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Abstract

After significant research, it is apparent that this literature review has an opportunity to bridge a gap in the lack of research behind the impact of children’s learning and development within community theatre participation. Several theorists have agreed that there is an absence of robust evaluation on the impact of community theatre on children, and all have stated that few studies have investigated a potential link between personal enrichment and community participation. To give context to the study, three questions will be included throughout. How can children feel a sense of wellbeing, belonging and social inclusion through community theatre participation? By participating in community theatre, how can children learn new, transferable skills and why are these important in their learning and development? How are the expressive arts acknowledged in the new curriculum for Wales, and is creativity recognised as an important resource in education?

[bookmark: _Hlk131858006]The true capacity to a child’s learning and development are immense, as community theatre is just that; based in the community, meaning children attend through choice and are not participating in the performing arts in a strict, compulsory school environment. Based in Wales, the new curriculum has been designed to allow senior leaders in schools to design their own curriculum to reflect the needs of their learners, communities and environment. However, there is a huge emphasis on competition in Wales as it is the country of the Eisteddfod, a celebration of Welsh culture and language, which is perceived by some as not being inclusive to all in a rapidly changing society of diversity and differing cultures. When researching and developing the creative arts in an educational setting, how can the Welsh Assembly Government promote the importance of, what they refer to as the ‘Expressive Arts’, within its curriculum and then expect school children who want to explore their creativity to conform to such an intense competition where only the minority are chosen to take part?  

This is where community theatre practitioners in Wales need to step forward to highlight their work in communities. To show how participation in the performing arts in a community capacity has no competitive aspect and no hidden agenda and can have an impact on the wellbeing and personal development of children. Practitioners need to speak out on how children’s participation in community theatre has the potential to give a sense of belonging and achievement, regardless of age or ability. Further information to explain, discuss, compare and contrast issues relating to children’s participation in the performing arts in a community setting is included within this literature review and hopefully this will help to inform the reader of the benefits of participation through choice, in comparison to the consequence of competition. All children deserve the equal opportunity to express themselves through song, dance or drama in a safe, welcoming environment without any threat to their confidence or self-esteem, therefore the results of this study will highlight the need for alternative design and delivery. 





Contents

                                                                                                                  Page
     Declaration Form………………………………………………………………4
Acknowledgements……………………………………………………………5
                                                                                                              
1. Introduction…………………………………………………………………5
2. The Story Behind the Rationale………………………………………….7

3. LITERATURE REVIEW
3.1            What Is Community Theatre and Why is it Important?......................9
3.2            Wellbeing and a Sense of Belonging………………………………..11
3.3            What are transferable Skills and Why Are They Important?..............12
3.4            What is Social Inclusion?...................................................................17
3.5            United Nations Convention on the Rights of the Child……………….18
3.6            Welsh Assembly Government…………………………………………..20
3.7            The New Curriculum – Expressive Arts………………………………..22
3.8            The Wellbeing of Future Generations Act (Wales) 2015…………….23
3.9            Communities and Mental Health……………………………………….25

4. Case Study………………………………………………………………...26
4.1           Safeguarding, Performance and Finance……………………………...28
5. Conclusion………………………………………………………………….29
6. Discussion and Recommendations……………………………………...31
7. References…………………………………………………………………34
      8.  Appendices
8.1         Declaration Form……………………………………………………....44
      8.2        Ethics Form………………………………………………………….....45







[image: Text

Description automatically generated]





Name of the Programme of Study: MA Wellbeing, Learning and Professional Development

Name of Student (Capital Letters): DEBORAH ELIAS



DECLARATION

I certify that the whole of this work is the result of my individual effort, and that all sources have been acknowledged.

Signed ...............Deborah Elias............................... (Student)

Date     .................04/04/2023..............................................




DECLARATION

I am satisfied that this work is the result of the Student’s effort.

Signed ........[image: A close-up of an object

Description automatically generated with low confidence]...................................................... (Lecturer)

Date     ..05.04.23.........................................................


Acknowledgements
I would like to take this opportunity to acknowledge Caroline Lewis as my dissertation supervisor and thank her for her support and guidance. I would also like to thank Saron Welfare Association and Carmarthenshire Theatres for providing me with a quiet space for my research.


1. Introduction

There are three research questions that will set the context for this literature review.

· How can children feel a sense of wellbeing, belonging and social inclusion through community theatre participation?
· By participating in community theatre, how can children learn new, transferable skills and why are these important in their learning and development?
· How are the expressive arts acknowledged in the new curriculum for Wales, and is creativity recognised as an important resource in education?

Questions about the framework of community theatre and why is it so important will be explained throughout. It will discuss why community theatre can be described as a means of empowerment to social work and will compare and contrast the aims and objectives of community groups who state that community theatre gives an opportunity for children to exercise creativities and express emotions and will explore claims of how community theatre can bring people together and connect arts and culture with life.

Definitions on wellbeing and a sense of belonging will be discussed throughout and will include explanations on how and why children can feel a sense of wellbeing and belonging through theatre participation. Some theorists will mention a meaningfulness of life and how processes, practices and theories behind wellbeing and belonging have become a subject of interest and interrogation across multiple disciplines.

The learning of transferable skills will be a priority and industry professionals will explain about the importance of learning transferable skills being critical to an individual’s learning and development. It will be beneficial for the reader to give a wider insight into transferable skills, therefore the Conceptual and Pragmatic Framework created by The United Nations Children’s Fund (UNICEF) will be discussed, as the framework acknowledges how the learning of transferable skills is of great importance to children.

Social inclusion is an area that will be researched at length and will ask whether community theatre is acknowledged as an important resource in Wales for ensuring the social inclusion of children. Vikki Butler, a senior research and policy officer for Barnardos Cymru discusses and explains social exclusion and how it links to absolute poverty, participation poverty, poverty of aspirations and environmental poverty.

A selection of articles from the United Nations Convention on the Rights of the Child (UNCRC) will be reviewed, outlining civil, economic, social and cultural rights of children. However, out of the 54 articles in the convention, only articles that are relevant to this study will be included, which incorporate the best interests of the child, parental guidance and a child’s evolving capacities, freedom of expression, freedom of association, children with disabilities, goals of education and leisure, play and culture.

Publications by the Welsh Assembly Government (WAG) will be scrutinised and will include issues surrounding the WAG’s Fusion Programme, which is an arts and culture document written in response to Baroness Andrews’ Culture and Poverty Report (2014) which suggests the culture sector has a vital role to play in tacking poverty and disadvantage and empowering socially excluded people.

Also included will be clarification on the New Curriculum for Wales and their section on Expressive Arts, and how this states that it recognises the importance of the expressive arts. Wales is the country of The Eisteddfod. It is funded by the Welsh Assembly Government and is described as the largest and oldest celebration of Welsh culture, unique throughout Europe.  A celebration of culture and language in Wales, the Eisteddfod is a competitive festival with over 15,000 children and young people under the age of 25 competing in various competitions such as singing, dancing and performing. However, this literature review will discuss whether the Eisteddfod reflects modern Wales? This celebration of Welsh culture is only open to Welsh speakers, and Wales is quickly becoming a multi-cultural country. Under the new curriculum for Wales, schools now have the freedom to create their own curriculum in accordance with their community and environment. They may use the Eisteddfod as part of their curriculum to the detriment of who choose not to be involved or are not chosen to participate. There is a big emphasis on school children’s participation in the Eisteddfod and it can be a very intense competition. This study will ask, what damage can this competition do to the confidence and self-esteem of children who are rejected after the audition process? The performing arts, referred to as the Expressive Arts in the new curriculum for Wales, can be so competitive, but participation in the arts does not have to be that way. There are no rules that dictate a child must compete with others to have the opportunity to enjoy drama, dance and song. The performing arts in a community theatre setting has no competition or any hidden agendas and is accessible to all children, regardless of age or ability. Community theatre can bridge the gap between competition and inclusion as participation should be accessible to all children. However, the WAG still insists on school children competing in singing, drama and dance in the National Eisteddfod, therefore this literature review will explore whether their approach is inclusive and matches the objectives of the new curriculum.  Professor Ken Robinson was International Advisor on arts education and a Professor of Arts Education at the University of Warwick and gives his comments on the current education system having the capacity to destroy creativity and also, in his opinion, how the current system is modelled on the principles and processes of industrialisation, and these statements are considered alongside his remarks of how the current education system is also focussed primarily on conformity and these are included and discussed.  

The Wellbeing of Future Generations (Wales) Act 2015 states how it connects environment and social health and looks to solve issues surrounding poverty, education and unemployment and issues relating to these, alongside children’s community theatre participation, will be analysed. The Act’s seven aims will be included, however, only three of those aims are relevant to the context of this review.

When discussing wellbeing, belonging and social inclusion, it is advantageous to include mental health when researching the benefits of community groups as it is closely related to wellbeing and social inclusion. This document will discuss communities and mental health and how WAG express the importance of mental wellbeing for healthy, functional communities. Also included in this section is how the waiting lists for mental health services tell a different story to the WAG statements. One theorist mentions how community based groups have the potential to support children’s social and emotional wellbeing, however, others state that although the potential is there, there is a lack of robust evaluation on the impact of community theatre, which gives scope for this document to bridge that gap. Due to the absence of relevant external research within this chosen subject area, this study will interpret the topics chosen within the literature review and explain how these can be linked to children’s participation in community theatre.

