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ABSTRACT
Gay choruses first emerged in the United States forty years ago, in the time of gay liberation,
and much has changed politically and socially towards equity since. Despite this, lesbian, gay,
bisexual, transgender, and queer (LGBTQ) community choirs continue to form this century. This
project sought to understand the purpose of, and the individual and community benefits in,
singing in a mixed-voice LGBTQ community choir. The focus is a case study of The Glamaphones,
which formed in 2011 in New Zealand’s capital city from a gay, male voice choir. Data collection
techniques employed in this qualitative, modified ethnographic case study consisted of artefact
analysis, audience intercept survey, concert observations, and semi-structured interviews.
Drawing on feminist post-structuralism, and Foucault’s technologies or techniques for care of
the self, data were analysed using thematic analysis.
The research showed that, having evolved through a period of gender conflict and tensions
about the choir’s ethos, membership, and religiosity, members use the choir for different
purposes. The choir provided new social networks, established intergenerational, cross-gender
friendships and aesthetics, and developed an LGBTQ community. Other benefits included
developing musical skills, personal development and care of others. The choir also provided a
space in which to affirm LGBTQ identities, and to represent diversity and difference during a
period of greater political equity and increased social assimilation such as through marriage,
through being a voice for LGBTQ-identified people in what I term a politics of LGBTQ choral
action. These acts may be theorised as enacting care of the collective. Findings suggest that the
choir’s LGBTQ identity is influenced by the musical director, and that rather than being in a postgay and post-identity era, sexual and gender identities are significant to these singers, and they
have created a space for themselves and their audiences for the maintenance and performance
of diverse identities.
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TERMINOLOGY
Choral terms
Choir and chorus
I use the terms “choir” and “chorus” as they appear in the literature, or in the name of a group.
The terms can be used interchangeably to recognise that groups of singers performing similar
musical styles call themselves either choir or chorus, or sometimes chorales. The Grove Concise
Dictionary of Music defines a choir as: “A group of singers who perform together, usually in
parts” and a chorus as: “A group of singers who perform together, usually in parts” with a
differentiation made between the more church or chapel-based choirs (Sadie & Latham, 1988, p.
151, 153). The Oxford Dictionary of Music also notes that the term chorus: “tends to be used for
secular bodies, but there are many exceptions” (Kennedy & Bourne Kennedy, 2012, p. 163).
Musical director, conductor
These terms are interchangeable. When referring to the literature I use the term used by the
author.
In my original work, I use the term “musical director” and abbreviate this to MD.
GALA
The acronym for Gay and Lesbian Association Choruses, the United States umbrella organisation
for LGBTQ choruses.
SATB
This acronym refers to section or voice parts: Soprano, Alto, Tenor, Bass.
Western choral tradition
I use “western choral tradition,” as per Hess (2012, p. 37) to describe the tradition of a choral
music of “notation and choral scores, conductors and choristers, and late ‘great’ composers.” It
includes a large body of sacred or liturgical music.
Performance
In this thesis, I primarily use the words perform and performance to mean undertaking acts, and
performing or singing concerts.
When I use the term in the Butlerian sense of performativity, that is the “stylized repetition of
acts” to produce gender and sexuality, I reference Butler (1988, p. 519).
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Subjectivity, sexuality and identity terms
Identity is a contested concept. Post-structuralists reject its use in favour of subjectivity.
However, most of The Glamaphones choir members express having a lesbian, gay, or queer
sexual identity, and diverse gender identities. The Glamaphones choir operates under the
auspices of a “GLBTIQ” identity, therefore I use the term identity frequently in this thesis.
Sexual identity is the grouping of aspects of sexuality that may include sexual attraction, sexual
behaviour, romantic relationships, and social affiliation (Belmonte & Holmes, 2016).
Gender identity: I use terms such as woman, man, female, male, with the assumption that the
reader will recognise that these terms, like sexual identities, are identifications.
I use the term trans to be inclusive of transgender, transgender-identified people, and the
numerous identities within the trans umbrella.
I use cis to refer to people who identify with the gender or sex they were assigned at birth
(Enke, 2006).
I use queer to describe the queer political and social movement. In this thesis, I have also
chosen to use the word queer as an umbrella and shorthand term to refer to the range of sexual
and gender identities that may be represented in the choir.
I use queers/queering to disrupt or resist traditional configurations of gender, sex and sexuality
(Sedgwick, 1990), or to make antinormative (Jagose, 2015).
I use the acronym LGBTQ as shorthand to represent lesbian, gay, bisexual, trans and queer. I use
GLBTIQ as it is used by The Glamaphones choir, in reference to itself, inclusive of intersex.
I acknowledge that the language and terminology used in relation to sexual and gender
identities is constantly evolving. Whenever possible I use the identity terms used by authors
when I refer to their work. I purposively use the terms and pronouns used by participants when
quoting them or describing their contributions.
This work is not intended to be a theoretical discussion of sexual or gender identities.
Heteronormative/heteronormativity refers to the “societal privileging of heterosexuality, that
makes heterosexual identification and relationships seem natural or normal” (Oswin, 2008, p.
100).
Homonormative/ homonormativity refers to Duggan’s theorisation of a neo-liberal sexual
politics locating gay culture as privatised, depoliticised and anchored in domesticity and
consumption (2002, p. 179).
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Te Reo Māori
Pākehā – non-Māori, European, Caucasian (Williams, 1971).
Takatāpui – refers to a devoted partner or intimate companion of the same sex (Hutchins &
Aspin, 2007).
It acknowledges both the sexual and cultural aspects of identity and has both contemporary and
traditional connections with the Māori community (Aspin, 2011). Takatāpui was adopted in the
1980s as an inclusive term to embrace all Māori who identify in ways other than heterosexual.
Tiwhanawhana – Wellington based takataapui kapa haka (Māori performing arts) group.
Waiata – song in Te Reo Māori, the Māori language.
Whānau – The concept of whānau includes descent-based extended family, and also whānau
who come together for a common purpose that includes physical, emotional and spiritual
dimensions (Walker, 2011).

Transcript notations
[Text]

Words added by the author to make the context clear

(description)

Non-verbal cue to make the context clear

…

Indicates words have been omitted

-

Incomplete

New Zealand English is used, except in quoting the literature.
The American Psychological Association (APA) Sixth Edition style has been used in this document
for referencing.
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CHAPTER ONE – INTRODUCTION
This thesis starts with an introduction outlining my motivation for this project, which analyses
the individual and community function or benefits of a recently formed lesbian, gay, bisexual,
trans, queer, hereafter LGBTQ, mixed-voice community choir in a time of political equity and
increasing assimilation. I contextualise the study with an introduction to the international
LGBTQ choral movement and identify gaps in the existing literature. I next discuss the purpose
of the project and its aims, and provide an overview of the Wellington, New Zealand context of
the study. This is followed by a brief outline of the methodology and theoretical framework
applied to the study. I then introduce the case study choir, The Glamaphones. Finally, I provide
an overview of the thesis.
This introductory chapter is followed by a review of the literature pertaining to community and
LGBTQ choral singing, and LGBTQ identity. Following chapters detail the methodological and
theoretical approaches that frame the research and analysis. Three chapters explore the
resulting data, followed by a chapter discussing conclusions. The appendices include the
interview and audience survey schedules and the concert observation template.

Research motivations
LGBTQ community choirs have performed a significant role in my social life. I have been
associated with LGBTQ community choirs since 2000, when I joined Glória, then Ireland’s only
lesbian and gay choir. I have since been a member of Auckland’s Gay and Lesbian Singers
(GALS), New Zealand’s first mixed-voice LGBTQ choir. In 2011, I was a foundation member of
The Glamaphones, in Wellington, New Zealand’s capital city. Three LGBTQ community choirs, in
three cities, in two countries. Through them I forged friendships and fell in love; learnt new
musical and administration skills; participated in concerts and international LGBTQ choral
festivals; won numerous Irish choral competitions, glowing with pride; undertook activism;
developed professional networks, contributing to a queer social capital; and contributed to
some half decent music-making.
In search of a social and singing outlet in Wellington, I responded to an invitation to women to
join the then gay, male voice choir The Homophones, attending the first mixed rehearsal in April
2011. I was later elected to the management committee in March 2012 and served as secretary
for over a year. My involvement in the management of this new choir, The Glamaphones,
formed thirty-five years after the first gay choruses started, piqued my interest in this choral
group as a focus of research. Following J. Taylor’s (2011, p. 15) caution that intimate knowledge
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of, and emotional attachment to, informants makes objectivity difficult, and her encouragement
of removing oneself and having techniques for personal distancing, I resigned from the choir
committee in mid-2013 and left the choir. I re-joined for a semester to perform at the “Various
Voices” LGBT international choral festival in Dublin, June 2014. I formally withdrew from the
choir in writing, in July 2014, seven months before my ethics application.
The first lesbian and gay choruses were founded in the United States, hereafter US, in the
liberationist late 1970s, emerging in the gay liberation and second wave feminist movements.
While empirical studies have credited choruses with individual, collective and political benefits,
such as changing members’ lives and gaining greater acceptance for lesbian and gay-identified,
and increasingly, LGBTQ-identified people, the political and social environment has changed
since the first choruses. The legislative and policy reforms of the last 30 years in New Zealand
include the decriminalisation of homosexual sexual acts, inclusive human rights legislation, and
in 2013, marriage equality. This means that in New Zealand there are few, if any, formal barriers
left to full citizenship, that is, equal rights under the law. The church is the remaining institution
where discrimination is sanctioned, with LGBTQ-identified people formally excluded from
church sacraments such as marriage. What does this legal equality mean for LGBTQ
identification now, and why then are LGBTQ-identified groups such as the Wellington choir still
forming?
As a queer-identified woman, I was interested in what continues the cultural phenomenon of
the LGBTQ choir, with the establishment of a new mixed-voice choir, in a time of legislative
equity and what recent sexuality scholarship suggests is a post-gay and post-identity period
(Savin-Williams, 2005; Ghaziani, 2011; Walters, 2016). A prominent discourse in the public
domain in recent years has been that of assimilation. This discourse emphasises the social
acceptance of LGBTQ-identified people in and by mainstream society through normativity, or a
mirroring of heterosexuality (Duggan, 2002). This is a distinct shift from earlier gay liberation
politics, which emphasised coming out and pride (Ghaziani, Taylor V., & Stone, 2016), and the
more subversive, dissident queer identity and politics (Weeks, 1998), discussed further in
Chapter Two. An example of this pursuit of normalisation and citizenship rights is marriage
equality which positions LGBTQ people and their relationships as the same as heterosexuals.
The ongoing formation of LGBTQ choirs at a time of a dominant assimilationist discourse raises
questions about LGBTQ identity now, the existence and function of such groups as named
LGBTQ choirs, and the benefits for group members and the wider LGBTQ community.
Furthermore, this social sciences project also derives, in part, from a desire to document history
in the making. It provides a means by which to record the creation and motivations of a queer
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community and cultural group at a historically specific social time and place. It is also an agentic
act, as it creates and records a queer story, that of The Glamaphones in 2010s Wellington, New
Zealand (Weeks, 2012). This study will contribute to the body of literature on the New Zealand
LGBTQ community, and of the now international LBGTQ choral movement.

