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[bookmark: _Toc231370708]Project Proposal form
	Project title:
An investigation into the efficacy of imagery as a pedagogical tool during one to one singing lessons for teenagers aged 13-16.

	1. The context:
Singing is the making music with an instrument that we cannot see (Doğanyiğit & Yiğit, 2023), and so imagination and the mind’s eye often play a central role for singers. The employment of imagery is well documented in the history of singing pedagogy stretching back to the dawn of Bel Canto (beautiful singing) with Caccini’s Le Nuove Musiche in 1602. But a push towards science and physiological accuracy in teaching came to the fore with Garcia’s Observations on the Human Voice (1854) and his development and spreading popularity of the laryngoscope.  Despite this, imagery in vocal tuition has retained popularity and it is commonly held that imagination, and so imagery, are required in teaching more generally, not just for vocal students (De Lillis, 2021; Egan and Judson 2016).
This study aims to examine how teenage students (13-16) experience the use of imagery during one to one lesson and what, if any, benefit they experience as a result.

	2. The Justification :
While imagery remains widely used in singing pedagogy, there is limited empirical research examining how child singers perceive its usefulness and how it affects their vocal learning experiences. Previous studies have probed into the impact of imagery on the individual singer (DeSantis 2020), but focus on conservatoire level or professionals. And while Brown (2023) worked with a study sample within the same age bracket as my own her focus was on Choir tuition and not individual voice study.  As such, I feel there is space for my study in the conversation due to the lack of data surrounding teenage singers and how beneficial they find the use of imagery as a primary tool in one to one singing lessons. 

	3. The outlined intention:
I will undertake a literature review of the success of the employment of imagery individual singing lessons. This project will be mixed mode study, engaging with five volunteers from my current student body (age 13-16) at a boarding school in the South of England.
The students as well as their parents will sign a consent form and be provided with information outlining the form the research will take (beginning of March 2026).
An initial questionnaire will be issued online (with parents/guardians being copied in to all communications for transparency in safeguarding) with the view of gathering rich data (Mid March 2026).
This will provide the participants with sufficient time to reflect on their personal experiences and to share relevant information accordingly. The online format of the questionnaire will ensure that each participant remains anonymous.
The outcome of the questionnaire will serve to steer the direction of further investigation in this topic. 
Participants will receive ‘specific’ vocal tuition, providing participants with two ‘solely imagery’ lessons, two  ‘no imagery’ lessons and one ‘normal’ lesson. 
They will then be invited to attend a face to face semi structured interview (Mid April 2026).
These results will feed into my final written project with the accompanying presentation in early June 2026.
The written project and presentation will be shared with participants and their parents/guardians.

	4. The intended impact:
I hope to broaden my knowledge on thus subject so that I can develop any necessary teaching strategies in line with my findings.  

	5. The Ethics and insider research:
Being an insider researcher within a work based project can be hugely beneficial - providing a unique position to study the topic in depth, while already having acquired knowledge on the issue (Easterby-Smith et al, 2012). The contact with individuals and access to information may result in greater or improved knowledge. This is the perfect position from which to action change in the current environment and to question the status quo with the knowledge already possessed by virtue of the role held. (Costley et al, 2010; Saidin and Yaacob, 2016)
However, Saidin and Yaacob (2016) caution that Insider research does not always work well, pointing to ethical considerations. The insider researcher is sometimes unable to put any reacquired knowledge or preconceptions to one side, leading to loss of objectivity and the holding of bias when it come to the collection of data (Costley et at, 2010).

As a school based singing teacher all of the volunteer participants will be minors, and so additional steps will need to be taken when gaining consent, as parents and guardians will have to give permission, in addition to that of the student. In addition to that I am very mindful of the fact that some of my students might feel that they ought to provide answers which they believe I would like to receive, as opposed to being honest about their experience. However, I am hoping that anonymising the questionnaires will reduce this likelihood.  Hopes of a focus group, have been modified due to safeguarding expressed by the school that they might unwittingly lead to “peer on peer” abuse (KCSIE)  In their place there will be a one to one face to face semi structured interview. Any information collected during the interview will anonymised.

	6. Personal learning outcomes:
A) I hope to utilise the experience gained while engaging with this project to inform future vocal pedagogy practice and possible research areas going forwards.
B) I hope that this experience, as well as the data it produces, will have a very real and positive impact on my ability to curate the individual lessons of my student cohort in a way that best suits them.
C) I hope to come away from this project with new skills in data analysis – namely coding.



Brown, J. (2023). Exploring the use of imagery to synthesise voice science and vocal artistry when training singers in the youth choir context. Australian Voice, 24, pp.42-56.
Costley, C; Elliot, G & Gibbs, P. (2010). Chapter 1: Key concepts for the insider researcher. In: Doing Work Based Research: Approaches to Enquiry for Insider-Researchers .London: Sage.
De Lillis, A. (2021). Imagery and Science in Singing Pedagogy: A Debate Introduction and Literature Review. Voice and Speech Review, 15:1, 89-95
DeSantis, B. (2020). See It and Believe It: An Investigation into Singers' Imagery Use. The University of Western Ontario.
Doğanyiğit, S. & Yiğit, N. (2023). The perspective of trainers on the use of imagination in singing training.  Journal of Pedagogical Research, Volume 7 Issue 1, pp. 174-186.
Easterby-Smith, M., Thorpe, R., & Jackson, P. (2012). Management Research. 4th ed. London: Sage Publications.
Egan, K. & Judon, G. (2016) Imagination and the Engaged Learner Cognitive Tools for the Classroom. Teachers College Press, Colombia University.
Saidin, K. & Yaacob, A. (2016). Insider Researchers: Challenges & Opportunities. International Seminar on Generating Knowledge through Research, 849-854.
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Project report:
Project Title: An investigation into the efficacy of imagery as a pedagogical tool during one to one singing lessons for teenagers aged 13-16.
[bookmark: _Toc231370710]Introduction:
As a visiting teacher of singing at two boarding schools, and the sole distributor of singing lessons and vocal pedagogy to my teaching cohort of some 45 students, I see it as my responsibility to remain informed on my craft so as to deliver lessons of which are pedagogically sound, musically beneficial as well as engaging.  Having received my own musical training within a bel canto model of teaching during the early 21st century, I was keen to investigate how well received, as well as how beneficial, that model of teaching would be for teenage students in the 2020’s.  
This project aims to explore efficacy of imagery as a tool within one to one singing lessons by examining the perceived experiences of teenage singing students:
· Do students find imagery to be beneficial when used as a teaching tool during one to one singing lessons?
· Are there any significant drawbacks to the use of imagery in singing lessons, that might be addressed to remedy or improve any future application.
The learning outcomes of the project include: 
· A better understanding of the way in which students comprehend imagery as a notion
· A better understanding of how students engage with and apply imagery
· To establish how I may be able to maximise the effectiveness of my practice when utilising imagery as a tool during one to one singing lessons in the future.  










An investigation into the efficacy of imagery as a pedagogical tool during one to one singing lessons for teenagers aged 13-16.

Literature Review:
[bookmark: _Toc231370711]Defining imagery within the study context: 
Imagination is something which many educationalists believe to be pivotal for learning.  Egan (1992) writes how “Young people learn most readily when their imaginations are engaged.”(pg.56) and Judson (2017) is in agreement stating that “Students learn best when their imaginations and emotions are engaged”(pg.14). 
Imagery can be defined as comparative language, simile or picture which may not reflect physical reality (Freed, 2000). Through imagery, the individual can experience “seeing an image, feeling movements as an image, or experiencing and image of smell taste or sounds without experiencing the real thing” (White & Hardy, 1998).  Imagery is dependent upon imagination (De Lillis, 2021), a concept which was first explored by Aristotle: “Imagination [phantasia] is the process by which we say that an image [phantasma] is presented to us” (Aristotle, De Anima, 428a 1-4). 
When learning to sing, imagination and imagery may do more than encourage the development of creativity and artistry (De Lillis, 2021), helping singers to visualise gestures that happen inside their larynx, a part of the body that cannot be seen nor felt, as there is no direct sensory access to the vocal mechanism and the larynx (Doganyigit & Yigit, 2023; Mckinney, 2005). This ‘invisible’ instrument (De Lillis, 2020) means that the experience of the singer and the training they receive is quite different from that of other instrumentalists, and often engages the use of imagination (Doganyigit & Yigit, 2023). 
[bookmark: _Toc231370712]
The Historical use of imagery in singing:
Imagery in singing was extensively developed by the Italian Bel Canto tradition which ran from the late 17th to the early 19th century (De Santis, 2020; De Lillis, 2021).  For hundreds of years the largely oral history of bel canto left vocal pedagogues passing their singing knowledge, rooted in an imagistic approach, from teacher to student (De Santis, 2020; Coffin, 2002).  Teaching a student to play an instrument that cannot be observed with the naked eye (De Lillis, 2021) meant that the voice teachers of this period practised with incomplete knowledge of vocal physiology (Callaghan, 1998).  This suggests that a lack of scientific understanding and poor kinaesthetic awareness in the past meant that singing pedagogues came to develop, and rely upon the use of, imagery (Rooney, 2016).  
Giovanni Battisa Lamperti (1839 – 1910) and Manuel Garcia II (1805 – 1906) were two such vocal pedagogues of considerable renown, both came from families of singing teachers, and went on to publish works which are still referenced now today (De Santis, 2020).  However, Garcia II distinguished himself as a figure of transitional importance with his 1854 invention of the laryngoscope (De Santis, 2020; Brown, 2023; De Lillis, 2021), meaning that for the first time the vocal folds could be observed during phonation (Garcia, 1894).  This encouraged greater anatomical precision within singing teaching, with vocal pedagogues increasingly using scientific terminolgogy to discuss  respiration, the vocal tract and laryngeal function (Doscher, 2013).   
While this discovery led Garcia, and many others, away from Lamperti’s purely imagistic approach, it was not something which he chose to reject completely, evidenced here by the importance he places on auditory imagination and sensory awareness “the pupil must listen attentively to the quality of the tone” (Garcia, 1894, p.9). Despite his own reluctance to step away from imagery as a tool, his laryngoscope is pointed to by many as having “heralded the decline of dominance of the bel canto  school” (Brown, 2023, P.2). Perhaps Garcia’s reluctance to eschew imagery as a tool, in spite of his central role in improving scientific knowledge of the voice, is indicative of just how useful and valued a part of vocal pedagogy he found it to be.
[bookmark: _Toc231370713]
The contribution of Science based teaching:
While it is undeniable that science has broadened the knowledge available on the vocal system (De Lillis, 2023; Brown, 2023; De Santis, 2020), this increased scientific awareness has brought with it a challenge to the artistic traditions (De Santis, 2020; Brown, 2023) with debate raging through the late 19th and early 20th centuries (Brown, 2023).
1970 was a year of considerable significance as it saw the establishment of the voice foundation symposium (Sataloff, 2021). This put a focus on understanding vocal pathologies, and resulted in ‘voice’ being officially acknowledged as a medical sub specialism of otolaryngology in the following decade (Brown, 2023). The consequence of this was a paving of the way for specialist vocal health researchers, including Ingo Titze, the work of whom continues to broaden understanding in the field of singing. (Howard Jones, 2008; De Lillis, 2020).
This scientific progress has highlighted commonly held misconceptions within previously unchallenged ‘received wisdom’ (Cleveland, 1989) and led to the dispelling of what pedagogue Deidre Michael, in a series of articles on this topic, calls vocal myths. She points to how, if not engaging with scientific discovery and progress in this field, singers “are operating under misconceptions about vocal technique.” Michael (2010, p. 547) believing  that vocal myths are repeated “without stopping to think about whether they actually make sense.” Michael (2015, p. 319). The consequence of this has been a push back against the previously unquestioned authority and perceived accuracy of the oral tradition of vocal pedagogy and its dependence on imagery as a tool (Ware, 1998). 
Kiesgen (2006) also stresses the importance of anatomical accuracy and highlights the scientifically incorrect  but common usage of the terms chest voice and head voice which illustrate the early pedagogical belief that the voice resonated in different places.  However, thanks to the work of Vennard (1967), it is now more usual within academic vocal pedagogy to use terms such as light mechanism or cricothyroid quality in the place of ‘head’ and thyroarytenoid quality or heavy mechanism in the place of ‘chest’.

