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Project Proposal
Context
A local hospital provides the setting for an independent choir of fourteen people working for, or retired from, the National Health Service (NHS). Choir members enjoy a contemporary repertoire with song lyrics reflecting the supportive nature of the group. This choir is unusual because all members are committee members, with three people assuming an elevated role as trustees. The choir employs me to select and teach repertoire to rehearse and perform within the hospital and at other venues. We enjoy a relationship of ‘mutual trust and respect’ (Oikelome, 2020, p19), which allows me to introduce new ideas and influence how the choir is managed.
The choir is open to everyone, regardless of singing ability. This is typical of many community choirs that promote a ‘positive singing environment’ (Schares and Bodkin-Allen, 2015, p15) and other hospital-based choirs around the UK, such as University Hospital Choir, Manchester and Districts Hospitals’ Choir, and Hull NHS Choir.
The justification 
The hospital choir emphasises singing for well-being, and there is research to show that singing in a choir has positive biological and psychosocial effects, which can increase social bonding and lower stress levels (Sonia Price, 2024). 
Studies show that well-being can be promoted through social connection in choirs (Batt-Rawden and Andersen, 2020; Moss and O’Donoghue, 2020) and Hofmeyer (2020) advocates social connection with colleagues, for nurses, so that they are better equipped to care for others. Moss and O’Donoghue (2020) acknowledge the importance of the choir leader in this process, recognising that the leader must possess ‘a set of abilities regarding group facilitation’ (p531), and highlight the need for further research ‘regarding what makes the choir director successful and the particular qualities required’ (p531). In 2022, Hendry et al. developed a model intended to promote well-being in choirs, which recommends ‘having a leader who can manage group dynamics’, linking this requirement to ‘potential positive psychosocial outcomes’ (p1410). Whilst both papers discuss the importance of the choir leader's ability to manage the dynamics within the choir, there is no guidance as to how this can be done, leaving a gap in the available research. 
[bookmark: _Hlk158593836]To discover what abilities are needed and how best to embed them into practice, I have researched theories and current best practices throughout MA modules BMPF7013 and BMPF7013F. This has culminated in the development of the ‘needs-based framework for choirs’ (NBWF). I have yet to explore views from the hospital choir and the wider community of leaders of choirs for well-being. Incorporating their perspectives would allow me to combine client preferences with theory and experience to deliver an evidence-based service (National Association of Social Workers, no date).
The intended impact
In conducting this study, I hope to gain a better understanding of how I can best meet the needs of the hospital choir. Gaining choir members' views will further inform the NBWF, allowing me to make any necessary changes to ensure that it matches the needs of my choir so that well-being can be enhanced during rehearsals. Allowing choir members to express their own perspectives might contribute further to their well-being through a ‘sense of mutual esteem and teamwork’ (Specchia et al., 2021, p.12).
[bookmark: _Hlk158605096]Several choir members are currently working as nurses in the hospital and Williams et al., (2022) suggest that nurses’ well-being could impact the wider community, through the standard of care given to patients. Hospital nurses are used to putting the needs of others before themselves (Mullen, 2015), but Hofmeyer (2020) argues the need for nurses to practice self-care to enable them to care for others. A hospital choir focused on meeting the well-being needs of its members provides an opportunity for nurses to focus on their own mental health.
It is possible that the NBWF could also be used to guide other choir leaders in their practice. Gaining views from leaders of other choirs would help to establish the viability of further exploration in this area. Should the NBWF prove viable for other community choirs, this could lead to further implementation, enabling additional communities to benefit from a needs-based approach. 
The outlined intention 
[bookmark: _Hlk177110211]The research objectives are to:
[bookmark: _Hlk177335122]1) Explore choir members' perspectives of the NBWF. 
2) Refine the NBWF so that choir members’ perspectives are accounted for.
3) Explore other choir leaders’ perspectives on key elements of the NBWF, to see if their practice could inform further refinement of the NBWF. 
According to Rehman and Alharthi, 2016, an interpretive ontology aims to understand the multiple realities that exist among participants and Hammarberg et al., (2016) state that qualitative methods aim to understand participant experiences and perspectives. Qualitative methods will be used within an interpretive ontology to aid achieve the objective of including choir members’ perspectives in the refinement of the NBWF.
Methods
Literature Review
A review of the literature will explore the themes of Physiological and safety needs, Love and belongingness, Esteem and Self-actualisation and transcendence, to identify strategies that could be implemented to enhance the well-being of the choir community.
Questionnaires
The first stage of the research project will examine the NBWF through the choir members’ lens. The research will take place within a choir for employees and retirees of a hospital during their usual times and at their usual rehearsal venue. The NBWF will be used to aid the planning of four consecutive rehearsals, after which a questionnaire will be emailed to every choir member who was present at one or more of the rehearsals, to complete anonymously. The following questions will be asked:
1) During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the usual way in which rehearsals are conducted? Please explain in detail.
2) What is your opinion on any differences you noticed?
3) Would you like to add anything about the rehearsal in the given time period?
Data will be manually coded, helping me to feel in control of the process, but in doing so, I am aware that I must remain ‘rigorously ethical’ (Saldana, 2016, p39) to ensure that every perspective is included. To ensure that a realistic amount of data is examined for the timescales involved, and that a focus on the research question remains, only data about participants' well-being will be used. Initial codes will be generated from the following methods of coding:
1) In Vivo coding will ensure that participant language is captured.
2) Emotion coding will be used to reflect the well-being purpose of the framework. 
3) Values coding will be used for deeper analysis of participants' well-being needs. Saldana, 2016, argues the need for values coding as a ‘critical concurrent method’ (p128) to emotion coding, due to the relationship between emotions and personal values. 
4) Deductive coding will align the data with the four categories of the NBWF: Physiological and safety needs, Love and belongingness, Esteem and Self-actualisation and transcendence. This will allow for any similarities and inconsistencies between the data and the NBWF to be explored.
The NBWF will then be amended to take account of choir members’ perspectives. 
Focus group
A focus group will be used for further exploration of the framework through the lens of the choir leader. Key aspects of the NBWF will be used to form questions, which will be about goal setting within the choir, collaborative learning, self-expression and choir leader well-being. These aspects of the NWBF are all identified as contributing to the well-being of individuals in the choir community.
Purposeful sampling states the characteristics of the sampled population (Kalu, 2019) and will be used to form a single online focus group of 6-8 choir leaders. Participants will be choir leaders from around the UK who lead small choirs, of no more than 15 members, with a focus on well-being. This will ensure that discussions remain relevant to the subject matter and that participants will already be experts in their field who can bring their own perspectives to the discussion. Participants will be recruited from relevant social media networks and not necessarily be previously well-known to me or each other. It is hoped that the purposeful sampling will ensure that they all have experience in the field and are likely to contribute to the discussion without aiming to please me, as the researcher. 
One meeting will be held on Zoom, and audio-recorded to aid analysis of data. Video recording could inhibit participants and affect group dynamics (Gill and Baillie, 2018) and was rejected for this reason. It is anticipated that the meeting will create around 90 minutes of discussion for data collection and participants will be informed that the meeting will be expected to last for 1-2 hours. 
It is possible that a focus group could contain one or more dominant voices (Smithson, 2000), and others’ views may not be heard. To ensure that all participants are included, notes of who has spoken will be kept so that individual participants can be asked for their views. Gill and Baillie, 2018, suggest the use of ‘ground rules’ (p.671), around confidentiality, interruptions, and respect, which I intend to employ to aid the management of the meeting. 
In Vivo coding will be used to ensure that participant language is captured and Values coding will be used to analyse the belief systems of participants, allowing for analysis of any diversity in belief systems. Deductive coding will then be used to align data with the NBWF and additional themes will be created where data does not align but is relevant to the well-being of the choir community. Triangulation will take place using the literature review, questionnaires and focus group data.
Timeline
The project is expected to follow the timescales indicated below:
[image: ]
Ethical considerations
Mercer (2007) warns that participants might try to answer questions in such a way that they believe would please an insider researcher and Song et al., (2015, p ) discusses ‘socially desirable responding’ within communities. To mitigate these possibilities, I will incorporate strategies suggested by Song et al., (2015), to include questionnaires for the hospital choir, rather than focus groups, so that they are less likely to be aware of the views of others in the group and can be assured of anonymity, and participants will be asked to give a true reflection of their views when answering questions.
All participants will be asked for their consent and reminded throughout the process that they can withdraw from the project at any time, and that all questions on the questionnaires are optional, as are questions asked during the focus group. Data will be stored on my passport-protected personal laptop and any printed copies shredded on completion of the project. Any USB sticks used to store or transfer data will be password-protected and will be reformatted at the end of the project to destroy the data. The ethics for the study has been approved by University of Wales, Trinity Saint David (see appendix 13).
[bookmark: _Hlk173319175][bookmark: _Hlk177111975][bookmark: _Hlk175830873][bookmark: _Hlk159160380]Expected learning outcomes
•	To further the skills and knowledge required to design and implement a work-based learning project.
•	To better understand the well-being needs of the choir demographic that I work with.
•	To refine a previously developed framework that could be used in the future as a guide for choir leaders wishing to promote general well-being in choirs.

The Project Report
Introduction
Over the past five years, I have been working with choirs whose participants enjoy a focus on well-being. Before this, I sang in choirs for my own well-being and I understand the benefits that singing in a supportive choir community can bring. As my reputation for working with choir communities has grown, my work with choirs for well-being has expanded and I currently work with five community choirs, each with between 12 and 15 singers. Unable to find a definitive definition of a community choir, the description used for this study will be taken from ChoirCommunity (no date), as it aligns with my practice: 
‘a place not only to share a love of music, but also to form friendships, share life’s ups and downs and perhaps escape to a place of perfect positivity every so often’ (no date).
My previous research explored the benefits of singing in a choir for unpaid carers, which highlighted the significance of supportive relationships in a choir setting, both for meeting social needs and for aiding progress in learning new songs. Realising that these supportive relationships were not as apparent in all my choirs, I wanted to learn more about how factors other than the act of singing itself could affect peoples’ well-being within a learning environment, so that I might enhance well-being in other choirs. The focus of the current study is a choir made up of retired and current employees of the hospital in which rehearsals take place. The choir, known as the hospital choir, is composed of 14 people who are all part of the choir committee. As Trustees, three of the singers enjoy an elevated position, which means that there is a hierarchy. This can be perceived by others in the choir as undemocratic, which can affect the group dynamics.
Past studies provide a rich foundation for this current study. Aligning with a humanistic approach, which has democratic values and emphasises people as individuals, I developed my knowledge of people’s well-being through learning about Maslow’s (1943) Hierarchy of Needs (HoN). This enabled me to identify human well-being needs which, once met, motivate them to learn and reach their full potential. Acquiring knowledge of leadership theories allowed me to identify Transformational leadership (TL) as a way of supporting individuals in the choir to meet personal and collective well-being needs to enable personal growth and musical growth. Gaining knowledge of the Ability model of Emotional Intelligence (ref    ) gave me a deeper understanding of how the emotions of the whole choir community, including the choir leader, can be managed in a choir setting. All of these theories factor in the NBWF (see appendix 1) and help to ensure that the framework can enhance well-being, allowing individuals to be supported to progress as singers in the choir. Key elements in the NBWF include collaborative learning, agreeing on goals and self-expression, which might not be so commonly used in a choir setting. The well-being of the choir leader is another element of the NBWF, highlighting the part that the leader plays in the choir community. Establishing the extent to which these elements are being used in other choirs might elicit strategies that can aid the refinement of the NBWF. According to Rau and Heyl (1990), collaborative learning is affected by group size, which has implications for the effectiveness of collaborative learning within a choir. For the purpose of this study, a ‘small’ community choir is considered to be a choir of up to 15 people, which reflects the size of the hospital choir. 
The themes of the NBWF reflect the needs identified in Maslow’s HoN and the framework gives guidance that can be used to aid the reflection and planning of choir rehearsals. The NBWF themes interact with the definition of well-being provided by the World Health Organization (2024): ‘health is a state of complete physical, mental and social well-being‘ (p. 3), as seen in figure 1.
[image: ]
Figure 1 – the themes of the Needs-Based Well-Being Framework (NBWF).
Partelow (2023) points out that ‘There is no universal definition of a framework’ (p. 511), but Cambridge Dictionary define a framework as ‘a supporting structure around which something can be built’ (no date). The NBWF provides a structure of themes to organise thinking about well-being in a choir setting. Although the NBWF was researched thoroughly as part of my Masters degree, and is evidence-based, it has not yet been tested. 
According to Scoular et al., (2020), collaboration builds shared understanding through allowing people to contribute collectively, as well as providing an opportunity to resolve any differences, thereby regulating information. Whilst this study is not fully collaborative, I hope to regulate the NBWF by consulting with choir members and choir leaders.
By gaining the perspectives of choir singers, I hope to ensure that the NBWF is relevant to the singers in the choir. This aligns with the democratic values of the NBWF, which states that methods of teaching are to be ‘tailored to the group’ and encourages choir members to ‘share views contributing towards future group plans’ (appendix 1). Once tested, the NBWF can be refined, ensuring that choir members perspectives are accounted for. The NHS choir, as the choir for which the NBWF was designed, seems best placed to test the NBWF.
By testing the NBWF in a single choir within a short time frame, there is a danger that the perspectives contributing to the refinement of the NBWF are only relevant to the choir's current members. This can be mitigated by gaining the perspectives of other professionals who work with choirs interested in promoting well-being, ensuring that the NBWF is evaluated from both a practical, user-centered perspective and a professional expert perspective. Mutually agreed goals, collaborative learning, self-expression and choir leader well-being are key elements of the NBWF and these will be explored with other choir leaders. This will enable the refinement of the framework to enhance credibility, ensuring that it is practically relevant and professionally validated. This is important because it would ensure that the NBWF would be useful to other choirs, therefore allowing wider ramifications of this project.
[bookmark: _Hlk177076986][bookmark: _Hlk174690493][bookmark: _Hlk177335204]The research aims are to find out:
1) If a framework written to enhance general well-being is effective within a choir that I lead.
2) If a framework written to enhance general well-being can be refined by gaining views from choir leaders of other small community choirs.
The research objectives are to:
1) Explore choir members’ perspectives of the NBWF.                                                                
2) Refine the NBWF so that choir members’ perspectives are accounted for. 
3) Explore other choir leaders’ perspectives on key elements of the NBWF, to see if their practice could inform further refinement of the NBWF.
Expected learning outcomes
`•	To further the skills and knowledge required to design and implement a work-based learning project.
•	To better understand the well-being needs of the choir demographic that I work with.
•	To refine a previously developed framework that could be used in the future as a guide for choir leaders wishing to promote general well-being in choirs.

Literature Review
Purpose and methodology of the literature review
The NBWF is a framework which is built on themes taken from Maslow’s (1943) HoN. The intention of the NBWF is to enhance the well-being of a choir community. This narrative literature review will explore Maslow’s (1943) HoN in the wider context of well-being before examining how needs can be met in a community choir and then how the literature can be used to enhance the NBWF. 
The review will be used to critically evaluate ways of incorporating Maslow’s needs into a choir rehearsal to positively impact the well-being of the whole community, including the Choir Leader. The following questions will be addressed during the course of the review:
1) How do the needs identified in Maslow’s HoN connect to well-being?
2) Are there strategies to promote physiological needs, safety, love and belongingness, esteem, self-actualisation and transcendence which have not previously been implemented in the hospital choir rehearsals?
Databases Google Scholar, Eric, ProQuest and Sage will be searched for peer-reviewed literature, and the table below will describe the literature review process as new information emerges. Grey literature was excluded from the results, as was research relating to online choirs, as elements of the NBWF, such as collaborative learning, would look different in an online context. The most recent available literature was chosen for each theme.
The table below shows the themes searched, with additional themes that were revealed and investigated further.
	Search terms
	Themes that were revealed for further investigation

	Maslow’s needs
Well-being
	

	Physiological needs
Safety needs 
Singers
Amateur Choirs
Well-being
	Suitable Repertoire, Gesture and body language

	Choir leader
Gesture
	

	Love and belongingness
Social needs
Choirs
	Movement / physical synchronicity


	Strategies
Movement
Choirs
	

	Esteem needs
Choirs
Strategies
Mechanisms
	Leadership opportunities


	Achievement
Choirs
Esteem
	

	Self-actualisation
Self-expression
Transcendence
Choirs
	



Table 1: Narrative literature review themes.
Maslow’s HoN and Well-Being
Kasser (2009) argues that there are at least four needs that are pertinent for human well-being. The first is the need to feel safe, because safety worries will ‘interfere with optimal psychological health’ (Kasser, 2009, p. 175). This aligns with Maslow’s HoN (1943), where safety must be partially fulfilled before psychological needs can be fulfilled. The next need described by Kasser (2009) is ‘to feel competent and efficacious’ (p. 175) which refers to the need to believe that something one cares about is achievable and that one feels generally worthy which, Kasser claims, can affect happiness. This correlates with Maslow’s Esteem need, which includes ‘achievement’ and ‘recognition’. (p. 380). The third of the needs that Kasser (2009) lists is that of ‘connection with other people’ (p. 175), which links with Malsow’s (1943) belongingness. Finally, Kasser (2009) argues that people need to feel free to choose ‘their own behaviour’ without ‘external pressures’ (p. 175). This reflects Maslow’s (1965) need of self-actualisation. Maslow’s (1943) needs are also reflected in Ryff’s (1995) dimensions for well-being, which are ‘Self-acceptance’, ‘Positive relations with other people’, ‘Autonomy’, ‘Environmental mastery’, ‘Purpose in life’ and ‘Personal growth’ (p. 101). Love and belongingness correspond with positive relations, of which characteristics described by Ryff (1995) include ‘warm, satisfying, trusting relationships with others’ (p. 101). In Ryff’s (1995) dimensions, ‘positive relations with other people’ include concern for others, which aligns with Maslow’s (1965) need for transcendence, which includes helping others. The table below shows how Maslow’s (1943) HoN interacts with Kasser’s personal well-being needs (2009).

	Maslow’s (1943) needs.
	Needs for individual well-being, suggested by Kasser (2009).

	Safety
	‘feeling safe and secure’ (p. 175)

	Love and belongingness
	‘connection with other people’ (p. 175)

	Esteem
	‘to feel competent and efficacious’ (p. 175)

	Self-actualisation 
	[bookmark: _Hlk176764076]‘to feel free and autonomous, choosing their own behaviour rather than feeling coerced or controlled by internal or external pressures’ (p. 175)



[bookmark: _Hlk177353182]Table 2: Kasser’s (2009) well-being needs linked to Maslow’s HoN 
Physiological and Safety Needs
Webb (2007) discusses the physiological elements of vocal health, such as the need for water, which is already addressed in the NBWF, with a recommendation for singers to have access to drinking water. With choir singers being at risk of vocal injury (Ravall and Simberg, 2020; Levett and Pring, 2023), good vocal health could be considered a safety need.
The importance of both warm-ups and cool-downs for both amateur and professional singers, for preparing the whole group both physically and mentally, is noted by Smith and Sataloff (2013) and Webb (2007) and is already a consideration of the NBWF. However, findings in a study conducted by Kirsh et al., (2013) involving 196 children and adults, indicated no correlation between feeling ‘warmed up and reduced vocal fatigue’ (p. 786.e30), which brings into question the relevance of warming the voice up. There are some limitations in the study, including the reliability of self-reported results, which could be affected by a lack of participant familiarity with their vocal mechanism, and Kirsh et al., (2013) suggest that other vocal demands, such as repertoire choice, may have contributed to vocal fatigue. This indicates that there are further recommendations that could be added to the NBWF, and Webb (2007), Durrant (2017), and Smith (2018) all assert that singing outside of a healthy vocal range can adversely affect vocal health. The choice of repertoire is, therefore, an important consideration, which is not currently recognised within the NBWF. Including a recommendation that vocal range be considered when selecting repertoire could enhance the NBWF by bolstering the current strategies for vocal health. 
Durrant (2017) discusses how the choir leader can affect vocal health in singers with gestures and language in which, he states, relaxation should be emphasised, taking care not to induce tension. Bonshor (2017) notes that tense gestures and body language will induce tension in singers.  If the choir leader is not feeling relaxed, it might be challenging to convey a relaxed demeanour, and Durrant (2017) states that singers can ‘sense’ (p. 101) the mood of the Choir Leader, through their mannerisms and tone of voice. Durrant (2017) goes on to argue that singers might become more ‘guarded’ (p. 101), thereby introducing some tension and making their singing less efficient and healthy if the choir leader is not in a good mood. In support of the idea that people are affected by the mood of another, Barsade (2002) reports that emotions can have a ‘ripple effect’ that also influences group dynamics. Mayer and Salovey (2004), however, recognise that not everyone does perceive other people’s emotions easily and Di Tella et al.,(2020) found evidence to suggest that people with Alexithymia, which they describe as ‘a personality construct characterised by difficulty in identifying and describing one's emotions’ (p. 482) negatively impacts the ability to recognise emotions in others. The NBWF aims to meet the needs of everyone in a choir community, including those sensitive to the emotions of others. Whilst the choir leaders' emotions are considered in the NBWF, the relationship of the choir leader's well-being to the well-being of choir members’, and the possible impact on group dynamics, had not been previously considered. This new knowledge strengthens the current recommendation, which can be improved by emphasising the need for positive language.
Webb (2007) urges choir leaders to be mindful of their own vocal health because, he asserts, the choir sound will be negatively impacted as singers react to a vocally fatigued choir leader. Baker and Cohen (2017) found that choir leaders' vocal health can be impacted in various ways, whilst working with choirs, including singing outside of their own comfortable range. This is not currently reflected in the NBWF and a recommendation to ensure that the choir leader is mindful of their own vocal health will be added.
The table below shows existing strategies from the NBWF and additional strategies (taken from the literature):
	[bookmark: _Hlk176027192]Theme
	Additional strategies

	Physiological and Safety Needs
	Ensure suitability of repertoire, including vocal range.
Recommend that singers drink water before rehearsals.
Choir Leader to emphasise relaxation through positive language and gesture.
Choir leader to model good vocal hygiene by ensuring health of own voice.



[bookmark: _Hlk177353326]Table 3: Strategies to aid Physiological and Safey Needs in a choir.


Love and Belongingness Needs
The importance of nurturing relationships within a choir is remarked on by Hendry et al., (2022) who note that the social dynamics of a choir ‘have the potential to undermine the psychosocial benefits of group singing’ (p. 1404), such as social connection. Gorman (2010) warms that ignoring belongingness needs could lead to the failure of programmes intended to improve social and emotional well-being, which makes belongingness an important element for the NBWF. 
Malone et al., (2012) propose that acceptance and inclusion are integral to the need of belongingness and Kasser (2009) links belongingness to social connection. The NBWF should, therefore, include strategies to meet these needs. A study conducted by Harry et al., (2023) involved a ‘musical learning exchange’ (p. 398) which took place in a prison and included 270 participants, from both inside and outside the prison. Participants observed that singing combined with movement or dancing promoted ‘positive social interaction’ (p 406) and inclusivity (Harry et al., 2023). Prior to this, McNeill (1997) had taken part in exercises that involved marching and vocalising in time with others. He discussed this in terms of an ‘expansible basis for social cohesion’, which he named ‘muscular bonding’ (p. 2). Kilpatrick (2020) also note that incorporating communal movement into choir rehearsals can ‘strengthen ensemble bonds and create a sense of belongingness’ (p. 35).  
Movement is something that is currently missing from the NBWF and it would be pertinent to seek strategies for including movement with vocalising. Suggestions could then be added to the NBWF.
Peterson (2000), Professor of Music at California State University, offers some strategies for synchronised movement, which include individuals clapping or tapping in collective unison which, it is explained, can enhance the choir performance by unifying the music. ‘Walking the rhythm’ (p. 29) is another strategy that Peterson (2000) recommends, using the movement to reflect the character of the music, so that a legato phrase could be reflected with graceful movement and a staccato line with a more deliberate march. Briggs (2020), who was awarded the Oregon ACDA Podium Award in 2016 (Oregon American Choral Directors Association, no date) argues that the success of incorporating movement is partially reliant on the comfort levels of both the conductor and singer and discusses how inhibitions decrease when movement is regularly incorporated into the rehearsal, starting with small movements during warm-ups or a few gestures whilst singing.
The table below shows strategies to be added to the NBWF, after reflecting on the literature:

	Theme
	Additional strategies

	Love and Belongingness
	Use synchronous movement in rehearsals, within the comfort level of both the choir leader and singers. This could include clapping/tapping the beat or walking to the rhythm of the notes.



Table 4: Strategies to aid Love and Belongingness Needs in a choir.

Esteem Needs
Confidence is one of the esteem needs identified by Maslow (1943) and Bonshor (2020), Professor of Voice, Wellbeing and Performance Psychology at Leeds Conservatoire, conducted a study focusing on the confidence of choral singers which, he argues, impacts on the possible well-being benefits of singing in a choir. 34 amateur singers took part in the study, 26 of whom had sung in one of Bonshor’s (2020) choirs, although their choir experience spreads across a range of choirs. By conducting interviews and focus groups discussions, creating 40 hours of verbal data, Bonshor (2020) found data that suggests a collaborative approach to learning is conducive to building confidence in choir members. Bonshor’s (2020) findings show that less ‘weaker singers’ gain confidence if placed next to ‘stronger singers’ (p. 51) and a recommendation to place singers in this way would enhance the NBWF.
[bookmark: _Hlk176179763]Bonshor (2020) suggests that a performance that is not perceived as good has the potential to negatively affect confidence, suggesting that performances should be carefully planned. Kreutz and Brünger (2012), however, discuss the tension between the need to achieve an aesthetically pleasing performance and the varying musical proficiencies in a community choir. A study involving quantitative data from 3656 participants showed that some people have had negative experiences involving performance demands, although the total number specifically pertaining to performance is unknown (Kreutz and Brünger, 2012). As the aim of the NBWF is to meet everyone’s needs, it would be pertinent to consider the possible negative impacts when planning for performance. The connection between esteem and performance is not currently recognised within the NBWF and additional strategies will be included to reflect the importance of achievement through appropriate performances. 
The table, below, shows additional strategies that will be added to the NBWF.