Current state of knowledge about LGBTQ choruses
As indicated earlier, the first choruses developed in the 1970s from two distinct but
interconnected political and social movements, that is the second wave feminist and gay
liberation movements (Brett & Wood, 2002; Hilliard, 2008; Bálen, 2009). They have established
themselves as one of the enduring, successful gay institutions. Europe’s first gay-identified,
mixed-voice chorus formed in 1983, followed by choruses in Australia and Canada in the 1980s
(Beale, 2017). New Zealand’s first mixed-voice choir, the Auckland-based GALS, formed in 1992.
Choruses have been forming in Asia since the late 1990s (Beale, 2017). The choruses vary in size
from a handful of singers through to several hundred voices. Some are auditioned, semiprofessional, and run multi-million-dollar enterprises with teams of paid staff, while others are
small budget and non-auditioned, and there are many variations in between (Gregory, 2009).
The first academic literature on the choruses was published in the mid-1990s, as part of a
growing scholarship in musicology, that is, the study of music, beyond its composition and
performance (Kennedy & Bourne Kennedy, 2012). Musicology may include the social and
cultural context of music (Kennedy & Bourne Kennedy, 2012). In the subsequent two decades,
much of this US focused research has focused on describing the history of the LGBTQ choral
movement and individual gay men’s choruses. As the literature review will demonstrate, a
superficial analysis of the choruses as a movement for social justice and sites for activism has
been proffered. The transgressive potential of the choruses is given limited appraisal in the
literature. Research has attended to the organisational and fundraising functions of men’s
choruses, and to musical aspects such as choral repertoire and composition. Much of the
literature focuses on the role of the chorus as a place for social supports and social capital,
including youth chorus support for young people, and as tools for community education. As the
Chapter Two literature review will illustrate the LGBTQ choral literature reflects the findings of
community choral literature, concluding that there are multiple benefits of choral singing,
including building individual skills, friendships, a sense of well-being, resilience, physical
benefits, musical enjoyment, social capital and community engagement.
However, the ongoing establishment of choruses, particularly mixed-gender adult choruses, and
their relevance to LGBTQ-identified people in the contemporary political and social context, is
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under-examined. Whilst the literature acknowledges some tensions in the formation of mixed
choruses historically, most literature focusses on men’s choruses, and the mixed-gender chorus
is especially under researched. A recent study posits that LGBTQ choruses now position
themselves as mainstream pride organisations, in a de-sexed pride movement (Gurlly, 2014).
Despite sexual identity being a reason for the creation of LGBTQ choruses, the question of
erotics and desire are barely addressed in the literature beyond Attinello’s (1994) early study
acknowledging chorus men’s assessment of potential sexual partners and their corresponding
expectations about behaving as “sisters,” and Bálen’s (2009) questioning of the erotic power of
LGBTQ choral singing. The operation of erotics has not been explored in a mixed-gender chorus
and is an area I will explore.
There is limited discussion on the wider performance of choruses such as staging and costuming,
and how these elements help to achieve the choruses’ stated purposes. How the LGBTQ
choruses have formed and performed sexual-identity based identities in contrast to mainstream
community choruses has received minimal attention in the literature. Choral performance has a
powerful potential to disrupt held norms about gender and sexuality, yet gender and
masculinities and femininities are overlooked in existing literature. This is an aspect of
performance I will attend to. The literature suggests that concerts have multiple purposes,
including coming out and changing audience views. However, the audience perspective is
lacking in the literature, and to date assertions of impacts on audiences are unsubstantiated.
My methodology, discussed below and further in Chapter Three, includes ascertaining audience
perspectives.
The literature explores conflicting views about authority and power in discussions on chorus
management, organisational structures and on the relationship between the musical director
and singers. The musical director’s influence on the formation and public performance of the
identity of the LGBTQ chorus is neglected in the LGBTQ literature and is an area I will examine.
Additionally, the significance of the sexual identity of the musical director has not been widely
explored.
Halberstam (2005, p. 45) criticises queer histories for a focus on individuals rather than
communities in a “complex interactive model of space, embodiment, locality, and desire.” The
interactions of the choruses within their wider cultural context has not been widely explored. I
address this through my treatment of the choir as both a musical entity and an LGBTQ
community space. I explore the cultural location of The Glamaphones in New Zealand, its
western choral tradition and the influence of religion, and responses to this, within the choir.
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The LGBTQ choral literature is addressed in detail in Chapter Two, along with a historical
overview of the changing ways in which LGBTQ-identifying individuals and communities have
viewed identity, from the time the choruses first emerged in the mid-1970s to the present, and
the corresponding scholarly discourse and theorisation of identity. I next address the context of
the case study choir.

The Wellington, New Zealand context
In this section, I give a brief overview of the political and social context of the choir, in
Wellington. Wellington currently has four commercial venues, that is, gay bars and clubs and a
men’s sauna, and numerous support groups and social, cultural interest and sporting groups,
most of which are single-gendered in practice. This includes Tiwhanawhana, the takatāpui kapa
haka or Māori performing arts group, which formed in 2001. The predecessor of The
Glamaphones choir, The Homophones, formed in 2007. As described in the previous section,
New Zealand’s first mixed-voice choir, the Auckland-based GALS, formed in 1992. Key
informants described lesbian choirs and feminist women’s singing groups that had existed for
short periods in the Wellington area. The Glamaphones is currently one of three New Zealand
LGBTQ choirs.
The following list of legislative changes, which began in the mid-1980s, illustrates the changing
political and legislative context for LGBTQ-identified people in New Zealand.
Chronology of New Zealand legislative changes
1986 - Homosexual Law Reform Act - decriminalised sexual acts between men aged 16 years and
over.
1991 - Immigration Act changes allowed same-sex partners to gain residence.
1993 - Human Rights Act prohibited discrimination based on sexual identity and gender.
2001 - The Property (Relationships) Act 1976 amendments included all de facto couples.
2004 - Civil Union Act allowed for same-sex and different-sex legal partnerships, excluding samesex couples from adoption rights.
2005 - Relationships (Statutory References) Act provided legal consistency for same-sex couples
across laws affecting married couples, such as superannuation, benefits and inheritance.
2008 - Births, Deaths, Marriages and Relationships Registration Amendment Act 2004 allowed
for two women to be named on birth certificates.
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2009 - Crimes (Provocation Repeal) Amendment Act abolished the partial defence of
provocation, that is, same sex sexual advances, in cases of culpable homicide.
2013 - Marriage (Definition of Marriage) Amendment Act – allowed two adults regardless of
their sex, sexual orientation, or gender identity to marry.
(http://www.legislation.govt.nz).
Most Christian religious denominations have banned churches from hosting same-sex marriages,
and priests and ministers from performing such marriages.
While the early lesbian and gay choirs emerged during a time of liberation politics the same
cannot be said of The Glamaphones or its predecessor, The Homophones. With extensive
legislation, including human rights and civil unions, embedded in New Zealand at the time of The
Glamaphones formation, it cannot be seen as a time of overt state discrimination against
LGBTQ-identified individuals or the community. The church remains as the only institution with
overt discriminatory policies and practices.

Project aims
The goal of this research is to analyse why people still join and participate in a mixed-gender
LGBTQ group, in this case a choir, at this time and in this place, Wellington, New Zealand, forty
years after the establishment of the first gay choruses. I seek to understand the function or
purposes and meaning of a mixed-voice LGBTQ choir, and what it provides for, or how it
benefits, both members and its community.
We live in a time of neoliberal economic and cultural politics based on a belief in rationality and
free market capitalism, and an emphasis on individual freedom, self-responsibility, and rights,
and the self-governing subject (Lemke, 2001; Richardson, 2004, 2005). The good gay citizen is
self-policing, self-disciplined and self-regulated (Richardson, 2004; Binnie, 2014; Walters, 2016).
This is the environment for homonormativity, Duggan’s theorising of a neo-liberal, depoliticised
and privatised sexual politics which mirrors heterosexual domesticity and consumption (2002, p.
179). However, if identity requires difference to create it (Gamson, 1997), and assimilation can
mute identity (Ghaziani, 2011), how is identity then constructed in these times of neo-liberalism
and a publicly-prominent discourse of LGBTQ social inclusion and assimilationism? In recent
decades, differences between LGBTQ and heterosexual-identified people have been deemphasised, and similarities to the mainstream articulated in rights and citizenship arguments,
such as the 2013 Marriage Equality Amendment Act debate. This emphasis on sameness
prompts questioning about the role of identity-based groups, and on what basis identity is
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created now. In an era where policy concerns have been met, has difference disappeared? If
not, how is difference framed, negotiated and established in a time of sameness? These
questions suggest the choir may have productive possibilities beyond music-making.
The gaps in the choral literature highlight as an area of enquiry the means by which a collective
group identity is constructed and performed, and the choir as a site for the manufacture of
meaning, particularly meaning about sexuality and gender identity. The choir can be seen as a
site or a space where meaning is constructed by members. The members hold their individual
and differing identities, and ideas about the purpose of the choir, which creates the possibility of
internal tension and a clash of discourses, whilst the choir performs a public identity and
pleasures for the audience.
In this project, I explore the following:
What is the function of the choir and how does it benefit its members and the LGBTQ
community, in this political, social and historical moment?
Three sub-questions guide this enquiry:
•

How is a shared LGBTQ identity constructed and performed, through this choir, in this
time and place, the 2010s in Wellington, New Zealand?

•

What is the role of pleasure, including the erotic, in the creation of this mixed-gender
choir’s identity?

•

How does the choir produce and perform transgression (difference) and assimilation
(sameness), and is there still a space and desire for difference in a time of samenessseeking?

Overview of theoretical framework and methodology
I utilise a feminist post-structuralist theoretical framework in this project, and draw on Foucault,
particularly his later work on technologies or techniques for care of the self, discussed in detail
in Chapter Four. Feminist post-structuralism proposes that there is no singular truth, and no
singular objective method, and thus no production of pure knowledge (Reinharz & Davidman,
1992; Kincheloe, 2005). The analytical tools of feminist post-structuralism create space for
marginalised and silenced voices, and enable an understanding and critique of power,
knowledge, and subjectivity that also accommodates the possibilities for resistance and change
(Weedon, 1997). Feminist post-structuralism attends to understanding the discourses in
circulation, subjectivity, that is, the subject positions available at this time and place, and social
processes, in order to understand relations of power and whose interests they support
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(Weedon, 1997). Examining the discursive field which constitutes the choir enables me to reveal
regimes of power and knowledge at work in the construction of The Glamaphones, and the roles
LGBTQ identity plays in this historically specific time and place. By applying a feminist poststructuralist framework to my study, I seek to make explicit how power operates to construct
and produce an LGBTQ choir. It also enables the consideration of how agency may be deployed
by the individuals involved, in actioning strategies for change. A feminist post-structuralist
understanding of agency highlights the illusionary nature of concepts of “freedom, autonomy,
rationality and moral authority” (Davies, B., 1991, p. 42). Grounded in an understanding that
discourse shapes subjectivity, agency is therefore the capacity to recognise the constitutive
nature of discourse, and the ability to subvert and change discourses in order to resist any one
discourse controlling one’s identity (Davies, B., 1991, p. 51). My feminist post-structuralist
positioning requires me to maintain reflexivity about the researcher-researched relationship and
power relationships within this (Hesse-Biber, 2007), and this is discussed further in Chapter
Four.
Feminist research draws on scholarship from different fields with no single methodology,
method, or epistemology, that is, theory of knowledge and knowledge production (Reinharz &
Davidman, 1992; Ramazanoğlu & Holland, 2002; Brooks & Hesse-Biber, 2007). Weeks (2012, p.
530) argues that research relating to sexuality is impossible without employing a mix of
analytical approaches because “sexuality is simultaneously a historical, social, cultural, spatial,
economic, philosophical, psychological, biological and moral phenomenon - and much more
besides.” This suggests that a thorough approach to sexuality scholarship requires multiple
approaches. The feminist post-structuralist theoretical framework impacts upon my choice of
methodology in the application of bricolage, an “interdisciplinary border-crossing” (Lincoln,
2001, p. 693), which uses multiple methodological and theoretical approaches or tools from
across different disciplines (Denzin & Lincoln, 2005; Kincheloe, 2005), including modified
ethnography. Ethnography is a responsive form of research, suitable across different research
paradigms and epistemologies (Buch & Staller, 2014). This approach is discussed further in
Chapter Three.
I employed multiple data gathering devices: reviewing choir documentation, physical and on-line
artefacts; observing two concerts; undertaking a post-concert audience intercept survey with 38
audience members; and carrying out 27 semi-structured key informant interviews with current
and past members, musical directors and a representative of St. Andrew’s church where the
choir rehearses. I followed a thematic approach to analysis, developing literal and descriptive
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theme codes (Bryman, 2016), and theme memos (Hesse-Biber, 2007; Rossman & Rallis, 2011).
Ethical approval was gained from the La Trobe University Human Ethics Committee.