[bookmark: _Toc231370714]The limitations of metaphor:
Numerous vocal pedagogues go further than merely advocating for anatomical accuracy and believe that, on occasion, imagery as a teaching tool might be problematic, pointing in particular to those instances when a trained performer becomes a teacher (Miller, 1989; Callaghan, 1998; George & Williams, 2016; Freed, 2020; De Lillis, 2021). Miller expresses concern of instances where “the artist turns teacher [and] instructs through the language of imagery rather than through the use of objective terminology” (1989, Pg 15), arguing just how it is rare for a teacher and student to share similar sensations and experiences, meaning that such imagery based teaching could prove unhelpful and ineffective.
De Lillis (2021) too advises caution, pointing to a number of commonly used images which when paired in a lesson with anatomically correct information may be more confusing for the singer than they are helpful. Some of the problematic areas highlighted are: 
Singing from the diaphragm: 
The oral tradition of vocal pedagogy frequently asked the student to master and engage “diaphragmatic support” (Vennard, 1967, Freed, 2000, Swanwick, 1994). With students being told that Proper support begins with diaphragmatic engagement and control of the breath impulse (Reid, 1983). However, seeking to explore and dispel vocal myths Michael (2010) makes it clear that this instruction is misleading because the diaphragm is an involuntary muscle whose role in singing cannot be consciously manipulated as is so commonly suggested.
Directing the breath:
Singers are also often given instructions regarding where to direct the breath: “Breathe into your abdomen”, “breathe into your back”, “breathe into your pelvic floor” (De Lillis, 2021 p. 94). However these notions are rejected by both Bozeman (2025) and Miller (1996) who assert that metaphors suggesting that inhalation can be directed to remote bodily regions are physiologically inaccurate and pedagogically misleading and potentially confusing.
Raising the palate:
The traditional instruction to “raise the palate” during singing is one that is increasingly questioned. Often students would be asked to sniff “as though inhaling deeply the fragrance of a rose” (Miller, 1986, 58). However,  Michael (2015, p.320) argues that “the instruction to sniff in order to raise the palate oversimplifies a complex coordinative process” stating that if you sniff, it actually causes you to lower the palate, while raising it and breathing in will cause you to snore or snort (Miller, 2025). Bozeman (2025) also cautions against this, cautioning that any attempt to consciously lift the palate often creates unnecessary tensions that can interfere with the voice.

[bookmark: _Toc231370715]Imagery persists – moving towards a synthesis:
Despite the contributions and the issues highlighted by scientific anatomical advancement within singing, the oral tradition founded largely in imagistic teaching is still very much in use, (Callaghan 2014) with many believing that science cannot explain how to effect beautiful singing (Brown, 2024).  
One recent such illustration of this is Doganyigit and Yigit’s study on The perspective of trainers on the use of imagination in singing training (2023) which carried out qualitative research to analyse the opinions of classically trained singers who also teach. Analysis of the data identified twelve themes (Appendix 1) which showed that voice teachers feel images make a significant contribution to the improvement of the voice. Highlighting that Imagery is “an important and frequently used” method (Doganyigit and Yigit, 2023, p 185).
And despite an apparently “axiological shift away from traditional, imagery-based pedagogy” on the part of some (Brown, 2024), it seems that the Imagery Versus Science discussions may well have been labouring under a false dichotomy where such hostility need not exist (De Lills, 2023; Brown, 2024). 
[bookmark: _Toc231370716]
How imagery is taught:
Motor Learning:
Crocco et al (2020) stress the importance of examining ‘how’ singing teachers teach as opposed to ‘what’ exactly it is that they are teaching when it comes to judging efficacy of pedagogy. In their 2020 study they worked with four classical singing teachers and six young adult singing students to create a framework to establish a connection between research, teaching and learning outcomes – namely, a motor learning framework. 
They define motor learning as a set of processes related to experience and practice that produce pronounced changes in the performance of a particular skill. The framework consists of ‘instructional behaviours’ that impact the learning of a particular skill: 
a) Motivation
b) Modelling
c) Verbal information
d) Feedback 
e) Physical attempts
They point to the motor learning frameworks already being utilised in other areas, such as exercise and sports, where it is used to improve the quality of the teaching and learning between coach and athlete. They conclude motor learning theory can be applied to individual singing lessons and that despite a wider lack of research in this field regarding singing, singing teachers would be able to improve the teaching learning process by “applying recommendations made through empirical, evidence-based research on motor learning in neighboring disciplines” (Crocco et al, 2020, Pg 578).
Clean Imagery:
Brown, like Crocco, puts great stress on how imagery is taught during singing lessons in exploring the concept of ‘clean’ language in vocal imagery. She cites Chipman in positing that imagery is used best when within the experiential frameworks of the singers themselves, and points to the personalisation, in this case of lessons and imagery, being named as particular mark of excellence in education (Brown, 2023; Gardner, 1991).
‘Clean’ language coaching has grown out of Grove’s psychotherapy practices and refers to an exploratory imagery based strategy (Brown, 2023) which employs open ended questions, providing space and respect for each individual and their experiences (Sullivan and Rees, 2008). 
For imagery to facilitate learning it must engage with the way the student experiences reality, working within their existing perceptions and creating new awareness (Brown, 2023).  That is to say, singing teachers must adopt “pedagogical foundations that include experiential learning as a tool for co-constructed meanings of imagery”(Brown, 2023, Pg 18). This, in turn will serve to create an environment which promotes student autonomy and self-efficacy. (Boud, 2012; Brown 2025).
Brown concludes that there is compelling evidence that ‘clean’ language can be used in one to one singing lessons with teachers working alongside their students to create a meaningful framework of imagery and indeed that this method of creating meaningful imagery can also be used in a choral setting (2025).  However her 2023 study, Exploring the Use of Imagery to Synthesise Voice Science and Vocal Artistry When Training Singers in the Youth Choir Context, found that while choral conductors do use imagery as a tool, they are not always appropriately trained to do so. Leading Brown to conclude that “More emphasis ought to be given to the importance of vocal pedagogy for choral conductors during their training” and this researcher to speculate that perhaps clean imagery is better suited to one to one singing lessons as opposed to a choral setting, after all.
Learning theory:
As is the case with Brown (2023) and Crocco (2020) above, Shirel in her 2018 thesis “Using Learning theory based teaching strategies for teaching singing: an explanatory sequential study of collegiate teachers of singing”  is keen to investigate how singing is taught.  She seeks to identify to what extent teachers of singing are knowledgeable about learning-theory-based teaching practices. Shirel points to three forms of learning theory as being central to singing pedagogy: behaviourism, cognitivism, and constructivism.
Behaviourism is the belief that “the learning process is a result of the conditioning of a stimulus to a specific response”(Shirel, pg. 15, 2018). Shirel agrees with findings which suggest that the use of behaviourist teaching strategies in teaching music demonstrate the repetitive nature of practice as being critical for developing the skill level.
Cognitivism focuses on the cognitive processes learners use during the learning process. Sweller (1988) warns how this system can become overloaded (Cognitive load theory). Cognitivist teaching strategies attempt to engage the learner in progressively complex levels of thinking.  “The research regarding cognitivist teaching strategies suggests the use of higher-order thinking and metacognition to be effective for both learners and teachers” (Shirel, pg. 22, 2018).
Constructivism, is a learning theory that suggests learners actively build (or “construct”) their own understanding of the world. Rather than passively receiving information, learners interpret new knowledge by connecting it to their prior experiences and existing mental frameworks. Shirel posits that where “music learning occurs in a social context between a teacher and student, the teaching strategies based in constructivist learning theory offered relevant insights for teaching singing”.
Shirel’s study concludes that there is a need for further dissemination of teaching strategy terminology as it applies to teaching singing.  In short, she reports no problem with the technical information singing teachers are seeking to impart to their students.  She does, however, question just how much information singing teacher’s possess about the very theories that could prove beneficial to their teaching (Shirel, 2018).
Underrepresentation:                                                                                                                                                                                                                                                                                                              This literature review has explored numerous discussions around imagery within vocal pedagogy, and has highlighted a particular lack of research within this field into the perspective of the teenage singing student. Brown’s work with the National Youth choir (2023) is rare in its engagement with minors, however, it is not the lived experience nor the opinions of the young choristers which are considered for the data analysis. As such, this project seeks to address the underrepresentation of young singers within the available literature by focussing entirely on the perspective of the teenage singing student.

