. This value positions participation as a negotiated process rather than an expectation, ensuring that children retain control over their level of involvement. In the context of applied theatre, where activities may involve imaginative risk-taking or embodied expression, voluntary participation is particularly significant. It requires facilitators to offer multiple entry points into creative work and to avoid practices that could pressure participants into forms of expression that feel exposing or uncomfortable. 
	Closey linked is the commitment to young person-centred practice, which places the needs, preference and lived experiences of young people at the heart of the work. The EWC (2022) highlights that youth work must be responsive, flexible and co-constructed, enabling young people to shape the direction and form of their engagement. For this project, this means designing workshops that are adaptable to the developmental needs of children aged 9-11, who may vary widely in their confidence with drama, emotional literacy and readiness for creative risk. 
	Relational practice and co-creation are also central to youth-work values in Wales, emphasising the importance of trust, respect and shared ownership within the learning process. The EWC (2022) highlights that meaningful engagement emerges from positive relationships and collaborative decision-making, where young people contribute to shaping activities rather than being positioned as passive recipients. This relational, co-constructed approach aligns closely with applied theatre methodologies, which rely on mutual trust, negotiated participation and collective meaning-making. For this project, these values underscore the need to design workshops that are responsive and collaborative. 
	While applied theatre shares many of these values, particularly creativity, collaboration and participant-led exploration, there are important differences in regulation and professional expectations. As a registered youth worker, my practice is governed by statutory safeguarding duties, professional standards and organisational policies that require clear boundaries, risk management and accountability. In contrast, applied theatre facilitation often operates with greater flexibility and fewer formal regulations, relying more heavily on the facilitator’s personal ethics and experience. These differences mean that youth-work values provide an additional layer of structure, safety and consistency to the applied theatre workshops in this project, ensuring that creative exploration is supported by robust relational, safeguarding and professional frameworks. 
UNCRC 
	The United Nations Convention on the Rights of the Child (UNCRC) UNICEF (2022) defines a child as any person under the age of 18, a definition mirrored by the Social Services and Well-being (Wales) Act 2014. Wales is uniquely positioned within the UK in that the Welsh Government (2024) Rights of children and young persons (Wales) Measure 2011 places a legal duty on Welsh ministers to have due regard to the UNCRC in all decision-making. This rights-based context is therefore central to any work involving children in Wales, including the design and facilitation of this project’s applied theatre workshops. It also provides a foundational ethical framework that underpins how children’s participation, safety and agency are protected throughout the project. 
	Several UNICEF (2022) UNCRC articles are particularly relevant to children navigating the transition from Primary to Secondary school. Article 12 establishes children’s rights to express their views in matters affecting them, while Article 13 protects their freedom of expression through a range of creative, verbal and non-verbal forms. Article 31 further recognises their right to participate in play, recreation and cultural life – all of which underpin the use of creative, participatory methods such as improvisation and storytelling. Together, these articles emphasise that children must be provided with safe, meaningful opportunities to explore feelings, share perspectives and engage in creative expression during periods of significant change. 
	For this project, the UNCRC provides an ethical foundation that requires workshops to be child-centred, choice-led and emotionally safe. Upholding these rights means ensuring the children can participate at a level that feels comfortable, choose alternative modes of expression where needed, and contribute to shaping the creative process. The UNCRC therefore not only informs the project’s ethical stance but directly influences the design of activities and the facilitation approach used in the forthcoming workshops. This alignment ensures that the project’s practical ethics, such as consent, voluntary participation and emotional safeguarding, are grounded in internationally recognised children’s rights. 
Emotional Safety, Safe Spaces and Brave Spaces
	 The concepts of emotional safety, safe spaces and brave spaces are central within both youth-work and applied theatre practice, offering different lenses on how groups engage with emotional or creative risk. In youth-work settings, the priority is the creation of safe spaces. These are environments where young people feel protected from judgement, pressure or emotional harm, and where their boundaries are respected. Safety is understood as a prerequisite for meaningful participation, particularly for children and young people navigating uncertainty or heightened self-consciousness during periods of transition. This aligns with Welsh youth-work values outlined by the EWC (2022), which emphasise emotional safety, voluntary participation and the right to choose one’s level of engagement. 
	In contrast, applied theatre practitioners acknowledge that creative work can involve forms of imaginative or interpersonal risk. Nicholson (2014) notes that applied theatre can create opportunities for bravery through experimentation, play and embodied exploration, but stresses that such risk-taking must always be grounded in consent, trust and participant control. Neelands (2009) similarly highlights the role of ensemble-based practice in fostering belonging and mutual support, enabling participants to take creative risks only when they feel ready and held by the group. This distinction between safe and brave spaces is therefore developmental rather than oppositional. Emotional safety must be established first, with bravery emerging only when participants feel secure, supported and in control. 
	For children aged 9-11, emotional safety is particularly significant. At this developmental stage, increasing self-awareness, sensitivity to peer perception and a growing desire for social acceptance can heighten feelings of vulnerability. These factors may become intensified during the transition from Primary to Secondary school, where new environments, expectations and peer groups can amplify anxiety, Youth-Work literature from the EWC (2022) emphasises that children are more likely to engage meaningfully when they feel secure, respected and free from the fear of embarrassment or judgement. 
	Applied theatre practitioners similarly highlight emotional safety as a prerequisite for creative exploration. Nicholson (2014) argues that participants must retain control over their level of exposure, with facilitators responsible for creating structures that minimise risk and protect participants from unwanted vulnerability. Neelands (2009) further notes that ensemble-based approaches can support children’s developmental needs by fostering belonging, shared responsibility and mutual support, helping to reduce the social pressures that often accompany creative work. 
	Recognising these developmental considerations is essential for this project. The workshops will be designed to offer low-exposure entry points, predictable structures and multiple modes of participation, ensuring that children can engage in ways that feel comfortable and developmentally appropriate. Prioritising emotional safety in this way lays the groundwork for any creative risk-taking that may emerge later in the process, allowing bravery to develop organically rather than being imposed. 
	Taken together, emotional safety, safe spaces and brave spaces form a coherent framework for understanding how children can participate meaningfully in applied theatre during periods of transition. Establishing safety first enables children to explore feelings, experiment with ideas and engage in creative expression without fear of judgement or exposure. Only once this foundation is secure can brave spaces emerge, offering opportunities for imaginative risk-taking that remain grounded in consent, trust and participant control. 
Applied Theatre as Practice 
Nicholson (2014) describes applied theatre as a participatory, socially engaged form of practice that takes place outside traditional performance spaces. It is a practice that is shaped by the lived experiences of the communities involved, with Nicholson (2014) emphasising that it must be rooted in collaboration and co-creation to position its participants as active contributors rather than passive audience members. 
The participatory ethos creates imaginative, reflective spaces where individuals can explore feelings, identities and social relationships through embodied, experiential learning. Such environments rely on strong relational foundations, with dialogue, trust and shared meaning-making central to the process. Nicholson (2014) also highlights the ethical responsibilities of facilitators, who must create structures that support emotional safety, manage power dynamics and ensure that participants remain in control of their level of engagement. These principles align closely with the aims of this project, where improvisation and storytelling offer accessible, low-risk ways for children to explore the emotional dimensions of their transition from Primary to Secondary school. 
Improvisation and storytelling are well-established techniques within applied theatre. O’Toole (1992) argues that improvisation enables participants to experiment with ideas, roles and scenarios in a flexible, playful manner, supporting spontaneous problem-solving and emotional expression without the pressure of predetermined outcomes. Storytelling similarly provides a narrative structure through which children can make sense of change, identity and uncertainty, allowing them to externalise feelings through fictional characters or imagined situations rather than direct self-disclosure. Although O’Toole’s work predates more recent scholarship, the relevance of his insights remains evident, with improvisation continuing to be a widely respected and frequently used practice. By foregrounding participation, relational practice and embodied exploration, applied theatre and more specifically improvisation and storytelling,  provide a creative framework well suited to supporting children’s emotional wellbeing.
Building on these participatory and narrative approaches, it’s important to consider how applied theatre fosters the relational conditions that support children’s emotional wellbeing during transition. Neelands (2009) positions ensemble as a democratic and collaborative mode of working, in which participants share responsibility, negotiate meaning together and experience a sense of collective identity. This ensemble ethos extends the participatory foundations outlined by Nicholson (2014), emphasising not only individual expression but the creation of a supportive group culture in which young people feel valued and connected. Neelands’ (2009) work demonstrates that ensemble-based drama can strengthen social cohesion, reduce feelings of isolation and promote mutual trust, factors that are particularly significant for children navigating the uncertainty of moving schools. Within this project, ensemble-informed activities will aim to cultivate belonging, emotional safety and confidence, complementing the use of improvisation and storytelling to support children as they explore the social and emotional dimensions of transition. 
To implement these principles within the specific context of Dr.Mz, the workshops will begin with trust-building structures that establish predictability, relational warmth and low-exposure participation. This includes using clear routines, gentle warm-ups, co-created group agreements and activities that allow children to contribute without performing, such as collective movement, shared storytelling prompts or small-group improvisations. Trust will hopefully be built gradually through consistent facilitator behaviour, active listening, affirmation and opportunities for children to make choices about how they participate. An existing relationship with the participants further strengthens this foundation; because the project must be delivered within a short timeframe, working with a familiar group meant that rapport, trust and relational safety were already established, whereas building this with a new group would have required significantly more time. By offering multiple modes of engagement, for example verbal, physical and observational, the workshops ensure that children retain control over their level of exposure, supporting both emotional safety and the gradual emergence of creative bravery. These practical strategies translate applied theory into concrete facilitation methods that meet the developmental needs of 9 to 11-year-olds. 
The policy framework and applied theatre literature reviewed above highlight both the complexity of the primary to secondary transition and the limitations of current provision in supporting children through this period of change. While Welsh Government guidance emphasises early intervention, relational practice and leaner voice, the practical implementation of these principles remains inconsistent across schools. At the same time, applied theatre literature highlights the value of participatory, embodied and ensemble-based approaches for fostering belonging, emotional expression and collaborative problem-solving. Despite this clear alignment, there is a notable absence of research that brings these two fields together to examine how applied theatre might be used to specifically support children’s emotional wellbeing during the move. This project therefore responds directly to this gap, by exploring how applied theatre techniques, like improvisation and storytelling, can offer a meaningful, child-centred approach to strengthening emotional wellbeing during a transition period. 
Taken together, this supporting research establishes the ethical, developmental and methodological foundation for the project, providing the basis for understanding how these principles will be applied throughout the workshops delivered in the specific context of Dr.Mz. 


Practice: 
Acknowledgement
As previously mentioned, participation in this project is acknowledged as entirely voluntary, reflecting the core principles of youth-work and applied theatre practice in which choice, autonomy and self-direction are prioritised. Attendance at the Juniors sessions varies due to staffing ratios and capacity, meaning that the number of participants engaging with each workshop could range from one to twenty. No participant is required or expected to take part in the applied theatre activities, and no incentives or pressures are used to encourage involvement. While the variability has the potential to limit the volume of data collected, it ensures that all contributions arise from genuine interest and authentic engagement. As a result, the material generated through the workshops reflects the lived experience of those who chose to take part, rather than the outcomes of compulsory participation. 
Phase 1 – Initial Consultation: Feelings map 
When selecting an appropriate methodology for this project, it was essential to consider the nature of the research aims and the characteristics of the sample group. The sample group consists of children aged 9-11 who attend the Juniors group at Dr.Mz. This group is specifically designed to support young people entering or already in Year 6, many of whom have begun discussing or preparing for Year 7 through school visits, teacher conversations or peer discussions. While not all children will be actively preparing at the same pace, their proximity to this developmental milestone makes them an appropriate and meaningful sample group for a project exploring emotional wellbeing during transition. 
More formal methods of data collection, such as questionnaires or interviews, felt unsuitable for this age group due to their structured nature. As Denscombe (2021) notes, every method has strengths and limitations, the priority should be selecting the approach that best fits the specific purpose of the investigation. Rather than assuming that Primary-aged children cannot engage in the extended verbal nature of an interview or the academic needs of a questionnaire, the decision to avoid formal methods was based on the informal, voluntary nature of youth-work spaces, where children may not choose to participate in school-like tasks. In this context, creative, low-pressure methods were more likely to generate authentic responses. 
Denscombe (2021) also describes questionnaires, interviews and overt observations as reactive methods, meaning participants may alter their responses when they know they are being studied. Children may attempt to give ‘correct’ answers to avoid embarrassment or present themselves in a positive light, resulting in data that does not accurately reflect their lived experience. For this reason, a more creative, participatory methodology is appropriate, allowing participants to express their thoughts and emotions in ways that feel natural, playful and developmentally suitable. 
Applied Theatre as Research (ATAR), as described by O’Connor and Anderson (2020), offers a methodological approach that aligns closely with these needs. ATAR is positioned as an act of political and cultural resistance, generating new knowledge and social change through co-constructed, fictional frames. Rather than separating research from data generation, ATAR unifies the two by using drama and theatre processes to explore, analyse and re-present participants’ experiences. This approach moves away from reactive, overt observation, towards active participation and engagement.
Using ATAR enables data to be collected through gesture, movement, interaction and creative expression rather than relying solely on verbal communication. Through improvisation and storytelling, participants can explore transition-related anxieties at a pace that feels comfortable for them. Observing their physical responses, identifying recurring themes and prompting exploration of possible solutions ensures that emotional wellbeing remains central to the data collected. 
O’Connor and Anderson (2020) emphasise that effective use of ATAR requires careful analysis of how the process creates small but meaningful changes in participants’ lives. This analysis will be supported not only through ATAR itself but also through the collection of physical evidence, including images, written or drawn responses and any creative outputs produced during the workshops. Together, these forms of data could provide a rich, multi-layered understanding of how Applied Theatre practice may support children during the transition from Primary to Secondary school. 
The initial consultation took the form of a movement-based group activity called, Feelings Map, created specifically for this project. The purpose of this consultation was to provide the participants with a low-pressure, creative and accessible way to express their thoughts, feelings and questions about the transition from Primary to Secondary school. The aim being to generate child-led qualitative data that would inform the design of the subsequent Applied Theatre workshops, ensuring that the project remained grounded in the priorities of the participants. 
The activity involved themed stations placed around the room, each presenting a prompt. The prompts were: 
· What worries you or feels tricky about moving to Secondary school?
· What are you looking forward to about moving to Secondary school? 
· What do you think would make starting Secondary school easier for children? 
· What do you enjoy or not enjoy about drama or acting?
· How do you feel when you play drama games or act things out? 
· What helps you feel better when something feels a bit scary or new? 
Note that the prompts aren’t all directly about transitioning, this was a deliberate choice. It felt important to also consider how the participants felt about drama as a medium of expression, and if they could identify ways in which they may already support their own emotional wellbeing. 
Participants were able to move freely between stations and respond using words, drawings or stickers. This method was chosen to support emotional safety and accessibility, particularly for children who may find direct verbal discussion challenging. By allowing low-exposure, creative responses, the Feelings Map reduced performance pressure and encouraged honest expression. 
However, it is vital to acknowledge that anonymity was partial rather than absolute. Although children were not required to attach their names to responses, the open-movement nature of the activity meant that participants could potentially see one another’s contributions. This limitation is common in group-based youth-work activities and was mitigated by offering the option to speak with me individually, allowing those who preferred private verbal interaction to contribute without peer visibility. 
These two options supported and prompted emotional safety by giving participants genuine choice in how they engaged. By allowing them to regulate their own level of exposure, it ensured that no participant was placed in a position that felt overwhelming or intrusive. This flexibility respected individual comfort levels, reduced the risk of emotional vulnerability and created a low-pressure environment in which participants could express themselves at their own pace. 
See APPENDIX 3 for the initial Feelings Map consultation plan. 
It is important to note that planning within youth-work and applied theatre contexts is intentionally flexible. Session plans serve as guides rather than fixed scripts, and activities are adapted in response to the group’s energy, engagement and needs. The Feelings Map consultation was therefore shaped by the participants’ willingness to engage, their movement around the space, and the relational dynamics present on the day.