The case study: The Glamaphones
The following section introduces The Glamaphones choir, describing its evolution from The
Homophones gay, male voice choir, its constitutional purpose, and how it operates.
The Glamaphones is a mixed-voice (Soprano, Alto, Tenor, Bass) choir, located in the central city.
Formed in April 2011, The Glamaphones evolved out of The Homophones. According to the cofounder, Mark, The Homophones was a gay, male voice choir established in late 2007, as a way
for gay men to meet in a social setting to enjoy making music together. Following the
recruitment of a female Anglican priest as musical director, a small group of men sang in Mark’s
lounge for ten weeks before presenting a Christmas recital to family and friends. An expansion
in numbers led the choir to relocate to the St. Mary of the Angels Catholic church hall in central
Wellington. In 2009, the choir formalised its organisation and became an Incorporated Society,
and joined the New Zealand Choral Federation. In 2010 and 2011 The Homophones participated
in two LGBTQ choral events. The first was the “Out and Loud” choral festival in Auckland, which
involved choirs from New Zealand and Australia. The second was “Sing Out!” which The
Homophones hosted in Wellington, as a part of the cultural programme of the 2nd Asia Pacific
Outgames. Subsequently, in April 2011 The Homophones held mixed rehearsals, followed by a
special general meeting confirming the reconstitution of the choir as a mixed-voice community
choir. Some men left, and others transitioned to the mixed-voice choir. Some of these men
subsequently left during the first two years of The Glamaphones, and others remained.
The mixed-voice choir agreed to be known as The Glamaphones and adopted the strapline
“Singing out in Wellington” (The Glamaphones, 2012a, p. 2). The minutes of the 2012 AGM
record that there was discussion about the question of having a more explicitly inclusive title
indicating “something broader than ‘gay and lesbian’?” (The Glamaphones, 2012b, p. 2). This
was not resolved.
Constitutional purpose
The constitution was updated in 2012 to reflect the formation of The Glamaphones choir. The
constitution states the aims of the choir as “…to allow same-sex-attracted people in Wellington
to meet to sing and socialise, for personal enjoyment and for the benefit of the broader
community. The Society is a not-for-profit group” (The Glamaphones, 2009/2013a).
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Of the sixteen items listed under the purpose of the society six relate to how the society
operates internally, and the remaining ten relate to the choir as a community group.
The purposes of the Society are to:
a)

Enjoy singing as a group;

b)

Foster a sense of community among same-sex-attracted people, especially those who
like singing;

c)

Rehearse regularly;

d)

Organise and perform and participate in concerts and other events that relate to the
Society's aims and purposes;

e)

Organise events relating to the Society’s Aims and Purposes;

f)

Assist members to develop (or further develop) their musical skills and singing ability;

g)

Hold social events as desired by Members;

h)

Promote singing to same-sex-attracted people and the broader Gay, Lesbian, Bisexual,
Transgender, Intersex, and Queer community;

i)

Entertain the GLBTIQ community, and the wider community;

j)

Provide a positive image of same-sex-attracted people in the wider community.

(The Glamaphones, 2009/2013a).
Choir demographics
The choir has grown in membership to between 50 and 60 members in 2017. Members have
ranged in age from their early twenties to their seventies. Ethnically, the group is predominantly
Pākehā, that is New Zealand European, and European. When I commenced my empirical study,
there were very few non-white members, about four members at a glance. Approximately three
quarters of the choir presented as women. Membership numbers fluctuate, and with this the
demographic changes. The choir is not exclusively “GLBTIQ” having had five known
heterosexual members, although by the start of 2017 there were no known heterosexual singers
in the choir.
Rehearsing and performing
The Glamaphones is a non-auditioned community choir. There is no requirement to read music.
The choir supports its members’ learning by producing recordings of each sections’ parts. The
Glamaphones meets weekly for two hours in a central city Presbyterian church, St. Andrew’s on
the Terrace, having relocated from the smaller St. Mary of the Angels parish hall. Rehearsals run
from late January until early December, organised into two semesters with mid-winter and midsummer breaks. Open rehearsals run at the beginning of each semester for potential members.
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These are promoted via The Glamaphones website, public Facebook page, and through LGBTQ
newsletters and media, as well as at public performances of the choir. Sectional rehearsals are
run by the members themselves on an as needs basis. There is an annual weekend residential
choir camp.
The Glamaphones presents two concert programmes annually, performing primarily in the
central city at St. Andrew’s on the Terrace and at Massey University theatre. Several concerts
have also been performed at both Pataka Art + Museum in Porirua, and St Peter’s village hall in
Paekakariki on the Kapiti Coast, north of Wellington. The choir has held a concert series at
Wellington Zoo. The Glamaphones has sung short sets at community events by invitation, such
as at the annual AIDS Candlelight Memorial, the Outtakes film festival, and the annual pride
celebration. With a commitment to outreach, the choir has sung in rest homes, pre-Christmas
street busking, at liturgical events such as the 2011 St. Andrew's Day event at St. Andrew's on
the Terrace, held a flash mob at the Wellington Railway Station for the International Day Against
Homophobia and Transphobia in 2013, and sung at the Wellington candlelight memorial for
victims of the Orlando nightclub massacre in June 2016. The Glamaphones has been
represented at two choral festivals, the LEGATO “Various Voices” festival in Dublin, June 2014,
and an Australasian festival “Out and Loud” in Auckland, January 2016.
The musical styles sung include pop, classical, sacred, world, musical, spirituals, jazz, and waiata,
that is, songs in Te Reo Māori. Delivery has been in keeping with the western choral tradition,
with limited movement, although this has begun to change under the second musical director,
appointed in 2015. The choir does not have a fixed uniform or costuming. It originally
performed in full black with a splash of colour related to a theme, for example rainbow scarves.
The choir has performed concerts with a variety of themes:
Angels over Wellington (2011)
Playlist (2012)
Let the rainbow shine (2013)
A Kiwi Christmas (2013)
A touch of the Irish and a dash of Kiwi (2014)
Singing out at the zoo (2014)
Singing out at the movies (2015)
Gay anthems (2015)
Celebrating 30 years of Homosexual Law Reform (2016)
All Souls (2016)
Passion (2017)
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Collaborations, commissions and coverage
The choir collaborated with GALS, Auckland on a waiata at the 2014 “Various Voices” festival,
and sang with Tiwhanawhana at the 2015 AIDS Memorial event. Guest musicians supported the
choir at the “Gay Anthems” concerts in 2015. In 2016, the choir commissioned “During these
days” from Gareth Farr, a renowned gay-identified New Zealand composer, based on the words
of New Zealand gay-identified poets, to perform as part of the commemorations for the 30th
anniversary of homosexual law reform, including at the New Zealand parliament. This
commission, and the “Celebrating 30 years of Homosexual Law Reform” concert garnered media
coverage from RNZ Concert radio, local mainstream online and print media, and gay media. The
choir also received mainstream media coverage prior to “Various Voices,” and coverage as part
of the RNZ national radio documentary on “Out and Loud!”
Administration
The choir is administered by a voluntary management committee with a maximum of seven
members, voted for annually at a society general meeting. In 2013 the committee initiated a
members’ survey to elicit feedback on choir organisation and communication, the acceptability
of repertoire and preferred musical styles, the pace and number of rehearsals, and the balance
between being a choir and a GLBTQI community group.
Artistic leadership is provided by the musical director in association with an assistant musical
director and a music team. The music team consists of up to three singing members of the choir
appointed by the musical director, in consultation with the management committee. The role of
the music team is to decide on, source and maintain an inventory of repertoire. The musical
directors and the accompanist are paid contractors of the choir. A voluntary production
manager, a former singing member, operated in 2015 and 2016.
The choir is funded by members’ subscriptions and proceeds from concerts. To prevent finance
from being a barrier to participation the choir operates a culture of giving, requesting those who
can afford it to contribute more than their subscriptions, thereby reducing the financial burden
for those who can afford less. A sliding fee scale is incorporated into the choir’s constitution in
order to “allow those on low incomes to participate” (The Glamaphones, 2009/2013a, Part
20.3). Also included is the right to waive fees altogether (The Glamaphones, 2009/2013a, Part
20.6). This attempt at economic inclusivity is also reflected in concert ticket prices, with waged
and unwaged ticket options. Volunteers, including singing members, provide support for
concerts such as ticket selling and ushering. Unlike many US choruses, The Glamaphones does
not pursue corporate sponsorship for its activities. Since November 2014 The Glamaphones has
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gifted some concert profits to LGBTQ community groups including the SchoolsOut youth group,
and the Intersex Trust.
St. Andrew’s on the Terrace
As noted on page 2, the church is the remaining institution in New Zealand where discrimination
against LGBTQ-identified people is sanctioned. St. Andrew’s on the Terrace is a progressive
Presbyterian church located in central Wellington (http://www.standrews.org.nz/). It describes
itself as “… an inclusive church, a church without labels welcoming all people … including people
of any … sexual orientation” (St. Andrew’s on the Terrace, Declaration of Intent, 1991). St
Andrew’s was active in support of homosexual law reform in 1986, in contrast with other
denominations such as the Salvation Army and Catholic Church who actively campaigned against
law reform. St. Andrew’s has celebrated civil unions since their legalisation, providing a church
venue, ceremonial facilitation and blessings. The church campaigned for marriage equality
within the Presbyterian Church and wider society. The then minister presented the Christians
for Marriage Equality submission to the parliamentary select committee. St. Andrew’s dissented
from the Presbyterian Church General Assembly decisions to oppose marriage equality, in 2010
and 2014. In conflict with the Presbyterian Church, St. Andrew’s has been celebrating marriages
since the passing of the Marriage Equality Act in 2013, using ministers who are registered as civil
celebrants to perform ceremonies. This makes St. Andrew’s one of very few churches of any
denomination in New Zealand facilitating same-sex or same-gender marriages.
St. Andrew’s runs awareness raising events on days such as the International Transgender Day of
Visibility, and Pink Shirt (anti-bullying) Day. A photograph of The Glamaphones singing in the
church adorns the St. Andrew’s social justice webpage.
The church building has excellent acoustics; and is a prestigious and highly sought-after
Wellington concert venue.

Thesis overview
In this chapter, I have outlined the context for this study and the significance of it for analysing
the function of LGBTQ identity-based groups in an increasingly inclusive and visibly
assimilationist period. I have introduced The Glamaphones choir, and provided a brief overview
of the methodology, methods and theoretical framework I applied.
The second chapter reviews the choral literature as the context for community choirs and causeoriented singing. This includes a body of work addressing the identity, social, health and wellbeing benefits of community singing. I then examine the literature pertaining to the LGBTQ
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choral movement. Next, I provide a historical overview of the changing ways in which LGBTQ
individuals and communities have identified, from the time the choruses first emerged in the
mid-1970s, and the corresponding scholarly discourse and theorisation of identity. I also
consider how a politics of identity relates to the LGBTQ choral movement and is a primary
consideration for my study.
In Chapter Three, Methodological Framework and Methods, I describe the modified
ethnographic methodology used in this qualitative study, and my use of bricolage and case
study. I discuss reflexivity, and my position as an insider researcher. I then focus on the
research strategy, which involved key informant interviews, an audience intercept survey,
artefact analysis and concert observations. I describe the methods I used to recruit key
informants and audience members and detail the ethical considerations. I outline the data
collection methods, and the thematic approach I have used to interpret the artefacts, stories,
survey comments and concerts I observed. In the final section of Chapter Three I introduce the
participant profiles.
In Chapter Four, Theoretical Framework, I outline the feminist post-structuralist theoretical
framework used to frame the study and analyse the data. I discuss the underpinning
proposition that there is no singular truth, and that identity is unstable. I introduce the work of
Foucault pertinent to this study, discussing the productive nature of power and the constructive
nature of discourse in relation to subjectivity and social identity. I then turn to Foucault’s
technologies or techniques for care of the self, which provide tools for the exploration of the
meaning of participation in an identity-based community group such as the choir.
In Chapter Five, Dissonant Intervals - Constructing the Choir, I begin to present the data from the
study. I identify issues of conflict during the transition from The Homophones gay, male voice
choir to the mixed-voice choir, and early tensions over the purpose of The Glamaphones.
Having introduced the diversity of participants’ identities, I then examine participants’ conflicts
over who can join. I next explore how The Glamaphones has constituted itself through the
influences of religion and bi-culturalism. I consider other significant dimensions and
intersectionalities that impact on the individuals and the choir, including the choir’s location in a
bi-cultural nation.
Chapter Six, Harmonious Arrangements, focuses on how the choir discursively constructs itself
through harmonious practices. I explore participants’ expressions of how they negotiate their
experiences in the choir, constructing the choir as an identity-based community and a place of
safety. I then analyse some of the benefits members accrue from their participation in the
P a g e | 14

choir, framed by Foucault’s technologies or techniques for care of the self. I discuss how
techniques are enacted by members of The Glamaphones as they create an LGBTQ community,
examining the ways in which personal development, transformation, and care of others is
actioned in and through the choir. I explore the ways in which the participants describe
embodied and emotional pleasures gained from their choir involvement and singing. Finally, in
seeking to understand the role of pleasure and the erotic in creating the choir’s identity, I
examine the role of erotics within this mixed-gender group.
In Chapter Seven, Exposition: Performing The Glamaphones and LGBTQ Identity, I present
further data, including artefact analysis and concert observations, and explore how the choir
produces its identity for display and performance. I examine the impact of the musical director
on this. I consider how the choir produces and performs transgression and assimilation. I
analyse the participants’ perceptions of the purpose of the choir in the 2010s. In the final
section of this chapter I bring in the data from the audience intercept survey, discussing the
choir-audience relationship and perspectives on the function and contribution of The
Glamaphones within and beyond Wellington’s LGBTQ community.
In Chapter Eight, the conclusion, I summarise the findings of my project. I propose the choir
enacts a technology or care of the collective and operates a politics of LGBTQ choral action.
Rather than reflecting a post-gay and post-identity era, these singers have created a space for
themselves and their audiences for the maintenance and performance of diverse identities.
Finally, I identify implications for future consideration of LGBTQ and emerging identities, and
communities.
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CHAPTER TWO – LITERATURE REVIEW
In the last chapter, I provided an overview of the project. The purpose of this chapter is to
provide a context for the study of an LGBTQ choir, through selective reference to some of the
wider choral literature, and close attention to that focussed on LGBTQ choruses. In addition, I
situate my study with a brief overview of the treatment of LGBTQ identity and identity politics in
the period since the formation of these identity-based choirs. The literature review is divided
into three sections. The first section discusses the wider choral literature as the context for
community choirs and cause-oriented singing. This includes the growing body of work
addressing the identity, social, health and well-being benefits of community singing. The second
section examines the literature pertaining to the LGBTQ choral movement. This is followed by
an overview of treatments of LGBTQ identity during the period the LGBTQ choruses have
existed, that is, the mid-1970s onwards. Finally, I highlight gaps in the existing literature so as to
position my project.