To give further clarity to the context of this literature review, a case study is included which provides confirmation on the theory and statements regarding a children’s community theatre group’s impact on a child’s learning and development, wellbeing, belonging and social inclusion. The information within this case study will create the approach to the discussion and recommendations.


2. The Story Behind the Rationale

On the North Yorkshire coast sits a once popular seaside town. The majority of jobs available in this town are seasonal only, and the same can be said for the activities on offer to the local children. Hotels have closed due to lack of trade as it is cheaper to holiday abroad, with many turning into bedsits and hostels for the unemployed instead. The local economy has taken a huge hit due to the tourism trade failing, which has resulted in shops and businesses closing. The seaside town is dying, and so are the opportunities for children and young people who lived there. Some young adults living in the town said they struggled to envisage a future for themselves living by the sea. Rhodes, BBC News (2019)

The one place where local children can come together is the local youth club which has a theatre and a dance studio. Since the 1970s, children have been encouraged to this venue to take part in drama workshops, dance classes and performances. However, over time, as this theatrical resource has developed and grown in popularity, it become apparent that the structure of the workshops and activities within it were changing. The local children were still encouraged to take part, but they were now expected to audition to guarantee themselves a place, resulting in many being socially excluded from a community activity they enjoy. 

It is important that all children have the opportunity to participate in programmes which directly affect their lives says Hart (1992), and this is especially important for disadvantaged children. Therefore, it is very disappointing that the delivery of inclusive opportunities for children at this youth club has changed. Historically, this valuable resource has always given equal opportunities to all children who enjoy singing, dancing and drama. However, because this youth organisation has decided to exclude certain children by insisting on auditions and choice rather than equal opportunities, they risk affecting the wellbeing and social inclusion of many young people in a town where there are few opportunities. According to The Charity Commission (2001) organisations can promote social inclusion and there needs to be an awareness of the needs of children who are socially excluded and the charity encourages service providers to adapt their services to meet the needs of these individuals and communities. However, the youth club’s new priorities are very similar to that of the Eisteddfod, where the minority are chosen to participate, even though the majority want to be involved. How do I know this to be true? Because I was one of the children who attended the youth club, therefore I write from personal experience. There needs to be a new way of thinking regarding the performing arts, where every child, regardless of age and ability, has an equal opportunity to express themselves and experience fun community theatre workshops and performance without the barriers of auditions and competition and the potential of ridicule and rejection. Communities are breaking down with no opportunities for children and young people and barriers to participation need to be addressed.






3. LITERATURE REVIEW

3.1  What is Community Theatre and Why is it Important?

What is community theatre and why is it important? Collin (2016) declares that community theatre is not taken seriously, the performers are all volunteers who are doing it “for fun”. It is very discouraging to read comments like this as they undermine the great opportunities that lie within community theatre participation. Thankfully, Neil Beddow (1997) disagrees and has written extensively about the benefits of community theatre and his perception is inspiring. He proposes that instead of being seen as a side hobby for an intelligent or affluent elite, community theatre should be seen as a vital and fundamental part of children's lives and that an individual's participation in the arts has the potential to have a much wider impact on their participation in community and society, and indeed could, according to Beddow, have a profound influence on their future life direction. 

Jason Leblanc (2020), an artistic director, explains community theatre as a resource that can bring people together and connect arts and culture with life. Fisher (2002) agrees as she explains how participation in community theatre is so important as it creates deep connections between people and encourages active listening across deep divides of difference and new, shared understandings. Dan Chesnicka (2019) runs a community theatre group and he says community theatre is a safe place for people to come together, and The Lionheart Theatre Company are a typical example of a community theatre group who recognise how there can be a distinct link between community theatre and education, and how it can bring about change and promote creativity. Community theatre practitioners acknowledge that community theatre participation is very important to the personal development of those who have an interest in singing, dancing, and acting/drama. Boehm (2003) writes about the importance of community theatre and the potential of combining community theatre and social work as a means of empowerment. He suggests that the individual, group and community processes that evolve during the course of a community theatre project contribute considerably to the participants’ empowerment, especially in terms of self-esteem, mastery, critical awareness and expression of inner voice. Roske Octavia (2023) has written a book titled ‘Importance of Community in Children's Life’ which discusses the well-being of children by suggesting building a strong and supportive community group around children is more important than ever in a modern, fast paced world. 

Mainstage community theatre group announce their mission statement (2023) which includes a vision, a purpose and a commitment to their local community that links perfectly with the subject of this research. They express how, for children, community theatre has never been more crucial as children require a space where they may exercise their creativities and express their emotions without the worry of being ridiculed or rejected. Their mission statement explains how children can come together through participation in community theatre and can learn about cooperation and teamwork. They state that community theatre can bring together local children and families, and how even an audience of parents, friends and family can benefit from watching their children on the stage, not only through performance, but because they also get to experience their child interacting with a diverse group of people, working together. Pyman (2013) has a drama therapeutic perspective and writes about community theatre to be multi-faceted, relating to personal development, learning, having new challenges, compromising and agrees that cooperation is a skill children can learn through taking part. He also mentions an increased awareness of community identity, developing creativity and a sense of empowerment and/or escape. Octavia (2023) agrees, and also writes about community being a social connection, a need to be seen and values exactly the way you are, to feel integrated and feel respected. According to Marianne Adams (2017), whilst speaking at Tedx Talks, theatre participation has not necessarily got anything to do with acting, but everything to do with life.

The American Association of Community Theatre (AACT) (2019) conducted their own research on the thoughts and feelings of individuals who had participated in community theatre. AACT aims, objectives and outcomes mirror those of Mainstage community theatre group and have conducted their own qualitative research. Within their research results a participant had reflected on his childhood and told a story about how as a young, shy child, he did not feel as though he fit in with other school children, but when he joined a community theatre, he suddenly felt part of a group of people who accepted him for who he was. He explained how this allowed him to grow and find his own way in the world and how he felt that an active community theatre should be part of every community which hopes to grow its identity and culture. Another participant came forward to express how he felt community theatre has a special power to bring people together and to help towns become communities. Russell (2017) spoke about the life changing power of theatre in an online video and suggests that the lessons we learn in theatre workshops could help us to make sense of ourselves, which is quite a powerful statement.

Unfortunately, Pyman (2013) has stated that there is a lack of robust evaluation on the impact of community theatre and how few studies have investigated a potential link between personal enrichment and community participation. Therefore, further research on how and why children can feel a sense of wellbeing and belonging within a community theatre group will be examined here, including definitions and perceptions of wellbeing and belonging. 





 3.2 Wellbeing and a Sense of Belonging

‘Generally, we define wellbeing as an individual’s emotional, spiritual and physical condition. We engage with the notion of social health and wellbeing, and we define wellbeing as a social construct that intersects with individuals’ and communities’ perceptions of their own health’. 
Baxter (2017) pg.11 – 12.

What is a sense of wellbeing and belonging and how can children feel a sense of wellbeing and belonging through community theatre participation? Lambert (2013) describes initial levels of a sense of belonging as being a predicted or perceived meaningfulness of life. Halse (2018) explains that the processes, practices and theories of belonging have become a subject of interest and interrogation across multiple disciplines. Octavia (2023) links community with connection, referring to the need for social interaction and meaningful relationships with others and how connection includes feelings of belonging and support and is essential for wellbeing. She explains that the need for connection is constantly fuelled by family and community which offer a safe environment in which a child can nurture a secure attachment with the world around them.

Ntara (2021) introduces a Sense of Belonging Theory as a psychological construct that describes the extent to which individuals feel connected to others in social groups, communities, and organisations and recognises the importance of wellbeing and belonging as a need for human beings to associate themselves with other groups of people to feel accepted. If an individual feels included and supported within a group of people, this has the potential to help them with their own identity and gain confidence and self-esteem. She writes about factors that help to drive a sense of belonging, one of them being shared interests. An individual may be more inclined to join a group of people who share a similar interest, vision or value. Fisek (2019) agrees by stating that communal belonging helps shape an individual’s sense of themselves. Ntara continues to explain how people are more attracted to each other if they can relate through social-economic status. She also includes religion and culture, and how shared interests is the main objective to people joining others in groups, clubs or societies and justifies why a sense of belonging is important as there is a desire for every human to be included somewhere. She formulates an opinion on how the need to belong is ‘hardwired’ in human brains and how researchers have identified how belongingness starts in individuals early in the life cycle with the need to experience the feeling of safety and acceptance, for example in skin-to-skin contact of babies and this alone is a vital role in developing a sense of belonging, even before the conscious mind has fully developed. A sense of belonging is the subjective feeling of deep connection explains Allen (2020) and is a fundamental human need that predicts numerous social, economic, mental, physical, and behavioural outcomes. Therefore, can a sense of belonging be an essential component of wellbeing?

Redden (2004) produced an online video on the subject of belonging. The message from the video is that being part of a team is all about belonging. An individual can feel a sense of belonging in a family or at school, in a club or with a group of friends. The video explains how being part of something is so important, you just have to imagine what it feels like not to belong. Most of us have been left out of something at some time in our lives, leading to us possibly feeling self-conscious or upset, lonely or confused. However, the video asks whether it is realistic to always expect to be included. Straath (2008) asks whether human beings need belonging or is human self-realization basically an individual issue? According to Eaude (2020), children from an early age require a robust but flexible sense of identity to thrive in a diverse, changing and uncertain world. Educators should aim to present a radical, inclusive, culturally sensitive vision of how young children should be educated for such a world.