Consultation data and evaluation:
A total of 11 children participated in the consultation, with attendance in line with the voluntary nature of the Juniors group.

As per the chart, 60% of those were 9 years old meaning they’re currently in Year 5 moving into Year 6 in September. The rest of the group were aged 10 to 11, meaning they’re currently in Year 6 preparing to transition - 40% of the overall participant group will be making the transition from Primary to Secondary school this year. 
Responses from the Feelings Map consultation were analysed inductively, with written, verbal and sticker-based contributions grouped into recurring patterns. The data provided a coherent picture of the emotional landscape, surrounding not only the transition to Secondary school but how the participants felt about drama and new experiences in general. 
Four key themes emerged: 
1- Concerns about bullying 
2- Excitement around forming new friendships 
3- Anxiety about academic workload 
4- The importance of familiar relationships in supporting a smoother transition
Theme 1: Concerns about bullying 
A prominent theme across the consultation was anxiety about bullying. Almost all the participants expressed concerns about encountering older students, being picked on or feeling safe in larger peer environments. These worries reflect national findings from Public Health Wales (2025), that social pressures and peer dynamics intensify during early adolescence, particularly within larger school settings. The prevalence of bullying-related concerns suggests that emotional safety and relational confidence are central to children’s transition experiences. For this project, these findings highlight the important of using applied theatre to rehearse social scenarios, build assertiveness and explore strategies for seeking support. 
Theme 2: Excitement around forming new friendships
Alongside the concerns about bullying, many participants expressed genuine excitement about meeting new people and forming new friendships, which indicates that transition is also experienced as an opportunity for social expansion. This aligns with Richards (2024), who notes that anticipation and curiosity are common emotional responses during school transitions. The coexistence of excitement and fear reinforces the need for activities that celebrate positive possibilities while still acknowledging underlying worries. Ensemble-based drama games are therefore well-suited to fostering connection and supporting peer confidence. 
Theme 3: Anxiety about academic workload
A recurring concern related to the perceived difficulty of Secondary school work and homework. Participants expressed worries around harder work, too much homework and struggling to keep up with new subjects. These concerns mirror Richards’ (2024) observation, that increased organisational demands and subject-based teaching can feel overwhelming for pupils moving from a single-teacher environment. This theme suggests that children may benefit from opportunities to explore problem-solving, resilience and help-seeking strategies in a low-pressure, creative context. Applied theatre activities that simulate new routines or academic challenges can help normalise uncertainty and build confidence. 
Theme 4: The importance of familiar relationships in supporting a smoother transition
Many participants identified that being with friends or family members would make the transition feel easier. Responses emphasised the comfort of familiar relationships, with participants noting that having family members already at the school or staying with their friendship group would help them feel safer. This aligns with the Whole School Approach to Emotional and Mental Wellbeing’s (2026) emphasis on relational practice and the protective role of trusted relationships in supporting wellbeing. For this project, this theme underscored the value of creating a supportive group environment, where children could practice connection, collaboration and mutual reassurance. 
The themes identified in the Feelings Map consultation closely align with the concerns recognised by the local Key Stage 2/3 Transition Officer at Queen Elizabeth High School – Jade Wright. In her interview, she noted that the most common worries expressed by Year 6 pupils include bullying, not being with friends, increased academic difficulty, homework and navigating a larger school environment. These concerns mirror the anxieties raised by participants in this project. It was also emphasised during the interview, that there was a huge significance around friendship-based form groups and enhanced transition sessions for pupils requiring additional wellbeing support; reinforcing the finding that social belonging plays a central role in children’s emotional experience of transition. The strong overlap between the consultation data and the transition officer’s professional observations, suggest that the themes emerging from this project are not isolated to the youth-work context. They reflect broader, systematic patterns in how children think and feel regarding the move from Primary to Secondary school in Carmarthen. This alignment strengthens the validity of the findings, with the themes revealing a complex emotional landscape in which excitement, anxiety, social concerns and emerging coping strategies coexist. It further highlights the continued need for creative, relational approaches that are both emotionally attuned and creatively engaging, to complement existing school-based transition programmes.  
Beyond the four primary themes, the consultation also revealed an unexpected linguistic insight that had implications for facilitation. Several participants initially interpreted the word ‘drama’ as referring to arguments or interpersonal conflict rather than theatrical activity. This reflects a broader linguistic shift in contemporary youth culture where, as Boyd (2014) notes ‘drama’ is commonly used to describe social tension, particularly within digital communication and peer interaction. Boyd (2014) describes the use of the word ‘drama’ as teens spreading gossip as fast as possible through networked publics, thus highlighting that the term has become embedded in the social vocabulary of young people, to describe conflict rather than creative expression. As Heathcote and Bolton (1995) note, drama education requires a shared vocabulary, yet children often bring everyday meanings that differ from theatrical terminology. Nicholson (2014) similarly emphasises the importance of clear framing in applied theatre, to ensure that participants understand the nature and purpose of work. The confusion observed during the consultation highlights a need for practitioners to be attentive to language, to clarify terms explicitly, and to avoid assuming children share adult or arts-based interpretations. 
As a practitioner in that moment, I very clearly overlooked my use of the word ‘drama’, assuming my participants would understand. Having grown up around drama and theatre my whole life, the term feels instinctive, familiar and creatively charged, and I failed to consider that meaning is not universally shared. The participants responses revealed that their understanding of ‘drama’ was shaped more by peer culture and digital communication than by theatrical practice. This realisation was both humbling and instructive. It exposed an assumption I had unconsciously carried into the space; that my own disciplinary language would translate seamlessly to a youth-work context. Instead, it became clear that language itself can act as a barrier to participation if it is not negotiated, explained or co-constructed. 
This insight taught me to be far more intentional and reflexive about the vocabulary I use when facilitating applied theatre, especially with children. It reinforced Nicholson’s (2014) argument that practitioners must establish shared meaning to ensure emotional safety and accessibility, and reminded me that clarity is not simply a pedagogical preference but an ethical responsibility. Following this moment, I adapted my language in subsequent workshops, replacing drama with phrases such as acting games, pretending, playing characters or making up stories together. These alternatives were immediately more recognisable to the participants and reduced the risk of misunderstanding me further. More broadly, this experience strengthened my awareness that facilitation requires continuous attention to how participants interpret, inhabit and make sense of the words we use. It underscored the importance of meeting participants within their own linguistic words, rather than expecting them to adopt mine, and it reaffirmed the value of co-creating a shared vocabulary that supports confidence, clarity and genuine engagement.  
The consultation findings provided a clear foundation for the design of the subsequent applied theatre workshops. The four themes, alongside the unexpected linguistic insight and the professional perspectives offered by the Transition Officer, highlighted the emotional priorities, anxieties and strengths of the participants. These insights directly informed the structure, content and facilitation approach used in Phase 2 of the project, ensuring that the workshops remained grounded in lived experiences and the developmental needs of the children involved. 