Choral literature and community choirs
The benefits of choral singing
This section provides an overview of the scholarly literature on the value and benefits of choral
participation and group singing in the wider choral literature. The study of choral participation,
community choirs and singing is a relatively recent area of scholarship and is approached from
multiple disciplines. These include: music education; community development;
ethnomusicology, which may be defined as the study of music in its cultural context; and
medical ethnomusicology, which involves research and practical application for health,
wellbeing, and therapy. Attention has been given to assessing and demonstrating the benefits
of group singing. More recently an LGBTQ, or “queer musicology” has developed. Queer
musicology is the study of music, focussing on the cultural differences of LGBTQ-made music. It
seeks to identify and analyse a distinctive queer voice in music (Beale, 2017, p. 364).
There is a growing body of empirical research that documents the psychological, physiological,
social and community benefits of choral participation and group singing, including for
marginalised groups. Clift and Hancox’s (2001) seminal study on the benefits of choral singing
finds participants report high levels of social, emotional and physical benefits. Common benefits
expressed include stress reduction, greater alertness, improved mood and lung function and
control over breathing. Half of the study participants report spiritual benefits, such as refreshing
their soul (p. 251). Subsequent studies identify significant increases in the positive emotional
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states of singers (Kreutz, Bongard, Rohrmann, Hodapp & Grebe, 2004; Sanal & Gorsev, 2014).
Others note improvements in singers’ cognitive processes (Bailey, B.A., 2006). Further studies
record reductions in depression, and in mental distress in singers (Sun & Buys, 2013; Clift,
Manship, & Stephens, 2017). Other studies report individual benefits such as musical
enjoyment, skill building and challenge, and a sense of well-being and resilience (Durrant &
Himonides, 1998; Tonneijck, Kinébanian, & Josephsson, 2008; Bartolome, 2013; Southcott &
Joseph, 2014).
In addition to these individual benefits, numerous studies identify the social benefits gained
from group singing such as the development of friendships within the choir, a sense of
belonging, and greater community engagement (Langston, 2009; Hampshire & Matthijsse, 2010;
Gick, 2011; Dingle, Brander, Ballantyne & Baker, 2013). Putnam discusses the wider social
benefits of choral singing in his 1995 examination of social capital. While disagreement about
definitions of “social capital” are acknowledged in the literature (Putnam, 2001; Hampshire &
Matthijsse, 2010; Langston, 2009, 2011) it can be understood as the operation of norms and
networks that facilitate collective action (Woolcock & Narayan, 2000). Different forms of social
capital have been theorised, such as bonding (relational within groups with a shared purpose or
identity), bridging (outward looking, involving other groups) and linking (vertical, connecting to
people in power) (Putnam, 2001). Bourdieu (1986/2011), however, views social capital as an
individually held resource, both able to include and exclude, enabling actors to access other
types of resources or capital, such as economic capital, via their networks. Putnam (1995)
theorises that group performance contributes to the building of social capital, and in doing so
helps to foster democratic culture (Tobias & Leader, 1999). Drawing on Putnam’s work,
Langston (2011) concludes that choirs are strong community resources, developing social capital
that extends beyond the choir to benefit a wider community. Further, music-making is
positioned as operating as a “cultural immunogen,” that is, a tool for developing agency in
addition to music-making being a resource for building social networks (Ruud, 2002, p. 109,
2013).
Community choirs and cause-oriented singing
Having summarised the benefits of choral participation identified in the wider choral literature I
next turn to the body of literature on community choirs and cause-oriented singing. A generally
accepted definition of community choirs is lacking (Higgins, 2007; Bell, C., 2008). However, C.
Bell (2008) argues that the common aspects are that choirs are amateur, and community based.
These include LGBTQ choirs, discussed separately in this chapter. Included in this community
choir literature are analyses of cause-oriented or political singing such as that attached to the
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workers’ choirs, and union, civil rights, feminist, and peace movements (Sanger, 1997; Roma,
2006; Moro, In press).
It is asserted that community choral singing has a communal purpose and provides affective
pleasure (Conn, 2008). However, this analysis is insufficient, as the preceding evidence on the
benefits of group singing suggests, and as I evidence below. Music-making contributes to
forming collective identity, memory and action (Eyerman, 2002). “Collective identity” may be
defined as in pioneering work on the lesbian feminist social movement, that is as “the shared
definition of a group that derives from members’ common interests, experiences and solidarity”
(Taylor, V. & Whittier, 1992, p. 105). Eyerman (2002, p. 447) observes:
Through song, a collective, such as a movement, can objectify itself and its history,
making itself visible to others, as well as creating and establishing a sense of community.
At the same time, such cultural expressions, texts and other material artefacts permit
the presentation of the collective’s view of events free from the censorship of the
dominant culture. Finally, music and arts can serve as a basis for recruitment and
support.
This suggests that music has cultural and political value for non-normative groups. This
positioning of the opportunities of collective music-making is replicated in the early LGBTQ
specific choral literature I address later in this chapter.
Music presented by marginalised groups, or that which has a cause or grievance-focus, changes
the role of music from entertainment or affective pleasure to, for example, commemoration or
resistance, as exemplified in the US civil rights movement (Sanger, 1997). An examination of the
civil rights movement finds that singing is utilised as a primary strategy, with some activists
claiming the movement would not have succeeded without the singing of freedom songs
(Sanger, 1997). Singing is described as an energising form of discourse, bringing a source of
emotional force and spirituality to the movement. In this way singing is argued to be
transformative as it brought about a “symbolic transformation of a people” in both participants
and those outside the movement (Sanger, 1997, p. 191).
The transformative and restorative potential of choral singing is a theme in studies that have
focussed on community choruses organised around specific ethnic, cultural and geographic
groups. The persistence and growth in ethnic choral singing is suggested as representing a
retreat to nostalgia or a way to express difference (Tobias & Leader, 1999). A desire to retain
and express an identity impacted by geography and change has been found in recent studies on
Australian older Italian men’s and women’s choirs and an Australian older Bosnians’ mixed choir
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(Southcott & Joseph, 2010, 2014; Joseph & Southcott, 2015). These empirical studies
demonstrate that participation in ethnic, cultural and geographically located community
choruses provides social and emotional connection and reduces social isolation. Participants
report feeling a sense of purpose and validation through group belonging and sharing of
“culture, heritage and memory” within the group and with their audiences (Southcott & Joseph,
2014, p. 133). The authors conclude that the choirs shape and influence the formation of
cultural identity and are a means by which participants can celebrate and transmit their
collective, cultural and linguistic identities (Southcott & Joseph, 2010, 2014; Joseph & Southcott,
2015).
Choral singing and outsider groups
A number of empirical studies have examined the health and social benefits of choir
participation for groups described as outsiders or marginalised, for example, people with mental
illness and disabilities. Dingle et al. (2013) theorise positive health outcomes are due to regular
group activity, working together, forming an additional social support group and a social identity
of singer. In studies involving homeless men, and those incarcerated in prisons, participants
benefit from an increased sense of wellbeing, skills development such as improved social skills
and intra-group relationships, and the development of a sense of pride and belonging (Bailey,
B.A. & Davidson, 2005; Silber, 2005; Silverman, 2009; Roma, 2010). Roma (2010) contends that,
for incarcerated people, creating a musical and choral community can be transformative, similar
to the findings of wider community choral participation studies as referred to above. This
theme of the transformative power of choral participation is replicated in the literature on
LGBTQ choirs, which I focus on below.