[bookmark: _Toc231370717]Methodology:
Participants:
Five female participants were invited from within the researcher’s student body at a boarding school in the South of England, with all five (as well as their parents, due to the students being under 18) giving consent via The University of Wales Trinity St David ethically approved forms.
Participants ranged between 13 and 18.  With one participant representing each of the schools’ year groups. Males were excluded from the study due to the possibility of significant voice change impacting on the participants’ ability to complete the study.  Exam students were also excluded as there was a risk of the study distracting them from their exam preparation.
All of the students had been having singing lessons for at least a year, and all of them had previously had a different teacher before being taught by the researcher. 
For five weeks the participants’ one to one singing lessons were presented in a particular way: two with only imagery and no anatomy/science, two with only anatomically correct instruction and no imagery, and lastly one lesson using both. This was in an attempt to facilitate for them a clear understanding of the difference between anatomically correct instruction and imagistic suggestion. 
Due to the small sample size, exact details of previous singing experience and any other musical background are excluded here to protect participant anonymity.  In the project report, participants are anonymised using reference codes (PA,PB,P1,P2, etc) facilitating an open approach, but also, respecting the strict safe guarding policies of the schools involved. All the data was collected digitally and stored in double authenticated and password protected files, no paper documents were used. 
The ethics guidelines provided by University were followed (Appendix 2) and the ten ethical principles of Bryman and Bell (2007) (Appendix 3) were also considered. Consent was gained at all stages in the research process (Appendices 4,5 & 6) from both participants (and their parents) as well as the institution within which the study would take place, and open dialogue with participants and their parents/guardians was prioritised to ensure ongoing consent (Denscombe, 2003). 
All participants received an information sheet detailing the plans for the project as well as its intended purpose (Appendix 7). They, and their parents/guardians were given the opportunity to ask any questions before signing the consents forms, and being a part of a school it was stressed to them that they would receive no preferential treatment for agreeing to take part. 

Practice led and Insider research:
Linda Candy (2006) explains that “Practice-led research is concerned with the nature of practice and leads to new knowledge that has operational significance for that practice”.  This allows me to create knowledge about, or within, my practice of singing teaching and this was highlighted as being highly motivational by Saidin and Yaacob (2016) as it enables me to undertake research that will impact my day to day practice in my delivered singing lessons on a very real and practical level.   
The implications of being an insider researcher need to be considered for this project: the research is taking place within my workplace and all of the participants come from my current teaching cohort. This can provide considerable benefits as I am within a work environment which has already afforded me considerable knowledge on this topic, and which, in turn, might result in improved knowledge. It also offers the very real opportunity to action change on the basis of the outcomes of the study. (Costley et al, 2010)
However, there are very real ethical considerations for the insider research. As the researcher is also the participants’ singing teacher, there is potential for bias in data collection, interpretation, and participant responses (e.g. students may give more positive feedback). An attempt to mitigate against this was made by the data collection for both questionnaires being entirely anonymous. In addition to this, caution must be taken to ensure that I put my pre-existing knowledge and any consequent preconceptions to one side as I engage in this research. (Costley et al, 2010; Saidin and Yaacob, 2016)

Mixed Mode:
This project will use a mixed method design, the central characteristic of which is an application of both qualitative and quantitative research methods (Cresswell, 2004). Johnson & Onwuegbuzie (2004) state, “the goal of mixed methods research is not to replace either of these approaches but rather to draw from the strengths and minimize the weaknesses of both in single research studies and across studies” (pp. 14-15). Mixed methods research in Music Education is something which has steadily grown in popularity since the early 2000’s (Fitzpatrick, 2014). This precedent set within music education for the employing of Mixed methods studies considerably impacted my decision to pursue a mixed modes method, and was only strengthened by my own desire to gain experience in this particular aspect of data collection and analysis.

Qualitative data collection:
This project seeks to examine the efficacy of imagery as a tool in one to one singing lessons with teenagers aged 13 – 16. Specifically it hopes to discover whether they find the use of imagination more beneficial than the explanations of scientifically accurate anatomy.  Denscombe (2003) and Cohen et al (2007) say that a method of inquiry needs to be fit for purpose and in order to ascertain the efficacy of imagery as a tool within singing lessons, this study follows a constructivist paradigm as it will be necessary to ask each individual to describe their personal experience of imagistic instruction, to explain the constructs of their own understanding of imagery, and to describe whether or not they find it helpful and why. 
This focus on “what people, individually…are thinking and feeling” (Easterby Smith, et al, 2012)  along with a desire to understand “The world of human experience” (Cohen & Manion, 1994) puts this qualitative aspect of the research within the constructivist/interpretivist framework (Al-Saadi, 2014) where ‘multiple realities’ exist at once (Cresswell, 2013, p.20). The data will be analysed using a hermeneutic approach as the hope is to understand and interpret each individual participant's understanding of lived experiences. (Kakkori, 2009; Laverty, 2003). Patterns and correlations will be identified to provide a foundation for the researcher to interpret and extrapolate meaning from the data, as opposed to having produced one solid conclusive result. (Bell, 2005; Denscombe, 2003).
Two qualitative methods of data collection :
· An initial questionnaire of fifteen questions was made available to the participants for two weeks online via Microsoft Forms (Appendix 8). The questions were composed to reflect the historical and ongoing issues around the use of imagery as a tool within vocal pedagogy as touched on in the literature review (De Santis, 2023; De Lillis, 2023; Doğanyiğit & Yiğit, 2023), The questions took the form of an open questionnaire giving the respondent the power to decide the wording, length and amount of detail included in their answer. (Denscombe, 2003). 
· An in depth face to face interview was conducted with each participant (Appendix 9). Denscombe says how interview is helpful to “gain insights into things such as people’s opinions, feelings, emotions and experiences” which fits within the proposed constructivist framework (Al Saadi, 2014) however, Easterby-Smith et al (2012) advises caution with unstructured ‘non-directive’ interview: “it is more likely to produce no clear picture in the mind of the interviewee of what questions or issues the interviewer is interested in”. As such, the interviews were semi structured with the discussion being guided by ten ‘prompts’ which sought to gather further data on the same areas explored in the initial questionnaire. They were fully transcribed and stored on the schools’ dual authenticated system. 
The questionnaire and the interview transcripts were coded inductively (Skjott Linneberg & Korsgaard, 2019), employing Braun and Clarke’s (2006) six phase thematic analysis framework. Beginning with precoding (Layder, 1998) by identifying key quotes or statements as the first step towards the creation of two code books (Appendices 10 & 11), before generating “categories and explanations” (Jirwe, 2011, p. 114).

Quantitative data collection:
A second questionnaire comprising, this time comprised of 10 questions based on a redacted list of the themes identified by Doğanyiğit & Yiğit (2023) (Appendix 12) was made available to participants for two weeks. Doğanyiğit & Yiğit’s study, while focussing on the opinions of voice teachers and not those of the students, none the less identified clear categories as broad descriptors of when imagery is applied during voice lessons.  I chose to take these already defined categories and present them to my participants as statements using a of a five point Likert scale, in a bid to ascertain whether those issues highlighted by voice teachers were considered to be of comparable importance to teenage students. The questionnaire gathered ordinal information and as such allowed for comparisons to be made between the participants’ responses. (Bell, 2005).
The small sample size means that analysis of the Likert questionnaire will not be analysed by calculating mean and standard deviations.  Instead, it will be presented descriptively in terms of frequency and percentages (Lakusta, 2022).

Triangulation:
Triangulation was then employed to improve reliability of findings (Easterby-Smith et al., 2012) with patterns and themes which appeared during analysis of both questionnaire responses, the semi structured interview and the literature review being compared and analysed alongside one another.
Clear themes were identified and provide a narrative framework for discussion of the finding and conclusions.

[bookmark: _Toc231370718]

Findings:

Analysis of Data collected from Initial open and Likert questionnaires and semi structured interview:
The results of the Likert questionnaire (Figure1) were triangulated with the participants’ 
[image: ]
 Figure 1. Stacked Likert chart showing responses as percentages.

open questionnaire responses and interview transcripts. This deductive analysis found the same six key themes emerging across all bodies of data (Figure 2): 
I. Lesson Structure and approach 
II. Understanding of imagery 
III. Perceived usefulness of imagery
IV. Individual experience 
V. Learning and communication 
VI. Role within Pedagogy


[image: ]
Figure 2. Braun and Clarke (2006) thematic map of the six key themes emerging from the Qulatative data.

Lesson Structure and approach:

Both the initial questionnaire as well as the in depth interview suggest that all five participants (PA-PE, P1-P5) experience their lessons as having a clear structure, while at once remaining adaptable and flexible.  A typical lesson would begin with an informal conversation (“chitchat” P3) followed by warm-ups, repertoire work/exam pieces, and a focus on challenging passages, with imagery being employed throughout both teaching and focussed feedback. 

P3 was shrewd in her recognition of the initial discussion as a tool being deliberately employed to put the participants at their ease and to create a lesson environment which is comfortable and safe. Other participants also describe the lessons as being a supportive learning environment with PD feeling “very comfortable” and PE happy that she “can ask anything” without being admonished. The lesson format of structure blended with flexibility reflects the principles of social constructivism as outlined by Vygotsky (1978). 

The clear structure which participants describe is reminiscent of Crocco et al’s (2020) motor learning framework of ‘instructional behaviours’ which establish a connection between teaching and learning outcomes. The lesson structure corresponds to motor learning as a set of processes related to experience and practice that produce perceptible changes in performance.