Phase 2 
Workshop 1
Activity Rationale 
Check in (coloured spots) – 4 coloured spots placed in 4 corners of the room, each with a ‘feeling’: Excited, Nervous, Curious, I don’t know. Participants asked to stand on the spot that best represented how they were feeling about transitioning. 
A simple, low pressure starting point that allows participants to express their feelings around transition non-verbally. This supports emotional safety, reduces performance anxiety and provides an immediate sense of the group’s emotional landscape. Although simple, the activity introduces embodied choice-making and sets up the workshop’s emphasis on autonomy and voluntary participation. It also establishes a reflective tone consistent with ATAR principles and youth-work values. 
Movement Warm-Up – Asked to move around the room ‘like a….’
A playful, low-exposure introduction to embodied exploration, using imaginative prompts (e.g. “like an alien”, “like an old lady”). This activity supports gentle entry into fictional worlds and offers multiple modes of participation, such as, full physical embodiment, minimal gestures, verbal suggestion or observation. This flexibility ensures accessibility, because it allows participants to choose their levels of engagement. Its design eases participants into embodied meaning-making without necessarily requiring performance or characterisation.
Story circle – Participants sit in a circle and take turns to add a sentence or two to the story they’re creating.
A collaborative, narrative activity that enables participants to explore transition themes through fictional characters rather than personal disclosure. The activity involves turn-taking, shared authorship and optional contribution; allowing children to participate verbally, through suggestion, or by listening. Narrative distancing supports emotional safety and aligns with ATAR’s emphasis on co-constructed meaning-making. The structure also encourages ensemble thinking, as the story develops collectively. 
Improvisation 
Designed to deepen exploration of transition themes through short fictional scenarios. Improvisation allows children to rehearse problem-solving and emotional responses within a safe imaginative frame. The structure supports autonomy, collaboration and reflective practice, offering insight into worries such as getting lost, friendships and new routines. It is offered as the last activity, to ensure participants have already engaged in lower-exposure activities before encountering tasks that require more active, creative decision-making. 
Check out (coloured spots)
A repeat of the initial check-in to support reflection and closure. Participants revisit the coloured spots to indicate any emotional shifts, offering a simple, embodied way to recognise changes in confidence or clarity. This reinforces autonomy, provides a calm transition out of the creative space and aligns with youth-work practices that emphasise reflective endings. 
The design of workshop 1 reflects a deliberate and ethically grounded response to the consultation findings and the developmental needs of the participants.  The rationale demonstrates intentional scaffolding from low-exposure tasks to deeper fictional exploration, ensuring that the participants engage safely and voluntarily at each stage. By foregrounding clarity of language, reflective practice, opportunities for co-constructed meaning-making and multiple modes of participation, the workshop aims to create a supportive environment in which participants can rehearse confidence, express concerns indirectly and explore transition themes imaginatively. 
See APPENDIX 4 which is the Workshop 1 plan. 
Workshop delivery 
The overall atmosphere was positive and cooperative, though the group’s energy fluctuated at points, reflecting both the early Saturday morning and the social dynamics typical of this age group. As a facilitator, my role was to introduce the workshop clearly, maintain emotional safety, and adapt the structure responsively to the needs and comfort levels of the participants. 
The coloured-spots check-in provided an immediate sense of the group’s emotional landscape, with participants positioning themselves in ways that suggested a mixture of excitement, uncertainty and curiosity about the transition to secondary school. The participants making the transition this year were more tentative than those moving into year 6. However, some of the participants’ choices were made collectively, with some glancing at peers before selecting or following each other; indicating that their emotional expression was mediated through social cues, rather than individual reflection. 
The movement-warm up served as a key moment for embodied assessment. Participants demonstrated noticeable shyness around physical embodiment, with giggles, hesitant movements and comments such as, ‘Do we have to?’ signalling heightened self-consciousness. Several participants engaged only minimally or relied on small gestures, while others participated primarily though observation. These behaviours suggested that embodied tasks carried a degree of social risk within the group. 
The story circle provided a more comfortable structure for collaborative meaning-making. Within the safety of seated, verbal contribution, participants engaged readily in shaping a fictional ‘first day of Year 7’ story. The themes that emerged, including, getting lost, new routines and friendships, aligned closely with those identified in the consultation phase; demonstrating continuity between verbal reflection and creative exploration. The activity also revealed how ensemble storytelling can reduce individual exposure by distributing creative responsibility across the group. 
When the workshop transitioned towards improvisation, the earlier sings of embodied hesitancy become more pronounced. Participants’ reluctance to perform physically, combined with their reliance on peer reassurance, culminated in a collective request to switch to comic-style storytelling instead. This moment was significant as it represented self-advocacy, a clear articulation of comfort boundaries, and a preference for visual modalities over performative ones. The comic-strip activity produced focussed, expressive work. Participants used drawings and fictional narratives to externalise transition-related worries and hopes; demonstrating that visual storytelling offered them both emotional distance and creative autonomy.
The session concluded with a repeat of the check-in, which provided a structured moment for participants to recognise emotional shifts. Several participants indicated increased clarity or confidence, suggesting that the combination of narrative and visual modalities supported short-term emotional processing. 
Overall, the delivery of Workshop 1 highlighted the relational sensitivity of the group and the social dynamics underpinning their creative choices. 
Findings and Evaluation 
The delivery of Workshop 1 revealed a clear pattern in how participants engaged with different creative modalities, offering insight into their development needs, their relationship to drama, and the contextual realities of youth-work practice. A central finding was the group’s marked preference for visual and narrative forms over embodied or performative tasks; a pattern shaped by both social dynamics and in my opinion structural factors within the Welsh Primary curriculum.  
Curriculum Positioning and Drama Exposure
	Participants’ hesitancy around embodied work reflects broader issues within the Curriculum for Wales. While literacy and numeracy are statutory priorities, the more significant issue for drama is that other artistic subjects, particularly Music and Art, are more consistently timetabled and resourced. Drama, by contrast is often delivered only when teachers feel confident or comfortable facilitating it. Nicholson (2014) argues that drama requires a willingness to step into uncertainty, a process that can feel particularly vulnerable for children who have not developed confidence in performative modes of expression. 
The lack of curricular grounding was evident in the group’s heighted self-awareness during embodied tasks.  This results in inconsistent exposure, limited rehearsal of embodied imaginative risk-taking and fewer opportunities for children to develop embodied confidence. 
Participants were acutely conscious of how they might be perceived by peers, a dynamic well-documented in both applied theatre and youth-work literature. Education Workforce Council (2022) Youth Work in Wales: Principles and Purposes emphasises that young people’s participation is shaped by social pressures, peer dynamics and the voluntary nature of youth work environments. The group’s reluctance to perform was therefore not resistance to the workshop itself but a reflection of the social and developmental realities of pre-adolescence.  Furthermore, cross-curricular drama tends to be selective, often appearing in contexts such as performing Shakespeare in literacy or staging historical scenes in humanities. These experiences depend heavily on teacher expertise and willingness, meaning many children arrive in youth settings with minimal experience of structured drama processes. This curricular inconsistency helps explain the giggles, shyness and ‘do we have to?’ responses observed during the movement warm-up. Without regular opportunities to practice physical storytelling, embodied tasks can feel socially exposing. 
Social construction of drama and peer dynamics
	The group’s responses also reflect the social construction of drama within childhood peer cultures. Drawing on Lefebvre, children’s comfort with particular expressive forms is shaped by the social norms, power relations and discourses circulating within their environment. Lefebvre (1991) argues that social spaces actively produce and regulate behaviour, shaping what feels permissible, risky or desirable within a given environment. In this context, drama appears constructed as a high-risk, high-visibility activity, whereas drawing and writing are socially safer and more familiar. This construction was visible in participants’ behaviour; remaining in familiar friendship groups, visually checking peers for reassurance, giggling during embodied tasks and negotiating participation collectively. These behaviours indicate that creative risk-taking was not simply an individual decision, but a socially mediated process shaped by peer observation. Embodied work therefore carried a degree of social risk, while visual storytelling offered privacy, control and emotional distance. 
Artistic modalities 
	Workshop 1 highlighted the differing affordances of art, written storytelling and performance:
· Art (drawing/comics) offered privacy, emotional distance and autonomy.
· Written storytelling provided structure and control over disclosure.
· Performance/embodied work required social risk, physical confidence and familiarity with drama conventions.
These differences underscore the need for facilitators to work across multiple artistic forms, particularly when supporting children through emotionally charged topics such as transition. However, this raises practical considerations. Not all facilitators are trained or comfortable delivering multi-modal creative work. Applied Theatre practitioners may be skilled in performance but less confident with visual arts; youth workers may excel in relational practice but lack drama training. Funding constraints can also limit the scope of creative provision, with some projects restricted to drama or performance due to available resources. This raised a broader question: should drama be more firmly embedded within the curriculum? Increased exposure, through regular drama lessons, cross-curricular integration, or school theatre visits, could help scaffold embodied confidence and reduce the social risk associated with performance.
Applied Theatre vs Applied Arts 
	Workshop 1 also highlighted the distinction between applied theatre and applied arts. Applied theatre traditionally centres on drama-based processes, whereas applied arts encompass a wider range of creative modalities, including visual art, writing, movement and storytelling. The participants’ preference for comic-strips suggests that applied arts approaches may be more accessible for some groups; particularly those with limited drama exposure. This does not diminish the value of applied theatre but emphasises the need for flexibility and integration across art forms. The shift from embodied improvisation to visual storytelling also revealed an important insight into how children in this context make sense of transition. Through drawing and writing, participants externalised their worries and hopes in ways that were thoughtful, detailed and emotionally resonant. The themes that emerged – fear of getting lost, uncertainty about routines, concerns about friendships – mirrored those identified in the consultation phase, suggesting a strong continuity between verbal reflection and creative expression. This reinforces O’Toole’s (1992) arguments that fiction provides a safe container for exploring real-life concerns, even when the medium shifts from performance to visual narrative. 
	Overall, workshop 1 revealed that children benefit most from creative modalities that offer emotional distancing, autonomy and low exposure; particularly within youth-work environments, where participation is voluntary and peer dynamics strongly influence engagement. The session demonstrated that applied theatre practice must be responsive to contextual realities, drawing on multiple artistic forms rather than relying solely on embodied performance. 
The insights from workshop 1 have helped form the project’s central argument; effective transition support requires flexible, multi-modal, ethically attuned creative practice, grounded in participants lived experiences and social worlds. 
Workshop 2 
Activity Rationale 
Check in (Coloured spots)
A simple, familiar entry point that mirrors Workshop 1, helping participants to express their emotional state non-verbally. This continuity supports emotional safety and reduces cognitive load, allowing participants to re-enter the creative frame without needing to learn a new reflective structure. 
 Character corners -The check in spots become character corners, participants are asked to move to the different spots and respond with simple movements or freeze frames that may represent those emotions. 
Introduces embodied exploration in a low-exposure way. Participants move collectively to different corners of the room, allowing them to experiment with physicality without performing individually. Moving as a group reduces self-consciousness, supports ensemble connection and allows children to explore transition emotions through character rather than personal disclosure. Although the activity offers gentle embodied engagement, it still requires a degree of physical confidence that some participants may find challenging. 
Transition Map - In small groups or individually, participants create a drawn fictional map of a year 7 student’s first day. Including key locations, challenges and ‘safe zones’. 
Builds directly on the strong visual engagement seen in Workshop 1. Mapping fictional Year 7 journeys allows children to externalise worries safely, collaborate meaningfully, and explore challenges through imaginative problem-solving. This activity aims to support autonomy and emotional distancing. 
Tableaux (still images)
Provides a carefully scaffolded re-entry into drama. Still images avoid performance pressure while supporting teamwork, emotional expression, and gentle embodied meaning-making. This respects the group’s hesitancy around acting while expanding their creative repertoire. Tableaux may still feel exposing for participants unused to drama, so offering options for smaller-group or paired tableaux may reduce social risk. 
Comic strip: “The challenge and the win”
Continues the medium participants chose themselves in Workshop 1. Comic-making offers autonomy, privacy and emotional distance, enabling participants to explore transition challenges and solutions through familiar, low-exposures creative storytelling. It also supports narrative coherence and imaginative problem-solving. The activity’s accessibility makes it particularly effective for this groups limited drama exposure. 
Check out (coloured spots) 
Offers closure and reflection, helping participants recognise emotional shifts and grounding them before leaving. It also provides me with immediate insight into how the workshop supported their confidence, clarity and emotional processing. 
	Altogether, the activities in Workshop 2 form a coherent, ethically grounded progression from the first session. Each task tries to honour the group’s preference for visual and low-exposure creative modalities, while gently expanding their opportunities for collaborative and embodied exploration. This structure balances emotional safety with imaginative challenge, enabling participants to revisit key transition themes through fiction, mapping, still images and comic-style storytelling. By foregrounding autonomy, negotiated engagement and multiple modes of participation, the workshop remains responsive to the developmental needs of the group. It will hopefully provide rich, qualitative insight into how the participants are navigating the move from primary to secondary. 
See APPENDIX 5 which is the plan for Workshop 2.
Workshop delivery 
	Workshop 2 took place several weeks after the initial session, due to unavoidable staffing constraints within the youth-work organisation. This gap had a noticeable impact on the group’s continuity, emotional momentum and recall, highlighting how organisational rhythms shape applied theatre processes. Ten participants attended, including two who were new to the project but familiar with the Juniors space.
	A significant proportion of the group struggled to remember the specific activities and themes explored in Workshop 1. While relational memory remained strong (‘I remember being in the hall with you’), content memory had faded, reflecting the episodic nature of voluntary youth-work attendance. This required an unplanned recap of the previous session, with said recap becoming a collaborative moment. Participants who did remember shared their favourite parts, reconstructing the fictional worlds they had created in their groups. This peer-led recollection re-established the emotional tone of the session and supported the newer participants in understanding the context of the work. 
	Due to its success, workshop 2 was designed to build on the multi-modal, low-exposure, creative approaches explored in workshop1. Participants were offered a choice between continuing with visual storytelling, developing new fictional characters or exploring transition themes through gentle ensemble tasks such as a tableau. Consistent with Workshop 1, the group gravitated immediately towards drawing and comic-strip templates, demonstrating sustained preference for visual modalities. Their engagement was focused, imaginative and socially collaborative. 
In contrast, the physical drama elements were again met with hesitation. Participants expressed discomfort with being watched, performing in front of peers and using their bodies to represent characters or emotions, mirroring the embodied self-consciousness observed previously. As a facilitator, I adapted the session accordingly allowing the group to remain within visual and narrative modalities while still exploring transition-related themes through fictional distancing. 
	The presence of two new participants introduced a notable challenge. Although familiar with the youth-work setting, they were new to the applied theatre process and did not engage with the activities offered. Their behaviour; laughing at peers, talking over instructions and disrupting focus, conflicted with both the centre’s code of conduct and the drama agreements established at the start of the project. Following the organisations three-strike behaviour policy, both participants were asked to leave the hall. This moment revealed a significant ethical tension; the youth-work principle of an ‘open door’ policy versus the applied theatre need for a protected, emotionally safe creative space. Applied theatre ethics emphasise inclusion, negotiated engagement and relational attunment, meaning the removal of participants is generally avoided unless there is an immediate safety risk. However, in this context, the behaviour was compromising the emotional safety of the wider group, requiring a decision that balanced organisational policy with the integrity of the creative process. 
Their departure had an immediate effect on the group dynamic. The atmosphere lifted, concentration improved and the remaining participants re-engaged with the creative work with renewed focus. The shift highlighted the relational sensitivity of applied theatre practice within youth-work environments, where emotional safety and group cohesion are essential conditions for meaningful engagement.
The session concluded with a reflective check-in, during which several participants shared how their fictional stories helped them think about secondary school. One participant expressed a small but meaningful emotional shift stating: 
“I was very scared and a little bit excited to go to secondary school but now I am very excited and just a little bit scared.”
This moment captured the immediate, short-term impact of this creative process. 
Findings and evaluation 
	Workshop 2 revealed several important insights into how children engage with creative transition support within youth-work settings; particularly when sessions are spaced apart and group composition changes. The findings highlight structural, relational and methodological considerations that shape applied theatre practice in voluntary community environments. 
Time lapse and continuity 
The time between workshops emerged as a significant factor shaping engagement. Participants remembered the relational and emotional atmosphere of workshop 1, but struggled to recall the specific content, demonstrating how emotional memory often outweighs cognitive continuity in voluntary youth settings. This distinction highlights the need for flexible facilitation and negotiated re-entry when temporal gaps occur. 
The time lapse also revealed a methodological limitation within short-term applied theatre interventions; fictional worlds, characters and narratives require continuity to retain meaning. When sessions are spaced weeks apart, facilitators must rebuild narrative coherence, re-establish ensemble connection and reintroduce fictional frames. This slows momentum and reduces the depth of exploration possible within each session. The unplanned recap became essential, and its collaborative nature demonstrated the value of peer-led reconstruction. Participants who remembered the previous session supported others in rebuilding the shared fictional world, showing how ensemble-based storytelling can sustain continuity even when formal memory is fragmented. This aligns with ATAR’s emphasis on co-constructed meaning-making and reinforces the role of relational dynamics in sustaining creative engagement.
This raises a structural question, linked to the question raised after workshop 1: could applied theatre be embedded into the structured timetable of schools to support continuity? Regular, timetabled sessions would reduce memory fragmentation, strengthen narrative coherence and allow children to build embodied confidence over a sustained period. Embedding applied theatre within school timetables would also shift the work from episodic, voluntary attendance to sustained, developmental practice. Enabling facilitators to scaffold skills, deepen fictional exploration and support gradual emotional processing. This could address the continuity challenges observed in workshop 2 and create conditions for a more robust applied theatre outcome. 
Behaviour incident and ethical complexity 
	The behaviour incident involving the two new participants provided an important, though challenging, insight into the relational and ethical dimensions of applied theatre facilitation. The tension between an ‘open door’ youth-work policy and the need for a protected creative space highlights the complexity of delivering applied theatre within multi-purpose community settings. Youth-work values emphasise accessibility, voluntary participation and inclusion, with applied theatre ethics emphasising negotiated engagement, emotional safety and collective responsibility for the creative space. These frameworks although sometimes similar can collide when disruptive behaviour compromises group cohesion. 
Facilitators must balance inclusion with emotional safety, ensuring that the needs of the wider group are prioritised, while still offering reflective support to individuals who struggle to engage. The incident demonstrated that applied theatre cannot be separated from organisational structures; behavioural policies, safeguarding expectations and staff responsibilities share what is possible in the space. The immediate improvement in group focus after the participants’ departure underscored how essential safety is for meaningful creative engagement but also highlighted the ethical tension inherent in removing participants from a creative process designed to be inclusive. 
Limits of short-term interventions and longitudinal gaps  
	The participant who expressed feeling ‘very excited and just a little bit scared’ demonstrated a small but meaningful shift, aligning with O’Connor and Anderson’s (2020) framing of ATAR as generating subtle, immediate changes rather than large-scale transformations. These micro-shifts are valuable, but they also reveal the limits of short-term interventions. Without sustained engagement, it is impossible to know whether these emotional changes persist, deepen or dissipate. This raises a broader methodological issue; this project lacks longitudinal research, tracking how applied theatre influences children’s confidence, emotional processing and transition experiences over time. Short-term projects can capture immediate impact but not developmental trajectories. 
A possible solution is the development of sustained, multi-session applied theatre programmes embedded within school timetables or youth-work cycles, allowing facilitators to track emotional development over time. 
Longitudinal models could include: 
· Term-long applied theatre units in Year 6 and Year 7 
· Partnerships between schools and youth organisations 
· Repeated creative check-ins across transition period
· Follow-up workshops at key milestones (first week, first term, end of year 7)
Such approaches would generate richer data, support continuity and allow applied theatre to function as a sustained wellbeing intervention rather than a one-off creative experience. 
	Overall, Workshop 2 highlighted the importance of flexibility, relational sensitivity and multi-modal creative practice within applied theatre-based transition support. The session demonstrated how group dynamics, organisational rhythms and participant composition shape engagement, and how creative wellbeing work must adapt responsively to these contextual realities. Taken together, workshops 1 and 2 reveal that children benefit most from creative, low-exposure, emotionally attuned approaches that honour autonomy, support imaginative exploration and prioritise relational safety. They also show that applied theatre in youth-work settings is shaped as much by organisational structures and social dynamics as by artistic methodology. 





Conclusion
Implications 
	This project has demonstrated how applied theatre, when grounded in youth-work values, delivered within a relational, child-centred environment, can offer meaningful support to children navigating the transition from Primary to Secondary school. Across the consultation phase and both workshops, clear patterns emerged in how participants engaged with creative modalities, expressed transition-related emotions and negotiated the social dynamics of the group. This section aims to draw out new implications by analysing how specific workshop moments and creative choices shaped children’s emotional engagement.
	The practice-based findings highlight the importance of low-exposure, flexible and visually orientated creative approaches for children with limited curricular experience of drama. For example, one participant’s decision to draw a ‘safe zone’ shaped like a bubble on their transition map illustrated how visual art allowed them to externalise anxiety without verbal disclosure. Similarly, the comic-strip panel showing a character ‘hiding behind their locker’ revealed how fictional distancing supported emotional honesty that might not have emerged through direct discussion. These moments resonate with principles commonly observed in art therapy, where visual modalities provide a psychologically safer route for expressing complex emotions (Malchiodi, 2021). While this project does not claim any therapeutic status, the participants spontaneous use of metaphor, symbolic imagery and private meaning-making suggests that visual art offered containment, autonomy and emotional distance; similar to those identified in arts-based therapeutic literature. In this context, visual modalities were not simply preferred but perhaps functioned as psychologically safer routes into transition-related exploration; enabling children to articulate uncertainty, rehearse confidence and explore identity without the social exposure associated with embodied drama work. 
Art and drama: Distinct functions, share potential 
	The contrast between art and drama within the workshops illuminated how different creative forms support different aspects of emotional processing. Visual art enabled private, contained expression while drama enabled relational, co-created meaning-making. This distinction is strongly reflected in the Arts Council of Wales (2023) Evaluation of the Creative Learning Through the Arts Programme report, which shows that Welsh schools most frequently adopt visual, tactile and craft-based creative practices because they are familiar, low exposure and easily integrated into everyday teaching. These approaches are widely used across subjects and do not require specialist drama training, making them accessible to teachers and sustainable within school timetables. By comparison, the report highlights that drama-based or performance-led creative work is less common and often dependent on external practitioners; particularly those with secondary school experience who can support teachers with confidence, planning and delivery. This reliance on specialist facilitation mirrors the dynamics observed in this project. While drama offered opportunities for ensemble connection and embodied exploration, it also carried higher social exposure and required more careful scaffolding for participants.  
The evidence from the report reinforces the idea that art and drama need not be positioned as separate or hierarchical modalities. Instead, they can be combined to create multi-modal pathways that allow children to regulate exposure and move fluidly between private and shared expression. For example, participants frequently used drawings as a springboard into storytelling, or mapped fictional routes before collaboratively shaping tableaux. This interplay between modalities created a layered creative environment, similar to the multi-modal practices encouraged in the Arts Council of Wales (2023) report, where children could choose how visible, embodied or verbal they wished to be at any moment.  
Invitation, not expectation: The role of tone and language
	A key implication relates to how activities were framed. Participants responded most positively when tasks were offered as invitations (‘If you’d like to…’) rather than expectations (‘Now we will…’). This linguistic shift reduced performance pressure and supported autonomy. It also aligns with youth-work practice, where voluntary engagement is central to emotional safety. The tone of facilitation, gentle, permissive and attuned, allowed participants to regulate their own exposure; particularly during embodied tasks such as character corners or tableaux. 
Youth-Work vs School 
	While the project benefited from being delivered in a youth-work setting, it is important to avoid binary comparisons between youth-work and school environments. Many schools actively foster trust, differentiation and relational pedagogy, and reflexive teaching practices emphasise choice and collaboration. However, the youth-work context offered specific conditions, such as, voluntary participation, informal space and absence of assessment, that shaped the depth of the emotional openness observed in this project. Rather than suggesting that youth-work is inherently “better”, the findings indicate that applied theatre and formal education could complement each other when structural constraints are acknowledged and creative methods are adapted sensitively. 
Policy context 
Although this project is situated at a micro level within a youth-work environment, its findings resonate with wider Welsh wellbeing policy, particularly considering Davies et al. (2026), report Assessing the Economic Impact of the Arts and Health services in Wales. The report, which is currently informing the Senedd discussions on the value of arts-and-health provision, argues that creative interventions generate measurable social and economic benefits through improved wellbeing and reduced demand on statutory services. The outcomes of this project offer small-scale evidence that aligns with those national claims; children engaged more openly, expressed transition-related emotions more safely, and developed confidence through said creative, relational and low-exposure methods. These patterns suggest that arts-based approaches can play a meaningful role in preventative wellbeing support for children. Furthermore, the project demonstrates that community-based youth-work settings provide the relational continuity, voluntary participation and emotional attunement necessary for such interventions to be effective; conditions that Davies et al. (2026), identifies as central to maximising the impact of arts-and-health initiatives. In this way, the project not only supports the report’s broader conclusions but also contributes practice-based evidence that creative, child-centred methods can enhance Wales’s preventative wellbeing agenda.  