	[bookmark: _Hlk176905965]Theme
	Additional strategies

	Esteem Needs
	‘Weaker’ singers should be supported by placing them next to ‘stronger’ singers.
Appropriate performance opportunities should be provided, ensuring that singers are ready to perform well.



[bookmark: _Hlk177353546]Table 4: Strategies to aid Esteem Needs in a choir.

Self-actualisation and Transcendence
Self-actualisation is defined as reaching full potential (Maslow, 1943) and the ability to express one's true self (Maslow, 1954), whilst transcendence allows people to act in the interests of others (Maslow, 1969).
Maas (2021) asserts that, by allowing singers to express themselves freely, a choir leader can facilitate a performance that brings together ‘co-constructed meanings and the collective, shared experiences’ (p. 137) of a choir. Discussing research that took place across four schools, with choir members aged 11-18 years, Maas (2021) suggests that a performance created in this way could result in a more meaningful experience. Strategies such as interpreting meaning of lyrics and discussing the context of songs were used to come to collective agreements (Maas, 2021). The dynamics present in a group of adults might present differently to the participants in the study conducted by Maas (2021) which might affect the transferability of the research. 
Gosine and Travasso (2018) conducted research within a therapeutic choir for adults with children in a hospice. Although the research is less recent, it does support the idea of using self-expression to enhance a performance. Performing was an important part of the choir experience, which placed more importance on individual ‘psychosocial needs’ than ‘aesthetic outcomes’ (p. 3) although, echoing the research of Bonshor (2020), the aesthetic element of a performance became increasingly important to the choir as they progressed. It should be noted that the choir was led by a Music Therapist who was able to provide emotional support when necessary, within practice that aims to provide musical experiences which include self- expression (Gosine and Travasso, 2018). Whilst the research of Gosine and Travasso (2018) strengths the findings of Maas (2021) by contributing the adult perspective, the NBWF is intended to enhance general well-being rather than to be used in a therapeutic context. For this reason, the additional strategies added to the NBWF will be those used in the research of Maas (2021).
	Theme
	Additional strategies

	Self-actualisation and transcendence
	Discuss the meanings of lyrics and context of songs to come to collective agreements which can be expressed as a group to enhance performances. 



Table 6: Strategies to aid Self-actualisation and Transcendence needs in a choir.
Qualitative data has provided a rich basis for research within a choir setting, in past papers, such as that of Lamont et al., (2018) and Hendry et al., (2022), where well-being frameworks have been explored alongside findings. The data has allowed individual perspectives to be considered, which this study also wishes to accomplish. Qualitative methods will be further explored in the Methodology section of this study.
Methodology
The researchers position 
This study aims to ensure that the NBWF enables choir members to meet well-being needs. The themes of the NBWF are taken from Malsow’s (1943) HoN, which is recognised as a humanist theory (Mustofa, 2022). An important need in the NBWF is belongingness, and the humanist perspective of social situations is that people have ‘an awareness of oneself in the context of other people’ (Bland and DeRobertis, 2020, p. 2). Aligning with this viewpoint, the researcher also recognises that each person’s differing life experiences will affect how they interact socially within the NBWF, and that multiple truths are likely to exist. Gaining individual perspectives is, therefore, imperative to this study and the researcher's ontological position is that multiple realities exist.
Quantitative methods give a list of predetermined responses to choose from (Sale et al., 2002), which would limit the ability to report on multiple realities, making such methods unsuitable for this project. However, qualitative methods allow for multiple truths, based on the individual construction of reality (Sale et al., 2002). Qualitative methods can be used within an interpretive paradigm, which seeks to understand and present the meanings of participant experiences (Fossey et al., 2002), giving them a voice and allowing them to feel empowered, aligning with the well-being focus of the NBWF. Conversely, the positivist outlook assumes that reality is not affected by human behaviour (Rehman and Alharthi, 2016), which opposes the researcher’s view that reality is socially constructed. This makes an interpretive paradigm better suited to this study and the research is based on qualitative methods within an interpretive paradigm.
In taking this stance, it should be recognised that the research has limitations in terms of transferability. This is further explained by Burman (1997), who notes that qualitative methods have problems of ‘indexicality’, in that the research is specific to a particular time in a particular setting; ‘inconcludability’, which means that results will change as more participants are involved and that this is a continuous process; and ‘reflexivity’, which involves the interpretive nature of the research process (p. 793). 
These limitations have been somewhat mitigated by the addition of a focus group of other professionals, allowing for more perspectives to be included in the study. It is hoped that the perspectives of the choirs represented by each professional will be reflected in the data, thereby adding to the diversity of the participant base.
Methods 
This study used three methods of data collection to investigate whether or not incorporating the suggested strategies from the NBWF can enhance the well-being of choir members.
The study was based on an iterative process, which allowed for each stage of data collection to influence the NBWF before the next stage took place, as illustrated in Figure 2. 
[image: ]
Figure 2: the iterative process of the research that took place, allowing for refinement of the Needs Based Well-Being Framework (NBWF) at the completion of each stage.
Stage 1: Literature Review 
A narrative review was conducted to understand the connection between Maslow’s (1943) HoN and well-being, and to find strategies that might be used to enhance the suggested strategies in the NBWF. Literature was critically reviewed to identify any strategies that were missing from the NBWF before stage 2 took place. The NBWF was adjusted accordingly, and new recommendations added.
Stage 2: Implementation of the NBWF 
I used the NBWF to aid my planning of 4 consecutive rehearsals which were more structured than usual, with pre-designed exercises and initiatives (see appendix 2). I implemented the four-week plan with the hospital choir, who I have worked with on a weekly basis for three years. Much of the NBWF reflects my current practice with the choir, although I do not use every element consistently. This might mean that the data collected will not reflect the whole of the NBWF and, therefore, not be as informative as it might be with a choir who is not used to working with me. Whilst testing on other choirs was considered, the amount of time needed would not be practical with other choir's rehearsal schedules. 
At the end of the four-week research period, I asked choir members to fill out a questionnaire with three questions to establish if they noticed any differences in rehearsals, what those differences were and what their opinion of the differences was. Every choir member who attended all four rehearsals was invited to answer a questionnaire which was emailed to them. Qualtrics was used for designing and distributing the questionnaires. Qualtrics is an online platform which is compliant with the United Kingdom’s Data Protection Act 2018, including the General Data Protection Regulation (Manchester University, no date), and allows for anonymous questionnaire answer submissions. Each respondent was assigned a unique label, using CM to signify ‘choir member’, followed by a number, and there was no personal information linked to these labels. The aim of the questionnaires was to understand individual perspectives of the NBWF, and semi-structured questions were asked to elicit individual opinions, which would be used to reflect on the NBWF, adjusting where needed. Whilst open-ended questions might result in an unmanageable amount of data, the hospital choir is small and, therefore, the number of respondents was likely to be limited. The questions asked were:
1) During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the usual way in which rehearsals are conducted? Please explain in detail.
2) What is your opinion on any differences you noticed?
3) Would you like to add anything about the rehearsals in the given time period?



Stage 3: Focus group 
I then held a focus group to collect data from professional choir leaders, experienced in leading choirs who focus on well-being, distancing myself and my own choir from the NBWF, and allowing fresh perspectives to be considered. 
A focus group of seven choir leaders, who focus on well-being with the choirs they work with, was formed. This method was chosen because it was anticipated that the researcher would need to explain the themes and clarify meaning to participants, making this method more time-efficient than individual interviews. The researcher also anticipated the need to clarify answers, which might have been more difficult if surveys were used. As recommended by Creswell (2013), participants were purposefully sampled, from the United Kingdom (UK), allowing me to ‘intentionally sample a group of people that can best inform the researcher’ (p. 118), so that the research objective to understand the perspectives of other choir leaders' around elements of the NBWF could be met. Participants were recruited through Facebook networks for choir leaders, using an advertisement created by the researcher with the aid of Canva, an ‘online design and visual communication platform’ (canva.com/home/) (see appendix 7). People outside of the UK were excluded, because cultural and economic differences may affect needs, and the framework has been designed for a choir in the UK. 
Questions were asked around the themes of mutually agreed goals, collaborative learning, self-expression and choir leader well-being (see appendix 10), so that perspectives around pertinent elements of the NBWF can be captured. Whilst showing the NBWF to participants was considered, this idea was rejected to avoid preconceptions being formed. For each theme, questions were planned in advance (see appendix 10), to allow for ‘engagement’, ’exploration’ and ‘exit’, as recommended by Purvis et al., 2020 (p. 100018). The aim of the questions was to provide a balance of allowing participants to gain familiarity with a theme, explore the theme in more depth and give any final thoughts before moving on. As recommended by Sim and Waterford (1999), ground rules were implemented, ensuring that everyone had an equal opportunity to contribute in a confidential manner (see appendix 10).
The focus group was held on zoom and an audio recording was made so that data could be analysed. This allowed the consideration of more perspectives on key elements of the NBWF, enabling further reflection and refinements to be made.

Coding Process 
Choir member and focus group data both underwent the same coding processes, to allow for the identification of any overlap, alignments and contrast between data.
It is assumed that immersion in data allows inductive coding to develop with more depth (Terry et al., 2017). I, therefore, familiarised myself with the data by reading through and pulling out pertinent elements before starting the coding process. To ensure that the data remains relevant to the NBWF, which is based on well-being and humanistic values, three different rounds of inductive coding enabled participant perspectives to emerge. In keeping with the humanist nature of the NBWF, In Vivo coding ensured that the language of participants was captured. Emotion coding was then used to examine the effects of the NBWF on mental well-being, which is a pertinent aspect due to the ‘Physiological and Safety’ element. Values coding is important to ensure that the perspectives of choir members and other choir leaders are considered as the NBWF is refined. Deductive fits what they do into the framework to see whether or not the data does fit. Inductive coding will pull out any new themes.
A round of deductive coding, using the elements of the NWBF as labels, enabled data to be aligned with the NBWF, whilst revealing any contrasts. The table below shows process labels inspired by Fereday and Muir-Cochrane (2006) which aided the deductive coding process.

	Label
	Definition (LINK TO WB)
	Description

	Physiological and safety needs
	Physiological needs are biological needs, and safety needs, according to include protecting oneself (Maslow, 1943). Biological needs, such as hydration, affect physical health, which impacts on vocal well-being (Ragan, 2016).
	Meeting these needs include vocal warm-ups and cool-downs and suitability of repertoire.
Relaxed environment.
Choir leader uses positive language.
Choir leader is aware of own vocal health – may join in warm-ups/cool downs, take measures to prevent injury.

	Love and belongingness
	According to Maslow (1943), the needs in love and belongingness include the need ‘for a place’ in ones group (p 380).
	All views are taken into consideration when making decisions.
Collaborative learning.
A welcoming environment.
Synchronous movement, such as clapping/swaying.
Singers listening to each other and working together.
Individual feelings and/or emotions around a song is accepted.
Social opportunities.

	Esteem
	According to Maslow (1943), the esteem needs include that of independence and freedom, achievement, and recognition.
	Encouraging individuals or small groups to lead sections to learn or practice
‘Weaker’ singers should be supported by placing them next to ‘stronger’ singers.
Appropriate performance opportunities should be provided, ensuring that singers are ready to perform well.

	Sefl-actualisation and transcendence

	Self-actualisation allows people to be and express their true self (Malsow, 1943). Transcendence allows people to who have reached self-actualisation to act in the interests of others (Maslow, 1969).
	Agreeing on learning goals.
Self-expression, which can be found in improvisatory warm-up songs.
Singers supporting each other in learning.
Discuss the meanings of lyrics and context of songs to come to collective agreements which can be expressed as a group to enhance performances.
Where appropriate, narratives could be included in performances, allowing the choir community to communicate to audiences in different ways.



Table 7: strategies and activities planned for the four-week research period with choir member.
Data analysis 
The data produced by choir member participants and the insider researcher will be reported and analysed independently of the data generated by the professional focus group. This enabled the refinement of the NBWF to happen iteratively, with one set of data being applied before the next set of data is collected and analysed. This study used triangulation with literature, choir member questionnaires and a choir leader focus group. Within this process, different data sources allowed the collection of perspectives from two different groups of people (choir members and choir leaders), enabling different perspectives to be explored. 

Ethics
Insider researcher
According to Greene (2014) Insider Research is ‘that which is conducted within a social group, organization or culture of which the researcher is also a member’ (p. 1). Amato et al., (2011) propose that a choir can be described as a social group, and Nilsson-Wik (2019) discusses the importance of the social aspect within choirs, including the relationship between choir leader and singers. Dwyer and Buckle (2009), however, argue that there is a position which is both inside and outside of the research community, referred to as ‘the space in-between’ (p. 60). As an employed leader of the community, my status within the choir is different to that of the singers, which means that I could be seen as occupying the space both inside and outside of the choir.
This position makes it necessary to gain awareness of both the similarities and differences between the researcher and the rest of the community (Dwyer and Buckle, 2009). The dynamic between the researcher and the choir community, is one of shared experiences, but there is a hierarchy involved, from both the perspective of being the researcher and being the group leader. It is, therefore, important that choir members are assured that their contributions will be anonymous to the researcher, so that they feel able to share views with no consequence. I ensured that this happened by explaining to the choir that I would be sending questionnaires through an online platform which ensures anonymity. 
Being a part of the community gives advantages that are associated with being an insider researcher. One such advantage is the rapport that is likely to have developed over time (Fleming, 2018), which gives me an understanding of the culture and language of the group, although Fleming also cautions that conclusions may be formed prematurely through both ‘preconceived ideas and the desire for positive outcomes’ (p. 316). This highlights the importance of remaining unbiased. I hope to mitigate this by collecting data from a focus group of people who are completely detached from the hospital choir and who have not seen the NBWF. 
Social desirability bias
A peer is defined by Cambridge Dictionary (no date) as ‘a person who is the same age or has the same social position or the same abilities as other people in a group’. The research in this study involves two groups which fall into this category – that of choir participants and that of choir leaders. As such, it is important to consider social desirability bias, which is described by Bergen and Labonté (2020), as 
‘the tendency to present oneself and one’s social context in a way that is perceived to be socially acceptable, but not wholly reflective of one’s reality’ (p. 783)
In the case of the choir, questions might be answered to reflect what individuals believe is representative of others in the choir, rather than bringing their own reality into the research findings. This might then mean that the study’s research objective ‘to find out whether members of the choir think that the NBWF is a useful resource for meeting their well-being needs’ will not be met. This will be mitigated by asking participants to complete an online survey, anonymously, in their own space. Additionally, the researcher will emphasise the need for honest answers, to enable the study to be completed robustly. There could also be an increased possibility of social desirability bias within the focus group. The researcher will mitigate this by asking for honest views, reminding the participants that each choir is unique, and that perspectives are likely to vary.
Confirmation bias
[bookmark: _Hlk177336271]During the analysis of data, including that taken from the literature review, care must be taken to avoid confirmation bias which, according to Hallian and Shu (2013) refers to ‘an innate and pervasive human tendency’ (p. 19) to attempt to find validation for beliefs. The collaborative nature of the study means that the researcher is actively looking for different perspectives, thereby avoiding own personal bias.
Risks attached to the study
Choir members will be reminded that they can withdraw from the study at any time. As the choir has only 13 members, not all of whom were likely to be available at every rehearsal for the research period, this could impact the amount of data collected. Inviting every eligible member of the choir to take part will ensure that there would still be enough data to work with.
As there will be an emphasis on encouraging some self-expression, in terms of discussing and using emotion in singing, helpline information will be made available on the information sheets given to every choir member at the beginning of the project, of which copies will be made available at each rehearsal. Although none of the choir members identify as vulnerable adults, personal events may trigger negative emotions.  To mitigate this, song repertoire they are already comfortable with singing will be used throughout the four-week research period. 
Ethical approval has been granted for this study (see appendix 13).

FINDINGS AND DISCUSSION
Findings will be reported and discussed within the themes of the NBWF. Where new themes have been identified, through inductive coding, these will be used to create subthemes.
There are two groups of participants, and findings for both groups will be reported and discussed within each theme of the NBWF, using the format of choir member participants, followed by focus group participants and then refinements to the NBWF. This will be laid out within each of the four themes of the NBWF: Physiological and safety needs, love and belongingness, esteem and self-actualisation and transcendence. Within the theme of esteem, the sub-themes of collaborative learning, performing and roles and responsibilities will be discussed. The two groups of participants are:
1) Choir members: members of the hospital choir were invited to participate in four 90-minute rehearsals designed to test the NBWF. Activities were created from recommendations given in the NBWF, and participants were asked to complete a questionnaire at the end of the four-week period. Questionnaires contained three semi-structured questions (see appendix 5) asking if they noticed any differences to the rehearsals, what differences they noticed and what they thought about the differences. Questionnaires were completed anonymously and each participant has been given a label, CM, followed by a number. Answers were coded using In Vivo, Emotion and Values coding, to gain participant language and perspectives, before aligning data with the with deductive coding using the four themes of the NBWF. By matching the data to the HoN I can then find out if the HoN is actually meeting their needs. Participant quotes will be reported in italics.

2) Choir leaders: a focus group was formed so that a choir leader perspective outside of my own could be obtained. Questions were asked about four aspects of the NBWF: goal setting, collaborative learning, self-expression and choir leader well-being (see appendix 10). A transcript was made of the discussion that took place, which was then coded using In Vivo, Emotion and Values coding, before a round of deductive coding was completed, to align participant data with the NBWF. Participants are giving unique identifiers, P followed by a number, eg, P1 and participant quotes will be reported in italics. Details of choirs for each choir leader were taken, as each choir is unique and is likely to interact differently with the four aspects of the NBWF included in the discussion. Despite the clear criteria for joining the focus group, some choir leaders in the group have larger choirs than were specified. Contact by telephone to check details, ahead of the meeting, might have resolved this issue. The data does, however, show that answers from participants were similar, despite the difference in choir size.
These details are given below:
	Participant identifier
	Number of attendees
	Voice ranges represented
	Any other information shared

	P1
	10-15
	SATB
	

	P2
	22
	Upper voices
	All singers are teachers or head teachers

	P3
	60-100
	SATB
	Gospel Choir

	P4
	15
	SATB
	

	P5
	12 
	SATB
	P5 is seen as the musical advisor of a small choir 

	P6
	8 in one choir,
Approx. 15 at each rehearsal in each of 2 other choirs
	SSA
	

	P7
	12 in one choir, 15 in another
	SATB
	P7 is a qualified music therapist



[bookmark: _Hlk177353966]Table 8: Focus group participants
Neither group of participants were shown the NBWF because I wanted to mitigate the effects of confirmation bias by avoiding giving them any preconceptions of what I might be looking for.
Physiological and safety needs.
Choir participant findings and discussion
Whilst the choir is used to starting each session with breathing, stretching and vocal glides to warm up the voice, more time was taken to explain why each exercise was taking place. The frequency of warm-up’s and focus on giving reasons for doing them was commented on by CM5, who stated that “we always had warm ups and explanations about why this was so important”, however “we had a lot more on this”.
Vocal cool-downs were completely new to the group and these involved humming a short song in a comfortable range, followed by some breathing to calm the mind. During the four-week research period, CM3 commented on the relaxing effect of the cool-downs, referring to them as a “very calming way to finish”.
Ensuring a relaxed environment is a recommendation taken from the NBWF, which contributes to choir members’ well-being by meeting safety needs. I always strive to create a relaxed environment, and my aim was to maintain this during the four-week research period. CM1 noticed the link between happiness and relaxation, observing that “every choir member seemed happy and relaxed during rehearsals” and that the rehearsals felt “positive”.
Not everyone enjoyed the extra focus on vocal warm-ups and cool-downs, with CM4 commenting on the time taken, stating “I prefer to spend more time singing”, whilst appreciating that “it did help me to understand the importance of looking after our voices” and noting that “the firework exercise made it easier to reach the high notes”. The breathing exercises also allowed CM4 to “understand the part our abdominal muscles played in how we sing”.
With choir singers being at risk of vocal injury (Smith, 2018), it is important to plan for the vocal health of the choir (Webb, 2007). It would, therefore, be prudent to ensure that this continues to be reflected in the NBWF. It might be helpful to communicate the reasons for exercises intended to ensure vocal health to choir members, as findings suggest that singers were accepting of participating in warm-ups and cool-downs where they could understand the benefits for doing so.
Focus group findings and discussion
A recommendation of the NBWF is for the Choir Leader to ‘lead with authenticity to reduce own emotional depletion’ (see appendix 1). 
The focus group participants discussed the disadvantages of “masking” (P3) emotions, with P3 describing the difficulties of not being able to be “just me” with their children’s choir, as opposed to the support that the adult choir provides when able to be authentic. Three members of the focus group expressed that the support within their choir extends to the choir leaders, but P2 alluded to the inappropriateness of sharing emotions with children, and P5 shared that they would not be comfortable discussing emotions. Whilst the recommendation is to lead with authenticity, it is also recommended that choir leaders ‘manage emotions, including own emotions’ (see appendix 1).
P2 points out that when a choir leader isn’t taking care of their own well-being, “it can impact the choir because they can see that you're not right”, adding that: 
“it did impact my choir when I wasn't looking after myself, and they knew instantly, when I turned up, whether I was able to give what they needed from the front”
P5 discusses the importance of creating a familiar environment by “being true to yourself”, making the point that choir members “come to you because that's the style of choir that they want and they feel safe with”. Adding this reasoning to the NBWF would alert choir leaders to the advantages of authentic leadership to choir members as well as themselves, thereby highlighting further benefits.
Refinement of the NBWF
From the findings, two recommendations have been added to the NBWF. Giving choir members simple explanations for the inclusion of warm-ups and cool-downs in rehearsals will allow them to see the relevance and may give them autonomy over their own vocal well-being in situations outside of choir. A recommendation for choir leaders to lead with authenticity will help them to manage their own well-being through avoiding emotional depletion, allowing them to relax and show body language conducive to the well-being of choir singers (Durrant, 2017). It will also enable choir leaders to create an environment that remains consistent to their own beliefs and preferences, which is likely to remain familiar for choir members. This will allow choir members to feel relaxed, contributing to their well-being throughout the rehearsal (Durrant, 2017).
	Theme of NBWF
	Additions to the recommendations

	Physiological and safety needs
	Simple explanations to say why warm-ups and cool-downs are being completed.
Leading with authenticity will help to create a familiar environment for choir members.



[bookmark: _Hlk177354115]Table 9: Additions made to the theme of Physiological and safety needs, following examination of findings.
Love and belongingness 
Choir participant findings and discussion
According to Kasser (2009), love and belongingess link to well-being through ‘connection with other people’ (p. 175), which could be described as connectedness. Kim and Sul (2023) identified social acceptance and connectedness as positively impacting on well-being, and Yusli et al., (2021) suggest that being able to relax is conducive to well-being. This would align with CM1’s observation of a “relaxed atmosphere with no one person talking more than anyone else and everyone’s opinion being valued”. 
The NBWF recommends that individual feelings and emotions are accepted. Discussions about lyric meanings in songs being worked on and how one particular song should be sung elicited conversations where different views were given by choir members. Although we have talked about lyrics before, I allowed more time for discussion which seemed to encourage more people to contribute to conversations.
CM1 was the only participant to comment on this, stating that
“the week we had the comparison for singing Amazing Grace was very good, listening to the different views and opinions, when no one person was right or wrong”.
This might suggest that most choir members have felt able to freely share opinions before the research period. The emphasis on all answers being equally valid might have allowed others to feel more comfortable to contribute to discussions.
This inclusive approach was further facilitated by incorporating a collaborative style of learning, which is another recommendation in the NBWF, where discussions and learning took place with the whole choir and in smaller groups. Whilst this seemed to work particularly well in smaller groups for discussions, CM6 found it “a bit awkward or embarrassing” being asked to sing or speak in different styles when working in pairs or groups. The NBWF recommends that emotions be monitored to ensure well-being is maintained in a safe environment and whilst learning might include leaving our comfort zone, it would be important to monitor well-being in such situations. 
The NBWF recommends that vocal exercises are used to ‘encourage listening to others and working together’. I purposefully planned to practice this by using a circle configuration and not conducting, encouraging them to engage with each other to sing together. CM7 described a greater awareness “of singing alongside each other” and further commented on the autonomy that this gave individuals to stay “in harmony” and not become “overpowering”. I then reminded choir members to continue to listen to each other as we returned to the more traditional choir format of a single line, which slightly curves at each end and CM6 observed a “noticeable difference in our singing” after being reminded to “listen to each other”. 
The participant comments suggest that the connectedness that is derived from engaging with each other whilst singing has the potential to positively impact performance, which might further enhance well-being through meeting the esteem needs of respect and achievement. This would appear to support the suggestion to encourage listening and would suggest that this could enhance performing if carried over into performance repertoire.
Focus group findings and discussion
Mostly, the participants appear to be in favour of a democratic model, where they value the input of their singers, with P6 declaring:
“I do try and, um, involve the choir members as much as possible. I want them to feel like they own the choir”
This aligns with the NBWF, which aims to enhance choir members' autonomy by allowing them to contribute to group goals. 
P2, however, responds very differently to the specific needs of the demographic of their choir by taking on responsibility for everything because “they just want to turn up be given something because a lot of them are head teachers”. Knowing that many of the choir are very busy in their working lives, P2 reacts to their needs by making things “as easy as possible” for them. This highlights that each choir community is unique, and Vohs et al., (2018) state that ‘self-regulation, active initiative, and effortful choosing draw on the same psychological resource’ (p. 897). This means that some people might prefer not to make decisions during leisure activities. If a choir is happy with the repertoire being chosen for them to sing, they might not feel the need to contribute to repertoire decisions, and P2 describes their choir as ‘a stress-busting, me-time kind of thing for teachers’, in a ‘very relaxed setting’. This suggests that some of the well-being needs, regarding autonomy, might not be relevant for this community.
P2 does, however, report on a democratic approach to performance as they discusses how they support the choir during performances by singing with them “if I know that one part is going to be slightly light” and how “they love it when I do that” because the choir sees them as “part of the team”. This would suggest that the singers derived enjoyment from the choir leader acting with equal status to them, which would further indicate enhanced well-being. Additionally, the choir leader rectified the imbalance between the parts being sung, which would have elevated the performance, allowing singers to feel an enhanced sense of achievement.
Refinement of the NBWF
Findings are supportive of a collaborative style of learning where singers demonstrate a heightened awareness of each other's voices, impacting positively on performance. Bringing this increased awareness of each other into performances might further promote well-being by giving an enhanced sense of achievement. Reflecting this in the NBWF would enrich the recommendation to encourage listening. The choir leader singing with the choir, showing a willingness to perform with equal status to enhance performance, would also be a strategy worthy of adding to the recommendations in the NBWF. 