LGBTQ choral literature
In this section, I introduce the literature pertaining to LGBTQ choruses, and critique previous
research and scholarship under the following thematic headings: politics and purpose; power,
musical director influence, administration and economics; religious influences and tensions;
emotion and embodiment; performance, repertoire and choral pedagogy; gender and identity;
and sexual identity, erotics and queer ethical practice.
The body of literature on LGBTQ choirs is small, gay men’s chorus focussed, and US dominated
as I discuss in the following section. There are a very few studies focussed on Australian,
German, Japanese, and British choruses. No literature has been produced on New Zealand’s few
LGBTQ choirs. Little research attention has focussed on mixed choruses, other than as small
case studies in some of the academic literature, or unpublished, grey, literature, and in recent
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studies addressing LGBTQ youth choruses. There is now a growing body of literature on trans
singers and vocal health, and accommodating trans singers and transitioning voices in choruses,
although there is no published scholarly literature focussed on transgender choruses. A small
number of doctoral dissertations have advanced fields of study in sociology, musicology, arts
management and communications.
Politics and purpose
As discussed in the introductory chapter, the first gay choruses were started in the 1970s. It is
argued that urban migration led to the establishment of gay neighbourhoods in major urban
centres and the subsequent development of organisations, collective practices and cultural
events all emphasised community identity and cultural difference to the dominant, heterosexual
culture in the United States and United Kingdom (Gamson, 1995; Jagose, 1996; Alexander &
Yescavage, 2009; Holt, 2011; Easterbrook, Carpiano, Kelly, & Parsons, 2014). One of the
consequences of this burgeoning cultural scene was the establishment of the gay chorus
(Halperin, 2012). Numerous authors propose the chorus made an important contribution to the
development of LGBTQ communities (Gordon, 1990; Sparks, 2005; Coyle, 2006; Strachan, 2006;
Hayes, 2007; Henderson & Hodges, 2007; Hilliard, 2008). Music is often seen as a cultural
product of a community (Hyman, 2001), but Hayes’ (2007) descriptive article on the evolution of
the gay choruses claims that music itself established the GLBT community. Hayes proffers no
evidence of this and this assertion has not been discussed in any subsequent literature.
Gay liberation “advocated coming out, authenticity, and pride” (Ghaziani, Taylor V., & Stone,
2016, p. 168). Performing music gave members a means by which to be visible about their
sexuality and make political statements while being involved in community building (Attinello,
1994; Hilliard, 2002; Henderson & Hodges, 2007; Latimer, 2008). Numerous authors argue that
the choruses provided a voice for an otherwise voiceless group, and an opportunity for LGBTQ
concerns to be heard (Strachan, 2006; Hayes, 2007; Mensel, 2007; Hilliard, 2008; MacLachlan,
2015; Beale, 2017). Choruses have been charged as still playing a major community and arts
role, whilst affirming individuals’ identities and providing a political voice (Brodine, 2004; Sparks,
2005; MacLachlan, 2015). The choruses remain “central institutions of urban gay culture”
(Jones, 2016, p. 154), continuing to be the only significant gay or lesbian organisation in some
areas of the US (Sparks, 2005).
Attinello’s (1994) empirical work maintains that choruses initially formed for political reasons
but were then continued for social reasons. As a chorus matured it required a commitment to
music and performance for its ongoing viability. Attinello analyses the authoritarian nature of
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musical organisations and the chorus as a replacement for family, “the usual authoritarian
structures of the heterosexual world” (p. 323). He identifies in the gay chorus the possibility of
achieving one of the goals of gay liberation, that is, the creation of a non-authoritarian, gay
society.
Dominant narratives position the choruses as agents in a movement for social justice and social
change (Hayes, 2007; Henderson & Hodges, 2007; Taylor, D.M., & Herring, 2012; Avery, Hayes &
Bell, C., 2013; MacLachlan, 2015; Beale, 2017), although the question of how social justice is
addressed by the choruses is given limited appraisal. The use of the word “gay” in chorus
names, and their public performances, are evidenced as political statements and protest
(Hilliard 2002, 2008; Mensel 2007; Gregory, 2009). However, some choruses in more
conservative areas are described as fearing the use of “gay” in their titles, as they avoided
naming themselves as gay (Taylor, D.M. & Herring, 2012, p. 16). It is suggested that choruses
without “gay” in their title have more easily gained sponsorship (Hilliard, 2008). The discussion
of social justice is framed within a coming out narrative, that is, self-disclosure of one’s sexual
orientation or sexual or gender identity, with the suggestion that change, and justice, may be
advanced merely by coming out and declaring gay identities (Strachan, 2006; Hilliard, 2008;
Latimer, 2008). Little analytic attention has been paid to how exactly choruses were
transgressive within the context of their time.
Studies from the 1990s to the 2010s contend the choruses were a means to develop pride in
both self and the gay community, and to reflect this pride with a purpose of countering
stigmatisation (Gordon, 1990; Brett, Wood & Thomas, 1994; Hilliard, 2002; Strachan, 2006;
Henderson & Hodges, 2007; Latimer, 2008). One study proposes that choruses have a deviance
neutralisation aim, singing to change others’ views of gay people and promote a sense of
normalcy and tolerance (Henderson & Hodges, 2007). The formation of community and the
“social construction of bridges between communities” are the focus of this phenomenological
study of an Oklahoma gay male chorus. Henderson and Hodges (2007, pp. 57-58) position the
chorus in a “population that is considered deviant and marginal by the dominant culture.” The
researchers argue the choruses counteract external hate: “Through means of deviance
neutralization they are creating a sense of normalcy and tolerance through their effort that
would not otherwise be possible in the greater community” (p. 73). The authors fail to support
this claim with data. Deviance neutralisation is not defined. It may be linked to an earlier quote
from a member who discusses the responsibility of representing the chorus positively: “For
instance, not being seen down at the public park involving ourselves in lewd sexual activity” (p.
72). The study finds the majority of members had “shared ties” of a love of music and singing,
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being gay, and Christian religious backgrounds (p. 70). The authors state that the chorus
provides role models for young gay men, and “an alternative viewpoint to that of self-hate” (p.
68). Henderson and Hodges (2007, p. 78) conclude the chorus is a social asset for their city
“while promoting communication, tolerance and acceptance,” and claim members provide “a
moral example of tolerance” including through “work towards charitable goals that reach others
in the community far beyond their own.” The authors final statement emphasises the chorus as
developing a “therapeutic community,” stating that the chorus is “a healing and altruistic force”
for the singers and “in the greater public that they serve” (p. 78). However, weaknesses of the
study include the initial positioning of gay men as deviant with few current references to
substantiate that position, and in coming to its conclusion, failing to include or discuss the aims
of the chorus, or defining “therapeutic communities” and how the chorus achieved that.
This view of the choruses as deviance neutralisation is supported by Latimer (2008) whose
empirical study of a US Midwest gay men’s chorus’ participants reports that singing transforms
the negative image of gay men in society. Latimer’s (2008) study sought to identify the social
characteristics of the chorus including motivations for participation. Latimer finds that the
chorus demographic is consistent with Attinello’s (1994) study, including being predominately
white. Reasons given for joining the chorus are similar to Attinello’s findings, that is, social and
musical, with the feeling of community the central reason for staying in the chorus. The author
observes that the data indicated participants “often struggle with an identity that is in
transition,” limiting who they came out to. Participants discuss improvements in self-esteem as
a result of singing in the chorus. The chorus is described as a “proxy for traditional religious
experiences” for some and a place of kinship and family, including with gay choristers in other
choirs met at GALA festivals (Latimer, 2008, p. 30). Concerts provide a means by which to come
out, both individually and as a chorus. Community outreach, civic responsibility, and activism
are cited as important to members, although how these were achieved was not elucidated on.
Latimer briefly references stage theory models of identity, such as Troiden’s 1989 tripartite
model of identity acquisition where self-identity is followed by perceived identity when realising
one is viewed as gay by others, and subsequently presented identity when presenting to the
community as gay. Latimer concludes that choral singing provides participants with the
tripartite model-matching identity acquisition. It is suggested that members develop an
“identity tolerance through regular association with other gay persons” and achieve identity
disclosure through performing concerts (Latimer, 2008, p. 34). However, Latimer earlier noted
that some of the men had been “out as gay men for many years” (p. 29) and this emphasis on
identity acquisition and coming out via the chorus is disproportionate to the data.
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Pride is revisited in more recent literature, discussed with its inverse, shame (Gurlly, 2014).
Shame has been positioned in some literature as a cornerstone of gay identity, and considered
necessary to form a gay subject and constitute a gay identity (Munt, 2008; Halperin & Traub,
2009). It is through the transgressive, affective potential of pride that shame can be overcome
(Munt, 2008). However, Gurlly’s study observes that this older narrative of shame, and struggle
against stigmatising conditions, now lacks resonance with the younger members of his case
study gay men’s chorus. The younger participants did not have the same experiences of, or
identifications with, gay shame. Gurlly attributes this generational difference to the destigmatising successes of the LGBT movement. The study concludes that LGBT choruses have a
dual purpose of activism and entertainment “that maintain a public orientation for its own sake,
and not only as a means to addressing private matters” (Gurlly, 2014, p. 226). For Gurlly, these
private matters are a loss of shame in seeking self-acceptance and pride.
Other authors identify the selection of venue, the use of the word “gay” in advertising, choice of
repertoire, and outreach performances as ways the choruses create social change (Bálen, 2009;
Schattenkirk, 2014). For example, Schattenkirk (2014, p. 89) outlines the commitment of the
San Francisco Gay Men’s Chorus to performing “in ‘red’ areas – politically, socially, and
religiously conservative regions of the US not necessarily sympathetic to the LGBTQ
community.” A study evaluating the outreach project of the Gay Men’s Chorus of Los Angeles
provides some empirical evidence of consciousness raising and attitudinal change (Knotts &
Gregorio, 2011). The research project involved creating and delivering curriculum to high school
students with a focus on learning about the biography of gay composers. Choral performances
and short personal biographical narratives were contributed by members. The results of
qualitative pre- and post- lesson surveys found evidence of awareness raising and attitudinal
change. There is no indication that that the effects of the curriculum are lasting or result in
social change, or that the study has been replicated elsewhere. A description of the New York
City Gay Men’s Chorus outreach group, the Ambassador Chorus, states the chorus sings to build
bridges and promote tolerance and acceptance through performing in public libraries, and other
named spaces such as a church and education centres (Hayes, 2007). Hayes (2007, p. 66) claims
that outreach performances reach new audiences and further “the GLBTQ community’s hopes
for acceptance, tolerance, and equal rights,” but does not address how this may be achieved or
evidenced. Recently, Beale (2017, p. 369) suggests a unique feature of the LGBTQ chorus is in
often seeing itself as activists, with music functioning “as a tool for expressing the values of the
group and for changing hearts and minds.” These critiques overlook the range of objectives of
cause-oriented choruses such as seeking freedom from censorship, as discussed earlier in this
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chapter (Eyerman, 2002). Beale does not specify the hearts and mind changes sought by the
choruses. Beale (p. 369) suggests their “values” are congruent rather than time, place, and
culturally contingent. He does, however, question what political impact the choruses “really
had” (p. 378).
Much of the literature on the historical significance of the gay chorus records that they provided
practical, emotional, social, spiritual and fundraising support during the AIDS epidemic in the
1980s and 1990s (Henderson & Hodges, 2007; Hilliard, 2008; Gregory, 2009; Taylor, D.M., 2014;
Moy, 2015). Reflecting on this time, Bálen (2009, p.33) explains the choruses “served a pressing
need for community in a time of profound loss and cultural backlash against gay liberation.” A
number of studies also identify the value to members of the social and community supports of
the choruses in the post-epidemic era. These benefits include a safe space in which to come out
and a sense of community (Tobias & Leader, 1999; Strachan, 2006; Henderson & Hodges, 2007;
Hilliard 2008; Latimer, 2008; Bálen, 2009; Taylor, D.M., 2014; Schattenkirk, 2014; MacLachlan,
2015; Moy, 2015). It is argued that members use the gay men’s chorus to construct themselves
as gay (Faulkner & Davidson, 2004), integrate themselves socially as gay men (Cain, 2005) and to
announce their identities (Strachan, 2006).
Hilliard (2002, pp. 79-80) undertook to examine the relevance of the San Francisco Gay Men’s
Chorus (SFGMC) to the “lesbigay community” as a “social service,”, and highlight its “major
social and musical” contribution to the movement. The study assumes a homogeneity within
the lesbian, gay and bisexual communities of the coined “lesbigay” community. It lacks a
description of any theoretical underpinnings, and no methodological or analytical detail. The
paper presents a descriptive history of the chorus, repertoire and performances. Hilliard (2002,
p. 92) concludes that the chorus provides role models, a place for men to come out “in
brotherhood” and to express themselves through music. He asserts the chorus raised
awareness and facilitated the tolerance and understanding between the lesbigay and nonlesbigay communities. Hilliard positions the choruses as a potential resource for the clients of
professionals working with lesbigays. Further research into how the choruses meet the
psychosocial needs of members, and the impact of choruses on the community at large was
recommended.
Hilliard’s follow up study aimed to understand “the various roles music played” for members of
the SFGMC (2008, p. 346). However, the research questions focussed primarily on the social
body of the chorus rather than music, that is, the membership demographic profile, social and
political issues, and how the music has evolved. Research questions also addressed the impact
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of HIV and AIDS, some twenty-five years after the epidemic started. As with the earlier study,