Limitations 
	While the project offers valuable insights into how applied theatre can support children during the transition from Primary to Secondary school, several limitations must be acknowledged. These limitations relate to sample size, organisational context, methodological constraints and the positionality of the practitioner-researcher. 
The small sample size, shaped by the nature of youth-work participation, means that the findings cannot be generalised across wider populations. Attendance fluctuated across the three sessions, and this inconsistency influenced group dynamics, peer relationships and the continuity of engagement. From experience, this reflects common challenges in community-based arts, where participation is shaped by external factors such as transport, family routines and competing activities. Additionally, the project was delivered within a single community-based setting, and the relational continuity that supported the children’s openness may not be replicable in environments where trust is less established.  
	The organisational demands of working within an existing youth-work structure also shaped the project’s timeline and delivery. Because the workshops had to align with the organisation’s staffing capacity, programme schedule and safeguarding requirements, the project progressed slower than originally planned. A significant gap emerged between Workshop 1 and 2 due to staff illness and unavoidable scheduling constraints. This interruption affected the momentum of the project and slightly influenced how confidently and consistently participants engaged with the second workshop. Such disruptions are common in real-world community-based and applied theatre practice, where organisational rhythms override artistic or research intentions. Nonetheless, they limited the continuity of the research process and highlight the challenges of conducting applied theatre research within community settings. 
	Another limitation relates to the complexity of measuring wellbeing within a short-term project. Although the Feelings Map and creative reflective activities provided valuable insight into participants’ emotional states, the timeframe of the project did not allow for long-term tracking of wellbeing changes. As a result, it is difficult to determine whether the workshops produced sustained improvements or whether the observed emotional shifts were temporary response to the creative environment. Wellbeing is multifaceted, influenced by school, home life, peer relationships and broader developmental factors, and thus cannot be fully captured through short-term qualitative measures alone. While the project successfully illuminated how children expressed and explored transition-related emotions within the workshops, it cannot claim to have measured long-term wellbeing outcomes. This limitation aligns with wider critiques of arts-and-health evaluations, which caution against assuming long-term impact without longitudinal evidence (Davies et al., 2026).
	A further limitation concerns my dual role as both facilitator and researcher. While this duality supported rapport and emotional openness, it may also have introduced interpretive bias, as my existing relationships with participants inevitably shaped how I understood their responses. This positionality is further shaped by the privilege of studying at MA level, which afforded me access to theoretical frameworks, research methodologies and reflective tools not available to the participants or organisation involved. Acknowledging this privilege is essential, as it influenced how I interpreted the data, framed the findings and understood the creative processes unfolding in the space. Although I employed reflexive strategies, such as writing immediate post-session observations, revisiting notes at a distance and grounding interpretation in observable behaviour, these methods cannot fully eliminate the interpretive bias inherent in practitioner-research. The dual role therefore remains a methodological limitation, even though it was managed as rigorously as possible. 
These limitations do not undermine the value of the project but instead highlight the contextual nature of practice-based research and the need for further exploration across diverse settings, longer timeframes and varied organisational structures. They also reinforce the importance of humility and criticality within applied theatre research, acknowledging that small-scale projects offer situated insights rather than universal claims. 
Recommendations for future practice & research 
	The implications and limitations of this project point towards several recommendations for future practice and research in applied theatre, youth-work and transition support. These recommendations focus on broader structural, organisational and methodological consideration that emerged across the whole project. 
1. Strengthen multi-modal creative practice beyond visual entry points 
While visual storytelling, mapping and comic-strip creation proved effective for this group, the broader recommendation is not simply to repeat these modalities, but to embed multi-modal practice as a core principle. Applied theatre practitioners could design sessions that allow participants to move fluidly between private, low-exposure creative forms and relational embodied exploration. This means developing creative ecologies where drawing, writing, mapping, improvisation and gentle ensemble work coexist, enabling participants to regulate exposure and choose the modality that best supports their emotional processing. This approach aligns with Welsh creative education practice, where multi-modal creativity is encouraged across subjects (Arts Council of Wales, 2023). 
I am not saying that applied theatre practitioners don’t already do this to some extent, but I believe there should be more research out there to determine the impact of such creative ecologies. Should applied theatre as practice be more fluid and adaptive in its approach?
2. Build cross-sector partnerships between schools and youth organisations
Is it possible to develop partnership models that bridge the strengths of both sectors? Schools offer curricular structure, access to whole cohorts and pastoral frameworks; youth-work settings offer voluntary participation, relational continuity and informal space. Future transition support could benefit from:
· Co-delivered programmes where youth workers and teachers collaborate
· Share creative spaces that operate across school and community contexts
· Joint training in multi-modal creative facilitation 
· Referral pathways between pastoral teams and youth-work practitioners 
I believe that this partnership model acknowledges the complexity of both environments, avoiding binary comparisons. 
3. Embed creative transition support within existing Welsh policy frameworks 
The project’s alignment with Davies et al., (2026) suggests that creative transition support should be positioned within Wales’s preventative wellbeing agenda. Future practice could:
· Integrate applied theatre into local wellbeing strategies 
· Collaborate with arts-and-health networks 
· Develop creative interventions that complement school-based pastoral systems 
· Advocate for funding streams the support community-based creative wellbeing work
Something like this could ensure that creative transition support is not an isolated project but part of a wider, sustainable ecosystem.
	Taken together, these recommendations point towards a future for applied theatre practice that is structurally resilient, relationally attuned and creatively flexible. They emphasise the importance of designing multi-modal creative ecologies, developing cross-sector partnerships and embedding creative transition support within wider Welsh wellbeing frameworks. They also highlight the need for research that captures the complexity of children’s emotional development across time and context. By approaching applied theatre as both an artistic and organisational endeavour, future projects could build on the insights of this study to create sustainable, child-centred interventions that support emotional resilience during key educational transitions. Ultimately, these recommendations aim to strengthen the foundations upon which creative wellbeing work can continue to evolve, adapt and contribute meaningfully to Wales’s preventative wellbeing agenda.

Closing Statement 
	In bringing this project to completion, I have come to understand applied theatre not only as a methodology but as a demanding, disruptive and deeply human practice. The work required sustained reflexivity, creative risk-taking, for both me and my participants, and a willingness to sit with uncertainty, often pushing me beyond familiar techniques and into approaches that felt tentative at first. Navigating organisational challenges, fluctuating attendance and the emotional realities of transition support asked more of me than I anticipated, yet these pressures ultimately clarified what applied theatre should centre; its participants, their pace, their safety and their imaginative agency. This journey has strengthened my belief that applied theatre is at its most meaningful when it is responsive rather than polished, relational rather than performative, and grounded in the lived experiences of those it seeks to support. Although the process was hard and at times destabilising, it has solidified my understanding of the field and affirmed my commitment to creative, ethical and participant-led practice. 
Ultimately, the project affirms that when children are offered creative, supportive and attuned environments, they are able to navigate uncertainty with greater confidence, articulate their experiences more openly and rehearse the skills needed to face new challenges. This work represents a small but significant contribution to the wider field of applied theatre and youth-work practice, and lays the foundation for future, longer-term exploration of creative transition support. It also marks a personal turning point in my own practice; a recognition that applied theatre is at its strongest when it listens first, adapts bravely and holds space for the imaginative resilience of its participants. 
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DR M’Z – CARMARTHEN YOUTH PROJECT
SAFEGUARDING AND PROTECTION OF YOUNG PEOPLE AND VULNERABLE ADULTS
POLICY AND PROCEDURE
1. Introduction  
1. Carmarthen Youth Project recognises that many of those for whom services are provided may be vulnerable to abuse.  Some may also have limited capability to take care of and protect themselves from significant harm or exploitation.  The charity acknowledges the duty of care to safeguard and promote the welfare of children, young people over 16 years of age and adults and has developed this policy to minimise risks of abuse during the course of its work.  The policy should be read in conjunction with the charity’s  Equality and Gender Mainstreaming, Bullying and Harassment, Whistle Blowing and Grievance and Disciplinary policies. 
2. The charity aims to ensure that the rights of all children and young people are paramount at all times and they are kept safe, protected and safeguarded through procedures set out in this policy to prevent abuse and provide for whistle blowing in certain circumstances.  Safeguarding is regarded as everyone’s responsibility, including staff, Board Trustees and volunteers.
3. Every person who works with Carmarthen Youth Project whether as a member of staff or volunteer, has the following fundamental responsibilities in respect of children and young people: 
· To value them as individuals;
· To treat them with dignity and respect;
· To care for them as children / young people;
· To keep them safe.
2. Policy Principles and Operational Values 
2.1 	The policy of Carmarthen Youth Project is to safeguard the welfare of all children and young people by protecting them from all forms of abuse including physical, emotional and sexual harm.  Abusive behaviour will not be tolerated, regardless of the age, status, or position of the perpetrator and the age, status or position of the person experiencing abuse.  The charity is committed to creating a safe environment and personnel should at all times show respect and understanding for individual’s rights, safety and welfare, and conduct themselves in a way that reflects the ethos and principles enshrined in the work of Carmarthen Youth Project.  Staff and volunteers have a responsibility to develop awareness of issues, which may cause young people harm.
2.2	The key principles on which this policy is based are as follows: 
 
· The safety and welfare of clients of all ages and from all backgrounds is paramount 
· The rights, wishes, and feelings of all children and young people are respected and promoted.  
· Any child or young person at risk is to be protected, regardless of their gender, sexual orientation, age, disability, religion or belief, race, ethnic origin or socioeconomic background. 
· Safeguarding should be in partnership with the relevant stakeholders. 
· Safeguarding is everyone’s responsibility, but it is for professionals to determine whether or not abuse has taken place or if there is a perceived risk. 
· All incidents, allegations or concerns should be taken seriously and responded to immediately in an appropriate manner.  
2.3      In applying the foregoing principles, the operational values set out below are adopted:     
· All paid or unpaid staff, volunteers, and Trustees should understand the nature of abuse, how people might be at risk of harm and work to prevent it;  
· When responding to referrals, the concerns raised must be believed/accepted without judgement; 
· Staff have a duty to report any concerns they have about the potential abuse of a client and cooperate with statutory bodies who are managing the Multi-agency Public Protection Arrangements; 
· Careful consideration and respect of clients’ or their carers’ wishes and preferences are to be given to these.  
· Vulnerable clients have the right to be supported and empowered when safeguarding procedures are used, and to have an independent advocate if they wish.   
· Adults at risk with capacity to understand abuse and risk of abuse have the right to refuse intervention even if this leaves them at risk of significant harm, but those working in adult protection may need to act to protect other vulnerable adults from the same abuser.   
· Clients at risk are entitled to the protection of the law and full access to all parts of the criminal justice system, in the same way as any other citizen. 
· Vulnerable clients who are allegedly victims of abuse should have the highest priority for protection, assessment and support. 
· Vulnerable clients and, where appropriate, their carers have the right to full and timely information about their rights, services, what is being done on their behalf and why.  This can be summarised as: nothing about us without us. 
· Carers have the right to have their needs taken into account. 
· Alleged perpetrators, including those who are carers, must have their rights taken into consideration. 
· Alleged perpetrators, who are also vulnerable clients, have the right to be supported.    
· Staff, managers and professionals in all agencies must work actively and proactively with each other, with other agencies, and with the vulnerable client.  
1. Children, Young People and Adults at Risk of Abuse and Neglect. 
1. The All Wales Child Protection Procedures 2008 states: 
“If any person has knowledge, concerns or suspicions that a child is suffering,  has suffered or is likely to be at risk of harm, it is their responsibility to ensure that the concerns are referred to Social Services or the police, who have statutory duties to investigate and intervene when necessary.”  
 
 
0. The principles applied by Carmarthen Youth Project in relation to children and young people are as follows: 
· The child’s or young person’s welfare is treated as paramount; 
· Everyone is to be alert to potential indicators of abuse and neglect; 
· All are to be alert to risks which individual abusers, or potential abusers, may pose to children or young people; 
· It needs to be recognised when a parent or carer has problems which may affect their capacity as a parent or carer or which may mean they pose a risk of harm to a child;  
· All staff, volunteers and trustees are aware of the effects of abuse and neglect on children and young people; 
· All are expected to share and help to analyse information so that an informed assessment can be made of the child or young person’s needs and circumstances; 
· Staff, trustees and others are required to contribute as required to actions that are needed to safeguard the child or young person and promote his or her welfare, as well as  all stages of the child protection process, including regularly reviewing the outcomes for the child against specific shared objectives, as required; 
· Everyone is committed to full cooperation with other agencies in the interests of safeguarding children and young people. 
 
0. The Social Services and Well-being Act (Wales) 2014 defines at “adult at risk” as an adult who is experiencing or is at risk of abuse or neglect, has needs for care and support (whether or not the local authority is meeting any of those needs), and as a result of those needs is unable to protect himself or herself against the abuse or neglect or the risk of it.  Under the legislation there is a duty to report concerns when there is “reasonable cause to suspect” that a person is an adult at risk. Abuse is defined as physical, sexual, psychological, emotional and financial taking place in any setting, whilst neglect is defined as a failure to meet a person’s basic physical, emotional, social or psychological needs, which is likely to result in the impairment of the person’s well-being, or in the case of a child an impairment of the child’s development.  
0. The following is a non-exhaustive list of examples for each of the categories of abuse and neglect:  
 
Abuse: 
· Physical - hitting, slapping, over or misuse of medication, undue restraint, or inappropriate sanctions;  
· Sexual - rape and sexual assault or sexual acts to which the vulnerable adult has not or could not consent and/or was pressured into consenting;   
· Psychological - threats of harm or abandonment, coercive control, humiliation, verbal or racial abuse, isolation or withdrawal from services or supportive networks (coercive control is an act or pattern of acts of assault, threats, humiliation, intimidation or other abuse that is used to harm, punish or frighten the victim);  
· Financial – money or property stolen, being defrauded, having money or property misused, or being put under pressure in relation to money or property 
 
Neglect: 
· Failure to access medical care services; 
· Negligence in the face of risk taking; 
· Failure to give prescribed medication; 
· Failure to assist in personal hygiene or the provision of food, shelter, clothing; Emotional neglect  
 	
0. The Disclosure and Barring Service (DBS) 
1.Clients are safeguarded through the charity’s recruitment policy, which uses Enhanced Disclosure and Barring Service checks (with reference to the Protection of Vulnerable Adults list) as part of the recruitment process for both staff and volunteers.   This checks for spent and unspent convictions, cautions, reprimands and final warnings plus any additional information held by local police that is reasonably considered relevant for the role.  Disclosure and Barring Service (DBS) checks should only be arranged for successful job applicants, alongside essential ID checks.   
 
2.It is illegal to employ someone or allow them to volunteer for working with vulnerable clients if they are on one of the barred lists.  Anyone who is sacked because they harmed or might have harmed someone when working in a regulated activity is to be reported to the DBS, even if they resigned before action could be taken against them.  Failure to report is against the law.  
 
3.Roles and Responsibilities
5.1	Overall responsibility for safeguarding at Carmarthen Youth Project rests with the General Manager  who will ensure that the procedures comply with the legislation and relevant guidance.  The Board of Trustees  will also ensure that all staff and volunteers who come into contact with clients are DBS checked.  It is the responsibility of everyone to safeguard clients’ well-being and protect them from abuse. The General Manager has day to day responsibility for ensuring clients are appropriately safeguarded and any concerns are dealt with immediately.  If any concerns or incidents arise the appropriate agency will be contacted, such as the police, relevant social services department or third sector organisation.    
 
0. Internal Processes  
1. Staff and volunteers are expected to ensure that in dealing with clients they do not personally benefit from their relationships.  They are also required to maintain professional boundaries and ensure confidentiality in order to protect clients and stakeholders.  .   
0. Following recruitment to Carmarthen Youth Project, staff and volunteers undergo a comprehensive induction programme which covers undertaking safeguarding awareness training.  When clients are provided with support, they are briefed verbally on the various policies and procedures that safeguard them and provided with written information.  
0. Annual risk assessments are undertaken in relation to the protection of clients, including financial risk assessments, which address potential for personal benefit through abuse. 
 