Robinson (2022) also accepts that a sense of belonging is a sense of identification with a specific group and how it is based on the human need for affiliation and writes how this is especially important for young people’s self-esteem. Robinson refers to Maslow’s Hierarchy of Needs as psychological, safety, love and belonging, self-esteem and self-actualisation and writes about how Maslow describes belonging as a basic human need and a necessary requirement to feel good about oneself. He also states how a sense of belonging occurs once an individual feels part of a group of other people with similar norms and values, interests or goals, and recognising everyone within that group as an equal. Therefore, it is apparent that wellbeing and a sense of belonging have a huge impact on community participation. 





3.3 What Are Transferable Skills And Why Are They Important?

By participating in community theatre workshops, how can children learn new transferable skills and why are these important in their learning and development?  There are many transferable skills that can be learnt by participating in community theatre. Apart from the obvious of performance techniques, every child can learn new skills which are not necessarily provided in a compulsory school environment. When children participate in a community group, they are there by choice, which does have an impact on behaviour, confidence and attitude, especially when they realise there is no strict curriculum and no school rules.  New skills are learnt through self-expression and working together with other children in a safe, non-judgmental, relaxed and calm environment. Participation through choice changes the whole dynamics of self-expression, creativity and learning.

Cooperation, speech and language, numeracy, time management, teamwork and leadership, listening and responding, creativity, critical thinking, problem solving, communication skills and concentration are transferable skills listed by Sue Clarke (2023), who introduces herself as a subject expert in drama at Trinity College, London.  Pyman (2006) agrees and concludes how experiences in community theatre can be multi-faceted, relating to personal development, learning, having new challenges, compromising and agrees that cooperation is a skill children can learn through participation in community activities. He also mentions an increased awareness of community identity, developing creativity and a sense of empowerment and/or escape. Escape is an interesting word which has the potential to be perceived in many ways, depending on the context of its use. Escape from school or home and/or family life, isolation, anxiety and/or depression, unemployment, responsibility or simply an escape from the monotonous routines of life? 

Shakespeare’s Globe (2014) is a renowned theatre in London, that works in partnership with, and are supported by, Pearson Education UK. Together, they have produced a video on the importance of drama and transferable skills which promotes drama in education. The message from Shakespeare’s Globe and Pearson Education UK links perfectly with the rationale behind this literature review and discusses community theatre participation and the learning of transferable skills. The video includes speakers from a number of eminent practitioners in the business and theatre sectors, to hear their thoughts on the importance of drama in learning and development. Dina Dommett (2014) Executive MBA at London Business School speaks in the video and explains how the skills you gain, and study, and understand from drama are critical to an individual’s development. Georghia Ellinas (2014) is the Head of Learning at Shakespeare’s Globe and also speaks about the importance of transferable skills and agrees, adding how employers are looking for skills that are developed in drama. They want people who can think for themselves, who can work in a team, who can listen to others, who know how to negotiate and who know how to create an outcome. Neil Constable (2014), Chief Executive of Shakespeare’s Globe, agrees and says if a business didn’t have any entrepreneurial or creative flair, it would probably be unsuccessful and stagnant. He states quite confidently that things don’t just happen, you need good ideas, invention and innovation and all those come from people with a creative talent. 

David Adair (2014) is the Head of Community Affairs at PwC, an organisation in the UK who report their aims and objectives are to empower people and communities through social inclusion, social mobility and wellbeing. He gives a clear message in the video to any parent who may be considering their child studying drama. His advice would be to definitely let them pursue it. He describes how he studied drama himself and he found it very helpful in confidence building and networking. He states how there are so many transferable skills that theatre and acting can give you, that can really stead an individual well for any career. Iain Reekie (2014), Programme Director of Rose Bruford College also speaks in the video, and he says working in the creative industries helped him, because the first thing he needed to do was to try and develop a team. He had to think strategically, he had to be able to think imaginatively and ‘on the hoof’. Iain says he could not have done that without his background in the arts. He said his involvement in theatre allowed him to take on that role with some degree of confidence. Nick Ibery (2014) is an NHS surgeon and Executive MBA Graduate. His contribution to the video, and to give a further perspective on the importance of the expressive arts, speaks about how drama and theatre can give individuals the opportunity to explore their interests and  be reassured that some of the skill set will not be wasted, even if a young person decides to pursue other careers, whether it be a career in medicine, in law, in business or other areas. He thinks that transferable skills gained through participation in theatre will be useful not only in the early stages of an individual’s career, but for their career lifetime. Neil Constable (2014), Chief Executive at Shakespeare’s Globe adds that, in an arts organisation, every artistic decision is a business decision, and every business decision is an artistic decision and the two work hand in glove to assure success. He concludes the video, and reminds the viewer that as we have heard, studying drama helps develop key skills, such as negotiation, leadership and collaboration. It also boosts confidence, teaches pupils to work in a team and to think creatively. Drama provides key transferable skills that can be used in any industry.

The United Nations Children’s Fund (UNICEF) (2022) created a Conceptual and Programmatic Framework that recognises 12 transferable skills that have the power to help with children’s learning and development.

· Creativity, Critical Thinking, Problem Solving
UNICEF describe these transferable skills as the Cognitive Dimension (learning to know) skills. In the context of community theatre participation, creativity can be described as the use of imagination to create dance routines, characters and scripts. According to the BBC (2023) We can’t underestimate the importance of creativity for children. Giving children the freedom to create something is a great way to nurture their self-confidence, independence and social and emotional intelligence. 


· Cooperation, Negotiation and Decision Making
UNICEF describe these transferable skills as the Instrumental Dimension (learning to do) skills. In the context of community theatre participation, cooperation can be described as the action or process of working together, taking turns and being patient. Nathan Brown (2013) writes in The Guardian and explains how Co-operation can also be described as the understanding of how to work effectively with other people on an equal basis towards commonly held goals.

· Self-Management, Resilience and Communication
UNICEF describe these transferable skills as the Individual Dimension (learning to be). In the context of Community theatre participation, self-expression and communicating thoughts or ideas to peers or audience members, especially in writing, art, music, or dance could be included. Michael (2019) adds that we show our personalities by the way we express ourselves in other people’s company and this is a very important aspect of life to pay attention to, especially if you want people to understand you.  Communication skills within community theatre can be characterised as the ability to convey or share ideas and feelings effectively when working in a group. As a child develops, it is important to nurture communication skills so they are capable of expressing themselves, clearly and confidently, in all aspects and areas of their life, claim Kumon (2021), who continue to explain that the ability to communicate is a key skill, and the better people are at it, the better their lives will be.

· Respect for Diversity, Empathy and Participation
UNICEF describe these transferable skills as the Social Dimension (learning to live     
together) These skills do not necessarily have to be learnt in school. By joining a community activity by choice, new skills can be learnt inadvertently which can be much more fun. 

Highlighted below, are a selection of skills not included in the UNICEF list but should also be taken into consideration when investigating how and why these skills can be developed by participating in community theatre activities and are also important for children’s learning and development in education and wider society.

Literacy
In the context of community theatre, it is the ability to read and write, writing scripts and learning lyrics to songs. The Literacy Trust (2017) states if a child lacks vital literacy skills it can hold them back through different stages of their life. A child will struggle to succeed at school, as an adult they may be locked out of the job market, and as a parent they will struggle to support their own child's learning. 

Numeracy
In the context of community theatre, to understand and work with numbers by counting beats in a song or steps in a routine. The Numeracy Trust (2014) explain how everyone uses numeracy on a daily basis and how confidence and ability with numbers can impact people financially and socially and also has the capacity to impact health and wellbeing. People will need numeracy skills make and keep medical appointments, measure medicine doses, or working out times for taking tablets throughout a day.

Acceptance
Again, in the context of community theatre, acceptance is all about children working with others with differing abilities and backgrounds and ensuring they feel included, listened to and feel part of the group. It can also be described as a willingness to accept a difficult situation. Diversity is a such a positive as it makes the world a much more interesting place. We learn more about the world and ourselves when mixing with those that are different from us. This means we can understand other cultures better and build a sense of connection. 

Accountability
In the context of community participation, accountability can be described as being responsible for your own character, behaviour and decisions taken when performing on the stage alone and with others and if something goes wrong or doesn’t work, to have awareness. Bologna (2021) describes accountability as individuals not understanding the consequences of their actions and refusing to acknowledge when they’ve made mistakes. Priya Tahim (2021) adds that by teaching children personal accountability, you’re teaching them that mistakes happen and when those mistakes happen, it’s important to learn from them.  
 
Social skills
In the context of community theatre participation, social skills can be best described as skills that enable individuals to communicate, interact, and build healthy relationships with others, both verbally and non-verbally in workshops and rehearsals.
Kid Sense (2022) state that to maintain positive interactions with others it is vital that an individual has good social skills as they are crucial to help make friends and keep friends. Social skills include both verbal and non-verbal communication for example, speech, gesture, facial expressions and body language. An individual will need good social skills to understand how to behave in social situations and also to be able to show empathy and perform on a stage.

Co-ordination
Again, in the context of community theatre participation, co-ordination is the ability to use different parts of the body together smoothly and efficiently when learning new dance moves or working with a partner to use non-verbal communication in mime. The University of Leeds (2018) claim that according to new research, young children with better eye-to-hand co-ordination were more likely to achieve higher scores for reading, writing and maths. Kolmar (2022) can affirm that statement and also describes co-ordination as the ability to work in a team, be adaptable, have good communication skills and be efficient at time management.