	[bookmark: _Hlk177029050]Theme of NBWF
	Additions to the recommendations

	Love and belongingness
	Vocal exercises could be used to encourage listening to others and working together - this could enhance performance of songs (positively impacting self-esteem).
The choir leader should balance the performance needs of the choir by singing alongside them if it is deemed to positively impact on performance.



Table 10: Additions made to the theme of Love and Belongingness needs, following examination of findings.
Esteem    
Choir participant findings and discussion.
The four-week research period took place whilst the choir were working towards a performance. The choir are asked to take part in many performances throughout the year, so this is not an unusual situation. However, the attention to the songs that were going to be performed was noted by several of the participants, with CM3 noticing that the way in which the rehearsals were planned “helped us to focus on giving a good performance”. CM1 also commented on the emphasis on performance goals, stating that 
“the way rehearsals ran for the 4 week period worked well in my opinion. We had time to focus on the 3 songs to get them the best we can.”
[bookmark: _Hlk177165304]The learning that took place over the four-week research period, using the NBWF to guide the planning of rehearsals helped the choir to feel that they were able to give their best performance to an audience. According to Maslow (1943), esteem needs include both achievement and recognition, both of which can be fulfilled through a performance to an appreciative audience. This can be seen through the research of Livesey et al., (2012) who carried out a survey with 169 participants, the results of which showed that singing in a choir can aid motivation ‘through being with others, feeling in charge of one’s learning’ (p. 11), which leads to achievement and audience recognition.
The rehearsals were designed to allow group work, allowing collaboration and making learning explicit. Participants picked up on the focus on learning together, with CM2 commenting that each choir rehearsal “was more like a workshop”, and CM3 stating that “rehearsals felt more structured”. CM3 also commented on the content of the rehearsals, describing how each of the four sessions had “included an activity to encourage us to engage more with one of the songs we are working on”, although CM3 also noted that “with the exception of cool-down, we didn’t do anything that we have not done before”. 
Other participants commented on the progress made, with CM6 suggesting, “my singing benefitted from the learning and new ideas”. CM5, also remarked that the learning “has been beneficial to our singing”, whilst also expressing the desire for more singing, stating that learning new things did “cut into singing time”. This would suggest that a balance between learning and singing is important to some choir singers.
Creech and Hallam (2014) researched ‘critical educational geragogy’ (Formosa, 2011, p. 317) in the context of choral rehearsals, through the narratives of 13 facilitators of musical activities. Their findings can be related to recommendations already within the NBWF, where collaborative learning and agreeing on goals are already apparent, but they also include the idea of setting goals collaboratively, allowing participants further autonomy in their learning. This would further enhance the NBWF in developing well-being and allowing the opportunity to progress to self-actualisation, in not ‘feeling coerced or controlled by internal or external pressures’ (Kasser, 2009, p. 175). This autonomy in learning might allow everyone to feel that they have some control over how they learn, giving some balance between learning and singing.
Focus group findings
Focus group discussions identified three sub-themes within the main theme of esteem:
1) Collaborative learning
2) Performing
3) Roles and responsibilities
Collaborative learning 
Collaborative learning is recommended for building esteem, as choir members could be encouraged to use their skills to support others, as evidenced by Pennington (2008). This is demonstrated by P2, explaining how singers are encouraged to learn their parts by listening to others: “One of my mantra’s is sit with the group, listen to each other and help each other out” and P3 describes how singers are organised to help new people learn:
“We often find that the new members, they always come and sit at the back, and I’m like ‘no, you need to sit in the middle, because that’s when you know you’ll hear your part and you’ll be able to pick it up much quicker so, you, know, it’s about encouraging people to do that”
This also aligns with Bonshor’s (2020) recommendation that choir leaders consider the placement of members to encourage support.
P6 notices this happening in a more organic way:
“you just notice them helping each other and people will, they seem to know, who they should stand by, you know”
This is echoed in research undertaken by Bonshor (2020), along with a recommendation that choir leaders allow this to happen, to boost collective confidence in a choir.
Performing
Every participant mentions performing with their choir and, although P2’s choir does perform occasionally, P2 makes a distinction between performing and well-being:
“most of my ladies are not interested in performing – they’re there purely to have a relaxing time and it's, it's much more of a well-being choir”
P7 also notes that they seem to have choir members who “come for feelings rather than performance”, whilst P1 discusses the challenges of balancing the needs of those wanting to perform with those who do not:
“So we're running the sessions, normal sessions, where people are relaxing, enjoying themselves, and I have to sort of fit in, er, some practise for the performance. So you don't want to bore the people who are not performing, to make it all-inclusive for everybody, and I think I’ve managed that over the years.”
P1 does point out that this impacts on P1’s own well-being, explaining that:
“Sometimes people disappear for some time, then they'll suddenly come back, and it's very difficult, for planning, to do any performances. So I’ve really kind of cut down on that now because it's just too nerve-wracking.”
P3 discusses the opportunity for solo work in performances, and the benefits that can bring. Explaining that the choir holds auditions, the potential to support individuals to “help them improve in their vocal ability”, is described and explained further:
“We have workshops before the solo auditions, so that we can help people and give them confidence.”
Nurturing confidence in singers, will positively impact on well-being (Bonshor, 2020). In discussing the reasons for auditions, P3 brings in another perspective, balancing the needs of individual singers with the needs of an audience:
“There are solo auditions because there, there is, it sounds rude, but there's a certain standard, and people pay quite a bit of money to come to our concerts, and we have a professional band and things, so there's that balance, and we would find it difficult between wanting to give people a go” 
Bonshor (2020) highlighted the positive impact of successful performances on individual well-being as well as the pitfalls of performances that have not been successful and, for some singers, performing might be an important part of ‘self-actualisation’ (Maslow, 1943) in terms of their own development. The research of Stothert (2012) highlights that singers in community choirs can suffer from music performance anxiety (MPA), suggesting that performances need to be carefully managed to mitigate the possible negative impacts on well-being. Stothert (2012) recommends that singers are allowed adequate rehearsal preparation for concerts and that breathing and physical warm-ups take place before a performance. Stothert (2012) also recommends that informal performance opportunities are given, which could include performing to families or friends during a rehearsal or performing in an informal setting such as a hospital ward. Informal performances would allow singers to build confidence without experiencing the pressure of a more formal setting, and performing to an audience whose well-being could benefit gives singers the opportunity to feel the altruistic well-being benefits of transcendence.

Roles and responsibilities
Recognition is one of the elements of Maslow’s (1943) esteem needs and P7 acknowledges how being a leader connects to feelings of well-being:
“I have got a couple of people who come because they want to be leaders, so they come for their own self-esteem 'cause they’re, you know, the top sop, or they feel like they're the soloist. They come for that kind of feel”.
P5 discusses the reluctance to use the word ‘committee’, suggesting that the less formal title of “social group” is preferable in their experience in leading a small group. The benefits to the choir leader of allowing this to happen is also noted, with reference to the positive impact on well-being:
“There’s now a social group - they don't want to call it a committee - a social steering group, so they're going to be planning events and parties and all that sort of thing, which is one less thing for me to worry about” 
P7 discusses the challenges of “power distribution” that can arise:
“Power distribution can become unsettling, and those people can then try to be saboteurs and try and move the choir their way. And that’s something I really struggle with, ‘cause I’m not very assertive and I can let that happen”
P1 describes how singers are actively encouraged to take on leadership responsibilities, as they progress:
“The model that we have is that in coming up through the ranks, there are people who are stronger singers, maybe, and more confident, and I try to draw them in to becoming part holders or part leaders”
P1 explains how choir members are encouraged to progress into leadership roles, building the confidence needed to take on these roles:
“with the two women I’ve got at the moment, who are helping lead the choir parts, both of them really, really wanted to do it, and were so scared and kind of came to me very quietly and said, ‘oh, I would quite like to do that’, so my, so my work over the last few months has been to really help them grow in confidence and bring them forward, so they, they feel able to be a bit more of a leader for the parts.”
This connects with Bonshor’s (2020) examples of collaborative learning, albeit in a more formalised way. Furthering the collaboration built by this model, the part leaders even influence the arrangements of repertoire being taught, as P1 explains:
“I kind of think of them when I'm arranging pieces of music so that you know they can do that part with the group, so I'm not, I'm not like a sole leader who does everything.”
There is some suggestion in the findings that some people prefer not to use the word committee, either finding other ways to describe a group of people with specific responsibilities or preferring not to form such people into a group. Blogger, Chris Rowbury, suggests reasons for this, such as the existence of committee members who take control (Rowbury, 2016), which is also articulated by P7 in the findings. Whilst having a committee is not a specific recommendation of the NBWF, it does recognise that one may exist, and the research findings did support the idea of singers taking on roles to support the choir leader. These findings do highlight the importance of an inclusive environment where decisions are made collectively.


Refinement of the NBWF
The focus group discussions revealed that some choir leaders consider the strategic placement of singers to encourage support within the group, which can also be seen in the literature. This has been added to the NMWF. The focus group also suggested that some members of their choirs aren’t motivated by performance. The literature revealed that singers in community choirs can suffer with MPA, and strategies to prepare choirs for performances have been added to the NBWF.
	[bookmark: _Hlk177222429]Theme of NBWF
	Additions to the recommendations

	Esteem
	Set goals collaboratively, allowing participants control over their learning.
Decisions are to be made collectively, where possible, allowing the choir to remain fully inclusive.
Allow adequate practice time for performances, consider informal performance opportunities to build confidence, and allow time for breathing and physical warm-ups before a performance takes place.



Table 11: Additions made to the theme of Esteem needs, following examination of findings.

Self-actualisation and transcendence
Choir member participants
During the four-week research period with the hospital choir, new ways of expressing oneself were taught, including ways to produce different vocal sounds, and thinking about how to bring out meaning by emphasising different lyrics. Participants were encouraged to experiment with sound, discuss lyric meanings and come to agreements about how to express songs as a group. Small groups allowed for all voices to be heard. Although I have previously talked to the choir about expressing emotion by communicating song words, this is the first time that I have ensured that everyone had the opportunity to contribute to such discussions.
 CM6 commented that: 
“the time spent on reflecting on the different styles and the words we were singing really help and showed in the performance”
and pointed out the benefits of working in groups to decide on “the important words to emphasise” in the performance of “you’ll never walk alone”.
CM1 also reflected on the discussions which brought about decisions on pertinent song lyrics, stating that “thinking about the emphasis on some words in songs made the song sound better”.
This aligns with findings from the literature, which show that performances can be enhanced by ‘co-constructed meanings’ (Maas, 2021, p. 137).
Not everyone enjoyed exploring different ways of vocalising, with CM1 commenting “I personally didn’t like the twang”. On discussing self-actualisation, Maslow (1965) did state that ‘we must teach people to listen to their own tastes’, whilst recognising that ‘most people don’t’ (p. 113). In recognising the dislike of a particular style of singing, CM1 has shown the ability to distinguish a preference, making this a successful exercise in terms of self-expression. Allowing the autonomy to choose preferences might make it more difficult to agree on how to perform a song collectively. This highlights the need to facilitate inclusive discussions where goals can be agreed. 
Focus group findings
P7 discusses a singer who “just makes the whole thing up all the time”, adding that “he doesn’t sing awful, but he doesn’t necessarily sing what’s there”, suggesting that he feels comfortable expressing himself by improvising within the given musical structure.
P2 recognised that some singers don’t feel comfortable to improvise, pointing out that “some people need that structure of ‘this is what you sing, this is how you sing it’, and P6 makes the point that people sometimes “lack confidence, and feel they can’t sing” when asked to improvise, “so they hold back”.
P6 noted that some singers seem to feel “very scared” when asked to improvise but that P6 aims to “foster an environment where they feel that they can” which, P6 adds, “takes time.”
P3 runs a gospel choir where many singers express themselves through improvisation, explaining that there is a spiritual element to the chosen repertoire. P3 discusses techniques that can be used to make it easier to express oneself, including asking singers to “close their eyes”, which can encourage them to “move their bodies a little bit more” and asking them to “think about what’s important to them”, such as a “loved one” when singing. Some people might not feel comfortable to do this, but P2 has found a way of providing some structure for those who need it, whilst providing opportunities for others, explaining that songs of a repetitive nature can allow for some singers to “share their improvisations over the top”, whilst others are able to “find their solace in that repetitive nature” of the written notes.
There was also a suggestion that some repertoire particularly lends itself to improvisation. Amazing Grace was used by three participants for this purpose and gospel music was suggested to be another useful tool for expressing oneself. 
The findings of this study show that some people find it difficult to move away from the structure of prescribed music, and the focus group participants who use improvisation in choir rehearsals don’t see it as an appropriate activity for everyone. In this way, the findings mirror Maslow’s own writings about self-actualisation, where it is suggested that not everyone is able to fully express themself (1965). Despite this, Maslow advocated for teaching people to be themselves, stating that ‘Pure spontaneity consists of free, uninhibited, uncontrolled, trusting, unpremeditated expression of the self’ (1962, p. 38).
Refinement to the NBWF
The focus group discussed using improvisation as a strategy for self-expression. Choir leaders talked about the different levels of comfort within their choirs, with some being more willing to try than others. There was a suggestion that, whilst it was generally felt important to provide the opportunity, that there should be no obligation for every choir member to partake. There was a suggestion for some structure to be provided alongside any improvisation exercise, which would allow every choir member to feel comfortable taking part. Where there is a choice, singers might develop confidence over time and start short bursts of improvisation as they feel comfortable to do so. Adding a suggestion to provide some structure might enhance the NBWF. 
	[bookmark: _Hlk176906372]Theme
	Additional strategies

	Self-actualisation and transcendence
	Where an opportunity for improvisation is provided, a more structured option would allow for those not yet confident enough to express themselves in this way. This could be in the form of a short song or round that has opportunities to improvise.



Table 12: Additions made to the theme of Self-Actualisation and Transcendence, following examination of findings.



Conclusion
The ‘CARL framework of reflection’, as recommended by the University of Edinburgh will be used to take the researcher through the structured titles of ‘context’, ‘action’, ‘results’ and ‘learning’ (The University of Edinburgh, no date).
Context
The NBWF was created to help enhance the well-being of a choir community. The aim of the study was to refine the NBWF to ensure that it enhances the well-being of a choir community, including the choir leader. It was hoped that gaining an insight into the practice of other choir leaders would inform further refinements to the NBWF to account for the perspectives of those outside of my own choir community. 
Action
Using an iterative process, a review of the literature took place. The NBWF was then tested on a small community choir before key elements were discussed with other choir leaders. The NBWF was refined as a result of the literature review, test and discussion.
Results 
The NBWF was refined as a result of the research. New strategies were found through searching literature and the research with choir members and choir leaders allowed for reflection on the NBWF and additional recommendations were added. These new recommendations are still to be tested and this will be the next step, initially testing on the hospital choir, for consistency. The NBWF could then be tested on other small community choirs with an interest in well-being. 
The hospital choir enjoyed the sessions delivered during the four-week research period and the rehearsals led to a good performance that the choir was proud of, further enhancing well-being. Whilst the intention of the NBWF was to enhance well-being, the improved performance of the choir was an additional benefit that was found by testing the NBWF.
Learning
As I have worked through previous modules to develop the NBWF, my project has become more meaningful to me, and my work with the choir has brought my research to life. As my research in meeting people’s well-being needs has progressed, my passion for the ideas embedded within the NBWF has grown. Hallian and Shu (2013) state that confirmation bias can affect research because of a tendency to search for information to confirm preferred ideas. I am aware that my passion could make me biased towards wanting to find information that confirms my thoughts and I have made every effort to keep an enquiring mind throughout this project. The NBWF was created to enhance well-being, and I have remained focused on well-being as I analysed data, allowing me to explore any new and relevant ideas, that emerged. I have also re-visited data, several times, finding that re-engaging has given me fresh perspectives and, each time, I have refined themes as new ideas have come to the fore. As suggested by Williams and Moser, 2019, rereading the data has allowed me to better understand the participants views which has allowed new theories to be formed. As a result of this curiosity, several amendments have been made to the NBWF. 

References
Amato, R.D.C.F., Escrivão Filho, E. and Amato Neto, J., (2011). The choir as an organization: Its structure and motivational implications. In Proceedings.
Baker, V.D. and Cohen, N., (2017). University vocal training and vocal health of music educators and music therapists. Update: Applications of Research in Music Education, 35(3), pp.46-54.
Barsade, S.G., (2002). The ripple effect: Emotional contagion and its influence on group behavior. Administrative science quarterly, 47(4), pp.644-675.
[bookmark: _Hlk157987506]Batt-Rawden, K. and Andersen, S., (2020). ‘Singing has empowered, enchanted and enthralled me’-choirs for wellbeing? Health promotion international, 35(1), pp.140-150.
Bergen, N. and Labonté, R., (2020). “Everything is perfect, and we have no problems”: detecting and limiting social desirability bias in qualitative research. Qualitative health research, 30(5), pp.783-792.
Bland, A.M. and DeRobertis, E.M., (2020). Humanistic perspective. Springer International Publishing, pp. 2061-2079.
Bonshor, M., (2017). The confident choir: A handbook for leaders of group singing. Rowman & Littlefield.
Bonshor, M., (2020). Collaborative learning and choral confidence: the role of peer interactions in building confident amateur choirs. Music Performance Research, 10, pp.38-56.
Briggs, K.E., (2020). How and why to incorporate movement in choral rehearsals. The Choral Journal, 60(7), pp.77-83.
Burman, E., (1997). Minding the gap: Positivism, psychology, and the politics of qualitative methods. Journal of Social Issues, 53(4), pp.785-801. 
Cambridge dictionary (no date) Framework definition Available at:: https://dictionary.cambridge.org/dictionary/english/framework (Accessed: 10 September 2024).
[bookmark: _Hlk177324417]Cambridge dictionary (no date) Peer definition Available at: https://dictionary.cambridge.org/dictionary/english/peer (Accessed: 10 September 2024).
Cambridge dictionary (no date) Physiological definition Available at: https://dictionary.cambridge.org/dictionary/english/physiological (Accessed: 10 September 2024).
ChoirCommunity (no date) About us Available at: https://www.choircommunity.net/about-us/ (Accessed 10 September 2024).
Creech, A. and Hallam, S., (2015). Critical geragogy: A framework for facilitating older learners in community music. London Review of Education, 13(1), pp.43-57

Cresswell, J., (2013). Qualitative inquiry & research design: Choosing among five approaches. BMS: Bulletin of Sociological Methodology / Bulletin de Méthodologie Sociologique, SAGE Publications, 119, pp.89-89.

Di Tella, M., Adenzato, M., Catmur, C., Miti, F., Castelli, L. and Ardito, R.B., (2020). The role of alexithymia in social cognition: Evidence from a non-clinical population. Journal of Affective Disorders, 273, pp.482-492.
Durrant, C., (2017). Choral conducting: Philosophy and practice. Routledge
Dwyer, S.C. and Buckle, J.L., (2009). The space between: On being an insider-outsider in qualitative research. International journal of qualitative methods, 8(1), pp.54-63.
The University of Edinburgh, (2018). Reflecting on experience Available at: https://www.ed.ac.uk/reflection/reflectors-toolkit/reflecting-on-experience/carl (Accessed 12 September 2024).
Fereday, J. and Muir-Cochrane, E., (2006). Demonstrating rigor using thematic analysis: A hybrid approach of inductive and deductive coding and theme development. International journal of qualitative methods, 5(1), pp.80-92.
Fleming, J., (2018). Recognizing and resolving the challenges of being an insider researcher in work-integrated learning. International Journal of Work-Integrated Learning, 19(3), pp.311-320.
Formosa, M., (2011). Critical educational gerontology: A third statement of first principles. International Journal of Education and Ageing, 2(1), pp.317–300.
Fossey, E., Harvey, C., McDermott, F. and Davidson, L., (2002). Understanding and evaluating qualitative research. Australian & New Zealand journal of psychiatry, 36(6), pp.717-732.
Gill, P. and Baillie, J., (2018). Interviews and focus groups in qualitative research: an update for the digital age. British dental journal, 225(7), pp.668-672.
Gorman, D., (2010). Maslow's hierarchy and social and emotional wellbeing. Aboriginal and Islander Health Worker Journal, 34(1), pp.27-29.
Greene, M.J., (2014). On the inside looking in: Methodological insights and challenges in conducting qualitative insider research. The qualitative report, 19(29), pp.1-13.
Hammarberg, K., Kirkman, M. and de Lacey, S., (2016). Qualitative research methods: when to use them and how to judge them. Human reproduction, 31(3), pp.498-501.
[bookmark: _Hlk174627919]Hallihan, G.M. and Shu, L.H., (2013). Considering confirmation bias in design and design research. Journal of Integrated Design and Process Science, 17(4), pp.19-35.
Harry, A.G., Cohen, M.L. and Hollingworth, L., (2023). An evaluation of a musical learning exchange: A case study in a US prison. International Journal of Music Education, 41(3), pp.398-412.
Hendry, N., Lynam, D.S. and Lafarge, C., (2022). Singing for wellbeing: Formulating a model for community group singing interventions. Qualitative Health Research, 32(8-9), pp.1399-1414.
[bookmark: _Hlk157978101]Hofmeyer, A., Taylor, R. and Kennedy, K., (2020). Knowledge for nurses to better care for themselves so they can better care for others during the Covid-19 pandemic and beyond. Scotland: Elsevier Ltd; Nurse education today, 2020-11, Vol.94, pp.104503-104503
Kalu, M.E., (2019). Using emphasis-purposeful sampling-phenomenon of interest–context (EPPiC) framework to reflect on two qualitative research designs and questions: A reflective process. The Qualitative Report, 24(10), pp.2524-2535.
Kasser, T., (2009). Psychological need satisfaction, personal well-being, and ecological sustainability. Ecopsychology, 1(4), pp.175-180.
Kilpatrick III, C.E., (2020). Movement, gesture, and singing: A review of literature. Update: Applications of Research in Music Education, 38(3), pp.29-37.
Kim, M.J. and Sul, S., (2023). On the relationship between the social brain, social connectedness, and wellbeing. Frontiers in Psychiatry, 14, p.1112438.
Kirsh, E.R., van Leer, E., Phero, H.J., Xie, C. and Khosla, S., (2013). Factors associated with singers' perceptions of choral singing well-being. Journal of voice, 27(6), pp.786-e25.
Kreutz, G. and Brünger, P., (2012). A shade of grey: Negative associations with amateur choral singing. Arts & health, 4(3), pp.230-238.
Lamont, A., Murray, M., Hale, R. and Wright-Bevans, K., (2018). Singing in later life: The anatomy of a community choir. Psychology of Music, 46(3), pp.424-439.
Levett, J. and Pring, T., (2023). Amateur choir singers–Does good vocal health matter? International Journal of Language & Communication Disorders, 58(4), pp.1286-1293. 
Livesey, L., Morrison, I., Clift, S. and Camic, P., (2012). Benefits of choral singing for social and mental wellbeing: qualitative findings from a cross‐national survey of choir members. Journal of Public Mental Health, 11(1), pp.10-26.
Maas, A., (2021). Facilitating Musical Expression in School Choirs: Honoring Individuality, Seeking Unity. International Journal of Research in Choral Singing, 9, pp.116-142.
Malone, G.P., Pillow, D.R. and Osman, A., (2012). The general belongingness scale (GBS): Assessing achieved belongingness. Personality and individual differences, 52(3), pp.311-316.
Manchester University (no date) Qualtrics Frequently Asked Questions Available at: https://www.rlp.manchester.ac.uk/wp-content/uploads/sites/151/2021/03/Qualtrics-FAQs.pdf (Accessed on 13 September 2024)
Maslow, A.H., (1943). A theory of human motivation. Psychological review, 50(4), p.370.
Maslow, A.H., (1962). Some basic propositions of a growth and self-actualization psychology. Perceiving, behaving, becoming: A new focus for education, pp.34-49.
Maslow, A., (1965). Self-actualization and beyond.
Maslow, A. H. (1969). ‘Various meanings of transcendence’, Journal of Transpersonal Psychology, 1(1), pp. 56-66. 
Mayer, J.D., Caruso, D.R. and Salovey, P. (2016) ‘The ability model of emotional intelligence: Principles and updates’, Emotion review, 8(4), pp .290-300.
McNeill, W.H., (1997). Keeping together in time: Dance and drill in human history. Harvard University Press.
Mercer, J. (2007). ‘The challenges of insider research in educational institutions: Wielding a double-edged sword and resolving delicate dilemmas’, Oxford review of education, 33(1), pp.1-17
Moss, H. and O’Donoghue, J., (2020). An evaluation of workplace choir singing amongst Health Service staff in Ireland. England; Health promotion international, 2020-06, 35(3), pp.527-534
Mullen, K., (2015). Barriers to work–life balance for hospital nurses. Workplace health & safety, 63(3), pp.96-99.
Mustofa, A.Z., (2022). Hierarchy of human needs: a humanistic psychology approach of Abraham Maslow. Kawanua International Journal of Multicultural Studies, 3(2), pp.30-35.
Myers, G., (1998). Displaying opinions: Topics and disagreement in focus groups. Language in society, 27(1), pp.85-111.
National Association of Social Workers (no date) Evidence-based Practice Available at: https://www.socialworkers.org/News/Research-Data/Social-Work-Policy-Research/Evidence-Based-Practice (Accessed: 4 February 2024).
Nilsson-Wik, P., (2019). Choir Leading and Leadership: A study of choir leader's views on leadership.
[bookmark: _Hlk158542353]Oikelome, A., (2020). The Choir Director: Conflict Management and Harmony at the Workplace. Journal of Applied Philosophy, 18(4), pp.14-22.
[bookmark: _Hlk177349378]Oregon American Choral Directors Association (no date). Awards 2016-2023 Available at: https://www.oracda.net/awards-2016-2019 (Accessed: 10 September 2024).
Partelow, S., (2023). What is a framework? Understanding their purpose, value, development and use. Journal of Environmental Studies and Sciences, 13(3), pp.510-519.
Pennington, D.D., (2008). Cross-disciplinary collaboration and learning. Ecology and society, 13(2).
Peterson, C.W., (2000). Moving musical experiences in chorus: Movement that is explored and utilized in the choral rehearsal can be a powerful tool for musical expression. Music Educators Journal, 86(6), pp.28-30.
Price, S. (2024) The Health Professionals Perspective – Singing for Health Insights Webinar. Available at https://www.youtube.com/watch?v=fqtn0PMikuI (Accessed: 10 January 2024).
Purvis, A.J., Rodger, H.M. and Beckingham, S., (2020). Experiences and perspectives of social media in learning and teaching in higher education. International Journal of Educational Research Open, 1, p.100018.
Ragan, K., (2016). The impact of vocal cool-down exercises: A subjective study of singers' and listeners' perceptions. Journal of Voice, 30(6), pp.764-e1
Rau, W. and Heyl, B.S., (1990). Humanizing the college classroom: Collaborative learning and social organization among students. Teaching Sociology, pp.141-155.
Ravall, S. and Simberg, S., (2020). Voice disorders and voice knowledge in choir singers. Journal of Voice, 34(1), pp.157-e1.
[bookmark: _Hlk174371245]Rehman, A.A. and Alharthi, K., (2016). An introduction to research paradigms. International journal of educational investigations, 3(8), pp.51-59.
Rowbury, C. (2016) Choir committees and how to handle them 2: when committees go bad. Available at: https://blog.chrisrowbury.com/2016/06/choir-committees-and-how-to-handle-them.html (Accessed on 10 September 2024).
Saldana, J. (2016). The Coding Manual for Qualitative Researchers. (3rd Ed) London: Sage Publications.
Sale, J.E., Lohfeld, L.H. and Brazil, K., (2002). Revisiting the quantitative-qualitative debate: Implications for mixed-methods research. Quality and quantity, 36, pp.43-53 
Scoular, C., Duckworth, D., Heard, J. and Ramalingam, D., (2020). Collaboration: Definition and structure. Australian Council for Educational Research.
[bookmark: _Hlk158569439]Schares, A. and Bodkin-Allen, S., (2015), Singing together: guidelines for setting up a community choir. Southern Institute of Technology Journal of Applied Research, p.15.
Sim, J. and Waterfield, J., (2019). Focus group methodology: some ethical challenges. Quality & quantity, 53(6), pp.3003-3022.
Smith, B., (2018). The art and science of lifelong singing. Journal of Voice, 32(3), pp.291-299.
Smith, B. and Sataloff, R.T., (2013). Choral pedagogy. Plural Publishing.
Smithson, J., (2000). Using and analysing focus groups: limitations and possibilities. International journal of social research methodology, 3(2), pp.103-119.
Song, Y., Son, Y.J. and Oh, D., (2015). Methodological issues in questionnaire design. Journal of Korean Academy of Nursing, 45(3), pp.323-328.
[bookmark: _Hlk157977171]Specchia, M.L., Cozzolino, M.R., Carini, E., Di Pilla, A., Galletti, C., Ricciardi, W. and Damiani, G., (2021). Leadership styles and nurses’ job satisfaction. Results of a systematic review. International journal of environmental research and public health, 18(4), p.1552.
Stothert, W.N., (2012). Music performance anxiety in choral singers. Canadian Music Educator, 54(1), pp.21-23.
Terry, G., Hayfield, N., Clarke, V. and Braun, V., (2017). Thematic analysis. The SAGE handbook of qualitative research in psychology, 2(17-37), p.25.
Vohs, K.D., Baumeister, R.F., Schmeichel, B.J., Twenge, J.M., Nelson, N.M. and Tice, D.M., (2018). Making choices impairs subsequent self-control: A limited-resource account of decision making, self-regulation, and active initiative. In Self-regulation and self-control (pp. 45-77). Routledge.
Watt, D., (2007). On becoming a qualitative researcher: the value of reflexivity. Qualitative Report, 12(1), pp.82-101.
Webb, J.L., (2007). Promoting vocal health in the choral rehearsal. Music Educators Journal, 93(5), pp.26-31.
Willemsen, R.F., Aardoom, J.J., Chavannes, N.H. and Versluis, A., (2022). Online synchronous focus group interviews: Practical considerations. Qualitative Research, p.14687941221110161.
Williams, M. and Moser, T., (2019). The art of coding and thematic exploration in qualitative research. International Management Review, 15(1), pp.45-55.
Williams, S.G., Fruh, S., Barinas, J.L. and Graves, R.J., (2022). Self-care in nurses. Journal of radiology nursing, 41(1), pp.22-27.
World Health Organization, (2024). Achieving well-being: a global framework for integrating well-being into public health utilizing a health promotion approach. World Health Organization.
Yusli, N.A.N.M., Roslan, S., Zaremohzzabieh, Z., Ghiami, Z. and Ahmad, N., (2021). Role of restorativeness in improving the psychological well-being of university students. Frontiers in Psychology, 12, p.646329.
Ryff, C.D., (1995). Psychological Well-Being in Adult Life. Current Directions in Psychological Science. 4(4), pp. 99-104