0. Identification and Prevention of Abuse 
1. All staff and volunteers involved with delivering support to clients need to know whom to contact if they are alerted of the possibility of abuse taking place.  They should be aware of inter-agency responsibilities and apply the principles contained with the Social Services and Well-being (Wales) Act 2014.    
0. As set out above abuse and neglect can be viewed as one or a combination of the following: 
 
· Physical – hitting, slapping, pushing, kicking, scalding, or burning; the use of inappropriate restraints or inappropriate sanctions; and also self-inflicted injury. 
· Emotional/psychological – intimidation, threats of harm or abandonment, humiliation, extortion, exploitation, verbal abuse, blackmail, coercion, harassment, deprivation or withholding of contact, and other forms of psychological abuse. 
· Sexual – sexual assault, unwanted sexual attention, rape, sexual innuendo, sexual acts to which the vulnerable adult has not consented, or was pressurised into consenting. 
· Financial- theft, fraud, pressure or coercion in connection with wills, property or inheritance, monies being withheld, bills not paid, prevention of the appropriate purchase of care, property transfer, or property misappropriated. 
· Discriminatory – abuse, slur, victimisation or other harassment based on a disability, race, gender, sexual orientation, religion or faith or age. 
· Neglect – Failure to take proper care, lack of food, drink, clothing, heat, comfort or hygiene, withholding aids for sight, hearing, walking etc.  withholding or failing to provide medication, failing to provide access to appropriate health, social care or educational services, putting someone at risk of infection through lack of care. 
0. There are a number of indications of abuse, one of which can be symptoms of distress.  It is important to consider other possible sources of distress and not jump to conclusions.  However, identifying certain behaviour should prompt the need to stop, think and raise concerns with management.  Some indicators of abuse are as follows: 
· Physical – unexplained injuries etc; bruising; injuries which have not received medical attention; hidden injuries; and flinching from contact. 
· Emotional – fearfulness; passivity; withdrawal; low self-esteem; tearfulness 
· Sexual – hints; full or partial disclosure; depression or stress; significant change in sexual behaviour or language; difficulty walking or sitting; bruising; sexually transmitted diseases or infections; flinching from contact. 
· Financial- lack of belongings or services which they should be able to afford or which were present at previous visits and are now absent e.g. jewellery, electrical goods, valuables; acquaintances expressing a disproportionate interest in or affection for person with money; unusual bank account activities; person managing financial affairs is evasive or uncooperative.  
· Discriminatory – offensive materials or graffiti; experience of insulting comments or gestures; bullying; harassment; exclusion; shunning or differential treatment. 
· Neglect - poor physical condition or health; weight loss; poor hygiene; clothing in poor condition or dirty; refusing access to visitors, failing to access appropriate medical care. 
0. Staff, volunteers, Trustees, consultants or contractors working for Carmarthen Youth Project with concerns about suspected abuse are required to report the suspicion to management immediately. If the concerns relate to the line manager, the General Manager or the Board Chair should be informed immediately.  If no one is available and the client is in immediate danger, staff will contact emergency services and/or the Social Services duty officer. 
 
0. If a potential safeguarding issue is disclosed, staff, volunteers and Board Members are advised as follows:  
DO: 
· Listen carefully to the information given  
· Reassure the person that they have done the right thing and have a right to be safe  
· Tell the person what is going to be done and why – unless by doing so there is an increased risk of harm to them or others.  
· Ask the person if there is anything else they want done, or anyone they want to contact 
· Be supportive and ensure the person knows how to contact the relevant service or additional support if they wish  
· Report to management her senior manager as soon as possible * If it is an emergency situation or the person is in need of medical help immediately, phone the emergency service, then notify line management.. 
DO NOT: 
· Appear frightened, panicked or unable to cope with what the person is telling you  
· Make negative comments about the alleged abuser  
· Trivialise or minimise any aspect of abusive behaviour  
· Speculate, judge, or make assumptions about the information or circumstances  
· Make promises you can’t keep, such as promising that everything will be alright  
· Promise to keep the information a secret  
· Ask leading questions or probe for additional information.  
0. The first priority is to ensure the safety of the vulnerable person, whilst not alerting or confronting the suspected abuser.  There is a need for staff and volunteers to be mindful of their own safety and that of all parties affected, as well as the need to preserve evidence.  Staff or others must also be aware of the need to comfort and listen to a distressed client without influencing his or her perception of events.  Accurate, concise and factual recordings of all that was said or observed should be noted by an appropriate person. There should not be any promise of confidentiality.  It should be made clear to the alleged abused that they must tell staff about what is or has been happening.  
 
0. The person in receipt of the initial report, as identified above, is responsible for reporting any suspected abuse to social services, the police, health body or the Education Workforce Council, using the multi-agency referral form (MARF).  This notification needs to be in writing and within one day.  They are also required to ensure that the person against whom the alleged abuse had taken place is protected.   
 
0. As soon as a concern about abuse is raised, a risk assessment must be undertaken by the General Manager or a Trustee to assess whether any safeguarding measures are required.  Any safeguarding measure put in place are to be discussed with the client and the situation should be closely monitored.  If it is believed that a risk is posed to the client it may be necessary to make an interim suspension of a staff member or volunteer.  The General Manager should also refer for guidance to the Education Workforce Council (EWC) and inform the body of any proven cases of misconduct. 
 
0. Any allegation or incident of abuse will be reported in a confidential incident file.  As such all information in relation to the alleged abuse must be recorded in a factual, concise and accurate manner as soon as possible.  A log will be kept of individual complaints and concerns from staff, which will include details of concerns, incidents, actions taken and outcomes.  It is the responsibility of the General Manager, as Safeguarding Lead, to update and maintain this log.   
  
0. In cases where the alleged perpetrator is someone employed by or contracted to the charity the appropriate disciplinary or contractual procedures will be followed to assess whether misconduct has taken place.  Any alleged perpetrator should be treated honestly and fairly and kept informed of progress with the investigation.  However, they should not be told the details of the allegation as this could prejudice the inquiry. 
 
0. The General Manager or relevant Trustee will liaise closely with social services, the police and health professionals to put in place an individual victim support plan to enable the client and/or carer to come to terms with any abuse that may have taken place. 
6. Useful References 
. Helpful guidance and useful references in applying this policy are:
Social Services and Well-being (Wales) Act 2014 
http://www.legislation.gov.uk/anaw/2014/4/pdfs/anaw_20140004_en.pdf  
 
Social Services and Well-being (Wales) Act 2014 Working Together to Safeguard People Volume I – Introduction and Overview 
http://gov.wales/docs/phhs/publications/160404part7guidevol1en.pdf  
 
Social Services and Well-being (Wales) Act 2014 Part 10 Code of Practice (Advocacy) http://gov.wales/docs/dhss/publications/151218part10en.pdf  
All Wales Child Protection Procedures, Produced by All Wales Area Child Protection committees and funded by the Welsh Assembly Government (2008).  
Policy Approved by: 
Name:   Alison Harbor 
Position:   Manager
Date:  1 May 2026
Review Date:  May 2027





Appendix 2 – Parent Information sheet 
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Appendix 2.2 – Verbal Assent Script for Participants 

ADPA7012
Elicia Axon – 1802920
Script – Verbal Assent from the participants 
Before we start, I want to explain what we’re today. 
We’re going to try some fun drama and creative activities to help us think about moving to secondary school. You can join in, in lots of different ways – drawing, acting, writing or just watching. 
You don’t have to do anything you don’t want to do. If you want to skip and activity, take a break or sit out that’s completely fine. There are no right or wrong answers.
I won’t write down your names, and noting you say will be shared outside the project. But if you do tell me something that makes me feel a little bit worried, I do have to tell a member of staff so we can help keep you safe. 
The first thing we’ll do today is a quick check in and then a full body warm up 
– Do we all feel happy to take part today?









Appendix 2.3 – Consent Form 
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*The date of workshop 2 did differ from the one on the consent form but everyone was notified* 
Appendix 2.4 – Risk Assessment 
ADPA7012 // MA Applied Theatre: Education, Community and Wellbeing 
Major Project Workshop Risk Assessment
[image: ]
Risk rating key:
[image: ]Overall rating: Likelihood X Severity 
(1-5) = Low 
(6-12) = Medium 
(15-25) = High 

	What is the risk?
	Who might be harmed?
	Risk rating before controls 
Likelihood 
Severity 
Overall 
	Control measures 
	Risk rating after controls 
Likelihood 
Severity 
Overall 
	Additional notes / required actions 

	Improper behaviour, abuse, or exploitation of participants 
	Participants 
	2
5
10
	-Researcher holds an enhanced DBS and follows Dr.Mz safeguarding policy.
-As an organisation we have an existing behaviour code of conduct that every young person must sign and respect. Anyone seen to be abusing that code of conduct will be asked to leave and not return. 
-Workshops take place in open, visible spaces with other staff present in the building.
-No 1:1 work in private areas; visibility always maintained.
-Clear professional boundaries.
-Participants can opt out or take breaks 
-Any concerns or disclosures escalated immediately through safeguarding procedures.
-Researcher maintains up-to-date safeguarding training.
	1
5
5
	-Confirm safeguarding lead on duty during each session.
-Ensure all staff are aware of workshop times, locations and content.
-Re-read Dr.Mz safeguarding policy before the first workshop.



	Researcher being in a compromising or misinterpreted situation 
	Researcher (risk of false allegation or reputational harm)
Participants (risk of feeling unsafe or unsupported)
	3
5
15
	-No 1:1 sessions in private or isolated spaces
-Doors remain open or sessions held in supervised youth-work areas.
-Another member of staff always present in the building.
-Clear professional boundaries 
-Researcher keeps a brief log of session dates, times and activities for accountability. 
-Researcher follows Dr.Mz safeguarding policy and maintains up-to-date training. 
	1
5
5
	-Confirm which member of staff is on duty during each workshop.
-Ensure all sessions are scheduled during normal opening hours.
-Revisit boundaries with participants at the start of the first workshop.

	Emotional distress triggered by workshop content 
	Participants 
	3
4
12
	-Activities follow the drama spiral to maintain emotional distance and avoid direct personal disclosure.
-Participants can opt out, take breaks or switch activities at any time without explanation.
-Researcher monitors wellbeing throughout and pauses or adapts activities if distress is observed.
-On-site youth workers available for emotional support if needed.
-Clear group agreements established at the start.
-Researcher maintains safeguarding training and knows escalation routes for emotional concerns.
	1
3
3
	-Prepare a quiet corner if a participant needs time out.
-Revisit group agreements at the start of each session.
-Ensure youth-work staff know the workshop content and can support if needed. 

	Disclosures of any information that requires mandatory safeguarding action 
	Participants (if disclosures are not handled correctly)
Researcher (emotional impact, stress, responsibility)
	3
5
15
	-Researcher follows Dr.Mz safeguarding policy and mandatory reporting procedures.
-Researcher maintains up-to-date safeguarding training and knows the escalation pathway. 
-Participants and parents informed in advance that disclosures cannot remain confidential.
-Researcher records factual notes only and reports concerns immediately to the safeguarding lead.
-On-site youth workers available to support if needed.
-Researcher debriefs with safeguarding lead or supervisor after any disclosure. 
	1
5
5

	-Confirm who the safeguarding lead is for each workshop session.
-Ensure researcher has access to the safeguarding lead.
-Build in time after each session for debriefing if needed. 

	Boundary confusion due to dual role 
	Participants (confusion, misplaces trust)
Researcher (misinterpretation,
Blurred boundaries or ethical concerns) 
	3
4
12
	-Clearly explain the researcher role at the start of each session and remind participants when switching between roles.
-Use simple, child-friendly language to clarify what is ‘research’ and what is ‘youth-work’ support.
-Ensure consent forms and information sheets clearly outline the dual role. 
-Maintain consistent professional boundaries regardless of role.
-Avoid offering additional support beyond normal youth-work practice during research activities.
-Ensure another staff member is present in the building to reinforce clarity and accountability. 
	1
3
3
	-Revisit role clarity at the start of each workshop.
-Ensure parents/guardians also understand the dual role through the information sheet.
-Keep a simple log of when research activities take place to maintain transparency. 

	Peer-to-peer harm e.g. bullying or exclusion 
	Participants 
	3
4
12
	-Establish clear verbal group agreements at the start of every session. 
-Researcher actively monitors interactions and intervenes early if unkind behaviour emerges.
-Activities designed to be collaborative rather then competitive. 
-Participants can opt out or take breaks without drawing attention to themselves.
-On-site youth workers available to support any participant who becomes upset.
-Researcher maintains safeguarding training and follows escalation procedures if behaviour becomes concerning. 
	1
3
3

	-Revisit group agreement at the start of each session.
-Plan activities that encourage teamwork and shared creativity.
-Ensure all staff are aware of any known peer-relationship issues within the group. 

	Pressure to participate or overshare
	Participants 
	3
3
9
	-Activities follow the drama spiral to maintain emotional distance and avoid personal disclosure.
-Children reminded regularly that participation is voluntary and they can opt out at any time.
-Provide multiple ways to engage to reduce pressure e.g. drawing.
-Researcher monitors group dynamics and intervenes if a participant appears uncomfortable.
-Group agreements emphasise respect, choice, and ‘no right or wrong answers’. 
-Avoid asking direct personal questions; keep prompts general and imaginative. 
	1
2
2
	-Revisit the ‘opt-out’ message at the start of each session.
-Prepare alternative low-pressure activities for children who prefer not to participate. 
-Ensure staff are aware of any children with known anxiety or confidence needs. 

	Unsafe or misinterpreted physical contact during movement-based activities 
	Participant 
Researcher 
	3
4
12
	-Activities designed to minimise physical contact an maintain personal space.
-Clear instructions given before movement task. Including ‘no touching’ guidance.
-Researcher models safe spacing and monitors the room layout to prevents collisions.
-Use of non-contact drama techniques.
-Researcher maintains professional boundaries and avoids initiating any physical contact.
-Sessions held in open, visible spaces with other staff present in the building. 
	1
3
3
	-Check the room layout before each session to ensure clear, safe movement space.
-Remind participants of personal-space boundaries at the start of each activity.
-Adapt activities if the group in particularly energetic or excitable. 

	Participants becoming upset or overwhelmed 
	Participants 
	3
3
9
	-Researcher to use the drama spiral when planning activities to maintain emotional distance and avoid direct personal disclosure. 
-Participants can opt out, take breaks or switch to a quitter activity.
-Group agreements that emphasise kindness, respect and emotional safety.
-Researcher monitors wellbeing and adapts activities if needed. 
-Ensure another youth work is on-site for support if needed. 
	1
2
2
	-Revisit group agreements at the start of each session.
-Brief youth-work staff on workshop content so they can support children appropriately. 

	Participants feeling embarrassed or self-conscious 
	Participants 
	3
3
9
	-Establish group agreements promoting kindness, respect and ‘no wrong answers’. 
-Avoid spotlighting individuals; prioritise group-based, collaborative activities.
-Provide multiple participation options.
-Researchers models non-judgemental responses and encourages supportive peer behaviour.
-Activities designed to be playful, low-pressure and imaginative rather than personal. 
	1
2
2
	-Revisit group agreements at the start of each session.
-Prepare alternative low-pressure tasks for participants who prefer not to perform or share.


	Emotional strain and fatigue 
	Researcher 
	3
3
9
	-Researcher debriefs with safeguarding lead or supervisor after sessions if needed.
-Adequate breaks scheduled between workshops to prevent overload.
-Researcher maintains boundaries and avoids taking on emotional burdens beyond their role.
-Access to wellbeing resources and reflective practice. 
-Clear session planning to reduce stress and uncertainty. 
	2
2
4
	-Block out recovery time after each session.
-Keep reflective notes to monitor emotional impact and adjust workload if needed. 