Decision making
In the context of community theatre participation, decision making is also a key transferable skill and is the action or process of making important decisions when working with others. The Rainforest Learning Centre (2023) write about good and bad decision making and how it can affect everyone. They state that teaching children skills in decision making is good practice as the majority of children make decisions based on their emotions. It is a life skill that needs to be taught to help guide children to make the best decisions that have a positive affect their lives and those around them. Decision making can also mean a child deciding for themselves how to convey or perform a certain scene or dance on a stage. 


3.4 What is Social Inclusion?

How can children feel a sense of social inclusion through community theatre participation and what constitutes social exclusion? Taket (2014) suggests that social exclusion is a complex and multi-dimensional process driven by unequal power relationships interacting across four main dimensions, economic, political, social and cultural. It involved a lack of resources, rights, goods and services and the inability to participate in normal relationships or activities available to the majority of society. It affects quality of life and community cohesion. 

Butler (2013) speaks about social inclusion and why it matters at TEDxRiverTawe. Currently a senior research and policy officer for Barnardo's Cymru, she has the responsibility of designing and managing commissioned and grant funded research at national and local authority level. Drawing on approaches from person centred planning, community development, social anthropology and current social research in Wales she poses the question: What is social exclusion, and what are the costs of not having an inclusive society? She describes social exclusion as being the result of discrimination or very low incomes pushing people to experience different types of poverty.  Boardman (2022) reveals his opinion by stating mental health conditions are influenced by the social environment. What are the different types of poverty according to Butler (2013) and can poverty affect children’s community theatre participation? 

Absolute poverty is an income line where people below it face major survival situations like food and shelter. According to Butler, in Wales, researchers refer to relative poverty as low income relative to the general population of the country in which they live, living well below the living standards as others around you in the same society. Families who are living in absolute poverty may not be in a position to encourage their children to participate in community groups. They may feel socially excluded and not accepted in such an environment. 

Participation poverty is explained by Butler as having such a low income so you are less likely to be participating in social activities and having hobbies or going out for a meal or family days out. She states that people tend to make decisions through social activities so if you are not involved you can feel quite powerless. The Welsh Assembly Government needs to recognise the impact and power that community theatre can bring to families and children who feel powerless. What other activity can bring parents and children together in a safe, non-judgemental place where children are openly encouraged to have fun, sing, dance and play drama games when they have possibly never been given the opportunity. I would say the majority of people in Wales who send their children to school are aware of the Eisteddfod. Families living on low incomes would quite possibly never have the chance to be part of this Welsh tradition. Therefore surely, community theatre groups give those children a voice and an opportunity to express themselves through song, dance and drama games. These young people need to be shown that there are opportunities available to them.

Poverty of aspirations is about educational attainment and also what you think you are capable of. Butler speaks about how children perceive their own participation in society and where they see their place. Every child should have aspirations and if a school cannot meet that need then community theatre certainly can. It is very disheartening to read that some children struggle in school through no fault of their own, possibly leaving them feeling outcast or inadequate. Is a school system equipped for all children? Educational attainment may be an issue for some children in a compulsory school setting. However, it must be acknowledged that not all learning takes place in school. Children’s community theatre activities have the potential to help build confidence and self-esteem to help with children’s learning.

Environmental poverty in Wales, according to Butler, is the physical environment around us being housing, health statistics, and the upkeep of communities. There needs to be warm, welcoming places for families with children to visit to escape what must be a very distressful situation if living in environmental poverty. A sense of belonging will be very difficult to attain if the area you live feels unsafe, derelict or remote and mental health will be affected if an individual does not feel safe. It is paramount that every community has a community centre where people can come together and discuss issues relating to their health and housing and to gain support and learn their rights on appropriate, affordable housing. Transport will be another issue for environmental poverty. For children to have an opportunity to participate in and benefit from community theatre activities their families will need access to reliable public transport. Simple things that may be taken for granted by the majority are adequate housing, reliable public transport and safe communities.

Butler explains how absolute poverty, participation poverty, poverty of aspirations and environmental poverty all interrelate and there needs to be a mutual feel good factor in relation to being socially included. She concludes by stating that social exclusion costs society more in housing, health, benefits. Social exclusion means people are missing out socially and that can have an effect on mental health.



3.5  The UN Convention on the Rights of the Child

Why include the United Nations Convention on the Rights of the Child (UNCRC) in relation to children’s participation in community theatre? This UNCRC document is described as the most comprehensive statement of children's rights ever created and the international human rights treaty with the largest number of declarations. The Convention came into force in the UK in 1992, and there are 54 articles of the Convention which outline the civil, political, economic, social, and cultural rights that all children worldwide are entitled to and address every area of a child's existence. It states how governments and responsible adults must cooperate to ensure that all children may exercise their legal rights. Therefore, which Articles are relevant to children’s community participation?

Article 3 – The Best Interests of the Child
‘The best interests of the child must be a top priority in all decisions and actions that affect children’.
Article 3 can be perceived in many different ways, however, in the context of this study, it shall relate to child participation. Referring to Hart’s Ladder of Children’s Participation (1992) the best interests of the child must always be considered. Every child is different and has different needs, norms and values, and these need to be considered at all times. If a child decides that a particular activity is not appropriate for them, then a quick change in the delivery needs to be implemented. This is so important to ensure that the aims and objectives of a community group and the expectations from children and parents remain clear.

Article 5 – Parental Guidance and a Child’s Evolving Capacities
‘Governments must respect the rights and responsibilities of parents and carers to provide guidance and direction to their child as they grow up, so that they fully enjoy their rights. This must be done in a way that recognises the child’s increasing capacity to make their own choices.’
Within the context of involving a child in community theatre, the rights and responsibilities of parents and carers to introduce and encourage children into an activity that has the potential to teach them transferable skills, confidence and give the opportunity to make new friends is paramount.

Article 13 - Freedom of Expression 
‘Every child must be free to express their thoughts and opinions and to access all kinds of information, as long as it is within the law’.
In the context of community theatre participation, this article could be perceived as every child having the opportunity of freedom of expression within dance, song and drama activities, by expressing their thoughts and opinions into lyrics, or by simply expressing themselves through movement or mime.

Article 15 - Freedom of Association 
‘Every child has the right to meet with other children and to join groups and organisations, as long as this does not stop other people from enjoying their rights’.
It is so important for children to come together and join groups and organisations to aid their social development and social skills. The most benefit comes from joining groups that are not within restricted parameters of a compulsory school setting. There are so many rules and regulations within the compulsory education system that can damage a child’s creativity and sense of worth and stop them from being an individual in their own right, for fear of ridicule or rejection.

Article 23 - Children with a Disability 
‘A child with a disability has the right to live a full and decent life with dignity and, as far as possible, independence and to play an active part in the community. Governments must do all they can to support disabled children and their families’.
All children should have equal opportunities in theatre workshops regardless of ability. There should never be any discrimination where community activities are offered to children. It is best practice to be inclusive to all.


Article 29  - Goals of Education
‘Education must develop every child’s personality, talents and abilities to the full. It must encourage the child’s respect for human rights, as well as respect for their parents, their own and other cultures, and the environment’.
Not all learning takes place in school. Drama certainly helps to develop a child’s personality as it helps them to explore their own comfort zones and encourages them to step out of those zones to be involved in new experiences. The learning of new, transferable skills can enable children to be more aware of other cultures and have a respect for themselves and their environment.

Article 31 - Leisure, Play and Culture 
‘Every child has the right to relax, play and take part in a wide range of cultural and artistic activities’.
Community theatre presents the opportunity for every child to be in a relaxed, safe environment, to play and to take part in a wide range of cultural and artistic activities with a huge emphasis on fun, whilst learning new transferable skills outside of a strict classroom environment.


3.6 The Welsh Assembly Government (WAG)

‘Persuading more people to take part in creative and physical activity is vital, if we are to get them to re-connect and believe that they have a stake in Welsh society. Taking part brings all kinds of benefits. It brings enjoyment, but it also helps people to become more confident, and to find out about themselves and their communities. It can boost personal, physical and mental wellbeing. We start from a good base, but we should aim higher.’
The Welsh Assembly Government (2023)

The WAG (2021) has produced an ‘Arts and Culture’ report to promote their ‘Fusion Programme’ which was established by the Welsh Government in response to the Culture and Poverty report written by Baroness Andrews in 2014 which suggests the culture sector has a vital role to play in tackling poverty and disadvantage. WAG state that it is a strategy that helps to empower socially excluded people to help them with decision making and to give them an opportunity to have their say on matters important to them. The Fusion Programme is described as promoting the breakdown of barriers and identifying new ways to encourage people to visit and participate in projects in Wales. It sounds very promising, as in the report it is recognised that community activities and organisations are vital in bringing people and communities together and participation in the arts enables diverse and marginalised voices to be heard. The WAG also claim that they recognise there are organisations doing excellent work to encourage groups who have felt excluded from cultural venues and activities, to access or participate in them. The report continues to explain how the arts sector needs to develop a workforce that better reflects the diversity of Wales, to improve representation of its participants and users. 