Participants describe how imagery is used within a dialogue-based pedagogy, which enhances understanding: “You give me a piece of imagery to help get it right”(P2), “if it doesn’t make sense you expand on it, usually with imagery”(P1). This learning which occurs through interaction and dialogue between the student and teacher suggests that the students are active participants in the creation of their own knowledge (Schreiber and Valle, 2013).

The flexible and adaptive nature of the lessons creates an environment of adaptive teaching, where instruction is considered and delivered to fit the needs of the student.  This ties in with Bruner’s (1961) theory of scaffolding, where the teacher requirements of the student are gradually shifted to reflect the growing competence of the student. Thus, imagery becomes a tool to ‘scaffold’ the student’s understanding access of vocal technique as a whole.
From this section it can be seen that participants value the efforts made to create a safe and comfortable learning environment. Fostering trust within the singing lessons means that students are not only able to enjoy their lessons, but are able to develop their skills effectively.
  
Understanding of Imagery:
Participants consistently demonstrate an understanding of imagery as a method of explaining vocal technique through non-technical, imaginative, and relatable concepts. This aligns closely with constructivist learning (Piaget, 1972) which points to how students construct knowledge by linking new information to their own existing experiences. Here, Imagery functions as a link between new and unfamiliar vocal processes connecting them to familiar mental models, which enables the students to construct meaning more effectively. 
PB and PE commented that the imagery used during lessons is easier to understand than anatomy, with 60% and 40% of the participants agreeing and strongly agreeing respectively that the imagery used during their lessons provides clarity. Such comments fell into the ‘accessibility’ code, which suggests an alignment with Cognitive Load theory (Sweller,1988). The participants consistently describing imagery as easier to understand than technical or anatomical language, suggests it is reducing the cognitive effort necessary to comprehend and apply complex vocal concepts. 
The issue of the cognitive load (Sweller,1988) is of particular interest due to the intensely academic environment within which I teach singing. Baxter et al.(2025) state how “Cognitive load theory may be particularly valuable for individuals with diminished working memory due to high levels of mental load and stress”. Awareness of this theory is something which I see as transferable in that, if a student is in the middle of exams, or is under a lot of pressure academically, I can seek to reduce their cognitive load by ensuring that we work on a song they already know, as opposed to compounding the issue by insisting that we study new or difficult material.
In addition to this, participants describe how imagery helps them understand processes that cannot be physically seen (De Lillis, 2023), and the accompanying challenges that arise from learning an internal and ‘invisible’ instrument (De Santis, 2023). In this context, imagery compensates for the lack of visual feedback, supporting understanding through metaphor rather than direct observation (Dognayigit And Yigit, 2023).
While it would be difficult to overlook the limitations of such a small study, it does seem that the limited data it presents appears to advocate for the vocal pedagogues who continue to predominantly employ imagery as a tool (Miller, 1989; Guenter, 1982; Doganyigit and Yigit, 2023).

Perceived usefulness of imagery:

Participants universally perceive imagery as a very useful tool within singing lessons. 100% of participants “strongly agree” regarding its usefulness, with each of them replying ‘really useful’ or a comparably positive response when questioned. A number of the participants point out that imagery enables them to apply an immediate physical change to their singing, particularly when it comes to posture, vocal placement and breath control. For example, imagining a “yawn” image (PA,PC) results in improved high notes, whereas imagining “a beachball” (PB) inflating in the lower encourages better and more correct breathing. The differing types of imagery employed, namely, visual, kinaesthetic and emotional show how imagery is able to support differing aspects of learning within singing, be that in an expressive performance (PA, PC, PE, P1, P3, P4) or through technical accuracy (PA). The Likert questionnaire results corroborated this with participants responding very positively to questions regarding the direct impact of imagery on particular aspects of their vocal technique. (See Figure 3).
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Figure 3. Stacked Likert Graph showing results of questions 5-9 as percentages.

P4 explains how she finds imagery ‘faster’, being both quicker to relate to and easier to understand, this speed of processing points again towards Sweller’s (1988) cognitive load theory which sees imagery as reducing the cognitive load, and so facilitating learning by preventing cognitive overload and possible breakdown of learning.

Participants also describe how employing imagery aids them to shift the focus of their singing away from the outcome and on to the process itself (P1), aligning with the principles of experiential learning as outlined by (Kolb, 1984). “Knowledge results from the combination of grasping and transformative experience” (Kolb, 1984, pg.41) and by concentrating on physical sensations and actions as opposed to abstract goals, students are better able to experiment with and refine their technique through practice. This shows that imagery as a tool supports both cognitive understanding and practical application, making it a particularly effective and useful teaching strategy (De Santis, 2023).

Individual experience:
It was found that participants feel imagery is at its most effective when it is explained clearly as well as being relatable to their own life or experience -  PB points to it being helpful when, “it allows me to relate to something I’ve done”. P1 mentions how the images selected during her lessons “are very personal” and all students emphasise the importance of having the imagery tailored specifically for them so it can help them address their own particular issues (Brown, 2025). However, PC says that imagery can “be ineffective when it’s too vague or it does not connect with anything” while P3 described some ‘confusing’ imagery which had been suggested to her: “in choir we were told to imagine that when we try to reach a high note that we are a plane flying down through the clouds - it was weird and I just couldn’t connect the two”. It seems that the issue here is not whether imagery is efficacious, but whether or not the image selected is appropriate for the intended recipient. In addition, perhaps it is the case that the choir leader has not received appropriate training in vocal pedagogy – something that was outlined as an issue for choral conductors by Brown (2023).
This again serves to align imagery as a pedagogical tool with Piaget’s theory of constructivism. As we see how the participants are “learning through mentally organising and reorganising new information and experiences” (O’Donovan, pg.4, 2015) and those new experiences are related to older, well understood experiences.
Also apparent was how the participants are heavily dependent on the imagery suggested for them by their teacher, with only limited evidence independent student adaption of an image: “the St Paul’s dome  - I think I’ve extended it a bit, because now I imagine my voice box as a church organ producing the sound before it hits the church dome”(P1).
This suggests that despite students finding the imagery with which they are presented something which can be successfully internalised, it does not seem to wholly support self-regulated learning (Zimmerman, 2002). This is not a surprising outcome when the learning environment of the participants is considered. The school where they are base models a didactic form of teaching (Sandoval et al, 2022), and so the reluctance of the participants to expand upon imagery or perhaps create their own seems to be a product of a ‘teacher-led’ educational environment which does not encourage free thinking.  Working to develop participants’ ability to create and adapt their own imagery could enhance autonomy and deepen understanding, but the possibility of one thirty minute lesson a week proving sufficient to counter the wider culture of the school sadly seems unlikely.

Learning and communication:
A key finding within this theme is the significant role that imagery plays in augmenting both teacher–student communication and learning efficiency. Participants consistently describe imagery as functioning as a “trigger”(P3) or “code”(P2 & P5), where a single word is sufficient to prompt the memory of the previously explained metaphor along with the subsequent complex technical adjustments. This points towards Dual Coding Theory (Paivio,  2006), which suggests that combining verbal and visual information strengthens memory and recall. Once an image has been employed once within a lesson it is then established, acting as a mental shortcut, and allowing rapid access to previously learned concepts. 
This process also aligns with schema theory as outlined by Piaget (1923) where the repeated use of imagery creates a structured mental framework that can be easily accessed. As such, imagery facilitates quicker learning and more efficient lessons, due to lengthy explanations becoming unnecessary.
In this respect imagery has a very real benefit, as the speed of communication which it affords between teacher and student means that the information and material covered during the once weekly singing lesson, despite only being 30 minutes, can be significant.

Role within pedagogy:
The data also shows that imagery is of particular value in singing due to the fact that singers are working with an ‘invisible’ instrument (De Lillis, 2023), where, physical observation is simply not possible in the way that it is with other musical instruments. Participants explain how imagery is an essential pedagogical tool in that it provides a substitute for the singer being able to physically observe their instrument.
The data shows that participants consistently view imagery as a central component of singing pedagogy, with all of the participants saying they ‘strongly agree’ that it is a useful tool. Most advocate for a blended approach combining imagery with anatomical explanation, pointing towards Cognitive Flexibility Theory (Spiro et al, 1988), which suggests that complex skills are best learned through exposure to multiple forms of representation.  Imagery provides the student with accessibility and immediate application, while scientifically based anatomical knowledge provides a deeper conceptual understanding. When combined, they establish a more comprehensive learning framework. The data showed that participants’ prefer a balanced ratio (e.g. “2/3 imagery to 1/3 anatomy” P3) which reinforces the notion that neither approach proves sufficient when used in isolation.

Limitations:
There were several limitations which impacted on this study:
· The small sample size (n = 5) significantly restricts the generalisability of the findings, as results cannot be assumed to represent a wider population. Additionally, the lack of demographic diversity restricts the transferability of the conclusions to other contexts, such as different age groups, genders, or educational settings. 
· The researcher’s role as both teacher and investigator introduces the potential for insider bias, and despite ethical safeguards, the existing teacher–student relationship may have contributed participants potentially providing more favourable responses. 
· The strict safeguarding policy of the school where the research was carried out restricted the methods of data collection considerably. Focus groups, for example, were not permitted. 
· The qualitative nature of the greater part of the data collected depends upon subjective self-reporting; this may not accurately reflect objective improvements in vocal technique. 
· Finally, as imagery is inherently subjective, differences in how individuals interpret and respond to it may affect consistency across participants, while the context-specific nature of one-to-one singing lessons in a particularly academic school limits broader applicability.
[bookmark: _Toc231370719]Conclusion:
This study set out to explore the efficacy of imagery as a pedagogical tool in one-to-one singing lessons with teenage students. The findings suggest that imagery is perceived by participants as highly effective, particularly when it comes to enhancing understanding, improving communication, and enabling immediate and practical application of vocal technique.  The collection and analysis of the data in this study has shown imagery to be much more than a practical teaching tool, it is, in fact, an aspect of vocal tuition that combines multiple established educational theories, functioning across a number of dimensions:
· Cognitive: simplifying complex information (Sweller, 1988)
· Experiential: supporting embodied learning (Kolb, 1984)
· Memory-based: enhancing recall (Paivio, 2006)
· Constructivist: building on prior experience (Bruner, 1961)
· Social: facilitated through interaction (Vygotsky, 1978)
Through this ability to critically connect separate learning theories, imagery enables teachers to engage their students by applying these theories in creative ways. Thus, producing vocal teaching and learning which is innovative, robust and perhaps more likely to succeed.
As such, this study concludes that imagery should not be viewed simply as a supplementary technique, but one which, in its pulling together of numerous learning theories, is shown to be a core component of effective singing pedagogy.