	Slips, trips and falls in the workshop space
	Participants
Researcher 
	3
3
9
	-Clear the floor of bags, coats and equipment before starting.
-Check the room for hazards e.g. wet floors or cables.
-Ensure adequate space for movement activities.
-Researcher models safe movement and monitors the group.
-Activities designed to avoid running or high-risk movement.
	1
2
2
	-Arrive early to check the room layout.
-Remind participants to keep personal items in a designated area.

	Unsafe room layout of overcrowding 
	Participants
Researcher
	3
4
12
	-Choose a room with adequate space for the planned activities. 
-Rearrange furniture to create a clear movement area.
-Limit group size if necessary to maintain safety.
-Conduct a quick room-safety check before each session.
-Adapt activities if the space becomes crowded or unsafe. 
	1
3
3
	-Confirm room availability in advance.
-Keep a simple floor plan in mind for consistent setup.


	Fire safety and emergency procedures
	Participants
Researcher
	2
5
10
	-Researcher familiarises themselves with firs exits and assembly points.
-Participants informed of evacuation routes at the start of the session.
-Ensure exits are unobstructed. 
-Follow Dr.Mz’s fire safety procedures. 
-Staff on duty aware of workshop location and size. 
	1
5
5
	-Check fire exits at the start of each session.
-Confirm who the fire marshal or responsible staff member is on the day.

	Consent and information errors
	Participants
Parents/guardians
Researcher
	3
4
12
	-Provide clear, accessible information sheers for parents/guardians and participants.
-Use child-friendly language to explain the project at the start of the first session. 
-Ensure signed consent forms are collected and stored securely before participation. 
-Reconfirm verbal assent with participants at the start of each workshop.
-Keep a simple checklist to track returned forms. 
-Offer parents a contact point for questions. 
	1
3
3
	-Double-check consent forms before the first workshop.
-Keep spare copies available on the day. 

	Data handling or confidentiality breaches 
	Participants 
Researcher 
Dr.Mz 
	3
5
15
	-Store all data on password-protected, encrypted systems.
-Anonymise data immediately.
-Keep physical notes in a locked drawer or secure folder.
-Do not record audio/video unless explicitly consented to.
-Follow UWTSD and Dr.Mz data protection policies. 
	1
2
5
	-Review university data-handling guidance before starting.
-Keep a simple data-storage log for transparency. 

	Lone working or without staff awareness 
	Researcher 
Participants 
	3
4
12
	-Ensure at least one youth-work staff member is present in the building during all workshops.
-Inform staff of session times, room location and group size.
-Keep a sign-in/sign-out record for transparency.
-Maintain open-door visibility during sessions.
-Researcher carries a phone or has access to staff communication channels. 
	1
3
3
	-Confirm staff rota in advance.
-Share workshop schedule with the team. 

	Burnout or fatigue from workload
	Researcher
	3
3
9
	-Schedule adequate breaks before and after workshops.
-Use realistic planning and pacing to avoid overload. 
-Maintain boundaries around working hours and emotional labour.
-Access supervision, reflective practice, or wellbeing support if needed.
-Prioritise tasks and avoid last-minute preparation where possible. 
	1
2
2
	-Block out recovery time after each workshop.
-Keep workload manageable by breaking tasks into small steps. 

	Stress from managing group behaviour and research tasks simultaneously 
	Researcher 
	3
3
9
	-Ensure youth-work staff are present and aware of their supportive role.
-Keep activities simple, structured and well-paces to reduce cognitive load.
-Prepare materials in advance to minimise on-the-spot decision-making.
-Debrief with staff or supervisor after sessions if needed. 
-Use reflective notes to identify stress points and adjust practice. 
	1
2
2
	-Share workshop plans with staff so responsibilities are clear. 
-Build in moments of stillness or low-energy tasks within sessions. 















Appendix 2.5 – PG2 Ethical Approval Form 
APPLICATION FOR ETHICAL APPROVAL
SECTION A: About You (Lead Researcher)
[image: ]
SECTION B: Grant or Contract Funding 
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[bookmark: SEC_C]




SECTION C:  Internal and External Ethical Guidance Materials
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[bookmark: SEC_D]SECTION D: External Collaborative Research Activity 
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[bookmark: SEC_E]












SECTION E: Details of Research Activity
[image: ]
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[bookmark: SEC_F]SECTION F: Research Methods 
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SECTION G: Research Participants 
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SECTION H: Research with Vulnerable People 
[image: ]
[bookmark: SEC_I]SECTION I: Research Involving Animals 
[image: ]
[bookmark: SEC_K]SECTION J: Research with the Prison Service or the Probation Service
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SECTION K: Health and Social Care Research
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[bookmark: SEC_L]SECTION L: Types of Personal Data
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SECTION M: Participant Information and Consent 
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SECTION N: Research with Potential Military Application
[image: ]
[bookmark: SEC_O]SECTION O: Use of Artificial Intelligence Tools
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Section P: Research Data Management Plan
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SECTION Q: Risk Assessment 
[image: ]
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SECTION R: Disclosure and Barring Service
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[bookmark: SEX_S]SECTION S: Declaration
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Checklist: Please complete the checklist below to ensure that you have completed the form according to the guidelines and attached any required documentation:
[image: ]
[bookmark: APP_4]
















APPENDIX 4: Research with Vulnerable People
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Appendix 3 – Consultation Plan 
	
	
	Additional notes:

	 Desired Outcome: 
(Participants)






(Facilitator) 






(Project)
	Emotional expression and agency: To feel able to express their thoughts, feelings and questions about drama in general and about the transition from Primary to Secondary school in a way that feels safe, anonymous and developmentally appropriate. 

Insight to inform workshop design: To get a clearer understanding of the key themes, anxieties, excitements and needs identified by the children, enabling the design of two Applied Theatre workshops.

Establishing a participant-led foundation:  To generate initial qualitative data that establishes a thematic foundation for the project, ensuring that the subsequent workshops and analysis remain rooted in the children’s perspectives and aligned with the projects aim of supporting emotional wellbeing during transition. 
	

	· What should you or the participants be able to do / understand after the session?
	After the consultation, participants should be able to recognise and express their feelings about drama activities and transition, understand that their experiences are shared and feel confident that their contribution will shape the Applied Theatre workshops. They should also begin to identify what support they may need as they move towards secondary school. 
	

	Evidence: 
· How will you know you and your participants have achieved the desired outcome?
· Is there any physical work that needs to be produced; performance etc?
	-Participants engage with the feelings map stations (writing, drawing, stickers).
-A range of emotions, ideas and questions appear across the stations. 
-Participants move freely between stations without hesitation or withdrawal.
-Participants show curiosity about other’s responses. 
-Participants appear relaxed, playful or focused during the activity.
Physical evidence: 
Photos
Notes on the variety and depth of responses 
Observational notes on engagement, movement and behaviour 
Comments from participants 
	 

	Activities: 
· What activities will lead to the desired outcomes?
	CHECK IN – How are you feeling? A number from 1-10, if you were a biscuit, what biscuit would you be? 

Warm up games – Ball sequence, Anyone who (chairs) & zombie (chairs) 

Feelings Map Consultation – Six stations placed around the room, six questions to consider and answer in anyway they want. 
Questions: 
-What do you enjoy about drama, acting or playing pretend? 
-How do drama games or acting make you feel?
-Does anything excite you about going to secondary school?  
-Does anything worry you about going to secondary school?
-What helps you feel confident or calm in new situations? 
-What support do you think children need when moving to a new school? 


 
	Equipment: 
-Paper with questions on 
-Extra paper for answers, thoughts, feelings 
-Coloured pens 
-Pencils 
-Stickers 







Appendix 4 – Workshop 1 Plan 
	
	
	Additional notes:

	 Desired Outcome: 
(Participants)









(Facilitator) 









	To have the opportunity to explore their feelings about transition through improvisation and storytelling in a safe and creative environment. To engage in activities that are designed to help them express worries and/or excitement, practice problem solving, through fictional scenarios and build confidence in navigating new spaces and social situations. 

To gain insight into how the participants embody and communicate transition-related themes through creative play. Observing their improvisations, interactions and choices offer valuable information about group dynamics, confidence levels and the emotional support some participants may require. 
	

	· What should you or the participants be able to do / understand after the session?
	Participants will hopefully: 
-Be able to identify and express at least one emotion surrounding moving to secondary school 
-Have taken part in one section of the workshop, creating a story together or having input into the improvisation of scenes 
-Show simple problem-solving 
-Work as a group 
	

	Evidence: 
· How will you know you and your participants have achieved the desired outcome?
· Is there any physical work that needs to be produced; performance etc?
	-Observable participation in at least one element of the workshop 
-The creation of an improvised scene or scenes 
-A first day adventure story created as a group 
-They suggest ways to solve a problem 
-They recognise how they’re feeling 


	 

	Activities: 
· What activities will lead to the desired outcomes?
	CHECK IN: 4 coloured spots on the floor, excited, nervous, curious, I don’t know – Ask participants to stand by the one that matches how they feel about moving to secondary school. 

MOVE: Move around the room like..
An old lady 
An alien who’s just landed on earth 
You’re lost 
You’ve just made a new friend 
It’s your first day in secondary school and you’re excited 

STORY CIRCLE: First day adventure – sit in a circle and create a story together about someone’s first day at secondary school “On the first day of year 7….” 

DISCUSSION: Can someone tell me what happened to our character during their first day adventure? 
What could (character name) do if they …. ? 

WHAT HELPS?: Improvise short scenes – The problem, the solution, how the character feels afterwards

CHECK OUT: Repeat of check in, make note of any changes 
	 






Do they give the character power or fear? What are the repeated themes?











Appendix 5 – Workshop 2 Plan 
	
	
	Additional notes:

	Desired Outcome: 
(Participants)








(Facilitator) 
	 To explore transition themes safely through visual storytelling and collaborative creative tasks, increasing emotional clarity and confidence.
To practise problem-solving and teamwork, building a sense of agency and preparedness for secondary school.

To gain deeper insight into participants transition needs through visual and narrative data.
To evaluate how low-exposure, participant-led creative methods support engagement, emotional safety and applied theatre practice in youth-work settings. 

	

	· What should you or the participants be able to do / understand after the session?
	-Understand transition challenges more clearly by exploring them through visual storytelling, mapping and fictional problem-solving. 
-Identify and practise simple strategies for navigating year 7 worries (e.g. getting lost, making friends, new routines) within a safe, imaginative frame. 

	

	Evidence: 
· How will you know you and your participants have achieved the desired outcome?
· Is there any physical work that needs to be produced; performance etc?
	-Participants visual and narrative work will show clear exploration of transition themes, including worries, hopes and problem-solving strategies.
-Group discussions and the emotional check-out will indicate increased clarity, confidence or preparedness, demonstrated through comments, shifts in emotional positioning, or reflective observations.
-Engagement levels – especially in visual and collaborative tasks will hopefully show that low-exposure, participant-led methods supported emotional safety and meaningful participation. 
-Transition maps (group-created fictional maps of a year 7 students first day).
-Comic book strips exploring a fictional challenge and solution. 
-Still tableaux created collaboratively.
	

	Activities: 
· What activities will lead to the desired outcomes?
	CHECK IN: 4 coloured spots on the floor, excited, nervous, curious, I don’t know – Ask participants to stand by the one that matches how they feel about moving to secondary school. 

WARM UP: Character spots – The check in spots become character corners, participants are asked to move to the different spots and respond with simple movements or freezes that may represent those emotions. 

TRANSITION MAP: In small groups or individually, participants create a drawn fictional map of a year 7 student’s first day. Including key locations, challenges and ‘safe zones’. 

TABLEAUX: In groups, participants create still images representing moments such as confusion, confidence or kindness. 


COMIC: “The challenge and the win” – participants design a short comic showing a fictional year 7 challenge, how the character solves it, and how they feel afterwards. 

CHECK OUT: Participants to revisit the coloured spots to reflect on any emotional shifts after the workshop.


	Same as last time for continuity. 





Age of Participants 
Age of Participants 	
9 years old 	10 years old 	11 years old 	6	3	1	
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The Clubhouse, Friars Park, Carmarthen, Carmarthenshire SA31 3AN   Tel/Ffon : (01267) 222786  e - mail : admin@drmz.co.uk   Y Ty Clwb, Parc y Brodyr, Caerfyrddin, Sir Caerfyrddin SA31 3AN     Parent/Guardian Information sheet      Researcher:  Elicia Axon, Youth Support Worker ( elicia@drmz.co.uk )     Project title:   Transition Period  –   The impact Applied Theatre Practice, including improvisation  and storytelling could have on the emotional wellbeing of children  transitioning from Primary  to Secondary school, with a critical evaluation of existing provisions provided by the National  Curriculum of Wales.      What is this project about?    Your child is invited to take part in a short series (2) of creative drama workshops exploring  feelings about moving from Primary to Secondary school. The project aims to understand  what helps children feel confident during this transition and how creative   activities can  support wellbeing.      What will my child be asked to do?      Take part   in one consultation and two fun, creative workshops at Dr.Mz.       Activities may include drama games, storytelling, drawing and group work.      Children will not be asked to share personal stories unless they choose to.      Participation is voluntary, and children can stop or take a break at any time.     Why is the research being done?   This research will contribute to a postgraduate major project on Applied Theatre and  Wellbeing. It is a chance for the researcher to highlight any gaps or inconsistencies in current  guidance and evaluate if the introduction of participatory arts could complement existing  provision.      How will data be stored?       Notes and anonymised observations will be stored securely on a password - protected  system.      Data will be kept securely until the end of the project and then deleted.       Your child will not be identifiable, no names, photographs or identifying details will be  used in any writing.     
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Safeguarding:   If a child shares any information that suggest they may be at risk of harm, the  researcher  must follow Dr.Mz’s safeguarding procedures and inform the safeguarding lead.      Please note: You do not have to consent to your child being part of this research process.  Participation is completely voluntary and you can withdraw your child at any time before  or during the workshops.  
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           The Clubhouse, Friars Park, Carmarthen, Carmarthenshire SA31 3AN   Tel/Ffon : (01267) 222786  e - mail : admin@drmz.co.uk   Y Ty Clwb, Parc y Brodyr, Caerfyrddin, Sir Caerfyrddin SA31 3AN         PARENTAL CONSENT FORM         Research Project: Transition Period        Our Youth Support Worker, Elicia Axon, is completing a research project for her Masters in Applied  Theatre: Community, Education and   Wellbeing. It is an investigation into the impact Applied Theatre  practice, including improvisation and storytelling, could have on the emotional wellbeing of children  transitioning from Primary to Secondary school in Carmarthen. As part of the project the re will be a  consultation with the group (25/04) and two drama workshops (09/05 & 30/05). Please note that  participation will be voluntary. The below information will be anonymised and used as quantitative data.     ✂ --------------------------------------------------------------------------------------------------------------------------     Name of young person:   

     

    Age of young person:                         School  Year:  

  

  Please state any medical issues/requirements/allergies here:   ___________________________________________________________________________________ ___________________________________________________________________________________     ●   I give my permission for my young person to be photographed/filmed.   ●   I give permission for any data collected to be anonymised and used for research purposes       Signed……………………….….. (Parent/guardian)   Date…………..……….         DISCLAIMER: Dr.Mz accepts no responsibility for accidents. While every precaution will be taken to ensure safety of  participants, Dr  Mz does not cover the individual for personal insurance.  
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Name of group/session:  Transition Period with Juniors   

Location of event:  Dr.Mz, Carmarthen Youth Project   

Date of first risk  assessment  04/05/26  

Name & Signed:  Elicia Axon   
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Likelihood (1 - 5)   1 = Rare   2 = Unlikely   3 = Possible   4 = Likely   5 = Almost  certain   

Severity (1 - 5)   1 = Minor  2 = Mild  3 = Moderate  4 = Major  5 = Severe /  Critical harm  
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1  Full Name:  Elicia May Axon   

2  Tick all boxes that apply:  Member of staff:  ☐  Honorary research  fellow:  ☐  

Undergraduate Student  ☐  Taught Postgraduate  Student  ☒  Postgraduate  Research Student  ☐  

3  Institute/Academic  Discipline/Centre:  Wales Institute of Science and Art     

4  Campus:    Carmarthen   

5  E - mail address:    1802920@student.uwtsd.ac.uk  

6  Contact Telephone Number:    07588366683  

7  Project Title  TRANSITION PERIOD    T HE IMPACT  A PPLIED  T HEATRE  P RACTICE ,   INCLUDING IMPROVISATION AND  STORYTELLING COULD HAVE ON THE EMOTIONAL WELLBEING OF CHILDREN  TRANSITIONING FROM  P RIMARY SCHOOL TO  S ECONDARY SCHOOL ,   WITH A  CRITICAL EVALUATION OF EXISTING PROVISIONS PROVIDED BY THE  N ATIONAL  C URRICULUM OF  W ALES    

8  Proposed Start Date    02/02/26  Proposed End Date    28/08/26  

For students:  

9  Student Number:  1802920  

10  Programme of Study:  MA Applied Theatre: Community, Education and Wellbeing   

11  Director of Studies/Supervisor:  Jonathan Pugh and Emily Hutchings   
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1  Has your research been awarded,  applied for, or intend to apply for external  funding?  YES  Click to  continue to  appendix 1  NO  Continue to the  next section  

2  Have you completed appendix 1?    YES  ☐  NO  x ☐  
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Ethical Guidance Documents   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, location - specific codes of research  ethics, and also any specific ethical guidance re lating to the proposed methodology).  Please tick to  confirm that your research proposal adheres to these codes and guidelines. You may add rows to this  table if needed.  