Appendix 1: The Needs-Based Well-Being Framework (NBWF), a framework to support mental well-being within a choir setting. 
	[bookmark: _Hlk176643237]Maslow’s (1943) Needs
	Recommendations, and links to theory:
Transformational Leadership (TL)
Emotional Intelligence (EI)

	Physiological and safety needs
Physiological is defined by Cambridge dictionary (no date) as ‘relating to the way in which the bodies of living things work’.
	The venue must be secure, at a reasonable temperature with appropriate facilities, such as drinking water where possible and toilets that are accessible to all choir members.
Warm ups to prepare the voice for singing and cool-downs to prepare the voice and mind to leave the choir room safely.
Choir leader to manage emotions, including own emotions, using warm-up exercises, so that a safe environment that nurtures mental well-being is maintained for everyone (EI).
Choir leader to lead with authenticity to reduce emotional depletion (TL).

	Love and belongingness
	Warm-ups to encourage a welcoming environment. Vocal exercises could be used to encourage listening to others and working together (EI).
A no-audition policy is recommended, to allow for all voices to be valued and included.
Choir leader to use language that everyone can understand (TL).
Ensure that all views are taken into consideration when decisions are made for the group.
Where a committee exists, consider how the committee are elected and ensure that the group are involved in decisions made, as much as possible.
Teaching methods to be appropriate to the group, with a variety offered where appropriate (eg – musical notation, ‘call and response’, visual prompts).
Each individual’s feelings and/or emotions around a song will be accepted.
Regular feedback from choir members, allowing each person to contribute to future plans.
Opportunities to socialise outside of choir rehearsals, if practical for choir members.
Encourage collaborative learning to encourage social identity (TL).

	Esteem
	Collaborative learning could allow for individuals or small groups to lead sections to learn or practice (TL). 
The choir leader should not make negative comments about the way in which any individual sings during rehearsals.
Positive and authentic feedback should be used when appropriate (TL).
Tune into emotions and stay tuned in during rehearsals, asking for verbal feedback when needed (EI).
Use appropriate songs and warm-up exercises to facilitate a change in mood when required (EI).
Consider appropriate venues and audiences if performing and consider how performances will affect emotions (EI).

	Self-actualisation and transcendence
[bookmark: _Hlk176085865]Self-actualisation allows people to be and express their true self (Malsow, 1965).
Transcendence allows people to who have reached self-actualisation to act in the interests of other people (Maslow, 1969).
	The choir should work towards realistic and mutually agreed group goals. This could include performances or songs to learn, including different styles of repertoire (TL).
Self-expression can be encouraged where appropriate – this could be in the form of improvisatory warm-up songs.
Allow choir members to support each other in learning (TL).



Appendix 2: The four-week research period with the hospital choir – what happened.

	Physiological and safety needs

	Every week, we finished with a cool-down. We hummed a song, to help the voice return to (a normal  and did some breathing – this was new to the choir.
Week 4: I used a warm-up, that uses firework sounds to activate abdominal muscles. I asked them to place their hands gently on their stomachs so that they could feel the movement as they made different sounds and we talked about the different ways that the air was being released (quickly for short sounds and slowly for the longer sounds) and what they could feel their stomachs do as this happened. We have talked about how we use abdominal muscles and breathing before, but we’ve never done this exercise.
Week 3: We listened to 2 very differently sung versions of Amazing Grace – one was sung with a very pure tone and the other was sung with different voice qualities, including ‘twang’. I asked the choir for their opinions about the 2 versions. I emphasised that there is no right or wrong answer – it is about preference.

	Love and belongingness
	As we were working towards a performance during the 4-week research period, I asked every week how confident they felt to perform each song, and whether or not they would like to sing without lyric sheets, and whether or not they thought this a realistic time frame to memorise the songs and lyrics. I have never asked this before, as it’s always just been an expectation that they will perform without lyric sheets and they have always trusted my judgement about whether or not a song is going to be ready to perform to an audience.
Week 1: I used Bella Mamma, a warm up song the choir are very familiar with, to work with. I asked them to try singing the song without a conductor, using eye contact, body language and listening to keep together.
We repeated the exercise with Amazing Grace, a song they were working on for their upcoming performance. Working without a conductor was new to the choir.

	Esteem
	Week 1: I used Bella Mamma, a warm up song the choir are very familiar with, to work with. Splitting them into 3 groups, I asked for volunteers to conduct each group in a round, bringing in their group at the right time. I have never given them the opportunity to conduct before and they used gestures to bring their group in, change the volume the group were singing at and bring their group off at the end. They were also listening to keep in time with the other groups.

	Self-actualisation and transcendence

	Week 1: I asked the choir what the lyrics in the song ‘You’ll Never Walk Alone’ mean to them, and they naturally came to an agreement that the song is about hope. 
Week 2: the choir worked in pairs. I asked them to sing Bella Mama to each other, in their pairs, getting across 2 different emotions during the song, and the person not singing had to guess the emotion. They then discussed how they changed their voices to get the different emotions across. I then asked them to sing Amazing Grace, using whatever emotions felt right to them as they were singing.
In one of the songs the Alto’s were struggling with one of the harmony lines. I offered to change it to make it easier for them, given the time constraints of the upcoming performance, but they wanted to keep working at it, determined they would get it right, so I helped them to achieve this.
Week 3: I used ‘All I want is a room somewhere’ to encourage a different way of using the voice, accessing a ‘twang’ style of singing. They split into two groups and made decisions, in their groups, about where they could add some ‘twang’ when singing Amazing Grace.
We practice the songs on the raised area (similar to a stage) on which they would be performing to an audience, to get them used to this space. I asked people to volunteer to come off the raised area to listen and offer feedback to the others.
Week 4: I used a warm-up exercise with firework sounds, to introduce some simple improvisation, asking them to create their own firework sound for the last part of the exercise.
We talked about which words they felt were important words to emphasise in You’ll Never Walk Alone.
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Appendix 4:       Choir member consent forms
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Appendix 5: Choir participant questionnaire responses
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Appendix 6: Coding of choir member data           
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Appendix 7:  Recruitment poster for focus group
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Appendix 8: Focus group member consent 
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Appendix 9: Focus group information sheet
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Appendix 10:  Focus group questions and ground rules
FOCUS GROUP QUESTIONS: 
Setting group goals: 																
1) How much do your choir members contribute towards future plans?		
2) What kind of decisions do they contribute to and how is this generally done?		
3) 3) Is there anything you would like to add about choir members involvement in future plans?					
Collaborative learning:															
1) Does Collaborative learning take place in your choir? (or – how much do you think choir members help each other with their learning – followed by how do you allow for that to happen?)			
2) Who collaborates with who and how does this happen?				    
3)  Is there anything you would like to add about collaborative learning?
Self-expression:																
1) Is there an opportunity is there for self-expression during choir rehearsals?	
2) How does this happen?									
3) Is there anything you would like to add about self-expression?									
Choir Leaders well-being:
1) Do you do anything to look after your own well-being, as choir leader?			
2) Is this important to your practice as a choir leader?				
3) Is there anything you would like to add about well-being for the choir leader?							
Ground rules:
· All discussions in this group are confidential and must remain within this group
· Whilst I hope that we can have a natural flow to the conversation, please can we ensure that just one person speaks at a time, so that nothing gets lost – please do raise your hand or use the raise your hand button if you would like to talk and aren’t managing to get a turn. (Willemsen et al., 2022)

· I will make sure that everyone has an opportunity to contribute to each discussion topic but you may, of course, decline if you have nothing that you want to add. (Sim and Waterfield, 2019)
· There are no right or wrong answers – I’m looking forward to hearing your perspectives.
· Differences of opinion are normal. (Myers, 1998)
· All opinions will be listened to and respected.