no theoretical or methodological framework was detailed. Questionnaires were used to gather
demographic details and the Internalized Homophobia Scale used to measure internalised
homophobia, although the reasons for the utilisation of this tool were not explicit in the paper.
The study found that the primary reason men joined the chorus was because they wanted to
sing in a chorus, and secondly because they wanted to be part of a gay men’s organisation. They
remained in the chorus for the feeling of pride. The chorus had raised its musical standards and
had a diverse repertoire. The study discovered the chorus was a valuable social outlet to
members and it provided a means of coming out, and a way to make a “political statement” by
being involved in a group with the word “gay” in its title, although tensions over how political
they should or should not be were evident.
A recent study identifies that members were drawn to German LGBT choirs for similar reasons
to those expressed in the US studies, that is socialising, musical quality and repertoire (Leske,
2015). Replicating the findings of Hilliard (2002) and Latimer (2008), members interviewed
perceive their choirs as places of family, safety and belonging. In contrast, D.M. Taylor’s (2014)
autoethnographic study on his first seven months of participation in a gay men’s chorus
following the death of his husband focusses on how membership affected his grieving process
and sense of identity. D.M. Taylor initially experienced a new sense of vulnerability and
loneliness in joining an already established group. He notes opportunities to physically connect
to beauty through the embodied nature of singing and in expressing emotion through the sung
texts. D.M. Taylor codes his new personal identity as a singer as an awakening. He concludes,
“Joining the chorus awakened a sense of personal identity though music that helped heal my
spirit” (p. 79). This narrative of healing reflects the focus in earlier literature of the benefits of
the choruses to gay men, as discussed above.
A small number of articles on the recent development of youth choruses attached to larger
choruses position them as social services and organisations that provide safety for members
(Hayes, 2015), enabling young people in coming out, and providing peer support away from the
commercial scene (Leske & Wilson, 2013; Leske, 2016), echoing descriptions of the early gay
choruses.
As previously noted, the transgressive potential of the choruses is given limited appraisal in the
literature. The work of both Latimer and Henderson and Hodges focuses on the discourse of a
desire to be normative and assimilationist. Recently there has been an acknowledgement of the
mainstream and assimilationist nature of the choruses (Gurlly, 2014; Menehan, 2016). Bálen
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(2009, p. 46) suggests in her discussion of the LGBT choral movement that choruses queer
culture through the “relatively non-threatening form” of singing. She argues that LGBT choruses
create:
… a sort of cognitive dissonance for those who would silence LGBT existence … LGBT
choruses solicit consent for their queering of culture through the use of a conservative
form, and by a surplus of pleasure that works via disarticulated sensuality to seduce
straight minds and hearts to queerness. (p. 46)
Here, Bálen asserts that LGBT people using the conservative choral art form queers it, and the
subsequent pleasure produced in an audience transforms attitudes to LGBT people. Bálen
proposes, without supporting detail, that a space for changing social relations and producing
new subjectivities can be achieved through singing. Whitesell (2013, p. 837) however cautions
against thinking that “identifies minority practice as symbolically subversive without checking to
see whether they lead to any real consequence.” This suggests a contrasting argument that
LGBTQ-identified people using an art form does not in itself queer this form.
Power, musical director influence, administration and economics
Conflicting views about authority and the operations of power in choruses are explored in
discussions on chorus management, organisational structures and on the relationship between
the musical director and chorus. Choirs are positioned in the wider choral literature as sites of
discipline, and the enactment of power on the bodies of choristers is analysed (O’Toole,
1994/2005; Hess, 2012). One study of a mixed lesbian and gay chorus in the grey literature
concludes that singers were “powerless to step outside the disciplinary forces that shape and
mould them” which suggests a complete lack of agency (Macarthur, 2002, p. 15). However,
Bálen’s (2009) reflection on agency argues to the contrary that the relationship between
director and singers is less hierarchical in LGBT choruses than in other choruses. Describing the
“economy” of a chorus as one of a desire to sing rather than that of professionals seeking
payment, Bálen maintains the LGBT chorus is less top-down and more service orientated. Bálen
also observes that choral musicking, that is the relationship of making music together, is more
widely accessible due to its greater informality than for example, a symphony.
Building on Langston’s previously referred to study, Moy (2015) utilises Putnam’s social capital
theory, described earlier in this chapter (page 17), to analyse the culture of the world’s largest
gay men’s chorus. Moy concludes that the chorus demonstrated social capital indicators such as
trust, networks, shared norms and values, learning and fellowship. Further, Moy (2015, p. 105)
suggests that shared musicking had broken down the “differing power levels” between
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conductor and chorus. A limitation of this conclusion is the insufficient attention given to the
discussion of the power of the musical director in the production and control of singers.
The significance of the sexual identity of the musical director has not been widely examined,
although Attinello (1994) finds that gay chorus members accepted straight support staff whom
he termed “servants,” but were divided on the acceptability of straight musical directors as
“masters” (p. 330). Attinello tenders that the dynamics of having a straight musical director is a
reproduction of structures outside the chorus, a world of heteronormativity, against which gay
men were revolting. This thesis has not been revisited. Recently, Beale (2017, p. 367) suggests
that the role of the director “becomes almost that of church pastor, empowered to create the
safe space, and facilitate that sense of belonging, as well as direct.” In reference to the
community and musical role of the LGBTQ chorus, Beale argues the director “explains and
models” and “guards and communicates” the values of the chorus (2017, p. 367, 368). In
Beale’s analysis, the musical director has a central role in creating the environment or
atmosphere of the chorus. The performance of the musical director, particularly in the realm of
choral public performance and concerts, and the musical director’s influence on the formation
and public performance of identity of the LGBTQ choir is neglected in the literature.
In the first study of gay choruses (Attinello, 1994), and in subsequent literature (Brown, 2012;
Moro, In press), it is suggested that choruses provide members with an alternative to, or
protections from, commodity consumption and financial concerns. However, financial matters
are represented in some of the literature as being a constant concern to choruses (Moro,
2006/2011; Hayes, 2007). The importance of financial success is evident in descriptions of many
of the men’s choruses as multi-million-dollar arts organisations (Gordon, 1990; Miller, B.F.,
1995; Mensel, 2007; Gregory, 2009; MacLachlan, 2015). One author illustrates the transforming
economic power of the LGBTQ choral movement with an example of the multi-million-dollar
financial benefit to a city from thousands of delegates attending a choral festival, and the
charitable fundraising of many choruses (Strachan, 2006). Women’s choruses are represented
as less corporately oriented, with the example of some offering differentiated membership fees
and concert ticket prices (Bálen, 2009).
Religious influences and tensions
Spiritual and religious metaphors, including providing a spiritual outlet and support,
transformation, fellowship, kinship and family, feature strongly in the literature on LGBTQ, and
especially gay men’s choruses (Strachan, 2006; Henderson & Hodges, 2007; Hilliard, 2008;
Latimer, 2008; Bálen, 2009; Knotts & Gregorio, 2011; Avery et al., 2013; Gurlly, 2014;
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MacLachlan, 2015; Moy, 2015; Beale, 2017). It is suggested that, for some singers, choruses are
a proxy for religion, “almost church-like” (Beale, 2017, p. 367), and a means by which to share
meaningful leisure activities formerly provided by churches and families (Tobias & Leader, 1999;
Latimer, 2008). However, many LGBTQ-identified choristers report negative associations with
organised religion and this problematic relationship is only briefly addressed, with some studies
acknowledging that the inclusion of sacred repertoire is contentious for many choruses
(Strachan, 2006; Henderson & Hodges, 2007; Bálen, 2009; MacLachlan, 2015).
Emotion and embodiment
Returning briefly to the emotional benefits of singing, several authors argue that singing in an
LGBTQ chorus is a means by which to express and confront intense emotion (Hilliard, 2002;
Bálen, 2009; Taylor, D.M., 2014). The communal experience of singing results in a spiritual high
for many singers (Tobias & Leader, 1999). Discourse about the embodied nature of singing
features in the literature. While Bálen (2009) notes the body provides the musical instrument,
D.M. Taylor (2014, p. 76) claims the vibro-acoustical properties of singing provides a means by
which to physically connect to beauty. Bonenfant (2010, p. 78) links sound with sensuality and
sexuality and describes the voice as “a form of social touch that can activate reactions in bodies,
literally, by vibrating them.” In another study, religious choral music is described as both an
audible and sensual experience, drawing the queer study participant back to church (Snowdon,
Falconer & Taylor, Y., 2014).
As noted earlier, singers are positioned in the literature as having agency (Bálen, 2009) and, in
contrast, drawing on the work of Foucault, docile bodies under the command of the musical
director and expected to behave and regulate their bodies in specific ways, for example through
posture and breath control (Macarthur, 2002; Hess, 2012). Bálen (2009) however, using an
argument similar to Sanger’s (1997) discussion of singing in the civil rights movement,
referenced earlier (page 18), posits the embodied nature of singing challenges restraint, and
potentially provides a physical liberation for participants in an LGBTQ chorus. While
Schattenkirk’s (2014) article explores compositions designed to evoke compassion and empathy,
discussed in the following section, the embodied and emotional aspects of LGBTQ choral singing
require further attention.
Performance, repertoire and choral pedagogy
Turning now to consider choral performance, authors propose that concerts have several
purposes. As previously discussed, they are a means by which to come out (Strachan, 2006;
Latimer, 2008; MacLachlan, 2015). Additionally, it has been claimed that concerts work to
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socialise the audience to change their views on gay people, educate and entertain, and stretch
the norms, values and cultural boundaries of their audience (Henderson & Hodges, 2007; Beale,
2017). Concerts are also described as a medium for communication and generating public
discourse on sexuality (Moro, 2006/2011; Latimer, 2008). Furthermore, it is suggested that
concerts affirm both the singers and the audiences through the performance of music with a
focus on social commentary and social protest (Mensel, 2007; MacLachlan, 2015). A serious
limitation is that no studies have included the perspectives of the audience, leaving assertions of
audience impact unsubstantiated.
It is argued that gay culture is presented through the repertoire, and repertoire reinforces and
affirms identity, as I next discuss (Coyle, 2006; Moro, 2006/2011; Strachan, 2006; Mensel, 2007;
MacLachlan, 2015). MacLachlan (2015, p. 86) examines repertoire as “a window on ‘gay
culture’.” MacLachlan contends that there are three categories of repertoire performed by the
choruses. Firstly, there are “community songs” also sung by mainstream choruses but analysed
as the appropriation or reusing of mainstream cultural objects to make them gay (Moro,
2006/2011; MacLachlan, 2015). The second category is contrafacta, that is, the substitution of
some lyrics without substantial change to the music, most commonly gender pronouns.
MacLachlan (2015) proposes that a camp aesthetic is central to contrafacta. Camp is
understood by MacLachlan to mean a gay sensibility, involving juxtaposition, irony, humour and
theatricality, while serving as a political critique. Another strategy deployed by choruses is
women singing traditionally men’s parts and vice versa (Bálen, 2009). Thirdly, commissioned
pieces tell LGBTQ stories, sometimes developed from the stories of singers themselves and at
times using camp or ironic humour to critique, or expose, repressive social norms. A limitation
of MacLachlan’s analysis is that the perspectives of the audience, as recipients of the music and
actors looking through the metaphorical window, are not included.
Leske (2015) identifies that irony is an important approach of the German LGBT choirs.
However, he does not give examples from his observations or interviews. An observation of the
Tokyo “Prelude” pre- Pride festival musical event addresses the repertoire of the three male
choruses in attendance (Nakamura, 2014). Nakamura considers that the lyrics of songs attain
new meanings as they are sung by gay men, prompting a re-reading of the songs by the
audience members. The author also argues that introducing the composer’s “homosexual
feelings” to the audience adds “additional excitement to the event” (p. 11). Nakamura
concludes that the meaning of the music is reinterpreted and transformed by the performance
context, presumably that of a gay festival, although this is not explicitly stated.
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The LGBTQ choruses have contributed to the continuance of the choral tradition, both through
the repurposing and preservation of existing works and the commissioning of new choral music.
The reinterpretation of 1920s and 1930s cabaret songs with new lyrics by German LGBT choirs is
highlighted by Leske (2015) and framed as the preservation of the traditions of previous
generations (p. 32). The LGBTQ choruses are the largest commissioners of choral music globally,
and the GALA choruses the largest commissioner of men’s choral music. As noted, a new genre
of choral music has been written for the LGBTQ choruses, commissioned to tell LGBTQ stories
(Albinder, 2007; Mensel, 2007; Bálen 2009). This genre has been termed “affinity music”
(Mensel, 2007). Mensel’s (2007, p. 241) examination of affinity compositions concludes that
music could reinforce singers’ and audiences’ identities and sense of wellbeing. Coyle (2006)
argues that composers compose differently for gay choruses, partly due to their membership of
amateur singers, but also as the texts reflect the choruses’ interest in community building, social
change and a desire to document current and historical events. The new pieces have expressed
the changing focus of the LGBTQ movement and activism in the US over the past thirty years as
it has shifted from the impact of the AIDS epidemic, to a focus on marriage rights, military repeal
and anti-bullying of queer youth (Gurlly, 2014; MacLachlan, 2015). While some music is light
hearted, other pieces highlight concerns for LGBTQ-identified people, such as aging and the
impacts of methamphetamine use (Sparks, 2005; Mensel, 2007; MacLachlan, 2015; Moro, In
press).
One study focussing on the San Francisco Gay Men’s Chorus performance of music related to