1  UWTSD Research Ethics & Integrity Policy  ☒  

2  UWTSD Research Data Management Policy  ☒  

3  UWTSD Open Access Publications Policy  ☐  

4  UWTSD Export Control Policy    R equired if   A ppendix  8   completed  ☐  

5  UWTSD Trusted Research and Innovation Policy    R equired if  research is taking place outside the UK  ☐  

6  [List any other relevant documents here]  ☐  
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1  Does your research involve collaborating  partners at another institution or  organisation?  YES  Click to  continue to  appendix 2  NO  Continue to the  next section  

2  Have you completed appendix 2?    YES  ☐  NO  x ☐  
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Aims, Vision and Approach of the Research (maximum 200 words per section)   Please outline what are you hoping to achieve with your proposed work and how will you deliver  it?  

1  Research aims and objectives  

My project aims to explore how Applied Theatre (AT) practice can support children’s emotional wellbeing  during the transition from Primary to Secondary school, with a particular focus on identifying any transition - related anxieties that may emerge through  creative, participatory methods. Drawing on findings from an  initial consultation with participants, two AT workshops will be designed to examine children’s emotional  experiences of transition, with the intention that participant feedback will indicate whe ther the workshops  have had a positive impact on their emotional wellbeing. Alongside this practical exploration, the project  also aims to evaluate existing wellbeing and transition provision within the national curriculum of Wales,  identifying strengths,  inconsistencies or  g aps and considering whether AT could complement or challenge  current approaches. To achieve these aims, the project will investigate current research and statistical  evidence relating to children’s emotional wellbeing in Wales; analyse curriculum framework s to understand  how wellbeing and transition are addressed in Primary education; examine relevant AT literature; design  and facilitate two workshops; collect data through ATAR, observation and participant feedback; and  evaluate how learners respond to the  workshops. This will enable a critical assessment of whether AT  offers a meaningful, child - centred approach to strengthening wellbeing during the transition period.     (this box should expand as you type)    

2  Vision  

This research is important both within   AT and the wider field of children’s wellbeing, as it addresses a  critical gap in how emotional support is provided during the transition from Primary to Secondary school.  Current Welsh policy frameworks emphasise wellbeing, early intervention and learner   voice, yet practical  provision remains inconsistent, leaving many children without structured emotional preparation.  As a  Youth Support Worker at Dr.Mz , I see this gap first - hand, particularly among children who benefit from  creative, relational approaches to emotional expression. By   exploring how AT can support transition - related anxieties, the project has the potential to advance understanding of participatory approaches that  centre  children’s   lived experiences. It  examines  how improvisation, storytelling and ensemble practice can  be used not only as artistic tools but as mechanisms for emotional expression, relational support and  confidence - building. The research is timely given rising emotional difficulties among children i n Wales and  increasing national attention o n   preventative  wellbeing  practice. As schools and youth services seek  accessible, child - centre d   methods to strengthen emotional resilience, this project offers an  a daptable ,  youth - work - informed approach with  potential  to inform educational practice, community provision and  wider wellbeing strategies.      (this box should expand as you type)  

3  Approach  

This project adopts an Applied Theatre as Research (ATAR) methodological framework, combining  participatory workshop delivery with qualitative data collection through observation, reflective journaling  and participant feedback. ATAR is chosen because it en ables children to express experiences and  emotion s   through embodied, creative processes rather than relying solely on verbal articulation, making it  developmentally appropriate for participants aged 9 - 11.  As I also work at Dr.Mz, the participants have full  transparency regarding my dual role as both youth worker and researcher; we have discussed what a  master’s degree involves and why I am inviting them to take part, ensuring informed understanding and  cons ent.    The analysis will draw on thematic reflection, examining pattern s   in responses, engagement and emotional  expression across the two workshops. This approach  i s feasible and proportionate, align ing   with youth - work practice, requir ing   minimal resources, and allow ing   data to be gathered naturally without disrupting  participants’ experiences. Risks such as emotional discomfort, inconsistent  attendance or power  dynamics, will be managed through low - exposure activities, voluntary participation, clear boundaries,  safeguarding procedures and ongoing reflexivity. The use of Baim’s (2020) Drama Spiral ensures activities  remain emotionally safe and  non - therapeutic. This approach maximises impact by generating insights that  are directly transferable to youth - work and educational contexts, offering a practical, child - centred model  that could inform future wellbeing and transition support across schools   and community settings.      (this box should expand as you type)  

4  Location of research activity   Identify all locations where research activity will take place.  
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   UWTSD Campus Carmarthen      Dr.Mz, Carmarthen Youth Project      (this box should expand as you type)  
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5  Will any of your research be undertaken  outside of the UK?  YES  Click to  continue to  appendix 3  NO  Continue to the  next section  

6  Have you completed  any of  appendix   3 ?    YES  ☐  NO  x ☐  
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Will the research activity include:  YES  NO  

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

2  Use of interviews?  ☒  ☐  

3  Use of focus groups?  ☐  ☒  

4  Use of participant diaries?   ☐  ☒  

5  Use of video or audio recording?  ☐  ☒  

6  Use of computer - generated log files?  ☐  ☒  

7  Participant observation with their knowledge?  ☒  ☐  

8  Participant observation without their knowledge?  ☐  ☒  

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

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

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

12  Investigation of participants involved in illegal activities?  ☐  ☒  

13  Use of procedures that involve deception?  ☐  ☒  

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

15  Working with live vertebrate animals?  ☐  ☒  

16  Procedures that may have a negative impact on the environment?  ☐  ☒  

17  Other primary data collection methods. Please indicate the type of data  collection method(s) below.  ☒  ☐  

Details of any other primary data collection method:   Applied Theatre as Research    (this box should expand as you type)  
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Research participants include people who will be taking part in your research as providers of research  data (e.g. being interviewed, answering questionnaires, or doing user testing of hardware or software).  This includes animal participants.  

1  Does your research involve human or  non - human participants?  YES  Continue this  section  NO  Click to  continue to  section N  
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Participant numbers and source   How will you ensure an appropriately convened sample group in order to meet the aims of the research?  Give details for subgroups separately, if appropriate. How will any potential pitfalls, for example dual roles  or potential for coercion, be addressed?  

1  How many participants will be  recruited and how was the  number decided upon?  Approximately 10 - 15 participants will be involved, reflecting the  natural size of the existing Juniors group at Dr.Mz . This number  was chosen because it is manageable, developmentally  appropriate, and aligns with typical youth - work ratio. It allows for  meaningful engagement in AT activities while ensuing emotional  safety and effective facilitation.    (this box should expand as you type)  

2  Who will the participants be?  Participants will be children aged 9 - 11 who attend the juniors  group at Dr.Mz. These children are either preparing  for or   currently experiencing the transition from Primary to Secondary  school. They attend voluntarily and engage with the youth - work  provision offered by the centre.   (this box should expand as you type)  

3  How will you identify the  participants?  Participants will be identified through their existing membership of  the juniors group at Dr.Mz . No external recruitment will take place.  Attendance is voluntary, and only children whose parents or  guardians provide consent  –   and who themselves give assent  –   will be included.    (this box should expand as you type)  

4  Will you be excluding any  groups of people, and if so  what is the rationale for that?  Yes. Only children aged between 9 - 11 who attend the Juniors  group will be included. This is because the project specifically  examines the Primary - to - Secondary transition and must focus on  children currently experiencing this developmental stage. No other  g roups are excluded beyond this necessary scope.    (this box should expand as you type)  

5  Will the research involve any  element of deception?  If yes,  please describe why this is  necessary and whether  participants will be informed  at the end of the study  No.    (thi s   box should expand as you type)  

6  Describe whether participants  will be able to withdraw from  the study, and up to what  point (eg if data is to be  anonymised). If withdrawal is  not possible, after a certain  point, explain why not.   Participants may withdraw at any time during the workshops  without explanation. Once data has been anonymised and  incorporated into analysis, withdrawal is no longer possible  because individual contributions cannot be identified. This will be  clearly expla ined to both parents/guardians and participants.    (this box should expand as you type)  

7  How long will the participant  have to decide whether to  take part in the research?  Parents and guardians will receive information in advance and  may take as long as needed before the workshop date to provide  consent. Children will also be given time on the day to ask  questions and decide whether they wish to participate with no  pressure  to join.      (this box should expand as you type)  

8  What arrangements have  been made for participants  who might have difficulties  understanding verbal  explanations or written  information, or who have  particular communication  needs that should be taken  into account to facilitate their  involvement in the rese arch?  Information will be delivered using clear, accessible language,  with verbal explanations alongside written materials. Children may  respond through words, drawings, movement or non - verbal  participation. Activities are designed with multiple entry points,  en suring that children with varying communication styles or  confidence levels can engage comfortably.              (this box should expand as you type)  
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1  Are your participants classed as  vulnerable people?  YES  Click to  continue to  appendix  4  NO  Continue to the  next section  

2  Have you completed appendix 4?    YES  x ☐  NO  ☐  
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1  Are your participants  non - human  animals?  YES  Click to  continue to  appendix 5  NO  Continue to the  next section  

2  Have you completed appendix 5?    YES  ☐  NO  x ☐  
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1  Are your participants  staff or offenders  within the Prison Service or the Probation  service?  YES  Click to  continue to  appendix  6  NO  Continue to the  next section  

2  Have you completed appendix 6?    YES  ☐  NO  x ☐  
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1  Are your participants selected due to  their health or social care needs?  YES  Click to  continue to  appendix  7  NO  Continue to the  next section  

2  Have you completed appendix 7?    YES  ☐  NO  x ☐  
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Personal Data   Does the research activity involve personal da t a (as defined by the General Data  Protection Regulation 2016 and the Data Protection Act 2018)?  YES  NO  

1  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. Any video or audio recordings of  participants an d transcription of such are considered to be personal data.  ☐  x ☐  

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

  (this box should expand as you type)  
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Special Category Data     Does the research involve the processing of special category data (as defined by the  General Data Protection Regulation 2016 and the Data Protection Act 2018)?  YES  NO  

2  Racial or ethnic origin  ☐  ☒  

3  Political opinions  ☐  ☒  

4  Religious or philosophical beliefs  ☐  ☒  

5  Genetic, biometric or health data  ☐  ☒  

6  Sex life or sexual orientation  ☐  ☒  

7  Trade union membership  ☐  ☒  

If  you ticked  YES   to any of questions   L2 - L7,   provide a description of the data and explain why this special  category data needs to be collected to support the research and that it is in the public interest to do so:  

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

9  Please   describe how the research has been designed to gather the minimum amount of personal  data necessary for the specified research purpose:  

The project has been designed to collect the minimum personal data necessary. No names, contact  details, demographic information or identifiable images will be gathered.   Any photographs of participants;  creative work will be taken only on the Dr.Mz   work phone and in line with existing organisational policy.  No deliberate pictures of faces or identifiable features will be taken, and if any identifying detail is  captured unintentionally, the image will be deleted immediately.  Data will consist only of anonymised  workshop observations, ATAR notes and non - identifiable participant feedback. Creative outputs will not  include faces or personal details   and a ttendance lists already hel d   at Dr.Mz   will not be used as research  data. By avoiding the collection of any direct identifiers and focusing solely on behavioural and creative  responses, the project remains fully compliant with data - minimisation requirements.    (this box should expand as you type)  

10  Demonstrate that the processing is not likely to cause substantial damage or distress to individuals  and that their interests will be safeguarded:  

The processing of data in this project is not likely to cause substantial damage or distress, as all  information collected will be fully anonymised and non - identifiable. No names, personal details or images  will be recorded, and data will be stored securel y in line with organisational and university policies.  Because only observational notes and anonymous feedback are processed, there is no realistic way for  participants to be harmed by how their data is used. Clear explanations will be given to children an d  parents to ensure they understand what is collected and how their privacy is protected.    (this box should expand as you type)  

11  Demonstrate that the data will not be used to take any action or make decisions in relation to the  individuals concerned:  

The research will have no direct impact on participants, as no decisions about individual children will be  made based on the data collected. All information is anonymised, used only for academic analysis, and  will not influence the support, opportunities o r services children receive at Dr.Mz . Participation or non - participation will not affect their access to provision, relationships with staff or future involvement in  activities. The findings will be used solely to understand the potential value of AT in supporting transition,  not to evaluate   or judge individual participants.    (this box should expand as you type)  

12  Data should   be   anonymised wherever possible, either at point of capture or once collated. If the  data cannot be anonymised, and if pseudonymisation is not possible, demonstrate why the that is  possible.  If special category data cannot be anonymised, explicit consent to   share that data must  normally be obtained.  

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

13  If special category data cannot be anonymised, will you obtain explicit  consent to share that data?  YES  NO  N/A  

☐  ☐  ☒  
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Information for participants   It is normally expected that those participating in research should do so  having given their informed consent. If this is not appropriate or practical,  explicit justification must be provided, in line with prevailing disciplinary  conventions.  Please note  however, that informed consent to participate in  the research is separate from consent to process (e.g. collect, analyse,  store, reuse or share) personal data, as the University’s lawful basis for  processing personal data in research activities is part of  its ‘public task’.   YES  NO  N/A  

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

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

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

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

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

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

7  Will participants be made aware of how you will treat any  information that may reasonably by considered as confidential?   ☒  ☐  ☐  

8  If your research requires your participants to sign up for a service  provided by an external company or organisation will you inform  them that their data may be stored and processed outside UWTSD?  ☐  ☐  ☒  

9  Will you give participants the UWTSD Privacy Notice for Research?  ☐  ☐  ☒  

If you have answered  NO   to any of   questions   M1 - M 9 , please provide justification detailing why this is  necessary for the research.    

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

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 the research begins. If gaining consent in this way is ina ppropriate, explain how consent will be  obtained and recorded.   

1 1  Parents and guardians will receive an information sheet explaining the project, what participation  involves, potential risks, and how data will be used. This will be provided in advance so they can  ask questions before giving written consent. On the day of   the workshops, children will receive a  simple verbal explanation and will be asked for assent, with reassurance that  participation is  voluntary and they may stop at any time.    (this box should expand as you type)  

Confidentiality :  Confidential information refers to information that can be related to an identifiable  individual, whether living or deceased, which is not in the public domain and which is given with the  expectation that it will be kept confidential.  Under Common Law whe n an individual entrusts a researcher  or research team with confidential information, the team must handle this in line with ‘reasonable  expectations’. In other words, confidential information should only normally be shared when there would  be ‘no surprise s’ for the individuals concerned. Where participants would not expect the researcher to be  sharing their confidential information with others, researchers can manage their expectations by informing  them of their intentions (e.g. in the participant informat ion sheet or during discussions about participation)  and asking them if they are happy with these plans. They should understand what is being proposed and  what this might mean for them, before they decide whether the researcher can share their confidential   information with others.    