Appendix 11: Focus group transcript, with emotions and values coding

PARTICIPANT 1: 10-15 singers, aged between about 50 and 80, SATB
PARTICIPANT 2: 22 singers, aged between late 20’s and 60, Upper voices – all teachers/head teachers
PARTICIPANT 3: Between 60 and 100 singers, aged between 20 and 80, gospel choir, SATB
PARTICIPANT 4: 15 singers, aged between about 45 and mid 80’s, S
PARTICIPANT 5: 12 singers, SATB
PARTICIPANT 6: 8 singers in one group, around 15 attendee’s at rehearsals in each of 2 other groups, SSA.
PARTICIPANT 7: 15 singers in one choir, 12 in another, SATB.
Values coding	Emotion coding
The first topic is about how we agree on goals, or future plans, so what I’d like to know is how much do your choir members contribute towards future plans? – maybe what kind of decisions do they contribute to and how would that generally be done?
P2:
[bookmark: _Hlk174044857][bookmark: _Hlk174044760][bookmark: _Hlk174044928]All of mine are quite happy for me to make all of the decisions, so they don’t have any responsibility whatsoever and they just all come and turn up. The whole point of the choir was no pressure, so they’re just perfectly happy to just sit and sing and do whatever. So, um, as I say, we only rehearse once a month, so it’s a very relaxed setting. Um, it was designed as a stress-busting, me-time kind of thing for teachers.
[pause],
Me: What about repertoire…… does anybody has any wish lists or anything?
P3: 
We always ask the choir if they’ve got any suggestions of things they would like to do. We probably work in quite a different way to most choirs in that we have more than one conductor so, as a music leadership team, we’ll all put forward our suggestions - like 10 or 15 songs - and then we’ll all vote on them, and then we’ll have a meeting to decide on what the final set will be, and that happens, um, around December for the January term, and around Summer for the September term, but we normally we ask the choir to choose between 2 songs, so we do a poll so that they can decide which song they like, which sometimes they completely regret like they have done this term. But, you know, it was on them [laughs]. And in terms of events and things, we always ask people to suggest things for us to do, and we always have a big Summer concert and a big Christmas concert, and in between…. we do sponsorship activities, or raise money for charity, or go and do some festivals or something, but again it’s all very much led by the choir who suggest things, but also the committee can, or the musical leadership team can too.
P6: 
[bookmark: _Hlk174045010][bookmark: _Hlk174045113]I was just going to say, I am called a collective so I do try and, um, involve the choir members as much as possible. I want them to feel like they own the choir, you know what I mean? We’re all in it together. I’m not just this bossy person saying you’ve got to do what I say [laughs], though I am a bit controlling [laughs]. So, I always ask them for suggestions and they’ll just give me a load, and sometimes I’ll use them and sometimes I won’t – that’s very much dependent on whether or not I can find an arrangement which I think will work, or whether I can arrange it, cause, you know, sometimes they come with stuff and it’s a great song but it’s not necessarily going to lend itself to harmony, or not that I can hear in my head anyway, and that’s what matters I suppose. Um, and also when you’ve got quite small numbers, it does limit you a bit I think in terms of what you can do, you know, there’s some amazing songs out there and all singing all dancing, you know, but you need a big choir, I would say. Um, but they always give me ideas for gigs and, because I sort of travel around, I don’t actually do a choir in my home town [giggles], so they are locals, so they’ll have local knowledge and they can suggest things and gigs and generally when I talk to them, I’m very open about the future of the choir, and I’ll say look what can we do to grow and, um, is it working, is it working for you? And I don’t do any feedback forms as such, but we do have discussions, it’s all very, very relaxed, you know, and informal I suppose really. So, I try and create an atmosphere where I feel that they can come to me with any feedback, be it constructive or whatever, so that’s my goal really, I think.
Me: Thank you. Has anybody got anything else to say?
P1: 
I pretty much echo what P2’s saying, with my choirs. I don’t want to appear too autocratic, but I have to have control in a sense because I kind of know what works, but I do try to involve them as much as possible, so asking them for any song suggestions, anything they want to repeat from the past, um, and also, if they make impractical suggestions, I don’t immediately put it down and say well no that won’t work. I say I’ll have a think about that and see if that will work, or if I can do an arrangement or something like that, but, um, I try to involve them, but they are mostly happy for me to just to make the decisions so, um, yeah, I think, um, pretty much very similar to P6, apart from the fact mine are very local.
Me: P5, yours is run quite differently isn’t it, so, how do they make the decisions in their group?
P5: 
[bookmark: _Hlk174136151]Well, WhatsApp is pretty active as a group, um, and, after every rehearsal, the majority of them, not always, but the majority of them go for coffee. When they go for coffee, they talk about choir because that’s the thing that brings them all together. So they talk about stuff, um, and, once, I think, every 3 months or something roughly, we finish rehearsal early, and there’s a meeting and they all sit round in a circle and I’m invited into that meeting and I’m definitely invited to say anything if I want to say anything - which I generally don’t particularly, because it’s their choir and the way they’re running, I am literally there to provide them with the musical support and teach them whatever it is that they bring. Very occasionally, yeah, they bring a song and you just go [laughs from other partcipants], that’s just out of your league ,or, um, just it’s not a very good arrangement – you know, sometimes they’ll get a song and they’re very excited about it and then you turn up and you realise it’s scored for 6 soprano’s and a penny whistle or something like that and it’s not gonna work. Um, like recently they got one that they’ve just brought which was a TTBB and they said oh, we can just , you know, the sopranos can sing the tenors and …. And it’s just like, urgh, this would have been so much easier if you’d clicked the SATB button, because there is an arrangement, but they, you know, so, that sort of thing. Um, but yeah, they do it all by WhatsApp, there's no leader of the group, they have a couple of people who have roles in terms of one looks after the song spreadsheet, which is who sings what part in each one, 'cause the tenors fluctuate over the Altos depending on who's taking the lead in the song and that sort of thing. They have a couple of lady tenors as well so sometimes, if it's too low they can't do it and so a bass steps up. And somebody does all the emails, formal emails, somebody else who tries to book good gigs but, generally, they do seem to eventually work it out themselves, most of the time. 
P4:
 I've been with the choir quite a while now and actually, in that time I've had two sort of different ways of structuring things. When I initially took over it was very much a case of oh, this is P4's choir, and those weren't my words, those were the choir's words, and they were quite happy to let me do everything. At the time I was working full time as well, so at times the pressure was quite great, so as the numbers began to grow, we began to have discussions about other people taking on some of the responsibilities and we began with somebody taking responsibility for music, so they became the librarian [pause], we had a Hostess - somebody to welcome new people as they came in and all that sort of thing, and gradually it evolved into, I don't like the word committee because we all get on very well, it's not a case of I'm there and telling everybody, like somebody else has said, what to do, so now we do run more together. So we have somebody able to look after the finances for me, somebody able to look after the admin side of things which, for my own well-being and my own mental health, was a real help, and we've been very fortunate because I know for some people, the feeling is with committees it all gets a little bit out of hand but as I say, we have been very lucky. So, we do occasionally have meetings, not a great deal, but they know that they are free to come to me. We use Choir Mate, and that's wonderful again for conversations, and both the committee and the members will come to me with suggestions in that way, which is really great. As far as repertoire is concerned, er, yes, we do have lists for people but, as you've all said it can, you know, create some problems with the right settings and expense and all that sort of thing. Sometimes we’ll have a themed concert -  at the moment, we've recently sung for the opening of a new care home, and so we were doing all the popular sing alongs that people would know - that's gonna form the basis of our Summer programmes that we're doing, so, yes we do sometimes have requests and I try and, er, go along with those if I possibly can, but other times they're quite happy - they like a breadth of things so I'm always on the lookout for something different.
Me: Thank you. P7, have you got anything to say?
P7:
Yes – I struggle with this. That’s cause I’m a people pleaser. I’m taking notes now – I’m gonna learn so much from this, thank you. 
[bookmark: _Hlk174045349][bookmark: _Hlk174045394]Yeah. I mean we run very much an event led repertoire I guess, so, er, they'll be things coming up and then as the lady was just saying (sorry, I'm rubbish at names), then those will be the pieces that we use. Um, but I am a sucker for people coming and saying, oo I've got this new piece - and I'm very, very bad at saying ‘no that's terrible’, and instead I go ‘what a lovely piece’, and it is for the first week and everybody loves it, and then the second week everybody's fed up, and I think ‘hmm’, so I'm getting a little bit better. But I'm not I'm not very good at that, I'm not very good at really being kind of knowy. I kind of like say ‘Oh yes let's do that, what a lovely thing’, and that can be a bit erratic, so that's something I'm trying to work on. But generally I choose the repertoire, people can feed into it, and that's absolutely fine, and I try to be inclusive. Um, I also quite like, 'cause I have lots of choirs, I love it when we all come together, as one big community, and we do that at least once a year. So, um, I do try to replicate some of the music around the choirs, albeit maybe in different formats so that, like in the Summer we've got one, like a fundraiser, we could all come together and people can sing it in their kind of like niche way or whatever, 'cause I just, you know, for me singing is about a family - it's more about the feeling than the sound, so it's that, rather than anything else, but that doesn't help - so yeah, I'm really bad at saying ‘please don't do that 57-part thing with the flute when we've only got 5 people’, I go’ yes we can do that’ and then realise we can’t. I'm gonna take lots of notes to go. That’s me, thank you.
Me: thank you and is there anything else that you’ve missed, that you want to say - it doesn't have to be about repertoire but any kind of planning. I know one of you touched on venues and concerts and one of you, possibly the same person, touched on getting new people in. Is there anything else that anybody wants to say on that topic at all, or anything we haven't said.
P1:
[bookmark: _Hlk174544802][bookmark: _Hlk174045504][bookmark: _Hlk174045572]I just want to say, because I run a drop in choir, or choirs, sometimes people disappear for some time, then they'll suddenly come back and it's very difficult for planning, to do any performances. So I’ve really kind of cut down on that now because it's just too nerve wracking for me – ‘cause I just don't know who I'm going to get, and sometimes people turn up at the last minute, having hardly been to any rehearsals and, so um yeah, that's just a thing you know, that's something that I'm dealing with. So performances are tricky and nerve wracking.
Me: yeah, so if you're asked to do a performance, how do you introduce that to the choir to kind of overcome…
P1:
[bookmark: _Hlk174045690][bookmark: _Hlk174045866]Well, I let them know. I say there’s this performance is coming, on this date, please can you let me know if you would like to sing 'cause the idea, like P2, is that the choir is relaxing and therapeutic and fun, but with the odd performance. So for those of you would like to join the performance, please let me know - and then, you know, I have that list of people that I kind of focus on. So we're running the sessions, normal sessions, where people are relaxing, enjoying themselves, and I have to sort of fit in, er, some practise for the performance. So you don't want to bore the people who are not performing, to make it all-inclusive for everybody, and I think I’ve managed that over the years. I think it works just to do that. Yeah, it always seems to work in the end - it all comes out in the end.
Me: thank you. Anything else at all about that from anybody?
P2:
[bookmark: _Hlk174047252][bookmark: _Hlk174047376]I think it's really interesting to see all the different models. Um, we rarely do any sort of formal concerts - we’re sort of like maybe one a year because of how we’re set up, um, but I always put a date well in advance in the in the diary so that I know who's gonna be there and who isn't but, um, most of my ladies are not interested in performing – they’re there purely to have a relaxing time and it's it's much more of a well-being choir, even though it's not billed as a well-being choir, but that's much more of it, it's very relaxed and they just don't want any pressure of any decisions, they just want to turn up be given something because a lot of them are head teachers, so it's their only time in the month that is for them, and I suppose I just want to make it as easy as possible really. Um, in terms of venue we use our local church which is fine 'cause I'm I'm a key holder for the church anyway. I do have it an accompanist - when we do concerts if I know that one part is going to be slightly light, I end up singing that part to boost it, um, and they love it when I do that because I'm part of the team. I know it's not your thing that you're supposed to do as a conductor, um, but, um, yeah I think it's really important that the whole well-being part of choirs is is huge and that's very much from where I come from. I think a lot of people obviously not us lot, because we know it, but a lot of people very much underestimate the power of a choir in well-being and boosting.
Me: thank you. OK, I’ll move on to the next topic then, which is collaborative learning. So, my question is, does collaborative learning take place in your choir and who might collaborate with who - how might that happen? any ideas at all on that one?
P2: what do you mean by collaborative learning?
Me: I thought I might get asked that. So I'm trying not to introduce any bias - I'm trying to be very careful what I say but so, if I rephrase it to – ‘how much do you think choir members help each other with their learning - do you allow for that to happen?’ is that helpful?
P2:
Absolutely. One of my mantra’s is, sit with the group, listen to each other and help each other out and I can hear little conversations and ‘that bit goes like this’ and ‘come on, let’s sing it together again’ and ‘we could do that bit’. Um, the hardest thing that I encouraged my group to do, is, the strongest people always sit up the front, and, I told them off and told them that they had to sit at the back, and they will go, ‘but I know what I'm doing’ sort of like, yeah, that's the whole point, I want you to sit at the back and sing AT the people who aren't as confident. Um, but yeah, as much as they can support each other is as amazing as it can be really.
P1:
I'm gonna speak. I have a different model. The model that we have is that in coming up through the choir ranks, there are people who are stronger singers, maybe, and more confident, and I try to draw them in to becoming part holders or part leaders, or whatever, because then we can learn harmony parts quite quickly and then bring the whole lot together. And I've been lucky over the years to have had some people coming through that are willing to, to be that. So I do tend to arrange songs around the part leaders, or part holders, I have got. I kind of think of them when I'm arranging pieces of music so that you know they can do that part with the group, so I'm not, I'm not like a sole leader who does everything. I've got other people working with the groups and I've done that, I've done that ever since we started. So, a bit different maybe.
P6:
Yes, similar to P2 really - you just notice them helping each other and people will, they seem to know, who they should stand by, you know. They might think ‘oh I'll go and stand by you’ and listen in, and that kind of thing. So they sort of just do that independently. They automatically sort of help themselves, if that makes sense? and then, I run a [specific organisation] choir, and they're really good, 'cause they have sectionals but, but it's slightly different, 'cause they have a committee and I just come in and do the music stuff, which is great. But they will organise sectionals and things.
P4:
[bookmark: _Hlk174048083]I go along with what everybody else has said. Just one other thing that I might add - this is where the learning tracks, where the learning resources, are really useful and just sort of to show how much the choir empathise with everything. Literally as I came online this morning I just received some tracks that one of my two basses has very kindly put together, to help other people. Now that was absolutely great, because somebody said last week, at rehearsal, could you do a track for so and so, and I said well yes, I can, but it all takes a lot of time, and it was just absolutely mind-blowing to have this guy say ‘I'll do it for you’. Now, whereas I would have had to have got my husband, who's my accompanist, we would have sat down played it, probably me try and sing it, record it. This guy has actually just taken the notes of the particular lines and he has now transcribed it and sent me the recording. Yes, I know that's real collaboration. I think because he has taken on board what somebody else has said and he has acted on it.
P3:
I’m just going to come in. So we also have an events choir, which is an audition choir, but they're part of the community choir. They absolutely have to be, that's part of the contract, as it were. And they often become kind of the people that people go to for reassurance on parts and, again we always say, don't sit at the front, although they like to, 'cause they can be a bit of a cliquey group and they like to sit together and socialise together and that's important to them, so I try and manage it a bit, so that you know, they have a bit of time. But they can, you know, sit together and things, but most of the time, particularly when we're learning a new song that they might have done previously, I get them to disperse themselves. We often find that the new members, they always come and sit at the back, and I'm like ‘no you need to sit in the middle, because that's when you know you'll hear your part and you'll be able to pick it up much quicker, so you, know it's about encouraging people to do that. We also have… we give out part tracks and things. We don't give out sheet music as we're not a sheet music choir, but we also have sectional rehearsals which are really useful for every single concert. We meet as, as a section and, and everybody finds that really helpful. And it's an opportunity for them to socialise and to get to know people within their group and, and then work on particular bits of the songs.  And they get a lot of support and find that really helpful, and I would say the most sociable group in our choir that kind of help each other out are probably the tenors or the tenors slash basses - sometimes we have bass parts – but, mostly, a huge amount of the contemporary gospel music doesn't have bass parts so it's, it's mainly tenors and bass having to sing very high, but yeah, they generally, they really help each other out and they have a little WhatsApp group between them, and they’re very supportive of each other and, yeah, that’s generally how they work.
Me: Thanks, P3.  So, I have a couple of questions for you. Who leads the sectionals? Do you lead the sectionals, or does somebody within each group lead them?
P3:
Yeah, so the conductor of each. So we basically have a day, it’s normally Saturday, and we just come and the conductors are there you know, from my half eight, till, I don't know, 6 o clock in the evening. And we just portion out the sectional times, so they each come at a different time, but each conductor will lead their own song, But will ask the choir what they want to work on, or the section that they want to work on, and then that's what we'll prioritise for the session.
Me:
OK so there's more than one conductor for for your choir.
P3: yeah 
Me:
OK, thanks - and you mentioned your events choir, so that's a separate entity that comes in and also sings in the larger choir – have I got that right?
P3:
Yeah, so part of their kind of contract is that they have to be part of the community choir, and we just rehearse an hour before our community choir session. I mean it's really when you can't well, when, when they want a slightly different standard of singing, or want slightly more contemporary or quite tricky songs if, you know, if we get booked to do things, largely you know quite often we do, we still do free stuff - it's for charity and things. But we, but you know when they can't fit like 60 or 70 people on stage, you need a, you need a slightly smaller choir. But it also helps us market the choir to possible new members and things as well. Yeah. 
Me: so how many do you have in your events choir?
P3:
So we've got 25 in our events choir, but I think that choir is very changeable, and we've also had massive issues with COVID and things, and the lockdown has had a massive impact on the choir - and it took us absolutely ages to get back up to even semi normal numbers, 'cause before COVID we would probably have, particularly for our Christmas concerts, we would have about 120 singers, and now we get about 60 or 70, so there is definitely a big change in numbers. And also because we're based in the City centre, so you quite often get people that will be students, and so they'll come and do one thing and then they might go off and do another thing or, you know, and I definitely notice, with lockdown people mostly, choir was not to do during lockdown was it? And then people found other things to do like netball or, or other stuff that was a bit easier to do, and singing is still, I think, considered a bit risky because, you know, we’ve still got cases of COVID and, even when we don't have cases of COVID, we've got cases of other, you know, things going around and, because we're quite a large choir, and also a quite diverse choir in terms of ages, and obviously the older population, I think,  felt like it's too risky to sing, so then they haven't, they haven't got back so
P7:
[bookmark: _Hlk174049348][bookmark: _Hlk174049398]Yeah, it’s really, really interesting, because my experience couldn't be more different. I'm thinking collaborative - I kind of understand that's where people work together for a common aim - is that would that be a good kind of precis of what, you know, where you're working together? I'm just thinking my choirs don't do that. They don't do that and, and I was, I was thinking about why. It's not because they're horrid people but I, I think it's because they don't have a common aim and, and I think, I mean I don't know if I mentioned, but I'm a music therapist as well as a choir leader. So, I wanted to run therapeutic choirs and found out that you need to be a therapist to do it, so I trained very recently, so I also had to do a third year MA study, something very similar so I, I feel you on this and good luck writing it all up. So I don't know why, but I've always run choirs that are very kind of, I don't know, feelings-based. I tend to have a membership of people who have a lot of anxiety, have a lot of mental health problems - in my younger choirs I tend to have almost exclusively children with special needs. I seem to kind of, I don't know, even though I think I'm not a bad musician, I seem to have people that come for feelings rather than performance, but, but here's the interesting thing - if you don't have the performance and you just make it, in my experience, when I just said OK let's just have fun, and it's just ‘have a nice time’ or it be therapeutic, then I found that then people get a bit bored so you have to, for me, I have to have this kind of juggling act where we have a performance so that we've got something to choose our repertoire on, but actually how people get there feels a bit of an individual journey. So I made a little note of why we don't have a common aim and in my choir, just very briefly, I think I have people that come for a sense of purpose. I come to this choir because it's something to do. But there are definitely musicians that come to my choir that want to get better at music. I definitely have people that come because they think it's going to help with their physical health, which of course it will do. I have got a couple of people who come because they want to be leaders, so they come for their own self esteem 'cause they’re, you know, the top sop, or they feel like they're the soloist. They come for that kind of feel - some just because it's who they are inside. Often they're not musicians, but they feel that singing is their thing. And then some just come 'cause it's fun and it, you know it, it ekes out a couple of hours, and so when I think about collaboration, that's quite tricky isn't it? Because I might have two people in one part who want very different things out of that choir practice experience. I might have one person, if I take my tenor for example - I've got a female tenor and she really wants to do well - she's a high achiever she's, this is her time, she loves it, she's kind of like an unmusical musician - she's always been a musician, but she's never had the chance and now in her later years she's got the chance to do it for her - but then sat next to her is a very good tenor who just makes the whole thing up all the time - it's all just fun, but he's great, he injects this kind of vivacity and joy - he doesn't sing awful, but he doesn't necessarily sing what's there - he goes, he goes his own way, so it would be very difficult for them to collaborate really, 'cause they're coming from such different places, but they, you know, they’re friendly and everybody's inclusive but everybody's got their own journey. And so that's really interesting, from all of your experiences and like, and yeah, maybe that's 'cause I have this kind of duality in my work, and it does cause a bit of friction I'm sure, 'cause the musicians I'm sure want me to be more ‘please use your learning tracks, please practise please come to this practice’, but I have lots of people that just want literally just to kind of process the day or the week, so it's an interesting one and I'm, I'm writing everything down.
Me: So, P7, just a quick question - so you said you have some people who go because they, they, might want to take a lead and maybe they, they have an opportunity for a solo - so are there any other ways in which they might have an opportunity to take a lead?
P7: 
[bookmark: _Hlk174049593]yeah, I have realised that and I give them roles where I can and, you know, so we have like a pseudo librarian. We have an administrative - absolutely yeah, giving people that role. Where I then struggle, which is going back to my original thing, is that, is that what I then find is that the Power Distribution can become unsettling, and those people can then try to be saboteurs and try and move the choir their way. And that’s something I really struggle with, 'cause I'm not very assertive and I can let that happen, and then other people can start to be, well ‘no no no, that's not what you said last week’, so I'm trying to be better on – ‘then we've got to do it this way, I’m gonna hear you, but sometimes that might not be right’ - so I do absolutely I, you know, I want and enjoy people helping and try to, you know, and, and we do lots of solo work because I believe in that for individual growth, but it comes at a price - there's a risk attached isn't there, for giving somebody, or there might be, unless you've got a committee or a sense of ‘this is how we manage it’. It's a complicated process, isn't it?, running a choir - well maybe it just is for me [lots of head shaking from others] – everyone else sounds really like they've got their ships together [more head shaking] but, yeah absolutely, you’ve gotta give people what they need, 'cause we’re also a commercial enterprise, and that's why they're going to come, they're not going to come if you're not actually meeting their needs where you can. But yeah, then I do find people that will say ‘no you must do it like this’ and want to rise right to the top and say ‘well I'm going to be in charge’, so I’m mindful of that too.
P5:
They do, in rehearsal - they do a lot of chat. we will do a little run of something, and I always end up, you know, I've got my points that, you know, as they go through you’re like writing down mental notes… page this, bar that… whenever we finish I always give them time to collaboratively talk to each other, because often they sort the problems out themselves, but not always, and they do chat and sort things out - sometimes that gets a bigger problem where, like one group, they don't have any problems as far as they can see, and they got one group that are like all having a good old natter, and the interesting thing that also happens is, we've got the rule when they started with this choir, apparently, was the learning track is the is the, the Bible. So not score, but the learning track - because there are people who don't read music within the group - so that comes tricky when I say ‘no the rhythm is like this because it says da, da, da, da’,  or there’s a funny note, or something like that, and then there's three people say ‘well no, it's not on the learning track, that’s not how the track goes, the track goes like this’, so we have this sort of  problem that often arises, and we have to work through that as a group and decide, well the learning track, that's the rule, but actually the learning track is wrong sometimes, you know, and so every rule has a point where you can break it. But I guess that learning track thing is a problem, 'cause I don't listen to that, I'm just a score person, I just sit down and work from the score. But there are others who will write out their own sort of lyric sheets, 'cause they've just been listening to the track - they haven't even looked the score - sometimes they’ve got the wrong words, if they’ve heard the wrong words, and things like that, and they share that in their group sometimes.
M:
So, P5, who creates the learning tracks?
P5:
They buy them most of the time, yeah - occasionally we've done something where they've sent it to me and said ‘can you create the tracks’, and that's obviously a lot easier, 'cause then it matches, or at least those that don't read music accept that it is what it is .
Me: thank you . Is there anything else that anybody would like to add about Collaborative Learning at all?
So my next topic for discussion is self-expression - is there an opportunity for self-expression during choir rehearsals and how, how might that happen?
P2 - who's self-expression?
choir members, or ours?
Me:
Choir Members. Yes -  P7, I thought you might be quick to dive in on this one, 'cause you did kind of touch on it
P7:
[bookmark: _Hlk174049843][bookmark: _Hlk174050019]Ah, this is one place that I am confident with. Yeah, part of the growth and part of the therapeutic journey for me is that people can find their voice literally – and I’m a feelings-based musician, so I’m not very good at keeping to the score – I try, but if I find that I want a rubato a bit more then I’ll do it, and that's just the nature of the musician that I am. And one of the things that I really like to do is use either teso type music or community voiceworks, which are just really simple little things [P2 nodding], and sometimes we will use them a bit like a meditative chant, and we’ll use a very, very simple one, and ask people, but quite safely, and with quite a few caveats, um, we'll just sit on one like… there's a lovely one… oh, Amazing Grace - just a very, very simple one, and we, we rehearse in the church that’s got lovely acoustics and I invite people to choose a line, and they can choose whatever line they like, or indeed to improvise or extemporise, or add things - and we'll sit with that for a bit longer than, you know, we need to -we're not doing it to kind of explore the sound but we're doing it just, just to see if people would like to have a go at improvising about, about making their voice heard, about just having some fun with the music. I I do it very carefully, and my group are quite used to it, and it's quite fun or, for example, after lockdown when, when I felt that the choir were quite stressed, we used it quite a bit more in that, we didn't spend ages, and people could access this process however they wanted to, so they could just sing their line, as a choir, or they could try another line or they could make up a line, do you know what I mean? They could do what felt comfortable for them, but it just gave people a kind of a sense of improvisation, and just what happens when we just have a bit of fun, and just to offer people that, that growth opportunity really - obviously half the choir found it terrifying, and I had to manage that, but we just did it for a little bit just to say look, you know, you can add things, you know, music can be spontaneous, you know, sometimes there isn't a black and white, although I know there should be. So yeah we, we do that, and hopefully that's a way of self-expression - yeah that is, so that's, yeah.
P2: 
We use exactly the same piece to do exactly the same thing, and they love it. And I very helpfully launched the choir in September 2019, so literally just before COVID. And it was something that we needed, that space…. so we've done a lot of those kind of two or three-part repetitive, sort of, you can sing it and sound great without having to think, and then I've got some other people that do like to share their improvisations over the top, but others that find their solace in that repetitive nature, and I introduced with that moving around the room and, and so they would interact their sounds together, and some people just chose to stand in the middle, so they could hear the whole thing just evolve around them, and it, it was so powerful…  the whole mood in the room change. And they would all come in each week and say ‘can we start with Amazing Grace, can we start with Amazing Grace, can we just do that, 'cause we just need that (deep breath) moment’ and it was, it's just glorious, and they still go back and ask to do that.
P7: I think that's amazing – P2, can I ask, I think do you, do you work with gospel type choirs, did I hear? is that you? What sort of choirs do you run?
P2:
It's, it's not gospel, it's the [specific county] teachers choir, and there's a lot of head teachers, there's a lot of just general teachers, there's a couple of retired people, and we rehearse once a month. And the whole point is, it's a brain break, it's me time, which is why I end up making all the decisions and because nobody wants that – they’re there just to be, and they want, because they have to make decisions, and some really hard decisions, every single day in life, and so they come -  we only do it once a month because they can't, as you can all appreciate, teachers just don't have any more time than that, and they just wanna turn up sing and go [deep breath], OK, I can do the next I can do the next few weeks. 
P7:
That’s brilliant. Thank you 