Recommendations:
Looking ahead to future research, I would suggest that the same question could be investigated but with some changes to the participant body, perhaps including:
· both male and female 
· a larger number 
· those from different educational backgrounds (state school as well as private)
· those who learn with other singing teachers (thereby reducing the risk of the bias that is associated with the insider researcher)
Such changes would potentially allow for greater transferability of the findings, and were they to corroborate the results of this current study, would serve to strengthen the conclusion drawn here.
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Doğanyiğit & Yiğit twelve identified themes for application of imagery.
1. Usefulness
2. Careful use
3. Usage rate
4. Positive and negative aspects
5. Bodily awareness and correct posture
6. Correct breathing, holding and exhalation
7. Resonance
8. Articulation
9. Comment
10. Nuance
11. Descending passages
12. Ascending passages
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There is the possibility that I will record some parts of the participant lessons for us to listen to and reflect on together, providing additional qualitative data to interpret.


(this box should expand as you type)

	

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

	8
	Lancing College, West Sussex.  Canford School, Dorset.

(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
	


(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
	


(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:

	
	


(this box should expand as you type)



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?

	Approximately 30
(this box should expand as you type)

	11
	Who will the participants be?

	
The participants will be drawn from my list of existing students.

(this box should expand as you type)

	12
	How will you identify the participants?
	
The participants will be drawn from my list of existing students and will be invited to join the study verbally during their individual lessons. Should they be interested, I will then send a formal email invitation to the students’ parents, as well as the students themselves, which will need to be completed and returned before any data collection commences.

(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 

	
	An ipad approved by the institution where the research is being carried out will be used to record excerpts of lessons, as well as to record discussions as part of focus groups.

(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

	
	Risk to participants:
Risk of emotional distress during intervention if participants feel they are not enjoying, progressing or able to understand the teaching approach.
Risk of reduced self-esteem through varied pedagogical approaches. 
Risk of embarrassment for participants if they are placed in a focus group with other participants with whom they feel uncomfortable sharing information. 
(this box should expand as you type)
	How you will mitigate the risk to participants:
Ensure that the study and its possible consequences for the participant’s vocal technique are fully explained in advance.
In a bid to alleviate any potential distress, participants will be assured that alternative approaches will be used subsequently to the current study and so all participants will receive the same input during the course of the study. 
Ensure that the participant is aware of the option to withdraw from the study at any time during this project, should they so wish.

(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

	
	Risk to the investigator:
Being one to one with participants leaves the investigator vulnerable and at risk of accusation



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

Make sure that the timings of meetings are made public and that the meetings take place in purpose-built practice rooms at the school in question.

(this box should expand as you type)

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

	
	Risk to the University:
Risk of adverse publicity to the university if protocols are not duly followed by the investigator and a complaint is made by a participant.
Risk for a potential date breach.



(this box should expand as you type)
	How you will mitigate the risk to the University:
I will ensure that all research guidelines are followed, the correct ethics forms completed, and the appropriate permission sought from both parents of students as well as the school which the student attends.
Potential for a data breach will be guarded against by ensuring that all records are kept safely in my possession, or under a double authenticator system on my PC.

(this box should expand as you type)

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

	
	Risk to the environment: N/A



(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.
	001791710710



SECTION I: Feedback, Consent and Confidentiality

	1
	Feedback
What de-briefing and feedback will be provided to participants, how will this be done and when? 

	
	The participants are already in possession of my email address, and I will be happy to answer any appropriate questions regarding the outcomes of the study as they arise. 


(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.

	
	The age group of my proposed participants means that their parents/guardians, as well as the participants themselves, will be asked complete a consent form for additional data collection methods, should I decide to employ focus groups and individual interviews, as
Consent forms will provide detailed overviews of the activities and remind of the right to withdraw at any time. Due to the age of participants and my role as their teacher, I will remind them that they are not obligated to take part or continue to engage with the research throughout the data collection. 

(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. 

	
	The online questionnaire format used to gather participant opinions will be entirely anonymous. 
Names will only be collected for my use and used during data analysis of focus groups and/or interviews if employed as data collection methods. 
Should I wish to highlight a particular outcome in one individual, they would be referred to entirely anonymously e.g.’Participant A reported finding…etc’
However, the names of individual participants and/or the institutions of which they are a part will never be included in any of my final work without their explicit permission.



(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.
	x
	☐

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


	2
	Consent forms need to be collected from the participants’ parents prior to the research commencing. Email addresses will be required as a means of distributing questionnaires.
Audio/video data of participants will be collected to use as a self-reflective tool with the participant. It is possible that paper questionnaires and diary entries might be collected as part of gathering information.

	
	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),
	☐
	x

	
	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:

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


(this box should expand as you type)



	
	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):

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



(this box should expand as you type)

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

	
	Sarah Pottinger



(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:

	
	Sarah Pottinger



(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.  

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



(this box should expand as you type)

	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) 

	
	
N/A

(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:
	S. Pottinger
	Date:
26/08/2025



For STUDENT Submissions:
	2
	Director of Studies/Supervisor:
	Laura James
	Date:
12.9.25

	3
	Signature:
	
Laura James

	



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 ONLY
Once complete, submit this form via the MyTSD Doctoral College Portal at (https://mytsd.uwtsd.ac.uk).


	RESEARCH 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.


	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.





Appendix 3:
Bell and Bryman’s ten ethical principles as redacted by Easterby Smith, et al, 2007, 
p 95
1) Ensuring that no harm comes to participants
2) Respecting the dignity of research participants
3) Ensuring a fully informed consent of research participants
4) Protecting the privacy of research subjects
5) Ensuring confidentiality of research data
6) Protecting the anonymity of individuals or organisations
7) Avoiding deception about the nature or the aims of the research
8) Declaration of affiliations, funding sources and conflicts of interest
9) Honesty and transparency in communicating about the research
10) Avoidance of any misleading or false reporting of research findings.


Appendix 4:
Permission letter from place of work:
[image: ]

Appendix 5:
Parental Consent form:
A project to assess the efficacy of imagery when used as a pedagogical tool during one to one singing lessons.
Consent to take part in research
· As the parent/guardian of ……………………….. I consent to them participating in this research study.
· I understand that even if I agree that they can participate now,  they can be withdrawn at any time
· I understand that then can refuse to answer any questions involved during the research process without any consequences of any kind.
· I have had the purpose and nature of the study explained to me in writing and I have had the opportunity to ask questions about the study.
· I understand that participation involves my child completing questionnaires and taking part in an interview with the researcher.
· I understand that my child I will not benefit directly from participating in this research.
· I agree to my child’s interview being audio-recorded.
· I understand that all information provided for this study will be treated confidentially.
· I understand that in any report on the results of this research the identity of my child will remain anonymous. 
· This will be done by changing names and disguising any details of my child’s interview which may reveal their identity or the identity of people they speak about. 
· I understand that disguised extracts from my child’s interview may be quoted in the researcher’s paper and assessment presentation.
· I understand that if I inform the researcher that my child or someone else is at risk of harm they may have to report this to the relevant authorities - they will discuss this with me first but may be required to report with or without my permission. 
· I understand that signed consent forms and original audio recordings will be retained in a double authenticated file on the school Microsoft outlook system, accessible only by the researcher, until the exam board confirms the results of the researcher’s dissertation.
· I understand that a transcript of my child’s interview in which all identifying information has been removed will be retained for two years from the date of the researcher’s exam board.
· I understand that I am free to contact any of the people involved in the research to seek further clarification and information.
Researcher:
Sarah Pottinger MA (Oxon) PgdipMus
Email:
Sxxp@Canford.com
Supervised by:
Claire@voicestudycentre.com 

Email:
name@placeplaceofstudy.com
Signature of research participant parent/guradian

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

Signature of researcher
I believe the participant parent/guardian is giving informed consent for the student to participate in this study:

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



Appendix 6:
Participant consent form:
A project to assess the efficacy of imagery when used as a pedagogical tool during one to one singing lessons.
Consent to take part in research
· I……………………………………… voluntarily agree to participate in this research study.
· I understand that even if I agree to participate now, I can withdraw at any time
· I understand that I can refuse to answer any question involved during the research process without any consequences of any kind.
· I have had the purpose and nature of the study explained to me in writing and I have had the opportunity to ask questions about the study.
· I understand that participation involves completing questionnaires and taking part in an interview with the researcher.
· I understand that I will not benefit directly from participating in this research.
· I agree to my interview being audio-recorded.
· I understand that all information I provide for this study will be treated confidentially.
· I understand that in any report on the results of this research my identity will remain anonymous. 
· This will be done by changing my name and disguising any details of my interview which may reveal my identity or the identity of people I speak about. 
· I understand that disguised extracts from my interview may be quoted in the researcher’s paper and assessment presentation.
· I understand that if I inform the researcher that myself or someone else is at risk of harm they may have to report this to the relevant authorities - they will discuss this with me first but may be required to report with or without my permission. 
· I understand that signed consent forms and original audio recordings will be retained in a double authenticated file on the school Microsoft outlook system, accessible only by the researcher, until the exam board confirms the results of the researcher’s dissertation.
· I understand that a transcript of my interview in which all identifying information has been removed will be retained for two years from the date of the researcher’s exam board.
· I understand that under freedom of information legalisation I am entitled to access the any of the information I have provided at any time while it is in storage as specified above.
· I understand that I am free to contact any of the people involved in the research to seek further clarification and information.
Researcher:
Sarah Pottinger MA (Oxon) PgdipMus
Spottinger@lancing.org.uk
Supervised by:
Claire Thomas
DProf, MA, MEd (RCS), PGDE, PGCPSE, CTABRSM

Claire@voicestudycentre.com 

Signature of research participant

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

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

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



Appendix 7:
Information for prospective participants (and their parents/guardians) from XXXXX School.
This document provides information about a research project I am currently working on.  The project is part of an MA in vocal pedagogy I am undertaking with the University of Wales Trinity Saint David and Voice Study Centre.  I am keen to explore the efficacy of imagery as a pedagogical tool when used in one to one singing lessons.  I hope that some members of my teaching cohort who have been studying singing for at least a year will volunteer to participate in this study.  
This will involve:
· Providing consent to participate by completing a consent form (early March)
· A ‘study period’ where for two lessons you will be guided through your lesson using only imagery (e.g. ‘imagine that you have two firework rockets attached to your ears and that they shoot off on the high note’), for two lessons you will receive only physiological guidance (e.g. giving an explanation of different resonating chambers within the body), and for the final week your lesson will combine both models.
· Completing of two online anonymous questionnaires about your experiences these will involve open questions for your response as well as a ‘tick box’ Likert scale (mid-March).
· Participation in an face to face interview to further examine emerging themes from the questionnaire responses (late April) and debriefing will be provided prior to submitting the report (early June).
· The final report/presentation will be made available to you (late June).