When researching the WAG public documentation on education, there are no specific references to transferable skills through community theatre, instead any references to transferable skills are general ones, which is understandable in relation to the scope of their work within Wales. It would be reassuring to read that a public body acknowledges transferable skills and community work as a vital asset to children in Wales. A simple report or document would suffice and could help others by becoming a guidance document in creating or developing new groups and recognising the impact on children. However, the WAG (2016) has produced an arts and culture vision statement. This publication states how the government are fully committed to culture, the arts, music, literature and heritage and explain how they acknowledge every creative activity within Wales that gives people purpose, a sense of belonging and identity. Wales has a very strong culture of the Eisteddfod and promoting the Welsh language. WAG declare that there are many individuals and organisations working in the community to provide cultural opportunities for people, which include libraries, choirs, painting clubs and dance groups, however, if there are community groups that do not involve themselves in the Welsh language or the Eisteddfod, are they still recognised as being a valuable resource? They acknowledge that community groups play a vital part in keeping people well and for some, in avoiding the need for expensive medical interventions. They admit here is scope for the culture sector to play a significant role in shifting the emphasis of our health care system from one focusing only on ill-health, to one also focusing on well-being and prevention. It is encouraging to read how the Welsh Assembly acknowledges that there is ‘good work going on’ and explain that they have a new strategy under our new Programme for Government, which will encourage community interventions and how the government aim to expand what they refer to as their ‘Social Prescription Scheme’ aimed at improving mental and physical health. Hopefully these are not empty words that are in place so the policy makers can tick a box. The words in the report are powerful but they need to be acted upon. They explain how this new strategy will help them to reach the Wellbeing of Future Generations Act’s aim of a Healthier Wales, in which they aim to improve people’s physical and mental wellbeing and also where choices and behaviours that benefit future health are understood. It would be interesting to ask other, external organisations if this is the case.


3.7 The New Curriculum – Expressive Arts

How are the expressive arts acknowledged in the new curriculum for Wales, and is creativity recognised as an important resource in education? It is certainly very positive and encouraging to read that the WAG recognises the importance of the Expressive Arts area of learning and experience. What is disheartening, is the fact that they put such a huge emphasis on competition within the arts in their National Eisteddfod. In 2023, the WAG produced a comprehensive section on their website describing the new curriculum and how it should be implemented in schools. One of the sections refers to designing a curriculum and how school leaders should include cross-curricular skills in literacy, numeracy, creativity and innovation, critical thinking and problem solving, self-confidence, self-esteem and communication skills. Maybe they need to be reminded that these ‘cross-curricular’ skills are also referred to as transferable skills and have been one of the main impacts of community theatre participation for children for decades. Will the performing arts ever be recognised as a subject area in its own right and will the subject ever gain the recognition it deserves? The WAG say they acknowledge the importance of creativity and the expressive arts, but do they actually deliver on their words? They state in their documentation that children should accept failure and value its place in creative processes. Should children be expected to accept failure within creativity? Would this not have a profound effect on their confidence and personal development? We hear about the competitive aspect of the Eisteddfod and how it is not inclusive to all children and then we read comments from WAG on accepting failure in creativity in schools. It bids the question, who decides what is a success and what is not? There is no right and wrong answer to an individual’s perception of creativity. Thank goodness for community theatre intervention bridging this gap and allowing a safe space for children to express themselves without any hidden agendas and barriers within a compulsory school setting. Community groups involved in the arts celebrate self-expression from all children, regardless of their age, culture, behaviour or ability, and do not label children or have to medicate them to allow them to ‘fit in’.

Professor Ken Robinson (2017) was a British author, speaker and international advisor on arts education and was also Professor of Arts Education at the University of Warwick. He gave many inspirational talks at conferences around the world, and always promoted the benefits of the creative arts and how important they were in education but there are, according to Robinson, many misconceptions of what creativity actually is. In one of his videos he talks about how the current education system is modelled on the principles and processes of industrialisation and this educational industrial process is primarily focussed on producing conformity. Some children do very well, others do not and some are medicated to ‘fit in’. He suggests that the current education system can destroy creativity and has systematically wasted some of the best talents of our children which has a huge effect on their personal development. There is a social waste that results from this method of education and it is causing massive problems in many of our communities. He continues to explain about the effect of conformity and standardised testing and how the current education system is likened to a factory and this is damaging creativity.  In his opinion, creativity needs to be at the centre of education so that people have the chance to live lives that have a sense of purpose and meaning.  The education system is locked into an old model with the main objective being to educate children to be economically independent which Robinson says, is a long term effect of industrialisation. 

Robinson states that over twenty years ago, the UK government asked him to put together a national strategy for a creative education. In the late 1990s there were national strategies for literacy and numeracy in schools and the idea of creativity was high on the agenda, but not implemented. However, he soon discovered after conducting his own research that the government policies did not give enough scope for him to be able to apply it into the current education system. 


3.8 The Wellbeing of Future Generations (Wales) Act 2015

Jane Davies is Pro Vice-Chancellor Emeritus at the University of Wales Trinity Saint David and is the author of the story behind why Wales was the first country in the world to introduce legislation to protect future generations and to place regenerative and sustainable practice at the heart of government. The Act connects environmental and social health and looks to solve issues surrounding poverty, education and unemployment. The Wellbeing of Future Generations (Wales) Act came into law in 2015 and includes seven aims,

· A prosperous Wales
· A resilient Wales
· A healthier Wales
· A more Equal Wales
· A Wales of cohesive communities
· A Wales of vibrant culture and thriving Welsh language
· A globally responsible Wales

This Act exists to give guidelines and criteria to local authorities to ensure all public bodies work together to ensure a more ‘joined-up’ approach in the work they do in relation to children and young people. The WAG report that to ensure all local authorities in Wales work towards the same vision, the Act has documented these seven wellbeing goals. Currently, three of the seven wellbeing goals are related to children’s community theatre participation in the context of this literature review.



A Healthier Wales
‘A society in which people’s physical and mental wellbeing is maximised and in which choices and behaviours that benefit future health are understood’.
The mental health and wellbeing of children is so important. If children feel isolated, unloved, anxious, depressed or are neurodiverse and find it difficult to understand the school system or difficulty with communication and/or making friends then the message about the impact on community theatre participation needs to be given to health visitors, social workers, schools, educational psychologists, charities and organisations that work with children. The whole aim of children’s community theatre, in the context of this literature review, is to help build confidence and self esteem without the pressure of targets, peer pressure, exams or issues surrounding the ‘hidden curriculum’. Choices and behaviours that benefit future health should be understood and work needs to continue to break down barriers to participation. The general perception of community theatre is of a side hobby for an intelligent or affluent elite Beddow (1997), however, community theatre should be seen as a vital and fundamental part of children's lives and that an individual's participation in the arts has the potential to have a much wider impact on their participation in community and society, and indeed could, according to Beddow and explained in great detail within this document, have a profound influence on their future life direction.

A More Equal Wales
‘A society that enables people to fulfil their potential no matter what their background or circumstances’.
Wales is quickly becoming a multi-cultural country. Diverse Cymru report that in 2019, according to the WAG statistics on culture and diversity, that there was an estimated 169,400 people from black, Asian and minority ethnic groups living in Wales. Children are children, whatever their culture or background, and should all have equal opportunities in modern society. Community theatre, in the context of this literature review, celebrates diversity and welcomes families of different cultures and religions to join in and experience the fun opportunities within our theatre and to be socially included in their community, to make new friends and build and learn new transferable skills to help them integrate into a new school environment and in society as a whole.

A Wales of Cohesive Communities
‘Attractive, viable, safe and well connected communities’
Parents choose to involve their children in community theatre. Families come together with similar interests and watch their children participate. New connections and friendships are made within the community and there can be a sense of belonging for all family members. Parents from different cultures and backgrounds suddenly find themselves working together when preparing costumes for shows and arranging extra rehearsals for their children at each other’s houses. Grandparents bring their grandchildren to workshops when parents are unavailable, creating well connected communities spanning all generations.


3.9 Communities and Mental Health 

Positive and lasting relationships endow life with meaning, emotional stability, and physical health. Nathan DeWall et al (2016). Mental health should also be recognised when writing about issues regarding wellbeing, a sense of belonging, and social inclusion. According to the NHS (2023) a large number of children and young people will experience emotional problems in childhood. The WAG (2009) state they have a strategy for mental health and wellbeing in Wales which recognises good mental wellbeing and reports that mental health is important for healthy functioning communities, improving social cohesion, social inclusion and prosperity. However, the waiting lists for mental health services tell a much different story. Dr Nihara Krause, a consultant clinical psychologist explains that mental health services for children and young people continued to decline, despite the government’s promise to improve services and Walensky (2023) highlights the importance of improving access to children’s mental health care services and explains that it can be challenging for some families to get mental health care for their children. Some families cannot find mental health care because of the lack of providers in their area. Some families may have to travel long distances or be placed on long waiting lists to receive care. Lack of transport, expensive, and sometimes unreliable, public transport and the time and effort involved make it harder for parents to get mental health care for their child. Owens et al (2002) also writes about barriers to mental health services for children and suggests that researchers and policymakers interested in increasing children's access to mental health services should consider strategies to reduce these barriers.
[bookmark: _Hlk130989104]With many professionals in agreement about a lack of services and support for children’s mental health, surely it makes sense to focus on prevention rather than intervention? Community-based groups have the potential to support young people's social and emotional wellbeing writes Allcock (2018). The Welsh Assembly Government (2022) admit here is scope for the culture sector to play a significant role in shifting the emphasis of our health care system from one focusing only on ill-health, to one also focusing on well-being and prevention. As previously mentioned, Pyman (2013) has stated that there is a lack of robust evaluation on the impact of community theatre and how few studies have investigated a potential link between personal enrichment and community participation. She suggests the lack of research may be due to the fact that quite often, there is a focus on certain factors that are easier to quantify. Allcock (2018) agrees, and states that there is insufficient thorough examination of the positive impact of participation in community groups to mental health which I have found to be a recurring trend whilst gathering evidence for this dissertation. The National Youth Work Strategy (2014) highlights their objective to be able to demonstrate how youth work improves young people's welfare, life chances, and outcomes and identifies mental health as a critical priority for agencies working with young people. Thompson (2017) states that schools often lack the time and resources to support development of psychological and emotional skills like self-regulation, resilience and relationship skills, presenting an opportunity for community-based groups to address this gap. 
Yamaoka (2021) writes about social learning experiences developed through engagement in community cultural activities and how these can affect a child’s development. She is also under the same impression that few studies have examined how children’s engagement in community activity is related to their mental health. Yamaoka also says that community groups are considered beneficial for reducing the risk of depression or anxiety and this may be because participating in community activities highlights shared local values and culture which is related to higher subjective wellbeing. However, to her knowledge, the majority of studies of the impact of community engagement has concentrated on adults and the aging population and states that no study has yet investigated the impact on child mental health. 