P6:
That’s amazing P2.
[bookmark: _Hlk174050507]Yeah, a bit similar. I've done some songs that just allow themselves to have a bit of space and you can improvise a bit. I've written my own little round kind of thing, which I want to develop a bit more, but they have like added a drone to it, and things like that, and I just said, you know, ‘make it up’, and I think they, they hate that, they feel like, you know, very scared. But I I just try and foster an environment where they feel that they can, and I think it takes time, but, bit by bit they start doing it. And walking around the room is great as well. I, I've had, I've had tears before, in certain songs. I've done an arrangement of Fix You, and that's had so many tears with that but, in a good way, ‘it’s got me’ you know, and even like repeated tears, so ‘it's got me again’, you know, and we just, we’re just all so supportive, so people feel that they can, that it's OK to cry or express themselves, and it's a safe space you know - I think that's, that's the main thing isn't it, to create that environment really, but they feel that they can, that they're allowed to do that and they're, like P7 was saying, about finding their voice, you know. I want them to, to be able to do that, and it is that time for them - and a lot of them lack confidence, and feel they can't sing, or they've been told they can't sing, so they hold back, you know, so I'm trying to nurture that and get them singing, and just say ‘this is your time, don't be scared’.
Me: so how important do you think that is because, I think, that all three of you have mentioned that that some of your singers find that quite scary, so how important do you think it is to get them over that and to actually get them involved in expressing themselves in that way?
P2:
I don't think it is at all. I think that, actually, for some of them, just turning up and opening their mouths and singing is their creativity… I go back to my my teaching background. Some kids need structure, painting by numbers, some kids just need the outline and they can fill it in, some kids don't need the outline at all, but, for each of them, it's still creativity - and it's still personal, and it's still a growth and that, that's what I see with the voice - some people need that structure of ‘this is what you sing, this is how you sing it’. Some people need the.. ‘this is where the melody goes, think about how you want to interpret the text and the emotions in it’, and some people you just go, ‘just do what your heart says over the top’… and for each of them, all of that is valid and all of that is self-creativity, and I, and I think for people to say ‘oh improvisation is the, the freedom’, actually no, just being able to use your voice in any kind of creative way is the freedom
P6:
Yeah, yeah, good point, and I think it really is up to them to get out what they want, isn't it? They, they have to take responsibility for nurturing themselves, and both then being told ‘this is what you need to do, and you'll get this from it’ kind of thing. 
P7:
Yeah it's absolutely, I mean it's in, in music therapy so across the way, voice is one of the most, for obvious reasons, one of the most intrusive internal forms of music making. We can't blame anything, so if you play the piano, or any other instrument, if the noise isn't great, you can kind of say, ‘well the instrument’s not great’, whereas how we sound is a direct, for therapists particularly, is a direct illustration of how we feel. Er, there's a lovely lady called Diane Austin – I don’t know if you’ve ever come across her, and she's a music therapist, and she works, um, just with voice, so she's got now voice in music therapy so it's a shoot off, it’s a spinoff, going towards kind of your neck of the woods really, um, but basically, she talks about how big a deal it is for people to use their voice, particularly as quite a lot of people, in fact maybe even the majority of people, have been told all throughout their lives that they can’t sing, either by teachers at school or by people in their homes, so actually it becomes quite a thing. This is my experience, because I have lots of those sort of worries with people in my choirs. So whenever I do improvise, I always give people the opt out – just feel free just to sit and listen, just feel free just to sing your line, sing the thing that feels safe, have a play, but people are given lots and lots of opt out, and I monitor how people are engaging with that and whether people look awkward and, if need be, I would bring that to a conclusion – just because I do have people with mental health conditions and I’m mindful that can be very intense. However, as P2 was saying, if it goes right, and we call it communicative musicality, in other words, the music that binds us emotionally. If that’s all flowing beautifully, then you get those moments of outpouring and connectivity and those kind of shared emotions. So I think it’s a very powerful beast, but it’s a great one to use. But I always offer an opt out. You don’t have to do it, we won't stay on this long you know, and if anybody's got any problems, come talk to me at the end. But, yes, great thing to do.
Me: I think you’ve kind of tip-toed around it, but I just wondered how important you think it is to provide the opportunity, whether or not they, they do take part-  is it really important? do you feel it's really important for you to give them that opportunity?
P7:
[bookmark: _Hlk174050832]for me personally, I think it's completely vital. Because a choir is made up of individuals, so giving individuals a chance to, to just do something different, or to sing that thing that they've got, I think is, is absolutely life affirming. But that's, you know, it's, it's not what’s written on the paper right. But it's great that they do it, but that's - I run a very different type of ship I guess.
Me: thank you and I can see that P2’s also nodding away there, as well. Are there any more, cause not all of you have contributed to that at the moment - are there any more thoughts on that at all, either way, because as I say, we've got different choirs, we’re all different people and, and there might well be differences of opinion, and it's really valuable, for me, to capture those differences as well, so I'd love to hear from more of you.  
P5:
[bookmark: _Hlk174051026]Well, two thoughts going around my mind. In my choir, I would say that we've never done any improvising or any of that sort of thing - it just doesn't happen, but there's probably, I think it's just me, I think choir as well. We do, do warm-ups where we might be doing some chords and things like that walking around the room, we do a little bit of that, but when it comes to actually the pieces… they are following the dots and the notes that are written and none of them, I don't think, would necessarily lend themselves – it’s all pop tunes, things like that, that one of my thoughts, we, I met Sarah at the weekend on a choir leaders course, and I was one of three men out of 40 something lady choir leaders and, obviously, again, looking at the group demographic here, I often wonder whether the community well-being choir, there must be other men, and I do do some sort of community choirs, I do afternoon choirs and other things like that, where it's very much about turning up, having a good time, friendship, and all of that sort of thing. I struggle with, I don’t know if its as a man, or whether it's just me, talking about emotive content of songs and things like that, so maybe my choirs - people who turn up for that, either they're missing that, or maybe they do turn up to my choirs because they don't get that and there is that thing of, we were talking a lot with other choir leaders about all sorts of things, actually being true to yourself and do what you do, and let the people come to you because that's the style of choir that they want and they feel safe with, and not to change dramatically because you've heard or someone does this because, if I started talking about what the lyrics might mean and how does it make you feel, and stuff like that, I think half of my choir would leave, but there is another group of people that will be going to a choir specifically for that and to make sure that you carry on doing what you're doing. Listen to other people, but be yourself and not be attracted to these other things unless you really want to go that way. I don't know whether it's a male/ female thing, or whether it's just a [me] thing - don't know.
Me: thank you. P1, did you have any thoughts at all on this subject?
P1:
[bookmark: _Hlk174051170]Yes. I mean, over the years I have tried to introduce more improvisational moments and we've really only got sort of a short amount of time to do the sessions, and I think people, actually most of, the majority of them, are uncomfortable with it, and it would be something I'd have to kind of really work on, and kind of really build up to, and for them to be more voluntarily wanting to do it you know, they come really because they want to sing the songs and you know it's tricky - I would love to do more.
P2:
[bookmark: _Hlk174051253]Don't get me wrong, I love this kind of stuff, but we do do structured stuff as well - this is just the little opening sort of warm up-y bit, to get everyone in the right headspace for, for using their voice. And sometimes we would do it as an end activity, just to sort of send people off on a high,  but we have all that sort of structured, ‘this is how I want you to do it’ kind of stuff as well - it's not the whole session, it’s just part of the session and, actually, a very small part of our two hour rehearsal. It might be like just five or six minutes at the beginning, so yeah it, I I think there's space for everything, but, um, I don't do the whole session like that, 'cause that would drive everybody nuts.
 P4:
Just one other little thought, listening to everybody. We don't do a great deal of improvisation - if we do, it will be in warmups, rather than in the main repertoire, but if we're talking self-expression in the big picture, we do quite a bit on body language.. and I like to try and encourage people to look happy, to look as if they are enjoying it so, you know, some of them will bury their heads in their scores (we use scores for nearly all the repertoire), so some of them will have heads down all the time, buried in the music, so I do quite a lot of various activities to try and engage and get their faces to be expressive  and, using the eyes and the smile and, and all that sort of thing, so that's just sort of another take on self-expression.
P3:
I think, obviously, we’re predominantly a gospel choir and I think the nature of the music is very emotive and, and so it naturally lends itself to people wanting to kind of be able to, to share that - there are some people that, you know, if we add sheet music I'm sure that they would have their heads absolutely down on the sheet music and sometimes we absolutely we have to teach people how to be emotive - particularly people that maybe are not what I would call kind of church goers who, you know, worship and, and sing, because generally if they, if they were worshipping ,they might have a bit more kind of confidence to kind of move their bodies in a way - we do like choreography in terms of, for some of our songs, but then other songs you know, particular things like Amazing Grace, and things, we would want them to really feel it -sometimes we ask them to close their eyes and actually then we find that they move their bodies a little bit more because they're, they're very self-conscious, so sometimes it's about teaching, you know letting them be comfortable to do, to do what they’re doing, and some people just will never be that comfortable and that, and we're kind of obviously asking them if they if they can move their body, then maybe try and show it on their face – but, most importantly, to think about what's important to them when they sing their song and, as I said, not all of our choir have faith, and so we say, you know, ‘think about a loved one, if you, if you're not religious’ and, obviously, in gospel music we do, there are ad libs and solo’s and things and, again we, we ask, we kind of help people to become confident to do that, if they wish. But you know like, I agree with P2, you know. It's not for some people, and some people just literally want to sing in the choir and, actually that's good, because if we had everybody that wanted to do a solo or be an ‘add lib’er, it would be a complete nightmare, and we already have quite a structured way of doing that, so we run solo auditions. We have solo we have workshops before the solo auditions, so that we can give help people and give them confidence, to those that don't have don't necessarily have the confidence, or haven't done solo’s before. Because it's a community choir, we really want to kind of encourage everybody as much as possible to, to be part of that. But there are solo auditions because there, there is, it sounds rude, but there's a certain standard, and people pay quite a bit of money to come to our concerts, and we have a professional band and things, so there's that balance, and we would find it difficult between wanting to give people a go, because once you give them a go, that you know, they might become more confident, and it might help them improve in the in their vocal ability, but also, that you know it's got, it's got to be the right type of voice for that type of song, so it's a bit of a balance from that perspective.
P1:
I just wanted to say yes, because, with the two women I’ve got at the moment, who are helping lead the choir parts, both of them really, really wanted to do it, and were so scared and kind of came to me very quietly and said, ‘oh,  I would quite like to do that’, so my, so my work over the last few months has been to really help them grow in confidence and bring them forward, so they, they feel able to be a bit more of a leader for the parts. I just wanted to say that, that's, that's a form of, within the choir, two people who wanted to express themselves in that way, but were terrified and then coming forward and growing stronger. 
Me: P5, I hate to put you on the spot, but I know that you've got to hop away in a minute, so can I just direct my very last question at you initially please?
So my last question is - do you do anything to look after your own well-being as a choir leader and, if you do, how important do you think that is to your practise as a choir leader?
P5:
[bookmark: _Hlk174015436]Well, no is the answer and I should. Yeah, I know that when I get to the end of term, the last week in a half term comes and my wife says, ‘oh, it’s the half term coming isn't it, 'cause you're grumpy’. I'm trying to tie up ends, there's concerts and you're also trying to plan the next one, so that you can have half term off, and it will get, yeah, and so we should, I should do more stuff of not doing planning and thinking choir and stuff. I don't, I don't know what the answer is, because, well I am, one of my choirs, my Monday evening choir which is, is the only choir that I can say is my choir - it’s not committee led, it's not run by [an organisation] etc, and all the rest of it - my choir - I have now started to create jobs for people, so that's good, And there's sort of, there's now a social group - they don't want to call it a committee - a social steering group, so they're going to be planning events and parties and all that sort of thing, which is one less thing for me to worry about. Somebody who's now said ‘I'm gonna organise the Tea rota’, you know, so I'm slowly relinquishing some of my things that I was doing for it but, yeah, I, any tips or tricks, please let me know as a way to make life easier.
Me: I’ll send you a transcript so you won't actually miss out on anything.
P5:
I can’t actually think of anything else but, yeah, we should do. But I, I did think sometimes singing in a choir does help. I must admit, I have done that like two or three times this year, going along and helping out with another person, and just being in the back row – sniggering, being naughty, all that sort of thing, like everybody does, like good, it's fulfilling to think [laughs], I'm not in charge, no responsibility, and have a good time in the back row - it's good fun.
- lovely to meet you all, I must go.
M: thank you so much P5
so yeah, who would like to come on next to talk about your, your own well-being as a choir leader 
P6:
 Yeah, I find it really, really hard to switch off, it’s a nightmare - my mind is always like this. Yeah, so it's tricky… but I do try-  I've just joined a chamber choir, actually, so that's really nice, because I haven't really sung early music since, since Uni, and I never did it a lot then, actually - I've always listened to it - it's always my go to for, well not always, but sometimes you know it's the thing I do for, for winding down and stuff, a bit of renaissance, you know, or baroque, or something - but to actually be singing, it is really nice - it's a bit of a challenge and it totally gets me away from everything, so that's really good. And I swim in the sea, all year round - one of those people, but I don't have a dry robe [laughs] - yeah that's, that's amazing for me - that is my, and I get really annoyed if there's lots of people on the beach, talking like, ‘sh’, my solitude, you know. So that is amazing, and I'm lucky to live, live in Cornwall and do that, so yeah, but it's it's hard, isn't it? I do try not to reply to anything on a Sunday - you know WhatsApp, Facebook - you know what it's like – everything, people can just message you whenever and the [specific organisation] are terrible for that,  they've got all sorts of like multiple groups, and then I get involved in, you know, they include me in everything, and they will just message at all hours and every day, and I'm just thinking, ‘no I'm not going to reply, that can wait’. I have to be quite strict with myself… I'm not very assertive, so
P2: 
yeah I really struggled with this for a long time, but I've set myself some boundaries now, and I keep, 'cause I'm a school teacher, I work in schools, and a good example of this is someone messaged me yesterday - I mean it's bank holiday, and it's half term, and so my response was ‘thank you for this, if you send me an e-mail I'll get to it after half term break’ - so I've acknowledged it ,but that's it, and I now flatly refuse to look at any emails or respond to anything after 7 o clock at night, and it's made a massive difference. I, I I’ve started doing am-dram again, just for fun, and not even lead roles, which kills me 'cause, I love being the diva [laughs], but just having no responsibility. I tried singing in choirs, and I just sat there and went, ‘urgh, I wouldn’t do it like that, can you sort that out, urgh’ - maybe I need to find a higher level choir [laughs], but I am a control freak and I find that really hard, so, it's finding whatever switches your brain off. I have a fabulous puppy, which is why my camera keeps moving, 'cause he's sat on my lap at the moment and keeps wriggling, and just getting out for walks with him - again the beach, near the river, anything, or even just out in the garden - but it's, it's really hard to do it - you have to be really strict with yourself, and I learned that the hard way - the fact that, you know, if you don't… what, what's that cliché? - if you don't make time for Wellness, you'll be forced to make time for illness.
P3:
 So I will say I think my situation is actually quite different to everybody else’s, so actually the choir is my is my solace. So I'm a parent carer - I have two children with SEND, so actually I find the gospel choir is kind of like my, my thing - and it's how I cope with, with life. So I don't really switch off, but that's OK and I have, I have fingers in lots of pies as it were, but, as I said, that's kind of like my coping mechanism. I'm really lucky that I don't have to do as much as I used to do, back when I kind of took over in 2006 as director. I was doing a huge amount, but now we've kind of got like a set way of doing things, so we, you know, kind of set way of doing things for our Summer concert and our Christmas concert are pretty much the same every single year, apart from the music is different but, you know everything else, it has like a process and I have people that will help for some of that - for instance, like when we're running the choir on a Tuesday, if I can't make it, it's not the end of the world, because obviously we're sharing the conducting role and I have a committee, and I have a welcome team who, who assist with all, of all of that, so it's not the end, you know. As a parent carer, sometimes Tuesday, I just, just sometimes things, life gets in the way, and you can't make it, but, but you know, really it's kind of like my way of coping with life, so probably a little bit different to everybody else.
M: do you think having different conductors within choir does help with that?
P3:
[bookmark: _Hlk174053325]Definitely. It also means that we, because we all love singing, so actually it's great, because we have, have the privilege of being able to, to conduct the choir, and we all have different styles and different strengths, like people can easily say ‘oh that's a [P3] song, or that's a that's a [person’s name] song, and even our pianist, who’s the only kind of properly paid member of our choir, if there's an acapella song, he’s now started to teach an acapella song, which is really nice, 'cause it means he, he gets to, he gets to conduct as well and, and I think the choir like it because, as I said, we've all got different styles and things, and so we, so they learn, and in particular, the tenors, they love it when our pianist conducts, because when he sings it, they can hear it - they can hear the part better, because it's in, it's in a male voice, and also we love it because we love to sing and, you know like, particularly, you know people have been in the choir for a long time and have a real passion for the music. It, well I think, it would be really sad if I wasn't able to sing as well as conduct. I think it's a, it's a great way to run the choir, and it's a real privilege .
P4, did you have anything to contribute to this one
P4:
[bookmark: _Hlk174053405]I mentioned earlier,in the early days of having the choir, when I was working, it was pretty stressful, but now, P3, I go whole heartedly with you. I’m in a very, very similar position. Since I’ve retired, the choir is my go-to. I do so many other things, many of which I do get stressed out with, but the choir is the one thing, you know, I might sort of go out on a Thursday evening thinking, oh gosh, I could really do without this, but I will go home when the adrenaline’s kicked in, and then I’ve got all the songs in my head and I really am uplifted. It is my go-to, and I’ve also, now I’ve got the time, I’ve also been doing some other work with other choirs. Nothing like what I do on the Thursday evening, but I am having the opportunity to do a church choir - very, very occasionally, and other little projects which I just love. It’s Great.
P7:
Yeah, I think I agree with everyone really – um, yeah, I’ve got 2 special needs children, so music is my therapy, absolutely, so it is definitely a happy space. But I do think, I found this really therapeutic and, in my world, we have peer supervision, and we also have line supervision and, actually, I think, maybe, if you're particularly, if you're working in a well-being environment where you're not just working with, you know, the notes and the score, but you're working with people that are burdened and troubled, and they're going to be telling you  some of these things or you're going to be picking up on these things, whether actually, it might not be a bad idea to have regular, you know, once a term, peer-led supervision – where, exactly what you're doing here, where you just meet other people, and you think ‘oh it's not just my choir that does that’ or ‘it's just not my group’, so, I mean, just something that you know - for the record and, if anybody ever wanted that, I’m about to do a supervision training, but I'd be really happy to facilitate something like that 'cause it's very interesting so, I think talking to other people, other leaders confidentially, I think is probably really helpful if you're, if you've got a caring aspect to what you're doing and, I'm guessing [M], you probably, you know, people are coming and talking to you about their responsibilities, and you will get, you'll get kind of secondary trauma from that - I mean that's the truth that you're, that you're going to have to do something with that, for yourself, um, but yeah, for me, music is my therapy, so it's, it doesn't feel particularly onerous. Where I struggle is where, um, because I'm a therapist, people will, will, you know, will resonate or will soundboard or, or, I know that they're going through something, and they'll, they'll, they'll share that, and that's an additional burden, and I might have to, I can bring that up in my own supervision that I have, and we have to have it regularly, like, sort of monthly - it's just part of our thing, so it's useful for me I mean, certainly with the dementia choir, because that is a therapeutic one, a clinical choir. I have to, by law, have regular supervision within that so yeah, well-being is really important, absolutely, but yeah, the choir is my well-being, absolutely – it’s happy, isn't it? Happy, happy.
M: so, do you think,  do think it would impact the choir if you didn't look after your own well-being – I can see some nods going on there from P2 and P4-  anybody want to say anything on that one please ?
P2:
so it did - it did impact my choir when I wasn't looking after myself, and they knew instantly, when I turned up, whether I was able to give what they needed from the front without, yeah and, and sometimes that's just sort of like, I don't, I didn't have it in me, and I think we need to be really careful how much we share of ourselves, because, I think, as we said earlier in this, singing is so personal, and it's such an emotive thing that we can't help but share, whether it be literally or subliminally, how we are, and I think if you're not looking after yourself, then it can impact the choir because they can see that you're not right - does that make sense? 
M: yeah, yeah it does thank you, yeah - has anybody got any comments, agreements, disagreements or different perspectives, or same perspectives, anything at all on that?
P4:
Just to add, I think my mantra, if you like, is to never take anything from my outside life into choir - I will always go and try and put aside anything else that might have happened - whether it's when I was working, or now. I always treat choir as something special, something fresh, and I really try my hardest never to carry anything over, because, as was said by the rest of you, the choir will know - they will know whether you’re your real self or, whether something's up
M: so if you’re not looking after your own well-being, how difficult do you think that would be to leave things up at the door as it were
P4:
I don't know -  I suppose you have to be positive, just be positive all the time and not take the negativity with you - I mean I, you know, I, I like to be a happy, bubbly person with the choir and they would soon know. I mean, you know, you know I've had a period of not being very well, and the support that I got from the choir was incredible because they only had to look at me, physically, to know that things weren’t right. But, as soon as we started choir – OK, I adapted to do it in a slightly different way but, they knew it was me, they, you know, they knew and they, they gave me a lot of support, and I think that helps as well, but you know, you know they're behind you, and they're supportive- it was it was very much a 2-way thing .
M: thank you - has anybody got anything to add on that subject of your own well-being as a choir leader? 
P3:
[bookmark: _Hlk174054684][bookmark: _Hlk174055004]I guess, as I said, I, I do use it as my therapy and I think, I think, we all, as conductors, come to choir for different reasons – and, actually, I think, sometimes it's good to be honest with the choir, and just say I'm, you know, this week I'm having a bit of a rubbish week. But actually, you know, 'cause I think people don't realise, you’re human and, you know, 'cause I can, I can, I'm very good at what, what people call masking – I’m very good at kind of just putting a happy face on and, just pretending, like, things – but, you know, sometimes I think it is good to be, to be honest and, and, you know you then get that kind of support from the choir, and also, you know music is therapy - it really, you know I can, I can come to choir feeling in a really bad or grumpy mood but, by the end of it, it can be transformative and, and, you know, I can feel, you know, much, much better, and have a bit of a brighter outlook on, on my situation, so it's, it's not just for the choir, it's also, it also aids our mental well-being and things as well. 
M: do any of you have any comments on what P3 has said really after did do any of you feel the same way as P3 or do you feel differently?
P2:
[bookmark: _Hlk174053853][bookmark: _Hlk174055190][bookmark: _Hlk174055254]Massively, particularly with the teachers choir – it, it's my brain break and, just the sound that they make and, it's so inclusive and, I turn up and, and we'll get hugs from each other - it's, it's one of those - and then I struggle with a mask, because everything is written on my face, and and ,I I am heart on the sleeve, I always have been - but it's really hard, 'cause I have to force that mask when I'm with my children's choirs that I work with, so the teachers choir I turn up and I'm just me and I think they love that because we, we, it's a safe space and we all turn up as we are and, if we've had a bad week,  we'll share it, we have a 2 hour rehearsal, but the middle 20 minutes is tea and cake and, and it's, it's really hard to keep it to, just sort of like 15 minutes, 'cause they're all gassing and, and, and sharing those stories that teachers need to share to get off their chest - and it’s a safe space, so I think actually it is a haven and, and I love doing it, but I do get those moments of ‘why is it this week’, 'cause we do it on a Saturday morning once a month and sort of like, I just need to stop… but I go, and I'm just so uplifted by the end. 
M: so can I just just check that I’m interpreting correctly - would you say that, that by you being completely yourself at your choir rehearsals, you would say that that actually has a positive impact on your own well-being?
P2:
[bookmark: _Hlk174055326]Massively, and a positive impact on them as well - we are a massive team together, and we uplift each other, 'cause teaching is just so hard at the moment, so hard for everybody - don't even get me started about things that have been said for the latest general election - it's, it's just ridiculous, and we're in a massive crisis of recruitment, and everything, and we'll bring that into that room, but that room is so special that we can just go [big sigh] and, and I think it's turned into much more of a well-being choir for everybody, including me, um, than I ever thought possible… and I think it's my, my own well-being journey has been boosted by leading this choir and, if I hadn't have led this choir I think I'd be a lot I, I wouldn't be as far on as I am.. I mean you probably picked up on the fact that I've, I struggled a lot in the last few years, and I had to make some major changes -  I was left really screwed up after COVID, and so much so that I, I got to the point I didn't want to leave the house so, actually being able to go out and do something like this was, was huge, and, to have people that had been through that whole COVID schooling, sort of like, you're not allowed to see family, but you can go and teach 30 kids is fine - and it to have like-minded people who have the same thing, we've boosted each other and we've helped each other travel along that journey-  sorry did I over share?
Me: no not at all, thank you - I really appreciate your honesty thank you  - are there any other perspectives or anything that anybody else would like to add to any of that? 
No? I mean we've talked about we've talked about future goals we've talked about collaborative learning we talked about self-expression and obviously we've ended up with your own well-being and you've all been very generous and shared lots which is going to be really really useful for me so thank you all so so very much - is there anything else that anybody but like to say on any of these things that you haven't already said before before I finish the meeting 
P7: just good luck Sarah 

Appendix 12: Focus group, Emotion and Values coding
	Sub-theme
	Quote
	Emotion
	Value

	‘It’s their choir’
	I always ask them for suggestions and they’ll just give me a load, and sometimes I’ll use them and sometimes I won’t – that’s very much dependent on whether or not I can find an arrangement which I think will work, or whether I can arrange it. P6
I don’t want to appear too autocratic, but I have to have control in a sense because I kind of know what works, but I do try to involve them as much as possible. P1
If they make impractical suggestions, I don’t immediately put it down and say well no that won’t work. I say I’ll have a think about that and see if that will work, or if I can do an arrangement or something like that, but, um, I try to involve them, but they are mostly happy for me to just to make the decisions. P1
After every rehearsal, the majority of them, not always, but the majority of them go for coffee. When they go for coffee, they talk about choir because that’s the thing that brings them all together. P5
We do occasionally have meetings, not a great deal, but they know that they are free to come to me. P4
Yes – I struggle with this. That’s cause I’m a people pleaser. I’m taking notes now – I’m gonna learn so much from this. P7
	
	Integrity





Control
Accountability

Democracy






Community




Democracy


Self-improvement



	Knowledge & Expertise
	Because it’s their choir and the way they’re running, I am literally there to provide them with the musical support and teach them whatever it is that they bring. P5
Very occasionally, yeah, they bring a song and you just go [laughs from other participants], that’s just out of your league ,or, um, just it’s not a very good arrangement. P5
We do sometimes have requests and I try and, er, go along with those if I possibly can, but other times they're quite happy. P4 
I am a sucker for people coming and saying, oo I've got this new piece - and I'm very, very bad at saying ‘no that's terrible’, and instead I go ‘what a lovely piece’, and it is for the first week and everybody loves it, and then the second week everybody's fed up. P7
	







Happy?


Love



Bored
	



Honesty





	‘Power distribution’
	All of mine are quite happy for me to make all of the decisions, so they don’t have any responsibility whatsoever. P2
They’re just perfectly happy to just sit and sing and do whatever. P2
We always ask the choir if they’ve got any suggestions of things they would like to do. P3
as a music leadership team, we’ll all put forward our suggestions - like 10 or 15 songs - and then we’ll all vote on them, and then we’ll have a meeting to decide on what the final set will be. P3
we ask the choir to choose between 2 songs, so we do a poll so that they can decide which song they like, which sometimes they completely regret. P3
In terms of events and things, we always ask people to suggest things. P3
I’m very open about the future of the choir, and I’ll say look what can we do to grow and, um, is it working, is it working for you? P6
I try and create an atmosphere where I feel that they can come to me with any feedback. P6
There’s no leader of the group, they have a couple of people who have roles. P5
They were quite happy to let me do everything. P4
	Happy?










Regret











Happiness
	




Democracy





Democracy
Accountability

Democracy

Transparency
Open mindedness
Personal growth
Democracy

	‘We’re all in it together’
	I do try and, um, involve the choir members as much as possible. I want them to feel like they own the choir. P6
We’re all in it together. P6
They always give me ideas for gigs. P6
They have a couple of lady tenors as well so sometimes, if it's too low they can't do it and so a bass steps up. P5
I don't like the word committee because we all get on very well, it's not a case of I'm there and telling everybody, like somebody else has said, what to do, so now we do run more together. P4
	
	Democracy


Community
Community
Giving support

	Emotional Support
	So we have somebody able to look after the finances for me, somebody able to look after the admin side of things which, for my own well-being and my own mental health, was a real help. P4
	
	Giving support

	Work-life balance
‘People can just message you whenever’
‘That can wait’ h
	
	
	

	Collective Needs
(includes audience/wider community)
	The whole point of the choir was no pressure. P2
it’s a very relaxed setting. Um, it was designed as a stress-busting, me-time kind of thing for teachers. P2
We do sponsorship activities, or raise money for charity, or go and do some festivals or something, but again it’s all very much led by the choir who suggest things, but also the committee can, or the musical leadership team can too. P3
I don’t do any feedback forms as such, but we do have discussions, it’s all very, very relaxed, you know, and informal I suppose really. P6
	Relaxed








Relaxed

	Wellness



Charity
Community
Democracy


Open mindedness
Informality

	Well-being and Performing
	
	
	

	Balancing Needs
	I was working full time as well, so at times the pressure was quite great. P4
	Pressured
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Information sheet for choir participants.     Project title: Refining, and exploring the wider ramifications of, a needs - based well - being framework designed for  a small community choir.     As a student at the Voice Study Centre and the University of Wales  Trinity Saint David, I am completing this project as  my final module of the MA Professional Practice (Voice Pedagogy).   The purpose of the project is to gain perspectives on a needs - based well - being framework of those singing in a small  community choir.   Following four rehearsals, to take place at the usual venue, day and time of the choir, participants will be asked to  complete a short online questionnaire.    The questionnaire will consist of 3 questions and is not expected to take longer than 30 minutes to complete. This  should be done as soon as possible after the 4th rehearsal, which will be held on 7 th   March, 2024, and within one  week.    As part of the project, I will be keeping an observational research journal during the four weeks that the research is  taking place.   Participation in the project is voluntary. You are free to leave the rehearsal room at any time and may withdraw from  the project at any stage.   Any information you provide will remain strictly confidential and all data provided will be stored in compliance with  EU General Data Protection Regulation.     The study has passed ethical approval by the University of Wales Trinity Saint David Research Ethics Committee.      If you have any further questions or concerns about this study, please contact:    Sarah Summers    Email:  sarah.summers349@gmail.com       You can also contact my academic supervisor:    Pippa Anderson.    Email:  pippa@voicestudycentre.com         Helpline information, which you may find useful:   Samaritans: Samaritans.org Tel. 116 123   Shout: giveusashout.org Text ‘Shout’ to 85258   NHS helpline: 111.nhs.uk Tel.111    
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Refining, and exploring the wider ramifications of, a needs-based well-being framework designed

for a small community choir

Consent to take part in research

“/oluntarily agree to participate in this research study.

- lunderstand that even if | agree to participate now, | can withdraw at any time

- 1 understand that | can refuse to answer any question involved during the research process without any
consequences of any kind.

- I have had the purpose and nature of the study explained to me in writing and | have had the opportunity to ask
questions about the study.

- lunderstand that participation involves completing a short questionnaire, about the content of four consecutive
choir rehearsals. The questionnaire is expected to take no longer than 30 minutes to complete.

- | understand that the researcher will be making observations during the rehearsals included in the research and
that these observations will be recorded in a reflective journal, which will be kept in the possession of the
researcher.

- 1 understand that | will not benefit directly from participating in this research.
-l understand that all information | provide for this study will be treated confidentially.
- 1 understand that in any report on the results of this research my identity will remain anonymous.

- This will be done by changing my name and disguising any details of my questionnaire and researchers observations
which may reveal my identity or the identity of people | speak about.

- 1 understand that disguised extracts from my questionnaire responses may be quoted in a dissertation, presented
in a conference or podcast, or published in a journal.

- I understand that disguised observations made in the researchers reflective journal may be quoted in a dissertation,
presented in a conference or podcast, or published in a journal.

- I understand that if | inform the researcher that myself or someone else is at risk of harm they may have to report
this to the relevant authorities - they will discuss this with me first but may be required to report with or without my
permission.

- I understand that signed consent forms will be retained in Swindon, Wiltshire and that the researcher will be the
only person with access to the data, which will be stored on the researcher’s password-protected personal laptop,
until the confirmation of dissertation results, which will be no later than 29* November 2024.

- | understand that data from questionnaire responses, and observations made in research journal observations in
which all identifying information has been removed will be retained for a further two years after the confirmation of
dissertation results.

- I understand that under freedom of information legalisation | am entitled to access the information | have provided
at any time while it is in storage as specified above.

- lunderstand that | am free to contact any of the people involved in the research to seek further clarification and
information.

Researcher — Sarah Summers BA (Hons) Music and Education
Email address — sarah.summers349@gmail.com
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Practice, MLitt Music

Email address — pippa@voicestudycentre.com
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Consent to take part in research

= voluntarily agree to participate in this research study.
- understand that even if | agree to participate now, | can withdraw at any time

+ lunderstand that | can refuse to answer any question involved during the research process without any
consequences of any kind.

- I have had the purpose and nature of the study explained to me in writing and | have had the opportunity to ask
questions about the study.

- lunderstand that participation involves completing a short questionnaire, about the content of four consecutive
choir rehearsals. The questionnaire is expected to take no longer than 30 minutes to complete.

- lunderstand that the researcher will be making observations during the rehearsals included in the research and
that these observations will be recorded in a reflective journal, which will be kept in the possession of the
researcher.

-l understand that | will not benefit directly from participating in this research.
- lunderstand that all information | provide for this study will be treated confidentially.
- lunderstand that in any report on the results of this research my identity will remain anonymous.

* This will be done by changing my name and disguising any details of my questionnaire and researchers observations
which may reveal my identity or the identity of people | speak about.

- lunderstand that disguised extracts from my questionnaire responses may be quoted in a dissertation, presented
in a conference or podcast, or published in a journal.

-l understand that disguised observations made in the researchers reflective journal may be quoted in a dissertation,
presented in a conference or podcast, or published in a journal.

- I understand that if | inform the researcher that myself or someone else is at risk of harm they may have to report
this to the relevant authorities - they will discuss this with me first but may be required to report with or without my
permission.

- understand that signed consent forms will be retained in Swindon, Wiltshire and that the researcher will be the
only person with access to the data, which will be stored on the researcher’s password-protected personal laptop,
until the confirmation of dissertation results, which will be no later than 29" November 2024.

- lunderstand that data from questionnaire responses, and observations made in research journal observations in
which all identifying information has been removed will be retained for a further two years after the confirmation of
dissertation results.

- lunderstand that under freedom of information legalisation I am entitled to access the information | have provided
at any time while it is in storage as specified above.

- Funderstand that | am free to contact any of the people involved in the research to seek further clarification and
information.

Researcher — Sarah Summers BA (Hons) Music and Education
Email address—sarah.summers349@gmail.com
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Refining, and exploring the wider ramifications of, a needs-based well-being framework designed
for a small community choir

Consent to take part in research

untarily agree to participate in this research study.
+ lunderstand that even if | agree to participate now, | can withdraw at any time

- lunderstand that | can refuse to answer any question involved during the research process without any
consequences of any kind.

- I have had the purpose and nature of the study explained to me in writing and I have had the opportunity to ask
questions about the study.

- understand that participation involves completing a short questionnaire, about the content of four consecutive
choir rehearsals. The questionnaire is expected to take no longer than 30 minutes to complete.

- I understand that the researcher will be making observations during the rehearsals included in the research and
that these observations will be recorded in a reflective journal, which will be kept in the possession of the
researcher.

- lunderstand that | will not benefit directly from participating in this research.
- lunderstand that all information | provide for this study will be treated confidentially.
- lunderstand that in any report on the results of this research my identity will remain anonymous.

- This will be done by changing my name and disguising any details of my questionnaire and researchers observations
which may reveal my identity or the identity of people I speak about.

- lunderstand that disguised extracts from my questionnaire responses may be quoted in a dissertation, presented
in a conference or podcast, or published in a journal.

* lunderstand that disguised observations made in the researchers reflective journal may be quoted in a dissertation,
presented in a conference or podcast, or published in a journal.

- lunderstand that if I inform the researcher that myself or someone else is at risk of harm they may have to report
this to the relevant authorities - they will discuss this with me first but may be required to report with or without my
permission.

- lunderstand that signed consent forms will be retained in Swindon, Wiltshire and that the researcher will be the
only person with access to the data, which will be stored on the researcher’s password-protected personal laptop,
until the confirmation of dissertation resuits, which will be no later than 29t November 2024.

- lunderstand that data from questionnaire responses, and observations made in research journal observations in
which all identifying information has been removed will be retained for a further two years after the confirmation of
dissertation results.

* l understand that under freedom of information legalisation I am entitled to access the information | have provided
at any time while it is in storage as specified above.