If you have any questions about participating in this project, please get in touch by email on researchername@institutionname.com.  If you are happy  to participate, please complete the attached consent form with a digital signature (your name typed in the box) and email to me as soon as possible.  
Many thanks in advance for you time and responses,  
Student Name, Job Role.

[bookmark: _Toc231370723]

[bookmark: _Toc231370722]Appendix 8:
Initial Questionnaire
1. Can you describe what typically happens in your singing lessons?
(think about: structure of lessons, types of exercises, feedback methods) 
PA: she focuses on passages that I am finding difficult, helping me improve vocal technique. We do different types of breathing exercises if I am not doing it correctly
PB: We chat about our week, followed by vocal warmups, then move on to pieces - focussing on passages which are tricky
PC: We first do a warm up a and then focus on one song for the majority of the lesson then at the end we quickly run through another bong.
PD: We have a chat about how the week has been, then do a warm up  and sing over the songs I’m learning, than focus on the bits that need practice
PE: We start with exercises, then move on to my exam pieces, working on them each in turn

2. How would you describe your teacher’s approach to explaining vocal technique? 
PA: Clear and detailed - using imagery as well as biological anatomy
PB: She makes it easy to understand - using good analogies and referencing anatomy
PC: My teacher uses imagery to explain different vocal chambers and how to achieve different pitches.
PD: She is fun! And the way she teaches is really effective
PE: It is very imagery based, but also anatomical. She uses vivid metaphors to help me understand how to get the best out of my instrument
3. What do you understand by the term “imagery” in the context of singing? 
PA: Using imagination/visualisations to help me sing better
PB: My teacher uses images to illustrate how she would like me to sing
PC: Imagery in singing is when the teacher explains different biological terms by using different comparisons to make it more understandable.
PD: Using my imagination to help me improve my singing
PE: Using an image of something else to help achieve a specific technique or sound quality.
4. Have you encountered the use of imagery (e.g. metaphors, visualisations, or descriptive language) in your singing lessons? If so, can you describe some examples? 
PA: Yes, dipping chicken nuggets in sauce to imagine sustaining the volume, a string on my head to keep my posture, blowing up a beach ball to help with my breathing

PB: Yes! Breathing into a beachball. golden string for posture, imagine yawning to open up space
PC: Yes, she uses lots of imagery including making me pretend my head is a snow globe and also that I have fireworks strapped to my ears.
PD: Yes, fireworks shooting up and back to get to my higher register.
PE: For my higher range she tells me to imagine my voice is like st Paul’s dome, to try and create more space for my voice.
5. How useful do you find imagery as a tool in your singing lessons? Please explain your answer in detail. 
PA: I do find it useful because I find it much easier to understand that than biological and technical terms.
PB: it is very useful, without it i wouldn't understand she was trying to get me to do - especially with support.
PC: Very Useful
PD: Very useful, it has helped me to understand 
PE: Really useful, it has helped me gain confidence and extend my high notes
6. Can you describe a specific example where imagery helped you improve your singing?
(think about: what changed, how it felt, what you noticed) 
PA: I found it very useful when I was told to try and place my voice in the part of my voice where I yawn to reach a high note and make it louder.
PB: imagining my abdomen as a beachball inflating has helped me to stop breathing into my shoulders
PC: I found it very useful when I was told to try and place my voice in the part of my voice where I yawn to reach a high note and make it louder.
PD:  thinking of a snowglobe helped me a lot and really improved my higher range
PE: When she told me to think up and back, it made my voice sound so much better!
7. Have you experienced situations where imagery was confusing or unhelpful? Please explain. 
PA: I haven’t
PB: Never
PC: not in my lessons, no
PD: No
PE: No, my teacher always explains really well
8. In your experience, how does imagery compare to more technical or anatomical explanations of singing? 
PA: i think it is much simpler and easier to understand and put into practice.
PB: It is much easier to understand than technical explanation because anatomy is much more confusing and using analogies is much simpler and anyone can understand it
PC: I think it is much simpler and easier to understand and put into practice.
PD: I think imagery works well – it seems to make more sense to me
PE: I find it less confusing than anatomy, but my teacher does normally combine both
9. Do you feel that imagery used by your teacher matches your personal way of understanding your voice? Why or why not? 
PA: I think it does because as that is the only way I have been taught for the most part then I am acclimatised to the way of understanding it.
PB: yes, she is good at that
PC: yes, my teacher tailors imagery to help me try not to do what I am doing wrong - this helps me understand my voice
PD: Yes, it’s made me realise I can sing well
PE: yes, she explains what she wants me to do and does it with me until I feel confident.
10. Have you ever adapted or created your own imagery to help your singing? If so, please describe. 
PA: no I haven’t, but I often use my teacher’s examples from lessons.
PB: I haven’t.
PC: Not really.
PD: Never
PE: No I normally think of the ones my teacher has told me
11. How do different types of imagery (e.g. visual, physical/kinaesthetic, emotional) affect your learning? 
PA: I find that visual types of imagery are the most useful for me to really think of how to do that particular piece, and emotional imagery is useful for the feel of the piece as a whole.
PB: Visual is the easiest to understand but emotional helps to tell what the song is about and help show the audience that
PC: visual imagery gives me a mental picture while emotional helps me realise the mood/intention of the song.
PD: Visual is easiest for me
PE: Visual helps my confidence, physical my understanding, emotional help set the mood.
12. How does imagery influence your ability to make changes in your voice during a lesson? 
PA: When I am given a piece of advice by imagery I think I am able to focus on what I am doing wrong and then correct it.
PB: It helps me with breathing and diaphragm movements and also using my head voice
PC: It helps me with breathing and diaphragm movements and also using my head voice
PD: It helps me to realise what my teacher wants me to do vocally
PE: When I concentrate and use imagery, I do sound much better
13. Do you feel comfortable asking for clarification if an image or metaphor does not make sense to you? Why or why not? 
PA: I do, but it is rare that I don’t understand.
PB: yes because otherwise I won't understand the change she would like me to make
PC: Yes, but if I look uncertain my teacher will often explain it again or in a different way
PD: Yes, I feel very comfortable with her and I know she will elaborate if needed
PE: Yes, I know I can ask anything and she will answer

14. In your opinion, what makes imagery effective or ineffective in a singing lesson? 
PA: i think it is most affective when it is simple and easy to understand, without needing to know techinqule terminology.
PB: Imagery is effective because it allows me to relate to something i've done whereas technical language doesn't make sense to me as well as being memorable so I don't forget it the next time i practice.
PC: I find imagery effective when it is to do with something I do often or understand. It is ineffective when it’s too vague or it does not connect with anything I can sense.
PD: It means I worry less about the out come as I am focussing on the process
PE: It gives you an idea about something which then make you sound better


15. Overall, what role do you think imagery should play in singing pedagogy? 
PA: I think it should play a central role in singing lessons
PB: I think it should play a big role in teaching singing because without it I wouldn't understand what my teacher was trying to get me to do and it is easier to remember as well as making the lessons more engaging and entertaining
 PC: I think imagery should play a supportive role in singing pedagogy, helping you imaginative ways to improve your technique, and therefore sound, but it should be clear and easy to imagine
PD: A large one.
PE: A big one as there are lots of different images which help a lot