4. Case Study 

Ammanford Miners’ Theatre has run a children’s community theatre group for the past 20 years. It is a valuable asset to the town, where parents can take their children to join in confidence building workshops in singing, dance and drama and it is a space for families to come together in a safe, welcoming environment. The facilities, events and workshops included are designed to create a sense of belonging and wellbeing for all, with the creation of activities to help build confidence and self-esteem, promote social inclusion and provide equal opportunities in the arts where children can express themselves without fear of ridicule or rejection. Regardless of who they are, people want to be accepted by others. 

Every workshop offered to children within Ammanford Miners’ Theatre relates to the WAG’s Wellbeing of Wales Act (2010) and currently three of the seven aims of The Wellbeing of Future Generations Act (Wales) 2015, A healthier Wales, A more Equal Wales and A Wales of cohesive communities, although as an independent organisation there is no requirement to work within the parameters of the Act. In the future there may be a need to apply for funding to expand the opportunities and to employ more practitioners, therefore it is best practice to show recognition of, and include this information.

Why is this theatre group so different to others? There are no expensive term fees, instead it is self-funded through weekly subs, which allows a wider range of children from different economic backgrounds and families on low incomes to attend. Many theatre groups are run as businesses and ask that children wear expensive uniform, pay monthly in advance and audition for opportunities to perform. The Miners’ Theatre does not expect any parent to have to buy any expensive branded clothing or ask their children to audition or compete. When theatre groups ask children to audition for parts in a production or to be in a competition team it instantly leaves the majority of children who are not chosen feeling rejected with no sense of belonging. There is no need for this to happen, and the question needs to be asked about who’s benefit are these auditions and dance competitions for? I would suggest that the company’s brand or the reputation of the dance teachers are more important than the children’s wellbeing and opportunities.

Community theatre can give the impression that children rehearse and perform large scale musicals, for example, Annie or Oliver, therefore, how do the Miners’ Theatre ensure that there are equal opportunities in their workshops? As previously mentioned, this group is very differently to other theatre groups so to ensure inclusivity, the children only perform variety shows which allows every child to have an equal opportunity to sing and/or dance.  The 160 children that attend on a weekly basis show that there is a need for an organisation like this, and this local theatre has been able to channel into a huge gap in provision. The performing arts can be so competitive, but the children’s community theatre group in this case study is run very differently as it does not prioritise one child over another and it is a model that could be promoted in other areas of Wales. Due to such a specific approach, there is no benchmarking or quality assurance procedures, although the practitioners do evaluate and reflect on every workshop to ensure the strategies within it are suitable for the different age groups, different cultures and backgrounds, encouraging engagement and meeting its own goals of confidence building, wellbeing and social inclusion and the learning of transferable skills. 

It is acknowledged that not all children want to be on the stage. However, it must be explained that children’s theatre workshops in the context of this study do not necessarily mean that participants have to perform. The emphasis is put on the opportunity of self-expression in a non-compulsory educational setting. Performance is only for those who have the confidence and personality to stand in front of others. Many children benefit from simply joining in weekly workshops of team games, drama games and movement to music using hats, canes, ribbons and hoops and learning about different styles of music and dance. With 20 years’ experience in observation, reflection and experience of creating age specific workshops for children, it is apparent that children simply enjoy the music and the opportunities for unstructured play and self-expression and due to the ethos, values, aims and objectives of the Miners’ Theatre, there are over 160 children aged between 3 and 16 attending on a weekly basis, with waiting lists to manage demand. According to a report on the theatre group by the South Wales Guardian (2022), the whole purpose is for the children to have fun. Many home educating families bring their children to learn new skills and interact with other children. Local charities bring looked after children to the sessions, educational psychologists, health visitors and teachers from both primary and secondary schools bring their own children. Why is this children’s community theatre group so popular? Because every child with an interest in the performing arts is welcome to come and join in regardless of gender, background or ability and parents/carers like the fact that there are opportunities available for their children to help them in their learning and development that do not include competition, uniforms or expense. 

Arts practitioners in the Miners’ Theatre have extensive experience of observing different behaviours and perceptions within community theatre participation and recognise the need to be able to adapt or change their delivery accordingly. There are numerous ways to present and produce creative projects to entice and encourage children from different cultures and backgrounds to express themselves whilst having fun and keeping them engaged as they learn new transferable skills to help them in their learning and development. How do I know this to be true? Because I am the founder and one of these arts practitioners, and I have worked with local children, in the context of equal opportunities for all, for the past 20 years.

4.1 Safeguarding, Performance and Finance

The title of this literature review mentions the impact of community theatre participation on children. It has highlighted wellbeing, belonging, transferable skills, mental health and social inclusion, however, there are other areas that have a huge impact and need to be taken into consideration. Safeguarding, Performance and Finance are three separate topics that wouldn’t necessarily be connected in any other area of evaluation or discussion; however, these are very relevant in the context of community theatre. It is common knowledge that there have been several famous people from the entertainment industry in the news accused and convicted of historical indecency towards children. This has prompted the UK Government and The Welsh Assembly to create new legislation to safeguard children who perform on stage. It is irrelevant whether the children are performing in professional productions in the West End, or in a local community theatre; the same legislation applies. Community theatre groups and stage schools have to apply to their local authority for Child Performance Licences for individual child performers or for a Body of Approval for groups of performers. The application process involves every organisation providing its Child Protection Policy and Performance Risk Assessment so local authorities can ensure they have the correct policies in place. However, through experience of applying for these licences on an annual basis, it has become clear that they are useless for our particular community theatre group as no child is being paid to perform and parents are always on the premises, so the only use these licences have is for the local authority departments to confirm they have the necessary documentation in place to show auditors if and when their procedures are ever audited. Nobody ever visits our theatre to check we have child performance licences in place. It seems a ridiculous process with no true meaning or benefit which is only perceived as a money making exercise for those involved. School productions are exempt from child performance licences or applications for Body of Approval (BOPA) and this will be because WAG and local authorities rely on schools having the necessary safeguarding training and school policies and procedures on child protection already in place. 


In every performance we do in Ammanford Miners’ Theatre, parents have supervised their own children backstage so there has been no issues surrounding safeguarding.  The same parents sit in the theatre every week to watch the workshops and rehearsals so are familiar with the venue, the practitioners, other parents and the production and activities within it. However, we have found that as the children grow older, the thought of having a parent with them in the sessions is embarrassing as they are becoming more self-aware and having a parent watch them restricts their creativity. Therefore, more recently, our community group has had to recruit volunteers to attend training courses on safeguarding provided by the Education Welfare Department to become licenced chaperones to safeguard the children when they are in the theatre. To gain their chaperone status, and to be registered with the local authority, these volunteers are asked to pay £40 each for a Disclosure and Barring Service check (DBS) to ensure they have no criminal convictions towards children. To guarantee that these volunteers attend the training on offer to them, it is best practice for the theatrical organisation to pay for the DBS so these volunteers are not financially viable for training that they will attend through choice. It can be very expensive if there are 60 children taking part in a show and you need 5 chaperones. However, if the volunteers are giving up their time for the training there has to be an incentive. Once their training is complete, these chaperones can only supervise up to 12 children, which won’t be a problem for stage school businesses who have the financial capacity to pay for chaperones as they have the capacity to hire large theatres. However, it is very different for a community theatre group with only a small auditorium and low ticket prices. There are many barriers that affect not only participation in community theatre, but also the design and delivery of the workshops and rehearsals. These barriers need to be addressed for the benefit of everyone involved.

5. Conclusion

Three research questions have been created to set the scene for this literature review.

· How can children feel a sense of wellbeing, belonging and social inclusion through community theatre participation?
· By participating in community theatre, how can children learn new, transferable skills and why are these important in their learning and development?
· How are the expressive arts acknowledged in the new curriculum for Wales, and is creativity recognised as an important resource in education?

Definitions on wellbeing and a sense of belonging have been discussed throughout and explanations given on how and why children can feel a sense of wellbeing and belonging through theatre participation. Some theorists have mentioned a meaningfulness of life and how processes, practices and theories behind wellbeing and belonging have become a subject of interest and interrogation across multiple disciplines.

The learning of transferable skills has been a priority and industry professionals have explained about the importance of learning transferable skills being critical to an individual’s learning and development. To give a wider insight into transferable skills, I have included the Conceptual and Pragmatic Framework created by The United Nations Children’s Fund (UNICEF) which has been discussed, as the framework acknowledges how the learning of transferable skills is of great importance.