the 1998 assault and murder of gay student, Matthew Shepard, positions the performance as an
attempt to comment on, and instigate, social change (Schattenkirk, 2014). Schattenkirk
discusses the educative intent of the performance, specifically that violence may result from
homophobia. Schattenkirk (2014, p. 92) writes the lyrics were “designed to evoke emotion” in
both singers and the audience. Also considered is the performance, imbued with both affect
and restraint. However, affect is not defined, nor is the achievement of affect and restraint
explained. From his analysis of a concert programme, Schattenkirk maintains that accessibility is
“a crucial component of outreach and activism” for GALA choruses as they seek to “not alienate
the audience” with their social commentary (p. 90). The success of the music in impacting on
the audience, other than singers’ reports and the impact on the author himself, is not explored.
Schattenkirk identifies that further investigation of audience perceptions of openly gay choruses
is required.
Studies focussed solely on repertoire have not differentiated between men’s, women’s or
mixed-voice choruses. However, Attinello (1994) suggests lesbian repertoire was more original.
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Bálen (2009) contends that men’s choruses include more classical, pop and Broadway songs and
women’s more feminist, activist and folk-based music, while mixed choruses show more
diversity. Others argue that the advent of mixed choruses necessitated the development and
selection of new repertoire, to include parts for women’s voices (Roma, 2006; Strachan, 2006).
Repertoire choice is affected by the constitution of the chorus. Beale (2017) highlights that the
LGBTQ chorus is more likely than mainstream choruses to have a greater range of experience
and voice types, and therefore variation in quality. He suggests this is especially so for nonauditioned choruses, where there may be a tension between inclusion and attaining musical
quality. In pointing out that choruses may include trans singers whose voices may not fit
comfortably within an SATB structure, Beale argues that there may be a need for an LGBTQ
specific choral pedagogy, that is, a way to teach and learn choral singing that encompasses the
range of voices that may be found in an inclusive LGBTQ chorus. This, Beale explains, would
enable voices to blend and a wider range of people to experience the benefits of choral singing.
There is little analytic discussion in the literature on the wider performance of choruses, notably
staging, costuming and choralography, that is choreographed movements performed while
singing, and how these elements help to achieve the aims of the choirs and concerts. A
reference to “idiosyncratic stage gestures” is not developed in Nakamura’s suggestion that the
audience reinterprets the meaning of music in a gay performance (Nakamura, 2014, p. 13).
Gurlly (2014) suggests that dance is used by his chorus in performance to embody gay identity,
providing the gay male audience with objects of homoerotic desire. While MacLachlan (2015)
claims that choralography contributes to the campness of performance, she provides little
analysis of camp in relation to the performance of gender.
Gender and identity
Few of the choral studies address the performance of gender, or the influence of gender
dynamics on the choruses and choral movement, in any depth. It is suggested that women’s
involvement in GALA brought about changes in the culture of the choruses, resulting in more
consensus decision making, and more consciousness of, and focus on, other marginalised
groups, although this is not evidenced in any empirical work (Gordon, 1990; Strachan, 2006;
Mensel, 2007; Bálen, 2009). One study of a mixed choir in the grey literature concludes that the
women of the choir were more politically astute than men and resisted the authoritarian choir
structure, but felt less valued by the male musical director (Macarthur, 2002). Whilst
acknowledging some tensions in the formation of mixed choruses, Strachan (2006) claims the
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music and politics of these choruses bridge gaps between gay men and lesbians and presents a
model for collaboration.
Some authors assert that many choruses struggle with being more inclusive and diverse (Bálen,
2009; MacLachlan, 2015). Reflecting on the first US National Gay Choral Festival in 1983, Hayes
(2007, p. 4) purports that “gay, lesbian, bi-sexual and transgendered” people were beginning to
form a “community” “through song.” However, bisexual and transgender identities were not
represented in the names of choruses attending the festival, and this lack of reference to
bisexual and transgendered people is not addressed in Hayes’ analysis. Nor is it made explicit
that the festival included only one mixed chorus, and no women’s or transgendered people’s
choruses. Bálen (2009) posits that mixed groups have more bisexual, transsexual and genderqueer people than the mono-gendered choruses. Bálen gives no detail of her empirical research
or the numbers of participants this evidence is based on. It has been charged that recently
there has been a growth in mixed choruses, indicating a greater questioning of gender and
sexuality categories and acceptance of a broader range of related identities (Bálen, 2009). As
referred to in the section introduction there is no published scholarship addressing the transspecific choruses; and as yet only a small body addressing the experiences of trans members of
choruses, and the vocal challenges faced by trans singers (Moro, 2006/2011; Menehan, 2016;
Beale, 2017). The grey literature on the establishment of the Boston Butterfly Transgender
Chorus reflects the same concerns of the literature on the early gay and lesbian choruses. That
is, the desire to provide a safe place for singing and developing community, fundraising
challenges, and plans for commissioning new repertoire by and for transgender people
(Menehan, 2016).
The wider choral literature has introduced discussion on masculinities and the impact on male
participation, or lack of participation, in choral singing. Music, particularly singing, has long been
associated with effeminacy as Koza’s (1993) historical meta-analysis of gender issues in US music
education from the earlier part of the 21st century highlights. Singing has been perceived as
feminine, both in the dominant cultural narrative and in empirical studies with male participants
(Koza, 1993; Adler, 2003; Harrison, 2010; Hall, 2015). The “missing males,” or the
disproportionate number of females to males participating in choral singing, is a noted
phenomenon in choral music (Koza, 1993; Adler, 2003; Harrison, 2004, 2007). The academic
literature has critiqued singing as a potential gender performance, and framed discussion within
the norms of hegemonic masculinity (Ashley, 2006; Beynon & Heywood, 2010). Hegemonic
masculinity is the configuration of gender practices which guarantees the dominant position of
men and the subordination of women, including relations of subordination and domination
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between men (Connell, 1995, p. 77). Studies have found that homophobic harassment was a
significant gatekeeper to boys’ participation in choirs (Adler, 2003; Beynon & Heywood, 2010).
Beynon and Heywood (2010, p. 4) have assessed the negative impact of the hegemonic
masculinity on male choral participation, concluding, “The dominant masculinities of
heterosexism, homophobia, patriarchy, control and power continue to dominate the musical
landscape in this area.” Singing by males may be seen as antithetical to hegemonic masculinity,
judged as a threat to, or unsuccessful, masculinity and a violation of gender boundaries (Adler,
2003; Ashley, 2006; Hall, 2015; McBride, 2016). Recently, Palkki (2015, p.33) has argued for
choral educators and choruses to model “a spectrum of masculinities” through choice of
repertoire and use of inclusive language to counter heteronormativity.
Choral performance therefore has a powerful potential to disrupt held norms about gender and
sexuality. The emergence of the LGBTQ choral movement has demonstrated that choral
participation has an appeal to men. It has been highlighted that gay choruses do not have the
same challenge in finding sufficient tenors and basses as concerns many choirs (Tobias & Leader,
1999). However, exploration of ideas of masculinity in the LGBTQ literature is limited to Gurlly’s
recent study (2014). Gurlly contends that choralography challenges normative understandings
of masculinity. Gurlly describes the argument within his gay men’s chorus that camp
performance perpetuates negative stereotypes of gay men as “sissies” and concerns that camp
may conflate male homosexuality with trans practice, presumably in the perceptions of the
audience. The literature has neglected to consider female representations of masculinities and
femininities; and the expression of masculinities and femininities within a mixed-gender SATB
choir is absent from the literature.
Sexual identity, erotics, and queer ethical practice
Musicologists argue that identities can be vocally constructed, performed and celebrated
(Faulkner & Davidson, 2004). This view is supported by Lamb (2004) who maintains that choral
singing can provide an opportunity to represent and perform identity publicly. How the LGBTQ
choirs have formed and performed sexual-identity based identities has received minimal
attention in the literature. Identity, rather than being defined in this literature, is taken as a
given and then discussed in ways that suggest it is something concrete and consistent: for
example, MacLachlan (2015) refers to music carrying the identities of performers. As described
earlier, several studies used identity theory to investigate identity acquisition (Latimer, 2008;
Taylor, D.M. & Herring, 2012). While Latimer (2008, p. 31) concludes that singing and social
contact facilitated identity acquisition for those who came out through the chorus, this study
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fails to identify how the members presented identity other than through observation of their
“physically demonstrative nature.”
D.M. Taylor and Herring’s (2012) ethnography on social identity construction in first year
members of a “predominantly gay men’s chorus” assumes that identity is something “gay
citizens achieve” (pp. 15-16). The authors use Tafjel and Turner’s 1986 Social Identity Theory,
specifically the idea that self-esteem is enhanced by viewing one’s own group positively and
group comparisons result from this, to observe that not all participants were out in all aspects of
their lives, but members found in the chorus a “positive means of gay identity,” support and
community building (Taylor & Herring, p. 19). Membership of the chorus provided a space “you
can be yourself” and opportunities to mix with a “diversity of tribes,” for example men of
different ages and sub-cultures, such as bears, that is, stocky, hairy men (p. 20). The authors
recommend music teachers consider including the teaching of gay men’s choral music to
promote respect and tolerance, and they identify the use of autonomous evaluation as a model
for performing groups to judge themselves with. The key problem with this study is that the
conclusions are related to choral education and not aligned with the study aims of examining
social identity construction among new members of the chorus.
Little analytic attention has been given to the role of the chorus in acquiring or producing a
collective or group identity. Some studies report that identity may be promoted or disguised
through the naming of choirs, using or excluding the word “gay” in their titles (Sparks, 2005;
Hilliard, 2008; Taylor, D.M. & Herring, 2012; MacLachlan, 2015). A participant in MacLachlan’s
(2015) research expressed a sense of safety in claiming a gay identity within a group. The
question of how a group constructs and performs a group identity is at the core of my study.
Musical practice as an extension of sensual and sexual practices has been examined in the
LGBTQ musicology scholarship, such as Cusick’s (1994) pioneering work on the relationship
between music, pleasure, intimacy and power. Cusick removes reproduction from the sphere of
sexuality, and positions sexual pleasures as non-genital. In doing so, Cusick transposes sexual
identity, which she defines as “a person’s position vis-a-vis the means of expressing and/or
enacting relationships of intimacy through physical pleasure shared, accepted, or given” with
the “circulation of physical pleasure” in musical activity (p. 70). She proposes that for some
their sexual identity may thus be “musician.” Cusick (1994, p. 71) writes: “If music isn’t
sexuality, for most of us it is psychically right next door,” emphasising the centrality of music to
the identity of some musicians. Developing her thesis, Cusick (p. 71) posits that sexuality
operates within “a field defined by power, intimacy, and pleasure,” and aligns this field with the
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relationship of music-making and reception of the music. As a teacher and conductor Cusick
views herself in a lover role, “the active force which generates pleasure” (p. 72). Cusick refers
back to the identity relationship, questioning, “What if music-making is a form of sexuality” and
asks, “What if music IS sex?” (pp. 78-79). Cusick’s work prompts questions about the
relationships between singers, the choir and musical director, and between choir and audience.
Peraino (2003) utilises Foucault’s (1983/1997) theorisation on technologies of the self,
particularly the creation of art and improving oneself, discussed in Chapter Four, to examine
music as a “queer ethical practice” (p. 433). Exploring musical texts and performances from 700
B.C. through to 1996, Peraino argues music functions to configure queer subjectivity, and is a
tool for self-definition. She highlights a desire to become “otherwise” and to “become queer to
oneself,” that is, open to possibilities (p. 440). In concluding that music has been “frequently
associated with sexualities” Peraino gives examples of songs of seduction, and choral music
being composed and sung by celibate religious (p. 461). Through this Peraino suggests music
may be an expression of the challenge to compulsory heterosexuality.
Using Cusick (1994) and Peraino’s (2003) work as a framework for thinking about music, J. Taylor
(2012) proposes that music can give shape to a person’s erotic agency and constitute a
significant part of sexual identity. J. Taylor explains how music may be encoded with eroticism
through the structure of sound, lyrics, or performance including the regulation of voice, breath
and body. The embodied nature of listening and responding to music may channel “erotic
energies,” as with dance and sex (p. 607). Although J. Taylor’s empirical study attends to
popular musical styles such as club music rather than choral participation it has applications to
my study, as she concludes music has a power to give agency to “erotic identities, desires,
arousals, pleasures, and gratifications” (p. 612). Drawing on DeNora (1997), J. Taylor notes that
music’s power to shape our experience of our “bodies, emotions, subjectivities, desires and
social relations” is significantly under explored (p. 612).
Cusick (2013) has expanded her earlier questioning of “What if music-making is a form of
sexuality” (1994, p. 79), and identifies that for her music can be erotic. Music produces an
intimacy between the singers, with “the vibrating air” and for the listener, with other listeners
(Cusick, 2013, p. 862). An embodied and cerebral experience, Cusick also likens the experience
of listening to that of sex: “The music – intimate, alive, in me and around me was something like
noetic union for me, and something like sex. Not only for me, I think; the house’s explosion of
applause at the duet’s end was our collective cry of joy” (2013, p. 862). Here, Cusick emphasises
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the relational nature of music-making, and infers a shared, climactic experience between
performers and audience.