- lunderstand that | am free to contact any of the people involved in the research to seek further clarification and
information.

Researcher — Sarah Summers BA {Hons) Music and Education
Email address-sarah.summers349@gmai$.com
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Refining, and exploring the wider ramifications of, a needs-based well-being framework designed

for a small community choir

Consent to take part in research

mluntarily agree to participate in this research study.

- lunderstand that even if | agree to participate now, | can withdraw at any time

- lunderstand that I can refuse to answer any question involved during the research process without any
consequences of any kind.

- I have had the purpose and nature of the study explained to me in writing and | have had the opportunity to ask
questions about the study.

- lunderstand that participation involves completing a short questionnaire, about the content of four consecutive
choir rehearsals. The questionnaire is expected to take no longer than 30 minutes to complete.

- lunderstand that the researcher will be making observations during the rehearsals included in the research and
that these observations will be recorded in a reflective journal, which will be kept in the possession of the
researcher.

- I understand that | will not benefit directly from participating in this research.
- lunderstand that all information | provide for this study will be treated confidentially.
- lunderstand that in any report on the results of this research my identity will remain anonymous.

- This will be done by changing my name and disguising any details of my questionnaire and researchers observations
which may reveal my identity or the identity of people | speak about.

- I understand that disguised extracts from my questionnaire responses may be quoted in a dissertation, presented
in a conference or podcast, or published in a journal.

- I understand that disguised observations made in the researchers reflective journal may be quoted in a dissertation
presented in a conference or podcast, or published in a journal.

-l understand that if I inform the researcher that myself or someone else is at risk of harm they may have to report
this to the relevant authorities - they will discuss this with me first but may be required to report with or without my
permission.

-l understand that signed consent forms will be retained in Swindon, Wiltshire and that the researcher will be the
only person with access to the data, which will be stored on the researcher’s password-protected personal laptop,
until the confirmation of dissertation results, which will be no later than 29*" November 2024.

- lunderstand that data from questionnaire responses, and observations made in research journal observations in
which all identifying information has been removed will be retained for a further two years after the confirmation of
dissertation results.

-l understand that under freedom of information legalisation | am entitled to access the information | have provided
at any time while it is in storage as specified above.

- I understand that | am free to contact any of the people involved in the research to seek further clarification and
information.

Researcher — Sarah Summers BA (Hons) Music and Education
Email address — sarah.summers349@gmail.com
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Refining, and exploring the wider ramifications of, a needs-based well-being framework designed
for a small community choir

Consent to take part in research

a mlumarﬂy agree to participate in this research study.

* Lunderstand that even if | agree to participate now, | can withdraw at any time

- lunderstand that | can refuse to answer any question involved during the research process without any
consequences of any kind.

- thave had the purpose and nature of the study explained to me in writing and | have had the opportunity to ask
questions about the study.

- lunderstand that participation involves completing a short questionnaire, about the content of four consecutive
choir rehearsals. The questionnaire is expected to take no longer than 30 minutes to complete.

* I understand that the researcher will be making observations during the rehearsals included in the research and
that these observations will be recorded in a reflective journal, which will be kept in the possession of the
researcher.

- lunderstand that I will not benefit directly from participating in this research.
- Lunderstand that all information | provide for this study will be treated confidentially.
- understand that in any report on the results of this research my identity will remain anonymous.

* This will be done by changing my name and disguising any details of my questionnaire and researchers observations
which may reveal my identity or the identity of people | speak about.

- lunderstand that disguised extracts from my questionnaire responses may be quoted in a dissertation, presented
in a conference or podcast, or published in a journal.

- tunderstand that disguised observations made in the researchers reflective journal may be quoted in a dissertation,
presented in a conference or podcast, or published in a journal.

- lunderstand that if | inform the researcher that myself or someone else is at risk of harm they may have to report
this to the relevant authorities - they will discuss this with me first but may be required to report with or without my
permission.

- Funderstand that signed consent forms will be retained in Swindon, Wiltshire and that the researcher will be the
only person with access to the data, which will be stored on the researcher’s password-protected personal laptop,
until the confirmation of dissertation results, which will be no later than 20t November 2024.

- l understand that data from questionnaire responses, and observations made in research journal observations in
which all identifying information has been removed will be retained for a further two years after the confirmation of
dissertation results.

+ lunderstand that under freedom of information legalisation | am entitled to access the information | have provided
at any time while it is in storage as specified above. !

- lunderstand that | am free to contact any of the people involved in the research to seek further clarification and
information.

Researcher — Sarah Summers BA (Hons) Music and Education
Email address — sarah.summers349@gmail.com
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Refining, and exploring the wider ramifications of, a needs-based well-being framework designed
for a small community choir

Consent to take part in research

mmntarily agree to participate in this research study.

- lunderstand that even if | agree to participate now, | can withdraw at any time

- lunderstand that | can refuse to answer any question involved during the research process without any
consequences of any kind.

- I have had the purpose and nature of the study explained to me in writing and | have had the opportunity to ask
questions about the study.

-l understand that participation involves completing a short questionnaire, about the content of four consecutive
choir rehearsals. The questionnaire is expected to take no longer than 30 minutes to complete.

- lunderstand that the researcher will be making observations during the rehearsals included in the research and
that these observations will be recorded in a reflective journal, which will be kept in the possession of the
researcher.

- lunderstand that | will not benefit directly from participating in this research.
- lunderstand that all information | provide for this study will be treated confidentially.
-l understand that in any report on the results of this research my identity will remain anonymous.

- This will be done by changing my name and disguising any details of my questionnaire and researchers observations
which may reveal my identity or the identity of people | speak about.

- I understand that disguised extracts from my questionnaire responses may be quoted in a dissertation, presented
in a conference or podcast, or published in a journal.

- I understand that disguised observations made in the researchers reflective journal may be quoted in a dissertation,
presented in a conference or podcast, or published in a journal.

- I understand that if I inform the researcher that myself or someone else is at risk of harm they may have to report
this to the relevant authorities - they will discuss this with me first but may be required to report with or without my
permission.

- understand that signed consent forms will be retained in Swindon, Wiltshire and that the researcher will be the
only person with access to the data, which will be stored on the researcher’s password-protected personal laptop,
until the confirmation of dissertation results, which will be no later than 29" November 2024.

- lunderstand that data from questionnaire responses, and observations made in research journal observations in
which all identifying information has been removed will be retained for a further two years after the confirmation of
dissertation results.

- I understand that under freedom of information legalisation | am entitled to access the information | have provided
at any time while it is in storage as specified above.

- lunderstand that | am free to contact any of the people involved in the research to seek further clarification and
information.

Researcher — Sarah Summers BA (Hons) Music and Education
Email address — sarah.summers349@gmail.com
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Refining, and exploring the wider ramifications of, a needs-based well-being framework designed

for a small community choir

Consent to take part in research

mluntarily agree to participate in this research study.

- lunderstand that even if | agree to participate now, | can withdraw at any time

- lunderstand that | can refuse to answer any question involved during the research process without any
consequences of any kind.

- I have had the purpose and nature of the study explained to me in writing and | have had the opportunity to ask
questions about the study.

- lunderstand that participation involves completing a short questionnaire, about the content of four consecutive
choir rehearsals. The questionnaire is expected to take no longer than 30 minutes to complete.

- lunderstand that the researcher will be making observations during the rehearsals included in the research and
that these observations will be recorded in a reflective journal, which will be kept in the possession of the
researcher.

- lunderstand that | will not benefit directly from participating in this research.
- lunderstand that all information | provide for this study will be treated confidentially.
- lunderstand that in any report on the results of this research my identity will remain anonymous.

- This will be done by changing my name and disguising any details of my questionnaire and researchers observations
which may reveal my identity or the identity of people | speak about.

- I understand that disguised extracts from my questionnaire responses may be quoted in a dissertation, presented
in a conference or podcast, or published in a journal.

- I understand that disguised observations made in the researchers reflective journal may be quoted in a dissertation
presented in a conference or podcast, or published in a journal.

-l understand that if I inform the researcher that myself or someone else is at risk of harm they may have to report
this to the relevant authorities - they will discuss this with me first but may be required to report with or without my
permission.

-l understand that signed consent forms will be retained in Swindon, Wiltshire and that the researcher will be the
only person with access to the data, which will be stored on the researcher’s password-protected personal laptop,
until the confirmation of dissertation results, which will be no later than 29*" November 2024.

- lunderstand that data from questionnaire responses, and observations made in research journal observations in
which all identifying information has been removed will be retained for a further two years after the confirmation of
dissertation results.

-l understand that under freedom of information legalisation | am entitled to access the information | have provided
at any time while it is in storage as specified above.

- I understand that | am free to contact any of the people involved in the research to seek further clarification and
information.

Researcher — Sarah Summers BA (Hons) Music and Education
Email address — sarah.summers349@gmail.com




image18.jpeg
Academic Supervisor - Pippa Anderson CertHE in Theatre and Visual Performance, CertEd, PGCert Professional
Practice, MLitt Music
Email address — pippa@voicestudycentre.com

Participant: _

Name of Participant X Signature Date
Researcher:

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

Name of Researcher Signature Date

Sarch Gummers Crenmass \S-2-2%
ket




image19.jpeg
. Project title: Refining, and exploring the wider ramifications of, a needs-based well-being framework
designed for a small community choir.

Sarah Summers is a student at the Voice Study Centre and the University of Wales Trinity Saint David,
working towards the final module of the MA Professional Practice (Voice Pedagogy). The purpose of the
project is to gain perspectives on a needs-based well-being framework of those singing in a small
community choir. Ethical approval has been granted by the University of Wales Trinity Saint David. You are
being asked to participate in this survey as an attendee of choir rehearsals which took place between 15th
February and 7th March, 2024.

This questionnaire consists of three questions and is not expected to take longer than thirty minutes to
complete. Questions should be completed as soon as possible and before 16th March. Any information
you provide will remain strictly confidential and all data provided will be stored on Sarah's password-
protected personal laptop until completion of the degree (September 2024).

If you have any further questions or concerns about this study, please email Sarah Summers at
sarah.summers349@gmail.com or Pippa Anderson, academic supervisor, at
pippa@voicestudycentre.com.

Participation is voluntary and you may withdraw from the project at any time.
Please indicate whether or not you are happy to proceed.

@ Yes

O No

Q1. During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the
usual way in which rehearsals are conducted? Please explain in detail.

Yes there were differences in warm up and cool down, as well how rehearsals run There was more splitting choir into groups to sing twang one |
week, how to put facial expressions during singing and also how putting emphasis on different words in a song can make the song sound differently
The week we had a comparison for singing Amazing Grace was very good, listening to the different views and opinions, when no one person was
right or wrong.

Q3. Would you like to add anything about the rehearsals in the given time period?

Because we were preparing for the GWH memorial service the way rehearsals ran for the 4 week period worked well in my opinion. We had time to
focus on the 3 songs to get them to be the best we can. | think every member of choir seemed happy and relaxed during rehearsals and the
rehearsals felt more inclusive because everyone felt they had an opinion that mattered These 4 weeks have felt positive and relaxed and Sarah got
the best out of us | think because of the relaxed atmosphere with no one person talking more than anyone else and everyone's opinion being valued.
|I've loved the last 4 weeks! |
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- Project title: Refining, and exploring the wider ramifications of, a needs-based well-being framework
designed for a small community choir.

Sarah Summers is a student at the Voice Study Centre and the University of Wales Trinity Saint David,
working towards the final module of the MA Professional Practice (Voice Pedagogy). The purpose of the
project is to gain perspectives on a needs-based well-being framework of those singing in a small
community choir. Ethical approval has been granted by the University of Wales Trinity Saint David. You are
being asked to participate in this survey as an attendee of choir rehearsals which took place between 15th
February and 7th March, 2024.

This questionnaire consists of three questions and is not expected to take longer than thirty minutes to
complete. Questions should be completed as soon as possible and before 16th March. Any information
you provide will remain strictly confidential and all data provided will be stored on Sarah's password-
protected personal laptop until completion of the degree (September 2024).

If you have any further questions or concerns about this study, please email Sarah Summers at
sarah.summers349@gmail.com or Pippa Anderson, academic supervisor, at
pippa@voicestudycentre.com.

Participation is voluntary and you may withdraw from the project at any time.
Please indicate whether or not you are happy to proceed.

@ Yes
O No

Q1. During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the
usual way in which rehearsals are conducted? Please explain in detail.

Q2. What is your opinion on any differences you noticed?

Yes our I felt choir rehersal was more like a workshop learning about how to create different sounds. Also lofs of breathing exercises. L

Q3. Would you like to add anything about the rehearsals in the given time period?

We have learnt how to wxpress ourselves when singing.
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- Project title: Refining, and exploring the wider ramifications of, a needs-based well-being framework
designed for a small community choir.

Sarah Summers is a student at the Voice Study Centre and the University of Wales Trinity Saint David,
working towards the final module of the MA Professional Practice (Voice Pedagogy). The purpose of the
project is to gain perspectives on a needs-based well-being framework of those singing in a small
community choir. Ethical approval has been granted by the University of Wales Trinity Saint David. You are
being asked to participate in this survey as an attendee of choir rehearsals which took place between 15th
February and 7th March, 2024.

This questionnaire consists of three questions and is not expected to take longer than thirty minutes to
complete. Questions should be completed as soon as possible and before 16th March. Any information
you provide will remain strictly confidential and all data provided will be stored on Sarah's password-
protected personal laptop until completion of the degree (September 2024).

If you have any further questions or concerns about this study, please email Sarah Summers at
sarah.summers349@gmail.com or Pippa Anderson, academic supervisor, at
pippa@voicestudycentre.com.

Participation is voluntary and you may withdraw from the project at any time.
Please indicate whether or not you are happy to proceed.

@ Yes
O No
Q1. During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the

usual way in which rehearsals are conducted? Please explain in detail.

Yes, some slight differences. These rehearsals felt more structured to me (I may be sensitive to this, as an ex-teacher - just felt that the rehearsals
had been planned meticulously, although with the exception of the cool-down, we didn't do anything that we have not done before with Sarah). Each
session started with a warm-up (as usual), included an activity to encourage us to engage more with one of the songs we are working on e.g. which
words should be stressed when we sing, and finished with a cool-down. Naturally we also did lots of singing!

Q2. What is your opinion on any differences you noticed?

[felt that the structure gave rehearsals a good pace, and | find the cool-down a very calming way to finish.

Q3. Would you like to add anything about the rehearsals in the given time period?

[Fenjoyed these rehearsals and I thought that the way frey wer planned helped us to focus on giving a good performance.
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. Project title: Refining, and exploring the wider ramifications of, a needs-based well-being framework
designed for a small community choir.

Sarah Summers is a student at the Voice Study Centre and the University of Wales Trinity Saint David,
working towards the final module of the MA Professional Practice (Voice Pedagogy). The purpose of the
project is to gain perspectives on a needs-based well-being framework of those singing in a small
community choir. Ethical approval has been granted by the University of Wales Trinity Saint David. You are
being asked to participate in this survey as an attendee of choir rehearsals which took place between 15th
February and 7th March, 2024.

This questionnaire consists of three questions and is not expected to take longer than thirty minutes to
complete. Questions should be completed as soon as possible and before 16th March. Any information
you provide will remain strictly confidential and all data provided will be stored on Sarah's password-
protected personal laptop until completion of the degree (September 2024).

If you have any further questions or concerns about this study, please email Sarah Summers at
sarah.summers349@gmail.com or Pippa Anderson, academic supervisor, at
pippa@voicestudycentre.com.

Participation is voluntary and you may withdraw from the project at any time.
Please indicate whether or not you are happy to proceed.

@ Yes
O No
Q1. During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the

usual way in which rehearsals are conducted? Please explain in detail.

During rehearsals We spent a bit more time on vocal warm up exercises,. Some of the different vocal warm ups, ie the firework exercise made it
easier to reach the higher notes. We also covered some breathing exercises to understand how breathing differently can help extend our vocal
range, Before these lessons i didnt understand the part our abdominal muscles played in how we sing, Sarah also took us through some cooling
down exercises to relax our vocal chords . .

Q2. What is your opinion on any differences you noticed?

[Although  prefer to spend more time singing it did help me to understand the importance of looking after our voices. |
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. Project title: Refining, and exploring the wider ramifications of, a needs-based well-being framework
designed for a small community choir.

Sarah Summers is a student at the Voice Study Centre and the University of Wales Trinity Saint David,
working towards the final module of the MA Professional Practice (Voice Pedagogy). The purpose of the
project is to gain perspectives on a needs-based well-being framework of those singing in a small
community choir. Ethical approval has been granted by the University of Wales Trinity Saint David. You are
being asked to participate in this survey as an attendee of choir rehearsals which took place between 15th
February and 7th March, 2024.

This questionnaire consists of three questions and is not expected to take longer than thirty minutes to
complete. Questions should be completed as soon as possible and before 16th March. Any information
you provide will remain strictly confidential and all data provided will be stored on Sarah's password-
protected personal laptop until completion of the degree (September 2024).

If you have any further questions or concerns about this study, please email Sarah Summers at
sarah.summers349@gmail.com or Pippa Anderson, academic supervisor, at
pippa@voicestudycentre.com.

Participation is voluntary and you may withdraw from the project at any time.
Please indicate whether or not you are happy to proceed.

@ Yes

O No
Q1. During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the
usual way in which rehearsals are conducted? Please explain in detail.

We always had warm ups and explanations about why this is s important. We had a lot more on this and singing techniques how to use our voices
|to get different sounds.

Q2. What is your opinion on any differences you noticed?

I understand more about facial expressions and how we foel Gam change our sound as a choir.

Q3. Would you like to add anything about the rehearsals in the given time period?

I enjoyed rehearsals as always | wish they had been longer | enjoyed leaming new technologies but felt we cut into singing time although 1
lunderstand as it has been beneficial to our singing.
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- Project title: Refining, and exploring the wider ramifications of, a needs-based well-being framework
designed for a small community choir.

Sarah Summers is a student at the Voice Study Centre and the University of Wales Trinity Saint David,
working towards the final module of the MA Professional Practice (Voice Pedagogy). The purpose of the
project is to gain perspectives on a needs-based well-being framework of those singing in a small
community choir. Ethical approval has been granted by the University of Wales Trinity Saint David. You are
being asked to participate in this survey as an attendee of choir rehearsals which took place between 15th
February and 7th March, 2024.

This questionnaire consists of three questions and is not expected to take longer than thirty minutes to
complete. Questions should be completed as soon as possible and before 16th March. Any information
you provide will remain strictly confidential and all data provided will be stored on Sarah's password-
protected personal laptop until completion of the degree (September 2024).

If you have any further questions or concerns about this study, please email Sarah Summers at
sarah.summers349@gmail.com or Pippa Anderson, academic supervisor, at
pippa@voicestudycentre.com.

Participation is voluntary and you may withdraw from the project at any time.
Please indicate whether or not you are happy to proceed.

@ Yes
O No

Q1. During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the
usual way in which rehearsals are conducted? Please explain in detail.

Yes, there was much more teaching / discussion about singing, expression and feeling behind the words rather than just leaming and practising
songs. Different concepts and singing styles were introduced and discussed eg ‘twang’ (think that was the word), group work around which words to
emphasise in the pieces we were singing and what the pieces meant to us.

Q2. What is your opinion on any differences you noticed?

|1 think the time spent reflecting on the different styles and the words we were singing really help and showed in the performance. Particularly the
|group work on which which the important words to emphasise really enhanced the performance of you'll never walk alone. | really enjoyed and feel
my singing benefitted from the leaming and new ideas though I have to say what | think makes the biggest difference to me is when you (Sarah)
remind us to listen to each other. | think it' makes a noticeable difference in our singing when we do

Q3. Would you like to add anything about the rehearsals in the given time period?

[It's sometimes a bit awkward or embarrassing to sing or say words in different styles in twos or groups but definitely beneficial to performance. I think |
you're (Sarah) always open to suggestions and thoughts from choir members and I think that's great.
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. Project title: Refining, and exploring the wider ramifications of, a needs-based well-being framework
designed for a small community choir.

Sarah Summers is a student at the Voice Study Centre and the University of Wales Trinity Saint David,
working towards the final module of the MA Professional Practice (Voice Pedagogy). The purpose of the
project is to gain perspectives on a needs-based well-being framework of those singing in a small
community choir. Ethical approval has been granted by the University of Wales Trinity Saint David. You are
being asked to participate in this survey as an attendee of choir rehearsals which took place between 15th
February and 7th March, 2024.

This questionnaire consists of three questions and is not expected to take longer than thirty minutes to
complete. Questions should be completed as soon as possible and before 16th March. Any information
you provide will remain strictly confidential and all data provided will be stored on Sarah's password-
protected personal laptop until completion of the degree (September 2024).

If you have any further questions or concerns about this study, please email Sarah Summers at
sarah.summers349@gmail.com or Pippa Anderson, academic supervisor, at
pippa@voicestudycentre.com.

Participation is voluntary and you may withdraw from the project at any time.
Please indicate whether or not you are happy to proceed.

@ Yes
O No

Q1. During the period of 15th February, 2024 to 7th March, 2024, did you notice any differences to the
usual way in which rehearsals are conducted? Please explain in detail.

There has been particular emphasis on voice control, sounds. We have been given explanation as to why we are using different methods, o we get
the best sound.

Q2. What is your opinion on any differences you noticed?

Itis good to know how to get the best out of your voice using these methods. | have accepted the rehearsal time with Sarah's expertise in promoting |
our sound.

Q3. Would you like to add anything about the rehearsals in the given time period?

[Rehearsals have been mixed with alto and sopranos making sounds together and being more aware of singing alongside each other. Also to listen to]
|others in our group, so the sound is in harmony and not overpowering. |
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Because we were preparing for the GWH memorial service the way rehearsals ran for the 4 week
€45 period worked well in my opinion. We had ftime to focus on the 3 songs to get them to be the best

Commented [IS4]: Listening to the different viewsand |

we

n. | think every member of choir seemed Happy and F&laXed during rehearsals and the { Commentad| 1561 Tova o fouis.
rehearsals felt more because everyone felt they had an opinion that mattered These 4 | Bethe best we can

weeks have felt&and Sarah got the best out of us | think because of the FeIaX8 | Gotthe best out of us
L& atmosphere with no one person talking more than anyone else and e s

I've [6V&d the last 4 weeks!

cm2
P4S Yesour | felt choir rehearsal was more like a workshop learning about how/to create different § A

sounds]Also lots of breathing exercises.

SA We have learnt how to fwxpress ourselves when singing|

Facial expressions
cm3 Emphasis on different words in a song.
. Creating different sounds
Yes, some slight differences. These rehearsals felt more structured 1o me (1 may be sensitive to this,

— — E st
‘Commented [IS9]: Expressing ourselves when singing

as an ex-teacher - just felt that the rehearsals had been planned meticulously, although with the (oA 1ol e e

PLS  exception of the cool-down, we didn't do anything that we have not done before with Sarah). Each
session started with a warm-up (as usual), included an activity to encourage us tolengage more with
S#@ one of the songs we are working on e.g. which words should be stressed when we sing, and finished

{ commented pis1

Commented [IS1;

eticulous planning

&S with a cool-down. Naturally we also did lots of singing] h

| felt that the structure gave rehearsals a good pace, and | find the cool-down a JERIGAIRINE way to
finish.

164 these rehearsals and | thought that the way they were planned helped us to focus on
& giving a good performance.

M4

€ &5 During rehearsals We spent a bit more time on vocal warm up exercises,. Some of the different vocal
warm ups, ie the firework exercise made it easier to reach the higher notes. We also covered some
breathing exercises to understand how breathing differently can help extend our vocal range, Before
these lessons i didnt understand the part our abdominal muscles played in how we sing, Sarah also

took us through some fcooling down exercises to relax our vocal chords, { commented [1513}: cool down

Although i prefer to spend more time singing It did

after our voices)

Commented [IS15]: Looking after our voices

*| Commented [I516]: Vocal health

L]
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cms

P45 We always had warm ups and explanations about why this is so important. We had a lot more on
SA  this and singing techniques how to use our voices to get different sounds.

SA  lunderstand more aboutffacial expressions bnd how we feel cam change oursoundasachoir. _—{ Commented [iS17]: Facial expressions )
1| ERjGVEGIEREATSAIS as always | wish they had been longer | new technologies but
felt we cut into singing time hithough | understand as it has been 3 _——{ commented 01518]: Cut into singing time
M6

Yes, there was much about singing, lexpression jand feeling behind the Ce [IS19]: Expression
SA

words rather than just learning and practising songs. Different concepts and singing styles were

introduced and discussed eg ‘twang’ (think that was the wurq'), group work bmund which words to «1 C [1520]: Group work

emphasise in the pieces we were singing and what the pieces meant to us.

S@/ & [!think the time spent reflecting on the different styles and the words we were singing really help
and showed in the performance. Particularly the group work on which which the important words to
emphasise really enhanced the performance of you'll never walk alone. | really BRj6y&d and feel my

o &

singing benefitted from thellearning lind hew ideas though i have to say what | think makes the e [1S21]: Singing benefitted

biggest difference to me is when you (Sarah) remind us to listen to each otherl | think it makes a mmmd e —

noticeable difference in our singing when we do. \
Commented [IS23]: New ideas
N

U

@«S  It's sometimes a bit SlkWard or BRBATAESING to sing or say words in different styles in twos or { Commented [1524]: Awareness o each other
& groups but definitely beneficial to performance. I think you're (Sarah) always |open to suggestions
SA  and thoughts from choir members and I think that's great] _c [1525: Democracy
am7

€ There has been particular emphasis on voice control, sounds. We have been given explanation as 0 _—{ Commented [1526]: Learning

why we are using different methods, so

& 1tisg00dtoknow how to get the best ot of your Volce using these methods, | have accepted the

rehearsal time with Sarah's expertise in promoting our sound.

Rehearsals have been mixed with ato and sopranos making sounds together and being more aware

L6 (2 Of singing alongside each otherl Also to listen to others in our group, so the sound is in harmony and f [IS27]: More aware of singing alongside each }
other

not overpowering)

“{ Commented 11528]: Listening to others, Working together
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DO YOU LEAD AN UNAUDITIONED COMMUNITY
CHOIR, OF UP TO 15 ADULTS, IN THE UK?
IS WELL-BEING A PRIORITY FOR YOU AND YOUR

SINGERS?