Appendix 9:
[bookmark: _Toc231370726]Semi structured interviews:
Semi structured interview: P1
R: How do you find your singing lessons? Is there a particular structure? Enjoyable?
P1: They don’t fill me with dread! [laughing]. They are something I very much look forward to in my timetable. 
There is a clear structure:  I walk in and we have a chat about how my week has been.  Whether there have been any issues that might have affected my voice and then we do like a five or ten minute warm up and we’ll look at pieces and usually run through them and see what I’m struggling with. And then we’ll address those issues, usually with some imagery, which I find helps a lot. 
And then, usually to finish off we’ll run through the piece as a whole, just to make sure I’m confident with it and have understood  the work we’ve covered. 
R:  I noticed you mentioned imagery just now, so can you tell me what you understand imagery to mean in connection to singing?
P1: So basically if I’m struggling with something and can’t really get that, either sound, or sequence, and then addressing it, not literally, but using a different concept or something I can imagine, like a picture or something, and then, just thinking about that rather than worrying about the actual result if that makes sense?
R:  Yes, that makes sense! 
So, the imagery that you just mentioned which is used in your lessons, do you find it easy to understand?
P1: Yes! [laughs]
R: There is no right or wrong answer – you can say no!
P1: it is clear, and if it doesn’t make sense to begin with, you’ll usually expand on it 
R: And do you find that the imagery use is preferable to a purely anatomical explanation?
P1: Yeah, I think so, but then usually in our lessons you combine both of them, you know, explain what’s happening anatomically and then explain it in imagery terms.
R: Do you find the Imagery that is used in your singing lessons helpful? 
P1: Yes, very helpful. 
R: Is there a piece of imagery you have found particularly useful and why?
P1: Thinking about recently, definitely the unicorn horn. It was a major breakthrough and helped me focus my tone or sound much better, by like, visualising it
R : yes, ok
P1: rather than thinking about what the out come was going to be and worrying about that. And then, to begin with, I remember we had the pulling
R: Oh yes! I remember
P1: You had me imagine that I was physically pulling something, and that really helped with engaging my support.
R: Do you feel the imagery used is selected to help with your particular challenges? Or do you think everybody is told the same thing?
P1: Uh, no, I think they’re pretty abstract and very personal and also my friend has told me that she has very different imagery used for her. 
R: Oh! Have you compared notes?
P1: Ha! Yeah, we have! 
R: Do you ever, because you know, you’re obviously in choir, so when you’re in choir or singing a solo for something, do you ever think “ok, I’m going to use the unicorn horn, or I’m going lock in to this particular image”?
P1: Yes, I definitely do
R: And is there any time when you have adapted and image we’ve used in a lesson maybe adding to it?
P1: Yeah, the st pauls dome  - I think I’ve extended it a bit,  because now I imagine my voice box as a church organ  producing the sound before it hits the church dome
R: That’s so interesting!  Do you feel that adapting the images is something you do often, do you feel that they are sort of organic or is it not really a conscious thing?
P1: I think I do, yeah, I think I do. But it will just depend as to whether I’m singing like a different piece and that technique is expressed differently in terms of articulation or mood, or something like that.
R: ok, cool, thanks.
R: Do you feel the use of imagery save time in singing lessons – that is to say, once you a metaphor has been explained for instance, that a one word prompt would prove sufficient to provoke that image previously used and then have the same impact?
P1: Yes, this is something that we already do – like with the unicorn horn, you’ll say ‘unicorn’, or just point your finger, and then I focus the sound better.
R: ok you do, and so if that of benefit, do you think?
P1: Definitely!
R: Are you happy to query any imagery if you don’t understand.
P1: I think I have before, and after that you provided either a different like, I can’t remember which one it was. I think it was the snow globe one.
R: Oh, you didn’t like that one?
P1: No, no, I did like it, but basically you said snow globe and I was like wait what, but then you explained it more and had different aspects of it and placed it anatomically where it was, and then I understood it.
R: Any other thoughts on imagery? There is literally no right or wrong answer here, I’m just throwing it over to you to say anything you feel might not have been covered.
S1: I think imagery has been very helpful, and compared to anatomy, definitely. Sometimes we do, like, combine it with anatomical things – like a hybrid, and I find that helpful too.  My ideal would be a blend weighted slightly more in favour of imagery, I reckon.








Semi structured interview: P2
General experience:
R: How do you find your singing lessons? Structured? Enjoyable?
P2: I look forward to them, of course, I find them very fun, they help me improve.  It starts with a warm up and then focussing on one song for the most of it then we have the last bit at the end, that’s how I usually think of it.
R: When you think about imagery in connection to singing, how do you understand that? 
P2: Like using different, like non technical terms to explain something, so you can wrap your head around it a bit easier. Or things that make more sense if you don’t quite understand all the like biological stuff. 
R: And you can wrap our head around it easier because…?
P2: Because, I don’t know, I just find it, like you said imagine your head like a snow globe, I find that easier than saying, use a higher part of your voice. Because I recognise it (the snowglobe) as something I’ve seen before, but I can’t see my voice!
R: Ok, I see.
Is the imagery used in your lessons easy to understand? 
P2: Yep
R: More so than if you were to be given, just a biological explanation? Explain why/why not.
P2: Definitely, cause when we did the biological lessons, I didn’t understand it like I do with the imagery.
R: Do you find the imagery used in the lessons helpful? 
P2: Yes, definitely
R: Is there any piece of imagery that you have found particularly useful?
P2: Yes, when you said to use your like yawning space, because then I could put my voice in the right place.  I also like the snow globe one, it makes my higher notes sort of easier to come out.
R: Yes! I remember you had SpongeBob in your snow globe, with pink glitter!
P2: Yes I did!
R: Do you feel the imagery used is selected to help with your particular challenges? 
P2: Yes, like the snow globe, we just said about, where you asked me what was in it!
R: Do you ever use the imagery that is discussed in lessons, in other places, like choir? 
P2: I definitely do do that in choir – I love my snowglobe!
R: Do you ever adapt it?
P2: No, not really.
R: Do you feel the use of imagery saves time in singing lessons – that is to say, once you a metaphor has been explained and used once, is a one word prompt sufficient to provoke the same image and impact?
P2: Yep, like if you just said snowglobe, or just went like that (gestures with hands around her head), then I know straight away what your on about
R: And then it helps you apply the whole of the rest of it? 
P2: Yeah, it’s almost like a code word and I know what I need to do
R: Are you happy to query any imagery if you don’t understand.
P2: Yes, because I like to really know what I’m trying to do.
R: Any other thoughts?
P2: not really, other than, sort of just like how you do it normally, with a sort of split between the imagery and the like science, but I think I actually prefer the imagery, maybe it’s because I don’t like biology!



Semi structured interview: P3
R: How do you find your singing lessons? Structured? Enjoyable? 
P3: I really look forward to them and they’re structured, but they’re not like really structured. We always do a warm up, have a little chit chat about the week, and then we do pieces and things we need to work on. They’re just really fun. 
R: Do you think the chit chat serves a purpose 
P3: Yes 
R: Can you elaborate? 
P3: Yes, well when you have to sing in front of someone it can sometimes feel a bit awkward, but when you have a chit chat, especially when your starting with a new teacher it softens the blow and makes a potentially stressful experience more relaxed. 
R: In terms of imagery in singing what to you understand it to mean? Don’t overthink this!  Your face looks pained!  
Ok, let me reframe it – if you had to explain to somebody who’d never had a singing lesson before just how they work, and you told then that the teacher used imagery, an they asked you what that meant, how would you answer them? 
P3: Like analogy 
R: Can you elaborate on that? 
P3: It’s like analogy so you can understand how you can change the technical aspect of it, but it makes sense and you don’t need like a biology degree to understand it  
R: Ok, why does it make sense? 
P3: because it’s like relatable to something you’ve seen before, like a personal experience 
R: wonderful, thank you. 
Is the imagery used easy to understand?  
P3: Yes 
R: Great. Easier to understand, more so than a purely anatomical explanation? 
 
P3: Much easier! 	
R: Why is that the case? 
P3: Um, ok, so like with certain movements like diaphragm and breathing, I couldn’t tell you where my diaphragm is, but if you tell me to imagine my stomach is a beachball and to blow it up, that’s easy.  
Useful:  
R: Is Imagery in singing lessons helpful? More than anatomy? 
P3: yes, very and a lot more than anatomy! 
R: Is there a particular  piece of imagery you have found most useful and why? 
P3: Mmm, the golden string for my posture, otherwise I look like the Hunch back of Notre Dame 
(both laugh) 
R: Those are your words not mine – just for the record! 
P3: It’s really true, otherwise I stick my neck out. Um and then the blowing up a beach ball one, because otherwise I forget to breathe properly and get all ‘shouldertastic’! 
R: Do you feel the imagery used is selected to help with your particular challenges?  
P3: Yes 
R: Ok, can you give me an example of when that might have happened? 
P3: The String! 
R: Do you ever adapt it or use it in your practice? So for instance, in choir, do you think ‘Right, I’m going to fill my beachball’, or ‘I must remember my golden string’, and also, have you ever taken it further, for example imagining perhaps other strings attached to your shoulders? 
P3: When I’m practising for the lessons, or for my exam, for my exam I use them, but for choir, I don’t really think! 
R: So singing outside of your singing lessons feels completely disconnected? 
P3; Yeah, it’s like it’s a different sort of singing. 
R: Do you feel the use of imagery save time in singing lessons – that is to say, once you a metaphor has been explained and used once, like your beachball for instance, or your string, is a one word prompt sufficient to provoke the same image and impact, without having to have the full conversation again? 
P3: Yes, its acts like a trigger, like you hear something and go ‘oh, it’s that’, and then you can just imagine it. And the whole thing comes back.  
R: Are you happy to query any imagery if you don’t understand? 
P3: Because I know you won’t yell at me. And also because your interpretation of something might not be an experience I can relate to. 
R: Any other thoughts? 
P3: Its very useful, I think you need to have some sort of anatomy in it, maybe a 2/3 to 1/3 in favour of imagery. 



Semi structured interview: P4
General experience:
R: How do you find your singing lessons? Structured? Enjoyable?
P4: Um, I love my singing lessons, they are definitely the music lesson I look forward to the most. By structured, we always do a warm up first, which is useful, and then move onto whatever piece that I’m working on. Then you run through it with me and give me any technique advice.
R: What does imagery mean to you in connection to your singing?
P4: It’s a way of visualising how you want to sing something, like if you said root your feet to the floor, you imagine yourself like a big tree trunk with roots growing out of your feet, that’s what I’m trying to channel. Basically it’s using unrelated images which are just as useful as biology.  
R: Is the imagery used in your lessons always easy to understand? 
P4: Yes, very much so.
R: More so than a purely anatomical explanation?  
P4: Um, yes, I would say It’s easier, but probably because that’s the way I’ve always been taught
R: So when we had lessons where there was no imagery used, how did you feel about being given instructions that were purely biological? Was that more difficult for you?
P4: I mean, it’s something that I didn’t really notice, but it is the case that with imagery I feel it is faster sometimes. 
R: Ah, interesting, that’s something we’ll talk about again in a bit.
R: Is Imagery in singing lessons helpful? More than anatomy?
P4: Yes, we’ve just talked about that!
R: we have! Fine. Is there a particular piece of imagery that you have found most useful and why?
P4: Um, when you say ‘up and back’, I always imagine a big arrow point up and then back, into where I should place the note. 
I also like when you say ‘root yourself to the floor’.
R: Do you feel the imagery used is selected to help with your particular challenges? 
P4:Yes, the rooting to the floor  one, is definitely one I feel is particularly helpful for me.
R: Do you ever it or use imagery, or that image in particular, if you are singing , for instance in choir, or when you are practising? Or do you use an adaptation of that image – do you  modify it for something you prefer?
P4: I sort of imagine you there telling me to do it! Even when you are not there! I think I apply it more when I have someone say it to me. If I’m in choir, like, I will think about it, If I’m aiming for a high A or something, I will think about up and back.   
R: Do you feel the use of imagery save time in singing lessons – that is to say, once you a metaphor has been explained and used once, is a one word prompt sufficient to provoke the same image and impact?
P4: yep, I find it faster! Like if you were to say ‘root your feet to the floor’  I know what you mean, but after a few times of using it you could just say ‘root’ and I can do it quickly. It’s much better and easier for me.
R: Are you happy to query any imagery if you don’t understand?
P4: Yes, I’d be comfortable because I can easily talk to you. Or I’ll just look a bit puzzled.  Its like you find puzzlement easy to detect!
R: Any other thoughts?
P4: I find imagery works better for me maybe just because I can’t actually see the instrument that I sing with. But maybe with a sprinkling of anatomy.