Please detail how you will treat confidential information:  

1 2  All data will be anonymised immediately and stored securely on a password - protected device  a ccessible   only to me as the researcher. No names, identifying details or images will be collect ed ,  ensuring that confidential information cannot be linked to individual participants. Data will not be  shared outside the academic assessment process unless fully anonymised. Parents/guardian will  be informed in the information sheet that anonymised findings may be used in my major project  submission, and they must consent to this before participation. Children will also be told, in  accessible language, how their information will be use d   so there are no surprises.    (this box should expand as you type)  
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Copies of any written consent form, written information and all other explanatory material should  accompany this application. If you have included these then please list the documents included here.  

1 3     Information sheet       Consent form       Verbal assent explanation   

1 4  Consent form attached?  Y ES   ☒  N O   ☐  N/A   ☐  
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1  Does your research have any potential  military application?  YES  Click to  continue to  appendix 8  NO  Continue to the  next section  

2  Have you completed appendix 8?    YES  ☐  NO  x ☐  
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Use of generative AI and other AI - based tools   There are a number of ethical issues relating to the use of generative AI  and other AI - based tools, including data security, output bias, and output  errors. In general you should assume that any generative AI or other AI - based tool that you pay to use is m ore secure and accurate than one which  is free to use.     Will the research use AI tools to do any of the following:  YES  NO  N/A  

1  C apture data?  ☐  ☒  ☐  

2  G enerate  and/or edit  text?  ☐  ☒  ☐  

3  G enerate graphics?  ☐  ☒  ☐  

4  G enerate video?  ☐  ☒  ☐  

5  G enerate sound/music?  ☐  ☒  ☐  

6  G enerate code?  ☐  ☒  ☐  

7  G enerate synthetic data?  ☐  ☒  ☐  

8  Analyse data?  ☐  ☒  ☐  

9  Analyse personal or sensitive data?  ☐  ☒  ☐  

10  Classify data?  ☐  ☒  ☐  

11  Do you intend to use the free version of any AI tools?  ☐  ☒  ☐  

If you have answered  YES   to any of questions  O 1 - O11 , please provide justification detailing why this is  necessary for the research.    

12  N/A     (this box should expand as you type)  
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1  Data Summary  

The research will generate only minimal, non - identifiable qualitative data. This includes observational  notes from the workshops, ATAR reflections, and anonymous participant feedback about their  experiences of the activities. No personal details or identif iable images will be collected. Creative outputs  will be anonymised and will not contain recognisable features. The project will not access any existing  organisational records. All data will therefore relate solely to children’s engagement with AT workshop s,  ensuring compliance with data - minimisation principles.   

2  Responsibilitie s  

I will be solely responsible for managing all research data. This includes secure storage, anonymisation,  and ensuring compliance with university and organisational policies. As this project is conducted  independently and no partner institutions or additio nal researchers are involved, there are no shared  responsibilities or external access arrangements. All data will be stored on a password - protected device,  anonymised immediately, and accessed only by me for the purposes of academic analysis and major  proj ect submission.   

3  Assessment of existing data  

The project does not use any existing datasets, because of this there are no gaps between available and  required data; all necessary information will be collected ethically and directly from participants during the  research process.   

4  Management and curation of data  

Data will be prepared and organised through immediate anonymisation, with all notes labelled using non - identifiable codes. Observational notes, ATAR reflections and feedback will be stored on a password - protected device. A simple documentation log will rec ord when data is created, anonymised and analysed  to ensure transparency. No personal details collected, so documentation focuses only on the research  materials themselves. All data will be organised chronologically and thematically to support analysis whi le  maintaining confidentiality and secure handling throughout the project.   

5  Quality assurance of data  

All notes will be anonymised at the point of collection and checked for clarity and accuracy. Handwritten  notes will be typed up promptly and cross - checked against originals to ensure completeness. Data will be  clearly labelled, consistently formatted, and   reviewed regularly for accuracy. Because the dataset is small  and qualitative, all entries can be manually checked. No identifiable information will be collected, reducing  the risk of error. Documentation logs will track when data is created, anonymised a nd transferred.   

6  Short - term  d ata  s torage  

Data will be stored securely on password - protected systems. Only I will have access. Physical notes will  be kept in a locked folder until digitised, then securely destroyed. Files will be clearly labelled and  automatically backed up through university stor age (e.g. one   drive). Anonymised data will be kept  separate from administrative documents such as consent forms. Regular checks will ensure file s   remain  secure, accessible, and correctly backed up throughout the project.   

7  Long - term  d ata  s torage and preservation   

Only anonymised research notes will be retained long - term, as required by UWTSD policy. No identifiable  data  will   be kept. Data will be secured securely and will not be shared publicly or deposited in external  repositories. After the retention period, all digital file s   will be permanently deleted and any remaining  physical materials securely destroyed. This ensures compliance with data protection  requirements while  maintaining academic transparency.     

8  Documentation and  m etadata  

Documentation will include anonymised observational notes, ATAR reflections, and a simple data log  recording when data is created, anonymised and analysed. Metadata will consist of only non - identifiable  contextual details such as workshop data, activity ty pe and coded participant responses. All  documentation will be kept in clearly labelled folders to maintain consistency. Because no personal data  is collected, metadata remains minimal but sufficient to support accurate interpretation. No secondary 
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9  Data  s haring  

The data will not be shared publicly because it contains sensitive material generated by children, even in  anonymised form. Its value lies solely in informing my major project and reflective practice. No external  audiences will access it, so no restriction s, updates or charging models are required. The only ‘sharing’  will be within the assessed major project, where data will appear in a fully anonymised form. This avoids  obstacles related to confidentiality, safeguarding and consent while ensuring participa nts interests remain  fully protected.   

10  Copyright and intellectual property ownership  

I will own the copyright and IPR for all anonymised data I generate, in line with university policy. Dr.Mz  retains ownership of its organisational materials, but these are not used as research data. No participant - created material will be individually iden tifiable, and all creative outputs will be anonymised, so no  additional IPR claims arise.   

11  Resources  

The project requires minimal resources: a password - protected device for secure storage and clearly  organised digital folders for documentation  –   both of which can be done via my personal laptop. No  specialist software or paid storage is needed.   
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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.   

1 Full risk assessment completed and appended?   YES  NO  

☒  ☐  

Risks to participants, researchers, and the University  

2 Social risks:  disclosures that could affect participants standing in the community,  in their family and their job.  YES  NO  

☐  ☒  

Risk:  N/A    (this box should expand as you type) How will   you   address   any risks?     N/A  
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3 Legal risks:  activities that could result in the participant, researchers and / or  University committing an offence; activities that might lead to a participant  disclosing criminal activity to a researcher which would necessitate reporting to  enforcement authorities; a ctivities that could result in a civil claim for compensation  YES  NO  

☐  ☒  

Risk:  N/A   (this box should expand as you type) How will   you   address any risks?     N/A  

4 Economic harm:   financial harm to participant, researcher and / or University  through disclosure or other event.  YES  NO  

☐  ☒  

Risk:  N/A (this box should expand as you type) How will   you   address any risks?     N/A    

5 Reputational risk :  damage to public perception of University or the University /  researchers’ reputation in the eyes of funders, the research community and / or the  general public.  YES  NO  

☐  ☒  

Risk:  N/A  (this box should expand as you type) How will   you   address any risks?     N/A    

6 Safeguarding risks:    Risk to young people, vulnerable adults and / or researcher  from improper behaviour, abuse or exploitation. Risk to researcher of being in a  comprising situation, in which there might be accusations of improper behaviour.  YES  NO  

☒  ☐  

Risk:  1. LOW RISK: Improper behaviour, abuse or exploitation of participants               2. LOW RISK: Researcher being in a compromising or misinterpreted situation            3. MODERATE RISK: Emotional distress during creative activities    (this box should expand as you type) How will   you   address any risks?     1. Upholding my safeguarding responsibilities and  procedures:   -   I hold an enhanced DBS and follow Dr.Mz  safeguarding policies.   -   As an organisation we have a behaviour code of  conduct that every young person attending must sign  and respect. Anyone seen to be breaking that code of  conduct will be asked to leave.     -   Workshops occur in open, visible spaces with other  DBS checked members of staff or volunteers present.   -   Activities follow the drama spiral to limit the potential  risk of emotional overwhelm.   -   Clear reporting procedures will be followed for any  disclosure.    -   Professional boundaries will  always be maintained .        2. This is low risk due to my existing role as Youth  Support Worker in the organisation:    -   I will never work one - to - one in private spaces;  visibility will always be maintained.   -   There will always be more than one member of staff  present in the building.   -   No communication regarding the project will occur  outside official channels.   -   I will keep brief records of workshop dates, times and  activities to ensure transparency.    -   I will maintain clear professional boundaries  throughout.     
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7 Sensitive, embarrassing or upsetting topics .  If research activity may include  sensitive, embarrassing or upsetting topics 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.    YES  NO  

☒  ☐  

 The workshops are not designed to elicit personal disclosures, but transition-related themes may still surface sensitive feelings.  Mitigation: If a participant becomes upset, they may pause, opt out or take a break at any time. I will monitor wellbeing throughout and stop the activity if distress is observed. Participants and parents will be informed in advance that any disclosure of harm or illegal activity must be reported under safeguarding law. Emotional support from on-site youth workers will be available, and concerns will be escalated through Dr.Mz safeguarding procedures.   (this box should expand as you type) 

 Health and safety risks  

8 Location hazards : f or example: fire; visiting or working in participant’s homes;  working in remote locations and in high crime areas; overseas travel; hot, cold or  extreme weather conditions; working on or by water. Also hazardous work  locations, such as construction sites,  confined spaces, roofs or laboratories. For  overseas travel, researchers will need to check country / city specific information,  travel health requirements and consider emergency arrangements as part of their  research planning. In all cases the University’ s International Travel Policy must be  followed.  YES  NO  

☐  ☒  

Risk:  N/A (this box should expand as you type) How will   you   address any risks?     N/A    

9 Activity hazards:  for example: potentially mentally harmful activities; distressing  and stressful work and content; driving; tripping or slipping; falling from height;  physically demanding work; lifting, carrying, pushing and pulling loads; night time  and weekend working.  YES  NO  

☒  ☐  

Risk: The activities are low risk, but minor hazards remain. Participants may experience mild emotional discomfort when exploring transition themes and workshops involve movement that could lead to slips or trips.  (this box should expand as you type) How will   you   address any risks?   I will use age - appropriate, low - exposure activities,  follow the drama spiral, and allow children to opt out at  any time. Sessions take place in  a  safe, supervised  youth - work space with clear floors and appropriate  staffing. I hold an enhanced DBS, safeguarding  training, and level 2 youth - work qualifications.      A full risk assessment will accompany this form, outlining  hazards, controls and emergency procedures.     

10 Machinery and equipment:  f or example: ergonomic hazards, including computer  workstations and equipment; contact with electricity; contact with moving, rotating,  ejecting or cutting parts in machinery and instruments; accidental release of energy  from machines and instruments.  YES  NO  

☐  ☒  

Risk: N/A (this box should expand as you type) How will   you   address any risks?   N/A  

11 Chemicals and other hazardous substances : t he use, production, storage,  waste, transportation and accidental release of chemicals and hazardous  substances; flammable, dangerous and explosive substances; asphyxiating gases;  allergens; biological agents, blood and blood products.   YES  NO  

☐  ☒  

Risk:  N/A  How will   you   address any risks?     N/A    
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12 Physical agents : f or example: excessive noise exposure, hand - arm vibration and  whole body vibration; ionising radiation; lasers; artificial optical radiation and  electromagnetic fields  

Risk:  N/A  (this box should expand as you type) How will   you   address any risks?     N/A    

13 Environmental risks:  for example: accidental spillage of pollutants, damage to  local ecosystems  

Risk:  N/A  (this box should expand as you type) How will   you   address any risks?     N/A    
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Disclosure and Barring Service 

1 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    

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

2 If YES, please give the certificate number. If the certificate number  is not available please write “Pending”; in this case any ethical  approval will be subject to providing the appropriate certificate  number.  001881624519  
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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 Policy which is published on the website:  https://www.uwtsd.ac.uk/research/research - ethics/      

1  Name of applicant  Elicia May Axon   

2  Electronic or written  signature of applicant :   

3  Date  23/06/26  

4  Name of  Director of  Studies   

5  Electronic or written  signature of  Director of  Studies :   

6  Date   
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1  ☒  I have read the guidance notes supplied before completing the form.  

2  ☒  I have completed all relevant sections of the form in full.  

3  ☒  I have attached a copy of the Participant Information Sheet (PIS) or Consent Form  

4  ☐  I have attached a completed copy of the Trusted Research and Innovation Checklist (where  applicable)  

5  ☒  I have attached a full risk assessment (where appropriate)   

6  ☒  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  

7  ☒  I understand that it is my responsibility to ensure that the above named research activity will  meet the University’s Research Data Management Policy  

8  ☐  I understand that it is my responsibility to ensure that the above named research activity will  meet the University’s Research Export Control Policy  

9  ☐  I understand that it is my responsibility to ensure that the above named research activity will  meet the University’s Open Access Research Policy  

10  I have  completed   the following  appendices:  1  ☐  2  ☐  3  ☐  4  ☒  

5  ☐  6  ☐  7  ☐  8  ☐  
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Will the  r esearch  i nvolve  d ata  p rocessing  i nvolving the  f ollowing  d ata  s ubjects:  YES  NO  

A4.1  Children under 16  ☒  ☐  

A4.2  Adults with learning disabilities  ☐  ☒  

A4. 3  Adults with other forms of mental incapacity or mental illness  ☐  ☒  

A4.4  Adults in emergency situations  ☐  ☒  

A4.5  Prisoners or young offenders  ☐  ☒  

A4.6  Those who could be considered to have a particularly dependent relationship with the  investigator, e.g. members of staff, students  ☒  ☐  

A4.7  People who have not given their explicit consent to participate in the project  ☐  ☒  

A4.8  People engaged in illegal activities  ☐  ☒  

A4.9  Any other people who can be considered vulnerable in the context of this project  ☐  ☒  

Please justify the inclusion of the above people (if applicable), explaining why the research cannot be  conducted on non - vulnerable people.  

A4.10  Because this project focuses specifically on the Primary - to - Secondary transition, it must involve  children aged 9 - 11 who are currently experiencing this developmental stage. The research  cannot be conducted with non - vulnerable groups, as adults or older yo ung people cannot  meaningfully represent the emotional, social or practical challenges of this transition. Although  participants are under 16 and have an existing relationship with me as a Youth Support Worker,  this context is essential: Dr.Mz   provides the natural setting in which these children already  engage, ensuring familiarity, trust and emotional safety throughout the research process.    (this box should expand as you type)  

Please give details of extra steps taken to assure the protection of vulnerable people participating in the  research.  You should describe any arrangements to be made for obtaining consent from a legal  representative.  

A4.1 1  To protect participants from harm, all activities will be low - exposures, age - appropriate and  structured using the Drama Spiral to avoid emotional overwhelm. Safeguarding procedures at  Dr.Mz   will be followed at all times, and I will adopt a facilitative, non - directive stance to minimise  power dynamics. Participation is voluntary, and children will be reminded that they can stop or  opt out at any point without consequence. Consent will be obta ined from parents or guardians,  identified through existing organisational records, and children will provide assent to ensure they  are not coerced or influenced by our existing relationship.   (this box should expand as you type)  

It is the researcher’s responsibility to check whether a DBS check (or equivalent) is required and to  obtain one if it is needed. Please confirm:  

A 4. 1 2  DBS Check required?   YES  NO  

☒  ☐  

A4.1 3  DBS certificate obtained?   YES  NO  N/A  

☒  ☐  ☐  

 