I am working on my final assignment for the MA
Professional Practice (Voice Pedagogy) with the Voice
Study Centre and the University of Wales, Trinity Saint
David.

Having created a framework for Choir Leaders, | am
now planning a focus group to find out your
perspectives on some of the elements | have included.

| ON TUESDAY, 28TH MAY 2023.

® STARTING AT 9AM, THE GROUP IS EXPECTED
TO LAST BETWEEN 1 AND 2 HOURS.

THE FOCUS GROUP WILL TAKE PLACE ON ZOOM - PLEASE SEND ME A
© MESSAGE OR EMAIL SARAH.SUMMERS349@GMAIL.COM TO FIND OUT
MORE.

Prifysgol Cymru

Y Drindod Dewi Sant

University of Wales

Trinity Saint David VOICE STUDY

CENTRE
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Consent to take part in Focus Group

Please read the following points and use the answers at the

end to give your consent to take part in the focus group for
the research project, 'Refining, and Exploring the Wider
Ramifications of, a Needs-Based Well-Being Framework
Designed For a Small Community Choir..

* I agree to participate in the focus group carried out by
Sarah Summers of the Voice Study Centre and University of
Wales Trinity Saint David.

* I have read the information sheet and understand the
aims of the project.

I am aware of the topics to be discussed in the focus
group.

« L am fully aware that | will remain anonymous throughout
data reported.

- I am fully aware that | have the right to leave the focus
group at any point.

* 1 am fully aware that data collected will be stored
securely, safely until the research project is completed and
in accordance with Data Collection Act (1998).

* I agree to have the focus group audio recorded, so it can
be transcribed after the focus group is held. | am aware

https://qualtricsxms8gvxrrg3.az1 .qualtﬁcs.com/Q/Edi(Sec!ion/BIocks/Ajax/GetSurveyPrianreview?ComextSurvele:Sv_cu(NonmSMxxie&ComextL..A

1/4
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that I have the right to edit the transcript of the Focus
Group once it has been completed.

* I am aware that | can make any reasonable changes to
this consent form and | understand that signed consent
forms and original audio recordings will be retained in
Swindon, Wiltshire and that the researcher will be the only
person with access to the data, which will be stored on the
researcher's password-protected personal laptop, until the
confirmation of dissertation results, which will be no later
than 29th November 2024.

* I am fully aware that | am not obliged to answer any
qQuestion, but that | do so at my own free will.

* 'am aware that | can withdraw from the project at any
point

* lunderstand that a transcript of my interview in which all
identifying information has been removed will be retained
for a further two years after the confirmation of dissertation
results.

* lunderstand that under freedom of information
legalisation 1 am entitled to access the information | have
provided at any time while it is in storage as specified
above.

* lunderstand that | am free to contact any of the people
involved in the research, as named below, to seek further
clarification and information:

Sarah summers BA (Hons) Music and Education

https://qualtricsxms8gvxrrq3.az1 .quahrics.cule/EditSeciion/Blocks/Ajax/GetSurveyPrintPreview’?ContextSurveyID=SV70ulNonAhSMxxie&ContextL,. . 24
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12A Earl Close

Swindon

SN5 5TX

Phone number: 0795 442 5608

Email: sarah.summers349@gmail.com

Pippa Anderson CertHE in Theatre and Visual Performance,
Certkd Professional Practice, MLitt Music
Email address: pippa@voicestudycentre.com

This research has been reviewed and approved by the
Voice Study Centre and the University of Wales Trinity Saint
David Research Ethics Board.

What if | have concerns about this research?

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

DY give my consent to take part in this focus group

I do not give my consent to take part in this focus group

Please give your full name

: https://qualtricsxms8gvxrrq3.az1 -qualtrics.com/Q/EditSection/Blocks/Ajax/GetSurveyPrintPreview?ContextSurveylD=SV_cutNo8x4hSMxxie&ContextL...  3/4
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Please give the date

Powered by Qualtrics

https://qualtricsxms8gvxrrq3.az1.qualtrics.com/Q/EditSection/Blocks/Ajax/GetSurveyPrintPreview?ContextSurveylD=SV_cutNo8x4hSMxxie&ContextL... ~ 4/4
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Please read the foll Please give your ful Please give the date

1 give my consent
to take partin this

focus group === 26.05.2024

1 give my consent
to take partin this

focus group S 26524

| give my consent
o take partin this

focusgroup  (ENEEEER 26.05.2023

| give my consent
to take partin this

focus group VR 26.05.24

| give my consent

totake partin this r
focus group 28.05.2024

| give my consent
to take partin this

focus group 27th May 2024

1 give my consent

to take part in this E
focus group 27th May 2024
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Information sheet for  focus group   participants.     Project title: Refining, and exploring the wider ramifications of, a needs - based well - being framework  designed for a small community choir.     As a student at the Voice Study Centre and the University of Wales Trinity Saint David, I am completing this  project  for   my final module of the MA Professional Practice (Voice Pedagogy).   The purpose of the project is  to gain perspectives on  elements of  a needs - based well - being framework  for   those  leading   a nd singing in a   small community choir.   You have been invited to participate in a focus group   because you lead   a  UK - based  choir of up to 15  members, which is not intended for those with diagnosed illnesses but is intended to promote well - being.  This information sheet has been written to help you decide whether or not you wish to participate.   Participation in the project is voluntary . Y ou are free to leave the  focus group   at any time and may withdraw  from the project at any stage.   Should you decide to participate, a meeting will be held on Zoom on Wednesday 29 th   May at 4pm. The  meeting is expected to last for 1 - 2 hours and t opics to be discussed ar e focussed on strategies  designed  to  enhance   the  well - being   of members of your choir and yourself, as the choir’s leader. An audio recording will  be made of the meeting and a transcript , which you have the right to edit, will be   sent to you for your  approval.     Consent will be required in order to participate, and I would be happy to answer any questions that you  have before you give your permission to continue in the process.   Any information you provide will remain strictly confidential and all data provided will be stored in  compliance with EU General Data Protection Regulation.   The study has passed ethical approval by the University of Wales Trinity Saint David Research Ethics  Committee.      If you have any further questions or concerns about this study, please contact:    Sarah Summers    Email:  sarah.summers349@gmail.com       You can also contact my academic supervisor:    Pippa Anderson   Email:  pippa@voicestudycentre.com          
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APPLICATION FOR ETHICAL APPROVAL

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

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

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

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

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

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

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

SECTION A: About You (Principal Researcher)

1 Full Name: Sarah Summers
2 Tick all boxes which apply: Member of staff: O ;—Ieiig;r.ary research
3 Taught Postgraduate Postgraduate
Undergraduate Student | Student & Research Student
4 Institute/Academic WAPPAR
Discipline/Centre:
5 Campus: Carmarthen
6 E-mail address: Sarah.summers349@gmail.com
g Contact Telephone Number:
07954425608
For students:
g Student Number: 2117404
9 Programme of Study: MA Professional Practice (Voice Pedagogy)
10 Director of Studies/Supervisor: Louise Emanuel/Julie Crossman/Debbie Winter

October 20201 Ethical Approval Form
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SECTION B: Approval for Research Activity

1 Has the research activity received approval in principle?
(please check the Guidance Notes as to the appropriate

approval process for different levels of research by different YES) = NG 2l
categories of individual)
Date
2 If Yes, please indicate source of Research Degrees Committee i
approval (and date where known): | — = s

Approval in principle must be | Institute Research Committee (]

obtained from the relevant source Gther (write in)
rior f ki thical al !
priofie.seeing ellicaldpprov WAPPAR Ethics Board =

Representative

SECTION C: Internal and External Ethical Guidance Materials

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

1 UWTSD Research Ethics & Integrity Code of Practice =X

2 X
UWTSD Research Data Management Policy

3 O

SECTION D: External Collaborative Research Activity

4 Does the research activity involve collaborators outside of the o X
University? YES NO

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

3 Institution

4 Contact person name

5 Contact person e-mail address

6 1I{-ias f)his individual consented to sharing their details on this YES O NO [m]
form?

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

8 Is your research externally funded YES O NO 0

9 | Are you specifically employed to Voluntary YES (] NO ]

5| undertake this research in either a

10 | paid or voluntary capacity? Employed YES - NO o
Is the research being undertaken If YES then the [m] ]
within an existing UWTSD Athrofa permission question YES NO
Professional Learning Partnership below does not need
(APLP) to be answered.

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

October 20202Ethical Approval Form
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Where research activity is carried out in collaboration with an external organisation

13

Does this organisation have its own ethics approval system? YES NO

[m] @]

14

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

SECTION E: Details of Research Activity

1 Smpes i Would a well-being framework designed for a small individual community
Indicative tite: choir work in the extended community?
2 Proposed start date: 16" January, 2024 Proposed end date: 2™ September, 2024
3 Introduction to the Research (maximum 300 words)
Ensure that you write for a Non-Specialist Audience when outlining your response to the
three points below:
e Purpose of Research Activity
* Proposed Research Question
e Aims of Research Activity
e Objectives of Research Activity
Demonstrate, briefly, how Existing Research has informed the proposed activity and explain
o What the research activity will add to the body of knowledge
® How it addresses an area of importance.
4 Purpose of Research Activity
To gain views from members of Choir that | lead, and choir leaders of a similar demographic to inform the
refinement of a framework designed to support well-being in a small community choir.
(tn! n and a
5 Research Question
Would a well-being framework designed for a small individual community choir work in the extended
community?
(this box should expand as you type)
6 Aims of Research Activity
To find out:
1) If a framework for mental well-being is effective within a choir that | lead.
2) Ifa framework for mental well-being would work for other small community choirs.
s you type)
7 Objectives of Research Activity
To answer the following questions:
1) Does current literature about choirs support the content and structure of the framework? If
not, what needs addressing?
2) What do members of the choir think of the framework?
3) What do choir leaders working with small community choirs in the extended community
think of the framework?
vox should expan you type)
8 Proposed methods (maximum 600 words)

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

October 20203Ethical Approval Form
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9 This study will use qualitative methods.

Triangulation:

1 will be using the viewpoints of choir attendees, my own and those of a focus group of up to 8 choir
leaders of similar choirs. 1 will also be undertaking a literature review to establish any links or
discrepancies between the experiences of the extended choir community and recommendations
made in the framework.

1) Literature Review to examine the experiences of the extended choir community

2) Reflective journal recording my own observations to help identify any themes

3) Questionnaires to all members of the choir asking opening questions, following a trial period
of 4 rehearsals using the framework to ask if they noticed any differences in the way rehearsals were
led, what the differences were and their views on the differences noticed.

4) Semi-structured interviews with 2-3 members of the choir in a group. Open ended questions
will be based on themes that emerge from questionnaires and interviews voice recorded for analysis.
These will be conducted online, using Zoom.

5) Focus groups with choir leaders working with small community choirs to gather views on the
framework from experts in the extended community. The framework will be circulated ahead of the
meeting. These will be conducted online, using Zoom, and a voice recording kept for analysis.

October 20204Ethical Approval Form
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10 |Location of research activity
Identify all locations where research activity will take place.

11 | The framework for well-being will be tested during 4 choir rehearsals to take place in the Academy at
the Great Western Hospital, where the choir hire a room for rehearsals.
Questionnaires will be conducted online.
Semi-structured interviews and focus group interviews will take place online, using Zoom.

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

13
NA
(this box should expand as you t

14 | Use of documentation not in the public domain: Are any documents NOT NO X
publicly available? YES O

[15 [If Yes, please provide details here of how you will gain access to specific documentation that is not

in the public domain and that this is in accordance with prevailing data protection law of the country
in question and England and Wales.

(this box should expand as you type)

SECTION F: Scope of Research Activity

1

Will the research activity include:

YES NO“

2 Use of a questionnaire or similar research instrument? X O
3 Use of interviews? X m}
4 | Use of diaries? X ]
5 Participant observation with their knowledge? X 2]
6 Participant observation without their knowledge? O X
7 Use of video or audio recording? X (m}
8 Access to persbnal or confidential information without the participants’ specific O

consent? =
9 Administration of any questions, test stimuli, presentation that may be o =

experienced as physically, mentally or emotionally harmful / offensive?
10| Performance of any acts which may cause embarrassment or affect self-esteem? O
" Investigation of participants involved in illegal activities? 5] X
12 | yse of procedures that involve deception? m] X
13 ] X

Administration of any substance, agent or placebo?

October 2020 5 Ethical Approval Form
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Working with live vertebrate animals?

O

15 | Other primary data collection methods, please explain in this box

in this box and tick the accompany box.

For example, ‘focus groups’. Please indicate the type of data collection method(s)

16 | Details of any other primary data collection method:

Focus groups

(this box should expand as you type)

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

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

has been obtained.
SECTION G: Intended Participants
1 Who are the intended participants:
YES NO
2 | Students or staff at the University? o 54
3 Adults (over the age of 18 and competent to give consent)? X O
4 | Vulnerable adults? [l X
5 Children and Young People under the age of 18? (Consent from Parent, Carer or o =
Guardian will be required)
8 | Prisoners? O X
Young offenders? (m} X
8 Those who could be considered to have a particularly dependent relationship with o =
the investigator or a gatekeeper? %
9 People engaged in illegal activities? =] X
10 | Others (please identify specifically any group who may be unable to give consent)
please indicate here and tick the appropriate box.
|11 | Other— please indicate here: g =
(this box should expand as you type)
[12 Participant numbers and source
Provide an estimate of the expected number of participants. How will you identify participants and
how will they be recruited?
13 | How many participants are 23
expected?
(this box should expand as you type)
14
15 members of a choir that | lead, some of whom work at the
Who will the participants be? | hospital and others are retired.
8 experts (other choir leaders).
(this box should expand as you type)
15
: i . Experts will be identified through social media.
H:rgc‘;v'!x; l,J, identify the They will be choir leaders of small choirs, of up to 15 members,
B P: F which are not intended for diagnosed illnesses but are intended to
promote well-being.

October 2020 6 Ethical Approval Form
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All choir members who have been to at least one of the

rehearsals where the framework is being used will be invited to
participate.

(this box should expand as vou type)

October 2020
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16 | Information for participants: YES NO NIA

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

18| win you tell participants that their participation is voluntary? X m} O

19 Will you obtain written consent for participation? X O O

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

21 | If the research is observational, will you ask participants for their = o O
consent to being observed?

22 | Will you tell participants that they may withdraw from the research at = o O
any time and for any reason?

23 | With questionnaires, will you give participants the option of omitting O o
questions they do not want to answer? =

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

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

26 | 1fNO to any of above questions, please give an explanation

27

(this box sh

(28 Information for participants:
YES NO N/A
29 | Will participants be paid? | X o
30 |s specialist electrical or other equipment to be used with participants? (| O
31 | Are there any financial or other interests to the investigator or o = Bl
University arising from this study?
32 | Will the research activity involve deliberately misleading participants in o =
any way, or the partial or full concealment of the specific study aims? &
33 |y YES to any question, please provide full details
[ 34 | Twill be using my iPad to hold focus groups and semi-structured interviews on Zoom.

Audio recordings of focus groups and interviews will be made.

(this box s|

you type)

SECTION H: Anticipated Risks

1

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

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

2 Full risk assessment completed and appended? Yes |}
No X
3 Risks to participants
For example: emotional distress, financial disclosure, physical harm, transfer of personal data,
sensitive organisational information
4 Risk to Paﬂicipant: How will you mitigate the Risk to Participant
Whilst song choices will not be chosen to Helpline information will provided for
instigate such discussions, it is possible that participants and participants will be reminded

October 2020 8 Ethical Approval Form
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participants may wish to discuss emotions in that they can chose to leave the rehearsal room

relation to song content during rehearsals. at any time, for their own well-being.
Participants will also be reminded that

Personal data being disclosed and recorded. participation is voluntary and they can withdraw

from the entire project at any time.
(this box should expand as you type)
All data will be anonymised with no names
recorded. Data will be stored on my personal,
password protected laptop which is not
accessible to anyone other than myself.

(this box should expand as you type)

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

6 Risks to in’ r
For example: personal safety, physical harm, emotional distress, risk of accusation of
harm/impropriety, conflict of interest
Risk to Investigator: How will you mitigate the Risk to Investigator:

There may be some conflict of interest with the Information will be shared in presentation format

expert participants who are also choir leaders, so that no hard copies are shared.

as | will be sharing my work with them, which It will be made clear at point of consent that

may still need refining. information cannot be shared due to data
validity.

Emotional distress when participants are talking | | am aware that this is a possibility and will seek

about their own emotions. support if needed. | will check in regularly with
my supervisor and | am also a member of the

(this box should exp as you type) singing for health network.

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

Risk to University: How will you mitigate the Risk to University:

Data Protection. The risk will be mitigated by anonymising

(this box should expand as you type) participants data and by destroying data at the
end of the study. Data will be stored on my
personal, password protected laptop which is
not accessible to anyone other than myself.
(this box ould expand as you type)

8 Disclosure and Barring Service

9 If the research activity involves children or vulnerable adults, a Disclosure
and Barring Service (DBS) certificate must be obtained before any YES NO N/A
contact with such participants.

10 Does your research require you to hold a current DBS Certificate? (@] X O

October 2020 9 Ethical Approval Form
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SECTION I: Feedback, Consent and Confidentiality

1

Feedback
What de-briefing and feedback will be provided to participants, how will this be done and when?

The final report will be made available to all participants who request a copy via email

(this box ild 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
data collection begins. If gaining consent in this way is inappropriate, explain how consent will be
obtained and recorded in accordance with prevailing data protection legislation.

Participants will be informed about what is involved and what information | will be
collecting. Consent forms will be emailed to those with email addresses and paper copies
given to those without. All paper forms will be scanned and stored on my personal,
password protected laptop and paper forms shredded.

ox should expand as you type)

this bo
Confidentiality / Anonymity

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

Each participant will have a code which will only be known by myself.
The choir will not be named.

s you type,

SECTION J: Data Protection and Storage

In completing this section refer to the University’s Research Data Management Policy and the
extensive resources on the University's Research Data Management web pages
(http://uwtsdAac.uk/library/research—data—manaqement/).

1

Does the research activity involve personal data (as defined by the General
Data Protection Regulation 2016 “GDPR” and the Data Protection Act 2018 YES NO
“DPA")?

“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 X O
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.

2 If YES, provide a description of the data and explain why this data needs to be collected:
Audio data will be collected to ensure accurate transcriptions of interviews.
Email addresses will be used to email consent forms.
Names will be used for consent forms.
(this box should & you type)
3 Does it involve special category data (as defined by the GDPR)? YES NO

“Special category data” means sensitive personal data consisting of
information as to the data subjects’—
(a) racial or ethnic origin,
(b) political opinions,
(c ) religious beliefs or other beliefs of a similar nature, ] X
(d) membership of a trade union (within the meaning of the Trade
Union and Labour Relations (Consolidation) Act 1 992),

October 2020 10 Ethical Approval Form
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(e) physical or mental health or condition,
(f) sexual life,
(g) genetics,
(h) biometric data (as used for ID purposes),
4 If YES, provide a description of the special category data and explain why this data needs to be
collected:
(this box st expand as you
5 Will the research activity involve storing personal data and/or special category YES NO
data on one of the following:
6 | Manual files (i.e. in paper form)? O X
Vg University computers? = X
8 Private company computers? O X
9 Home or other personal computers? X O
10 | Laptop computers/ CDs/ Portable disk-drives/ memory sticks? X E
11 | “Cloud” storage or websites? X o
12 | Other - specify: [ X
13 | For all stored data, explain the measures in place to ensure the security of the data collected, data
confidentiality, including details of password protection, encryption, anonymisation and
pseudonymisation:
All data will be kept on my password protected personal laptop. Audio/visual data will be
transcribed and would be shown to participants to check accuracy of reporting. Any USB
sticks used to store or transfer data will be password protected. All participants will be
given a unique identifier to ensure confidentiality and this list will be kept securely in the
password protected folder.
this box shouid expand as y
14 All Data Storage
15| wil the research activity involve any of the following activities: YES NO
16 Electronic transfer of data in any form? X O
17 | Sharing of data with others at the University? X O
18 Sharing of data with other organisations? & X
19 | Export of data outside the European Union or importing of data from outside o =
the UK?
20 | yse of personal addresses, postcodes, faxes, emails or telephone numbers? m}
21 | pyblication of data that might allow identification of individuals? m} X
22 | yse of data management system? O
23 | pata archiving? O X
24 | If YES to any question, please provide full details, explaining how this will be conducted in
accordance with the GDPR and DPA (and/or any international equivalent):
All data will be encrypted and kept on my password protected personal laptop which will not be
shared. Any USB sticks used to store or transfer data will be password protected. All data transfers
L will be encrypted and password protected. All participants will be given a unique identifier to ensure

October 2020 11 Ethical Approval Form





image46.jpeg
Prifysgol Cymru
Y Drindod Dewi Sant
University of Wales PG2/E1 FORM

Trinity Saint David

confidentiality and this list will be kept securely in the password protected folder. The data will be
stored until the completion of the project and then deleted. In accordance with the DPA2018,
participants will have the right to ask to see what data is held relating to them, and this data will be
deleted immediately if the participant requests this, in which case the data will not be used in the
project.
(this box and as you type)

25 | List all who will have access to the data generated by the research activity:
Myself, the principal researcher.
(t ox should ] as you type,

26 | List who will have control of, and act as custodian(s) for, data generated by the research activity:
Myself, the principal researcher.
(this should expand as you type

27 | Give details of data storage arrangements, including security measures in place to protect the data,
where data will be stored, how long for, and in what form. Will data be archived — if so how and if
not why not.
All data will be encrypted and kept on my password protected personal laptop which will not be
shared. Any USB sticks used to store or transfer data will be password protected, and will be
reformatted at the end of the project in order to destroy the data. The data will be stored untit the
completion of the project and then deleted.
as you type)

28 | Please indicate if your data will be stored in the UWTSD Research Data Repository (see
https://researchdata.uwtsd.ac.uk/ ). If so please explain. (Most relevant to academic staff)
NA
this box should expand as you type)

29 | Confirm that you have read the UNTSD guidance on data management (see YES X
httgs://www.uMsd.ac.uk/librar_ylresearch—data—managementl) NO o

30 | Confirm that you are aware that you need to keep all data until after your YES X
research has completed or the end of your funding NO 0

October 2020 12 Ethical Approval Form
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SECTION K: Declaration

E

The information which | have provided is correct and complete to the best of my knowledge. | 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 | hereby confirm that | undertake to ensure that the above named
research activity will meet the University’s Research Ethics and Integrity Code of Practice which is
published on the website: https://www.uwtsd.ac.uk/research/research-ethics/

¥ Date: 15.11.23
" i e
Signature of applicant: %“/

For STUDENT Submissions:

32 Director of Date:
Studies/Supervisor: Laura James 15.1.24

33
Signature: Laura James

For STAFF Submissions:

34 Academic Director/ Date:
Assistant Dean:

35 Signature:

Checklist: Please complete the checklist below to ensure that you have completed the form
according to the guidelines and attached any required documentation:

E I have read the guidance notes supplied before completing the form.

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

E | confirm that the research activity has received approval in principle

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

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

X
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.

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

X

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

RESEARCH STUDENTS AND STAFF ONLY

All communications relating to this application during its processing must be in writing and emailed to
paresearch@uwisd.ac.uk , with the title ‘Ethical Approval’ followed by your name.

You will be informed of the outcome of your claim by email; therefore it is important that you check your
University and personal email accounts regularly.

STUDENTS ON UNDERGRADUATE OR TAUGHT MASTERS PROGRAMMES should submit this form
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This form is available electronically from the Academic Office web pages:
https://www.uwtsd.ac.uk/academic-office/appendices-and-forms/

Application Process

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

Taught masters and taught undergraduate research Ethical Approval Forms are considered within
Institutes. Institutes will provide details of the specific processes for this. Where the Ethical issues within any
single ethical application are of particular concern the Institute will refer these to the University Research Ethics
Committee. Any student activity that involves the collection of primary data needs to undergo Ethical approval,
this includes assignment work as well as dissertations.
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The Great Western Hospitals NHS Choir
13" November 2023

Dear UWTSD,

RE: Would a well-being framework designed for a small
individual community choir work in the extended community?

I confirm that I approve of the research proposed into ‘a well-
being framework for choirs’ to be carried out by Sarah
Summers, Choir Leader, during Choir rehearsals between
February 2024 and March 2024.

Kind Regards,

Teresa Harding

Email: Teresa.hardingl @yahoo.com

Trustee of The Great Western Hospitals NHS Choir
and Committee Chair

Carlene Wilkinson

Email: Carlene.wilkinson1@nhs.net

Trustee of The Great Western Hospitals NHS Choir
and Committee Secretary

G0 KinSonm

Elaine Douglas

Email: Elaine.douglas3@nhs.net

Trustee of The Great Western Hospitals NHS Choir
and Committee Treasurer
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Sarah Summers   12A Earl Close   Swindon   SN5 5TX   sarah.summers349@gmail.com   15 th   November 2023     Dear UWTSD,     RE:  Would a well - being framework designed   for a small individual community choir work in the  extended community?   I confirm approval for the proposed research  into ‘a well - being framework for choirs’  to be carried  out   by Sarah Summers,   during choir rehearsals between  January 2024   and  February 2024 .   I confirm that the choir is run by myself as part of my own business.    Kind Regards,     Sarah Summers  
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 Jan  2024  Feb /   March   2024  March/   April   2024  May   2024  June /July  2024  Aug  2024  Sept  2024  

Determine project aims and  objectives         

Research appropriate methods and  processes         

Write Project Proposal         

Conduct  Literature Review         

Conduct research with  choir  members, write reflective journal         

Code data, develop themes and  analyse findings, triangulating with  own reflective journal and  literature         

Review framework in light of initial  findings         

Present framework to a focus  group of  choir leaders of other  small, community choirs         

Code data, develop themes and  analyse findings, triangulating with  own reflective journal and  literature         

Write conclusion and next steps         

Complete Draft and prepare  presentation         

Submit paper and  presentation         
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