Social inclusion is an area that has been researched at length and this study has asked whether community theatre is acknowledged as an important resource in Wales for ensuring the social inclusion of children.  Also, a selection of articles from the United Nations Convention on the Rights of the Child (UNCRC) have been reviewed, outlining civil, economic, social and cultural rights of children. However, out of 54 articles in the convention, only articles that have been relevant to this study have been included, with explanations given on the best interests of the child, parental guidance and a child’s evolving capacities, freedom of expression, freedom of association, children with disabilities, goals of education and leisure, play and culture.

Publications by the Welsh Assembly Government (WAG) have been scrutinised and this review has included issues surrounding the WAG’s Fusion Programme, which is an arts and culture document written in response to Baroness Andrews’ Culture and Poverty Report (2014) which suggests the culture sector has a vital role to play in tacking poverty and disadvantage and empowering socially excluded people.

Clarification on the New Curriculum for Wales and their section on Expressive Arts has been included, and how this new curriculum states that it recognises the importance of the expressive arts. However, the WAG still insists on children competing in singing, drama and dance in the National Eisteddfod, therefore this literature review has asked the question whether their approach is inclusive and matches their proposed design and teaching strategies.  Professor Ken Robinson was the international advisor on arts education and Professor of Arts Education at the University of Warwick. His comments on the current education system having the capacity to destroy creativity have been included and discussed.  Also, his opinion of the system being modelled on the principles and processes of industrialisation are considered alongside his statement of how the current education system is focussed primarily on conformity.

The New Curriculum for Wales has been designed to allow senior leaders in schools to design their own curriculum to reflect the needs of their learners, communities and environment. However, there is a huge emphasis on competition in Wales as it is the country of the Eisteddfod, a celebration of Welsh culture and language, which is perceived by some as not being inclusive to all in a rapidly changing society of diversity and differing cultures. How can the Welsh Assembly Government promote the importance of the Expressive Arts in its curriculum and then expect school children to conform to such an intense competition?  

This is where community theatre practitioners in Wales need to step forward, to highlight their work in communities. To show how participation in community theatre can have an impact on the wellbeing of children and how it has the potential to give children a sense of belonging and achievement, regardless of age or ability.

The Wellbeing of Future Generations (Wales) Act 2015 has stated how it connects environment and social health and looks to solve issues surrounding poverty, education and unemployment and issues linked to this statement, relating to children’s community theatre participation has been analysed. The Act’s seven aims of the Act have been highlighted, however, only three of those aims are relevant to the context of this review, and explanations of the connection and relevance to community theatre has been explained.

When discussing wellbeing, belonging and social inclusion, it has been advantageous to include mental health when researching the benefits of community groups. This document has discussed communities and mental health and how WAG express the importance of mental wellbeing for healthy, functional communities. Also included in this section was information on how the waiting lists for mental health services tell a different story to the WAG statements. One of the many theorists mentioned how community based groups have the potential to support children’s social and emotional wellbeing, however, others have stated that there is a lack of robust evaluation on the impact of community theatre, which has given scope for this literature review to attempt to bridge that gap.

To give further clarity to the context of this literature review, a case study has been included which has provided confirmation on the theory and statements regarding a children’s community theatre group’s impact on a child’s learning and development, wellbeing, belonging and social inclusion. The information within this case study will create the approach to the discussion and recommendations.


6. Discussion and Recommendations

It is very concerning that the performing arts is so competitive, and that children are not being offered opportunities to experience singing, dancing and drama without the intense pressure of competing against each other. Schools may offer drama as a subject, however, involvement in drama in a compulsory school setting can be quite intimidating when children are working with others who may not be comfortable expressing themselves in front of their classmates. Peer pressure and the ‘hidden curriculum’ may be an issue depending on the age of the children and school productions will require an audition process. It has been acknowledged that the WAG has included, what they describe as ‘The Expressive Arts’, into their new curriculum. however, schools in Wales still insist on entering pupils into the Eisteddfod, whether it is incorporated into lessons or at local or national level.
 
There are many community theatre groups in Wales, but I would imagine there are only a handful who specifically work with children. The majority of performing arts provision is through stage schools, which are run as businesses and charge expensive term fees. These stage schools ask children who attend to wear expensive uniform to advertise the business. Many of the popular schools have the words ‘Fame’, ‘Stage’ or ‘Performance’ in their name. Some stage schools even choose the word ‘Factory’, which gives out the distinct impression that they are exploiting children to conform to their aims and objectives of making as much money as possible by enticing children to their sessions under the perceived promise of fame and fortune. Initially, all children are welcomed into these stage schools to join in the weekly workshops and classes, however, if there is a production or performance, these children are asked to audition for a part. There is no equal opportunity and many children are left feeling inadequate when they are not chosen to perform on stage.

The majority of dance schools are run similarly, insisting that the children wear expensive uniform and their main goals are financial gain, dance exams and/or national dance competitions. Is the reputation of the stage school more important than the opportunities for children? Those who are successful in being chosen to be in a competition team are expected to dress in expensive costumes, have spray tans and have their hair backcombed or curled with full make up. The question needs to be asked as to who these children are dressing up for? If the quality and standard of dance is what judges are looking for, why do the children have to dress up in such inappropriate outfits and have numbers pinned onto them to make them a statistic, rather than a performer? 

If only selected children, whose parents can afford to pay expensive term fees, travel costs, buy uniforms and costumes, are allowed to perform then there is no inclusivity and no equal opportunity. If only selected children in schools, who meet the criteria of the celebration of Welsh culture are allowed to perform then again, there is no inclusivity or equal opportunity. Who decided that the performing arts could only be enjoyed by an elite few? Families on low incomes will not be able to involve their children. That is why community theatre should be recognised as being available to all children, regardless of economic background, culture or ability. Take the competition out of the performing arts and allow children the experiences they deserve to help them in their learning and development.  Governments, agencies, charities, local authorities and organisations who work with children should be made aware of the impact of community theatre participation on children. Funding should be available to allow professional practitioners to work in deprived communities. 

Allow self-expression without fear of ridicule or rejection, allow children who are neurodiverse to join in, allow children with physical disabilities to take part, allow looked after children and children from low income families the opportunity to enjoy creativity within community theatre provision by providing the funding needed to continue the work in communities. This literature review has repeatedly mentioned, wellbeing, a sense of belonging, social inclusion and the learning of new, transferable life skills throughout because these are so important to a child’s learning and development. These children will grow into adults, and while they are young, community theatre participation gives an opportunity to offer them a safe, welcoming environment that has a great emphasis on fun and opportunity, with the potential of helping children who participate gain the confidence and self-esteem they may need to contribute to their mental health and continued personal development. There is a need to be proactive rather than reactive for the wellbeing and mental health of children in Wales, and the content of this literature review will hopefully highlight the need for acknowledgment and change.
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	7
	Student Number:
	

	8
	Programme of Study:
	

	9
	Director of Studies/Supervisor:
	






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

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

	
	
	Institute Research Committee
	☐	

	
	
	Caroline Lewis

	☐
	



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, location-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. You may add rows to this table if needed.

	1
	UWTSD Research Ethics & Integrity Code of Practice
	☐
	2
	UWTSD Research Data Management Policy
	☐

	3
	BERA Ethical Guidelines
	☐



SECTION D: External Collaborative Research Activity
If there are external collaborators then you should gain consent from the contact persons to share their personal data with the university. If there are no external collaborators then leave this section blank and continue to section E.
	1
	Institution
	


	2
	Contact person name
	


	3
	Contact person e-mail address

	

	4
	Is your research externally funded?
	YES
	☐
	NO
	☐

	5
	Are you in receipt of a KESS scholarship?
	YES
	☐
	NO
	☐

	6
	Are you specifically employed to undertake this research in either a paid or voluntary capacity?
	Voluntary
	YES
	☐
	NO
	☐

	7
	
	Employed
	YES
	☐
	NO
	☐

	8
	Is the research being undertaken within an existing UWTSD Athrofa Professional Learning Partnership (APLP)?
	If YES then the permission question below does not need to be answered.
	YES
	☐
	NO
	☐

	9
	Has permission to undertake the research has been provided by the partner organisation?
	(If YES attach copy)
If NO the application cannot continue
	YES
	☐
	NO
	☐




Where research activity is carried out in collaboration with an external organisation
	10
	Does this organisation have its own ethics approval system?
	YES
	☐
	NO
	☐

	
	
If Yes, please attach a copy of any final approval (or interim approval) from the organisation (this may be a copy of an email if appropriate).




SECTION E: Details of Research Activity
	1
	Indicative title:
	

	2
	Proposed start date:
	
	Proposed end date:
	

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

	3
	

	4
	Research Question

Can children feel a sense of wellbeing and belonging through community theatre participation?


(this box should expand as you type)

	5
	Aims of Research Activity



(this box should expand as you type)

	6
	Objectives of Research Activity



(this box should expand as you type)

	
	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. You do not need to justify the methods here, but should instead describe how you intend to collect the data necessary for you to complete your project.

	7
	

	

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

	8
	

(this box should expand as you type)

	
	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. If you live in the country where you will do the research then please state this.

	9
	Purpose of Research Activity


(this box should expand as you type)



	10
	Use of documentation not in the public domain: Are any documents NOT publicly available? 

	NO
	☒

	
	
	YES
	☐

	11
	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 the current data protection law of the country in question and that of England and Wales.