 


Semi structured interview: P5
R: How do you find your singing lessons? Structured? Enjoyable?
P5: I think they are fun, I think we have a kind of structure where we warm up and then we’ll sing a couple of pieces and if I’m singing something where I could do it better then we’ll try and improve that. 
R: And by what means do we try to improve it, do I give you instructions or prompt you?
P5: Yesh, sometimes you’ll show me, like biologically, what’s happening, or  give me a piece of imagery to help me get it right.
R: What does imagery mean in connection to singing?
P5: Using something else to describe how to do something.
R: Is the imagery used in lessons easy to understand? 
P5: I think it’s easy to understand because it’s like everyday life, all the stuff that we are used to 
R: So do you find that better, or easier to connect to that purely anatomical explanation?  
P5: I mean, I think it’s quite useful to have an explanation about what is going on but I also find it good to think about something else that helps me to just be able to do it. I think a bit of both is good.
R: Is Imagery in singing lessons helpful? More than anatomy?
P5: Yes
R: Sorry that’s going back a bit over what we just talked about!
Is there a particular  piece of imagery you have found most useful and why?
P5: Maybe like up and back 
R: Can you expand on that for me?
P5: When you tell me to imagine my voice being place at the top of the back of my head, I guess.
Individual experience: 
R: Do you feel the imagery used is selected to help with your particular challenges? 
P5: Yes – chicken nuggets! 
R: so what were they about, what did they describe?
P5: To stay a consistent volume to the end of the note, and not just dip into it quickly like a chicken nuggets in ketchup!
R: Do you ever adapt the imagery used in lessons or use it in your practice? Ot do you think about it when you are in choir, for instance?
P5: A little bit.
R: Do you feel the use of imagery save time in singing lessons – that is to say, once you a metaphor has been explained and used once, is a one word prompt sufficient to provoke the same image and impact?
P5: You mean like a code word – yes, I think that works, because you think back to the original explanation and just do it.
R: Are you happy to query any imagery if you don’t understand.
P5: Yes, because I know you won’t tell me off for not concentrating or daydreaming!
Any other thoughts?
P5: I think it’s helpful, but sometimes when it’s a bit abstract I find it difficult to think about.
R: Can you give me an example of a particularly abstract piece of imagery that you find unhelpful?
P5: Well, this wasn’t with you, but in choir we were told to imagine that when we try to reach a high note that we are a plane flying down through the clouds.  It was weird and I just couldn’t connect the two. But I guess  he is trying to use images for everyone in choir, so we’re not all going to get it.
R: So from that, do you find that having a good relationship with your singing teacher, and having a teacher who understands you is helpful for the creation of imagery for you?
P5: I really think so, and because it’s just for me, it’s really helpful



Appendix 10:
Codebook Initial Questionnaire:
	Section
	Code
	Sub-code
	Definition
	Frequency
	Example Extract

	Lesson Structure & Approach
	Lesson Structure
	Warm-ups, repertoire, discussion, difficult passages
	How lessons are organised
	5
	“We chat… followed by vocal warmups…”

	Lesson Structure & Approach
	Feedback Style
	Targeted correction, guidance
	How teacher give feedback
	5
	“Helping me improve vocal technique…”

	Lesson Structure & Approach
	Teaching Approach
	Imagery, anatomy, combined
	How technique is explained
	5
	“Using imagery as well as biological anatomy”

	Understanding of Imagery
	Definition of Imagery
	Visualisation, metaphor
	Understanding imagery
	5
	“Using imagination/visualisations…”

	Understanding of Imagery
	Types of Imagery
	Visual, kinaesthetic, spatial
	Forms used
	5
	“Breathing into a beachball”

	Perceived Usefulness
	Overall Usefulness
	High usefulness
	General effectiveness
	5
	“Very useful…”

	Perceived Usefulness
	Benefits
	Understanding, confidence, technique
	Advantages
	5
	“Helped me gain confidence…”

	Perceived Usefulness
	Impact on Technique
	Breath, range, tone
	Vocal improvements
	4
	“Stop breathing into shoulders”

	Perceived Usefulness
	Limitations
	None reported
	Ineffectiveness
	0
	“No”

	Perceived Usefulness
	Imagery vs Technical
	Easier, less confusing
	Comparison
	5
	“Simpler than technical explanation”

	Individual Experience
	Personal Fit
	Strong alignment
	Learner match
	5
	“Teacher tailors imagery…”

	Individual Experience
	Learner-created Imagery
	No
	Own imagery use
	0
	“I use teacher’s examples”

	Individual Experience
	Preference
	Visual, emotional
	Preferred types
	5
	“Visual imagery gives me a picture”

	Learning & Communication
	Vocal Change
	Error awareness, adjustment
	Making changes
	5
	“Helps me realise…”

	Learning & Communication
	Student Agency
	Comfortable
	Asking questions
Enjoyable learning 
	5
	“Yes… otherwise I won’t understand”
“She is fun”

	Learning & Communication
	Effectiveness Conditions
	Simplicity, clarity
	What works
	5
	“Effective when relatable”

	Role in Pedagogy
	Role of Imagery
	Central, major
	Importance
	5
	“It should play a big role”
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Appendix 11:
Codebook semi-structured Interview
	Section
	Code
	Sub-code
	Definition
	Frequency 
	Example Extract

	Lesson Structure & Approach
	Lesson Structure
	Warm-ups, repertoire, discussion, difficult passages
	Organiation of lessons
	5
	“We always do a warm up…then move onto what ever piece”

	Lesson Structure & Approach
	Feedback Style
	Targeted correction, guidance
	How teacher give feedback
	5
	“they help me improve…”

	Lesson Structure & Approach
	Teaching Approach
	Imagery, anatomy, combined
	How technique is explained
	5
	“you give me a piece of imagery to help get it right” *usually in our lessons…combine both”

	
	

	Lesson Structure & Approach
	Student agency
	Comfortable
	Enjoyment of lessons
	5
	“I look forward to them” “ I love my singing lessons” “chit chat”

	Understanding Imagery
	Definition
	Visualisation, analogy
	Meaning of imagery
	5
	“Like a picture or concept”

	Understanding Imagery
	Ease
	Easy to understand
	Clarity of imagery
	5
	“Yes, it is clear”

	Understanding Imagery
	Comparison
	Imagery vs anatomy
	Preference for imagery
	5
	“Much easier than anatomy”

	Perceived Usefulness
	General usefulness
	Helpful
	Effectiveness overall
	5
	“Very helpful”

	Perceived Usefulness
	Time efficiency
	Faster learning
	Imagery saves time
	5
	“It’s faster”

	Individual Experience
	Personalisation
	Tailored imagery
	Adapted to learner
	5
	“Selected for my challenges”

	Individual Experience
	Adaptation
	Modify imagery
	Learner adapts imagery
	2
	“I extend the image”

	Learning & Communication
	Codewords
	Triggers
	Short prompts recall meaning
	5
	“Acts like a trigger”

	Learning & Communication
Learning & communication



	Student agency



	Comfortable
	Asking questions
Enjoyment of lessons
	5

5

	“Yes I would ask”
“I look forward to them” “I know you won’t yell at me”

	Evaluation
	Limitations
	Too abstract
	Confusing imagery
	1
	“Plane through clouds was confusing”

	
	
	
	
	
	

	Evaluation
	Role
	Central role
	Importance in pedagogy
	5
	“Should play a big role”






Appendix 12:
Likert scale questionnaire:

1)
I feel that imagery is a useful tool for me as a singing student.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree

2)
The imagery used by my teacher is clear and easy to understand.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree

3)
I am happy with the frequency with which my teacher uses imagery.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree

4)
The use of imagery has had a positive impact on my vocal studies.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree

5)
The use of imagery has helped to improve my bodily awareness and posture.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree

6)
The use of imagery has helped me develop my correct breathing and support.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree

7)
The use of imagery has helped me to improve my vocal resonance.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree

8)
The use of imagery has helped me improve my vocal articulation.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree

9)
The use of imagery has helped me to apply musical articulation in my singing.
Strongly agree
Agree
Neutral	
Disagree
Strongly disagree

10)
The use of imagery has helped me to perform difficult passages in my singing.
Strongly agree
Agree
Neutral
Disagree
Strongly disagree
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CANFORD

‘Wimborne, Dorse BH21 3AD.
LOI202841254 £01202881009
wcanfordcom

Canford School

Canford School, 23rd June 2025

Dear UWTSD,

Regarding the research project: "Investigating the efficacy of imagery as a tool in individual
singing lessons".

I hereby confirm that | approve of the research proposed regarding the suggestion and
application of imagery in individual singing lessons, to be carried out by Sarah Pottinger,
visiting teacher of singing at Canford School between January and June 2026, | also confirm
that Sarah Pottinger has permission for the observations to be carried out at the Music
Department in Canford School.

Yours sincerely,

¥

‘Willam Ings -

Director of Music, Canford School
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