(this box should expand as you type)



	
	Does your research relate to one or more of the seven aims of the Well-being of Future Generations (Wales) Act 2015?
	
YES
	
NO

	12
	A prosperous Wales
	☐
	☐

	13
	A resilient Wales
	☐
	☐

	14
	A healthier Wales
	☐
	☐

	15
	A more equal Wales
	☐
	☐

	16
	A Wales of cohesive communities
	☐
	☐

	17
	A Wales of vibrant culture and thriving Welsh language
	☐
	☐

	18
	A globally responsible Wales
	☐
	☐

	19
	If YES to any of the above, please give details:

	
	



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

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

	2
	Use of interviews?
	☐
	☐

	3
	Use of focus groups?
	☐
	☐

	4
	Use of participant diaries? 
	☐
	☐

	5
	Use of video or audio recording?
	☐
	☐

	6
	Use of computer-generated log files?
	☐
	☐

	7
	Participant observation with their knowledge?
	☐
	☐

	8
	Participant observation without their knowledge?
	☐
	☐

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

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

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

	12
	Investigation of participants involved in illegal activities?
	☐
	☐

	13
	Use of procedures that involve deception?
	☐
	☐

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

	15
	Working with live vertebrate animals?
	☐
	☐

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

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

	
	Details of any other primary data collection method:



(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
If there are no participants then do not complete this section, but go directly to section H.

	
	Who are the intended participants:
	
YES
	
NO

	1
	Students or staff at the University?
	☐
	☐

	2
	Adults (over the age of 18 and competent to give consent)?
	☐
	☐

	3
	Vulnerable adults?
	☐
	☐

	4
	Children and Young People under the age of 18? (Consent from Parent, Carer or Guardian will be required)
	☐
	☐

	5
	Prisoners?
	☐
	☐

	6
	Young offenders?
	☐
	☐

	7
	Those who could be considered to have a particularly dependent relationship with the investigator or a gatekeeper?
	☐
	☐

	8
	People engaged in illegal activities?
	☐
	☐

	9
	Others. Please indicate the participants below, and specifically any group who may be unable to give consent.

	☐
	☐

	
	Details of any other participant groups:



(this box should expand as you type)
	
	



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

	10
	How many participants are expected?

	


(this box should expand as you type)

	11
	Who will the participants be?

	


(this box should expand as you type)

	12
	How will you identify the participants?
	


(this box should expand as you type)




	
	Information for participants:
	
YES
	NO
	
N/A

	13
	Will you describe the main research procedures to participants in advance, so that they are informed about what to expect?
	☐
	☐
	☐

	14
	Will you tell participants that their participation is voluntary?
	☐
	☐
	☐

	15
	Will you obtain written consent for participation?
	☐
	☐
	☐

	16
	Will you explain to participants that refusal to participate in the research will not affect their treatment or education (if relevant)?
	☐
	☐
	☐

	17
	If the research is observational, will you ask participants for their consent to being observed?
	☐
	☐
	☐

	18
	Will you tell participants that they may withdraw from the research at any time and for any reason?
	☐
	☐
	☐

	19
	With questionnaires, will you give participants the option of omitting questions they do not want to answer?
	☐
	☐
	☐

	20
	Will you tell participants that their data will be treated with full confidentiality and that, if published, it will not be identifiable as theirs?
	☐
	☐
	☐

	21
	Will you debrief participants at the end of their participation, in a way appropriate to the type of research undertaken?
	☐
	☐
	☐

	22
	If NO to any of above questions, please give an explanation 

	
	


(this box should expand as you type)



	
	Information for participants:
	
YES
	NO
	
N/A

	24
	Will participants be paid?
	☐
	☐
	☐

	25
	Is specialist electrical or other equipment to be used with participants?
	☐
	☐
	☐

	26
	Are there any financial or other interests to the investigator or University arising from this study?
	☐
	☐
	☐

	27
	Will the research activity involve deliberately misleading participants in any way, or the partial or full concealment of the specific study aims?
	☐
	☐
	☐

	28
	If YES to any question, please provide full details 

	
	


(this box should expand as you type)



SECTION H: Anticipated Risks

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

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

	1
	Full risk assessment completed and appended? 
	Yes 
	☐

	
	
	No
	☐

	2
	Risks to participants
For example: sector-specific health & safety, emotional distress, financial disclosure, physical harm, transfer of personal data, sensitive organisational information

	
	(this box should expand as you type)













	How you will mitigate the risk to participants:












(this box should expand as you type)

	3
	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

	
	


(this box should expand as you type)

	4
	Risks to the investigator
For example: personal health & safety, physical harm, emotional distress, risk of accusation of harm/impropriety, conflict of interest

	
	
(this box should expand as you type)
	How you will mitigate the risk to the investigator:


(this box should expand as you type)

	5
	University/institutional risks
For example: adverse publicity, financial loss, data protection

	
	Risk to the University:






(this box should expand as you type)
	How you will mitigate the risk to the University:




(this box should expand as you type)

	6
	Environmental risks
For example: accidental spillage of pollutants, damage to local ecosystems

	
	Risk to the environment:



(this box should expand as you type)
	How you will mitigate the risk to environment:



(this box should expand as you type)



	
	Disclosure and Barring Service

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

	NO

	N/A


	7
	Does your research require you to hold a current DBS Certificate?
	☐
	☐
	☐

	8
	If YES, please give the certificate number. If the certificate number is not available please write “Pending”; in this case any ethical approval will be subject to providing the appropriate certificate number.
	



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? 

	
	


(this box should expand as you type)

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

	
	
(this box should expand as you type)

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

	
	

(this box should expand as you type)



SECTION J: Data Protection and Storage

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

	1
	“Personal data” means any information relating to an identified or identifiable natural person (‘data subject’). An identifiable natural person is one who can be identified, directly or indirectly, in particular by reference to an identifier such as a name, an identification number, location data, an online identifier or to one or more factors specific to the physical, physiological, genetic, mental, economic, cultural or social identity of that natural person. Any video or audio recordings of participants is considered to be personal data.
	☐
	☐

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

	2
	


(this box should expand as you type)

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

	3
	“Special category data” means sensitive personal data consisting of information as to the data subjects’ –
(a) racial or ethnic origin,
(b) political opinions,
(c ) religious beliefs or other beliefs of a similar nature,
(d) membership of a trade union (within the meaning of the Trade Union and Labour Relations (Consolidation) Act 1992),
(e) physical or mental health or condition,
(f) sexual life,
(g) genetics,
(h) biometric data (as used for ID purposes),
	☐
	☐

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

	4
	


(this box should expand as you type)



	
	
Will data from the research activity (collected data, drafts of the thesis, or materials for publication) be stored in any of the following ways?
	YES
	NO

	5
	Manual files (i.e. in paper form)?
	☐
	☐

	6
	University computers?
	☐
	☐

	7
	Private company computers?
	☐
	☐

	8
	Home or other personal computers?
	☐
	☐

	9
	Laptop computers/ CDs/ Portable disk-drives/ memory sticks?
	☐
	☐

	10
	“Cloud” storage or websites?
	☐
	☐

	11
	Other – specify:

	☐
	☐

	12
	For all stored data, explain the measures in place to ensure the security of the data collected, data confidentiality, including details of backup procedures, password protection, encryption, anonymisation and pseudonymisation:

	
	

(this box should expand as you type)



	
	Data Protection

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

	13
	Electronic transfer of data in any form?
	☐
	☐

	14
	Sharing of data with others at the University outside of the immediate research team?
	☐
	☐

	15
	Sharing of data with other organisations?
	☐
	☐

	16
	Export of data outside the UK or importing of data from outside the UK?
	☐
	☐

	17
	Use of personal addresses, postcodes, faxes, emails or telephone numbers?
	☐
	☐

	18
	Publication of data that might allow identification of individuals?
	☐
	☐

	19
	Use of data management system?
	☐
	☐

	20
	Data archiving?
	☐
	☐

	21
	If YES to any question, please provide full details, explaining how this will be conducted in accordance with the GDPR and Data Protection Act (2018) (and any international equivalents, where appropriate):

	
	


(this box should expand as you type)

	22
	List all who will have access to the data generated by the research activity:

	
	


(this box should expand as you type)

	23
	List who will have control of, and act as custodian(s) for, data generated by the research activity:

	
	


(this box should expand as you type)

	24
	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.  

	
	


(this box should expand as you type)

	25
	Please indicate if your data will be stored in the UWTSD Research Data Repository (see https://researchdata.uwtsd.ac.uk/ ).   If so please explain. (Most relevant to academic staff) 

	
	


(this box should expand as you type)

	26
	Confirm that you have read the UWTSD guidance on data management (see https://www.uwtsd.ac.uk/library/research-data-management/)
	YES
	☐

	27
	Confirm that you are aware that you need to keep all data until after your research has completed or the end of your funding
	YES
	☐




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

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

	1
	Signature of applicant:
	
	Date:





For STUDENT Submissions:
	2
	Director of Studies/Supervisor:
	
	Date:



	3
	Signature:
	

	



For STAFF Submissions:
	4
	Academic Director/ Assistant Dean:
	
	Date:

	5
	Signature:
	

	



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

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

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

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

	☐
	I have attached a full risk assessment (where appropriate)  ONLY TICK IF YOU HAVE ATTACHED A FULL RISK ASSESSMENT

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

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



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

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



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