However, few writers have addressed the question of erotics and desire within LGBTQ choirs,
despite sexual identity being a reason for the creation of the choirs. As noted in Chapter One,
(page 4), Attinello’s (1994) empirical study acknowledges chorus men’s assessment of potential
sexual partners and their corresponding expectations about behaving as “sisters,” sexual
expression is then notably absent from the literature until Bálen (2009) begins to question the
erotic power of LGBT choral singing and relationships. Choral practice requires singers to pay
“intimate attention to each other as a group” which Bálen argues is rare outside of intimate
relationships (Bálen, 2009, p. 35). She considers that “intimate attention,” along with the
emotion produced by choral singing, results in an eroticism. Bálen (2009, p. 45) concludes, “By
reclaiming the political within the space cordoned off for art, LGBT choruses reclaim the fully
erotic intimacy that refuses their silencing.” Bálen seems to suggest that naming a chorus as
LGBT is both a political and erotic act. One of the limitations of Bálen’s arguments is the lack of
empirical data to support them.
Other authors are at variance with Bálen’s views. In Miyake’s (2013) ethnographic study of a
United Kingdom mixed chorus she references the pleasure of singing and a desire to be part of
the social formation of the LGBT chorus. However, in contrast to Bálen, Miyake explicitly
positions the choristers’ attention required to “look at each other … to smile at each other” as a
musical skill rather than anything erotic or sexualised (Miyake, 2013, pp. 10-11). Cain (2005) has
found that choruses are “not sexually charged environments,” which he suggests helped to
avoid the tensions and awkwardness of other gay spaces (p. 271). It is argued that choruses are
now part of a mainstream pride movement which has de-sexed itself, removing sex and sexual
desire from discourses of sexual identity and the gay movement (Gurlly, 2014). However, as
discussed earlier in this chapter, Gurlly’s study does conclude that the use of choreography by a
gay men’s chorus is more about inserting the erotic into performance than it is about technical
skill. Additionally, a recent report on German community choral singing acknowledges that
some members of the German LGBT choirs sought partners through the choirs (Leske, 2015).
These conflicting findings suggest a need for further scholarship about the function and
performance of erotics in the choirs.
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LGBTQ identity
In this section, I take a historical approach to briefly outline the changing views about LGBTQ
identity from the time the choruses first emerged in the mid-1970s to the present, and the
corresponding scholarly discourse and theorisation of identity. This provides a context for the
differing identities held by LGBTQ-identified people at this time. I also consider how a politics of
identity relates to the LGBTQ choral movement and is a primary consideration for my study.
Prior to modernist or scientific thinking sexuality was viewed as a set of activities or practices
rather than categorisations, or a constant (Foucault, 1984/1985). Multiple disciplines including
medicine, psychology, sociology, history, cultural studies and the law have examined sexualitybased identity since this categorisation. Initially pathologised, subsequent dominant discourses
of LGBTQ sexuality and identity have been from the essentialist and social constructivist views.
Essentialism assumes that sexuality is biologically determined, and positions LGBTQ-identified
people as a minority, born as LGBTQ, and with a continuous history throughout time (Brickell,
2006a; Weeks, 2012). The constructionist view, and post structuralism, treats sexuality as
grounded in material and cultural forces (Plummer, 2003), and identity as something relational
(Easthope, 2009), and culturally and socially constructed (Halperin, 2012). Sexuality and identity
are positioned as products of disciplinary and normalising practices, for example by the state,
medicine and religion, and are constructed within discursive formulations and relations of
power (Foucault, 1976/1978; Bell, D. & Binnie, 2000; Hubbard, 2002; Petchesky, Baghat, Vargas,
& de Janeiro, 2008). This is discussed further in Chapter Four. While there have been changes
in the treatments of LGBTQ identity these have not been linear, rather ideas have overlapped in
time. The dominant discourses in the social sciences since the 1960s are that of social
constructionism and post-structuralism, although it has been posited that the dominant view
held by LGBTQ-identified people is that of the essential nature of sexuality (Jackson & Scott,
2004; Waites, 2005; Walters, 2016).
Ghaziani et al. (2016) identify that LGBTQ collective identity has oscillated between emphasising
similarities and celebrating difference from the heterosexual mainstream. They outline three
periods of identity and protest: gay liberation and lesbian feminism; queer activism; and
marriage equality. I address these periods below, but position marriage equality in a movement
of pursuing broader citizenship rights.
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Gay liberation and lesbian feminism
As described earlier, the first choruses emerged in the later period of gay liberation. The gay
liberation movement emphasised a proud, celebratory public identity (Ghaziani et al., 2016).
Public declarations of identity represented a shift from the strategy of the homophile groups of
the 1950s and 1960s that were assimilationist in their tactics and largely concerned with private,
male sexual practice (Gamson, 1995; Casey, McLaughlin & Richardson, 2004). Sexuality was
positioned as a primary identity and central to this in the literature are the narratives of pride,
the closet and coming out (Seidman, Meeks & Traschen, 1999; Walters 2016). Sedgwick (1990)
argues that the closet became the shaping presence in gay life and a metaphor for gay
oppression in the twentieth century. The closet has been charged as productive in nature, as
coming out was considered a strategy for promoting authenticity, achieving pride, social
transformation and change (Jagose, 1996; Ghaziani, 2008). In the 1990s’ literature, coming out
is treated as a political act of resistance (Halperin, 1995; Weeks, 1995; Seidman et al., 1999), and
a performative act (Stein & Plummer, 1994). These treatments are reflected in the discussion of
the politics and purpose of the early choirs, earlier in this chapter.
Lesbian feminism was concerned with promoting social and cultural separatism (Ghaziani et al.,
2016). A subculture based on gender separatism developed, and was noted in the 1970s and
1980s early constructionist studies on lesbianism (Coleman-Fountain, 2014). This included the
creation of a distinct women’s culture such as through music, and women’s choirs (Hyman,
2001; Roma, 2006). It is argued that lesbian identity had become more publicly visible in the
1970s (Lützen, 2003; Jennings, 2004). However, Epstein (1998) contends that these lesbian
communities were less visible and geographically based than gay men’s communities.
As lesbian feminism resulted in the creation of its own counterculture, a quasi-ethnic identity
was established within the gay liberation movement (Ghaziani et al., 2016). Through this quasiethnic identity, the movement turned from seeking wider cultural transformation to seeking
political rights as a minority group (Bernstein, 1997). Adopting the discourse of an essential
sexuality had strategic uses (Fuss, 1989). It fostered a minority-group sexual identity and a
sense of safety, and subsequently enabled the mobilisation of this identity for political purposes,
that is, in pursing claims for equality and citizenship (Stein & Plummer, 1994; Halperin, 1995;
Bernstein, 2003, 2005; Lützen, 2003; Casey, McLaughlin, & Richardson, 2004; Oswin, 2008).
Similarly described by Weeks (1995, p. 98) as a “necessary fiction” this essentialising of sexuality
was less threatening to the mainstream than the idea of sexuality as choice (Vaid, 1995).
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Queering the movement
By the mid-1980s AIDS had created a health crisis within the gay community. AIDS transported
gay identity and sexuality into the public sphere through media attention. During the epidemic,
gay identity was again pathologised (Stychin, 2005). The impact of the AIDS epidemic on
identity and identity politics has been given differing treatments in the scholarly literature.
Firstly, it is seen as prompting the emergence of queer activism and theory which I discuss
further below. An alternate view is that AIDS prompted the re-emergence of the US homophile
movement’s idea of the respectable homosexual and assimilationist-focussed political initiatives
(Halperin, 2012). Far from pursuing transgression and challenging sexual stigma and sexual
shame, the spirit of the gay liberation movement, it has been asserted that dominant narratives
urged a distancing from the illness-producing sexual revolution and sought a healthy, normative
sexuality (Warner, 1999; Castiglia, 2000; Coleman-Fountain, 2014). This is reflected in
Henderson and Hodges’ (2007) discussion of “deviance neutralization” in the Oklahoma gay
chorus, referred to earlier in this chapter (page 21/2).
Some scholars argue that as a result of the HIV epidemic, and the growing normalisation focus of
the lesbian and gay movement, queer activism and queer theory emerged (Jagose, 1996;
Seidman, 2001; Ghaziani et al., 2016). Queer theory is post-structural in nature, influenced by
the work of Foucault whose theories are explored in more detail in Chapter Four. Poststructuralism opposes claims to essentialism, and to stable and fixed sexual identities. The focus
of queer theory and activism was on destabilising heteronormativity and disrupting categories,
emphasising difference. It criticised the perpetuation of biological determinism for constructing
gay as universal or quasi-ethnic, and for its reductive nature which reinforces the
homosexual/heterosexual binary, excluding those outside this binary and those whose sexual
identities have altered during their lives (Eng, Halberstam & Muñoz, 2005; Waites, 2005;
Petchesky et al., 2008). Attention was given to the performative nature of both gender and
sexuality, and the “stylized repetition of acts” to produce gender and sexuality (Butler, 1988, p.
519; Butler, 1990; Valocchi, 2005).
This queer turn from a gay quasi-ethnic minority status countered what some argue was the
assimilationist co-option of the lesbian and gay movement with neoliberalism and consumerism
(Gamson, 1995; Halperin & Traub, 2009; Gressgård, 2011; Weeks, 2012; Pilcher & Whelehan,
2016). It is asserted that queer activism was a turn back to the more transgressive goals of gay
liberation, endorsing a politics of subversion and dissidence (Weeks, 1998, 2012). However,
criticisms of queer activism and theory include its impact on increasing lesbian invisibility and
the loss of political ground, as identities such as “woman” and “lesbian” were declared as fluid
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and unstable (Gamson, 1995; Jagose, 1996; Plummer, 2005). McNay warns against the
“fetishization of non-identity” as it risks overlooking the political concerns related to
embodiment such as those experienced by women (Husso & Hirvonen, 2009, p. 50). It is argued
that the use of “queer” gave a false impression of unity, including between women and men
(Butler, 1993; Halperin, 1995). Literature suggests that the term “queer” appealed to younger
people, although the queer movement has been criticised for being predominantly white
(Butler, 1993; Puar, 2007).
While Plummer (2003) notes arguments that, through the turn to a queer theory and
movement, sexualities were understood as destabilised and decentred, he considers this view to
be removed from the everyday lived experiences of the majority. Accordingly, Halperin (2012)
alleges that a fashion for queer did not last and there was a return to the pursuit of
commonality and assimilation. As Weeks (1998, p. 36) states, sexual politics must always
include both a “moment of transgression” and a “moment of citizenship” and it is to these
moments of citizenship I now turn my attention.
Sexual citizenship
Considerable attention has been given to the pursuit of normalisation and citizenship rights. By
the 1990s an equality rhetoric had been adopted, emphasising shared characteristics across the
homosexual/heterosexual binary (Willett, 2000; Seidman, 2001; Richardson, 2005). Political
focus shifted to relationship-based demands, including public recognition of relationships and
families and equal access within the church and military service (Bernstein, 2002; D’Emilio,
2002; Casey et al., 2004; Ghaziani, 2008; Oakenfull, 2013; Walters, 2016). Not all activists and
academics are in agreement with these approaches to LGBTQ politics. For example, Sullivan
(1996) argues against transgression and for de-politicisation, and he claims that gay marriage is
the only reform that truly matters, while in contrast Warner (1999) asserts that marriage, the
principal rallying point of the normalising movement, is unethical and the campaign for it
represents a loss of vision. It is suggested that the claim for citizenship rights requires a stable
identity such as “gay,” rather than an erotic subjectivity, which reverses the identity
destabilisation of the queer movement (Richardson, 2004; Bernstein, 2005; Waites, 2005).
A number of authors observe that to be a responsible citizen is to follow the rules and make
choices, including about sex, and thus self-policing, self-discipline and self-regulation become
the markers of good gay citizenship (Foucault, 1977; Richardson, 2004; Binnie, 2014; Walters,
2016). The pursuit of citizenship rights is criticised for privatising sexuality, de-radicalising, deeroticising and confining it (Bell, D. & Binnie, 2000; Duggan, 2002; Halperin, 2012). Duggan
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coined the term “homonormativity” to describe the theorising of a neo-liberal, depoliticised and
privatised sexual politics which mirrored heterosexual domesticity and consumption (Duggan,
2002, p. 179). Homosexual respectability became central to pursuing rights (Binnie, 2009). Gay
men were configured as model consumer citizens devoid of erotic subjectivity, and the lesbian
and gay movement de-sexualised in its pursuit of citizenship (Warner, 1999; Giffney & O’Rourke,
2009; Walters, 2016). With the privileging of coupledom over all other forms of relationships,
the respectable or “virtually normal” homosexual is articulated against the dangerous queer or
non-conforming bad “fairy” (Sullivan, 1996; Bernstein, 2002; Jackson & Scott, 2004; Richardson,
2004). As a consequence of homonormativity, Jasper and McGarry observe that LGBTQ activists
no longer need to seek to be respectable, as “they already are” (2015, p. 26). Not all authors
agree with the concept of homonormativity. Brown (2012, p. 1065) argues that it is a
“metropolitan concept” that overlooks aspects LGBTQ lives that are not shaped by urban and
neoliberal market relations. In his discussion of opportunities for producing non-commodity
value, Brown highlights the local gay men’s chorus as a space that may foster alternatives to
homonormative sexual politics.
As explained earlier, discourses of identity have overlapped in the period since the
establishment of the choruses, leading to a more recent post-identity period. Early in the period
of gay liberation, Altman (1971) questions whether acceptance would lead to the end of a
distinct homosexual identity. Bech (1999) later questions whether the modern homosexual was
disappearing. Post-gay and post-queer concepts emerged in the 1990s. “Post” can be
interpreted as having come from something or being beyond it (Barrett, 2000, cited in
Ramazanoğlu & Holland, 2002). It is argued that the politics of normalisation and assimilation
have encouraged a post-identity sexual politics that does not seek to challenge power and
norms, thereby muting diversity (Seidman et al., 1999). Warner (1999, p. 62) contends that
post-gay rhetoric had an appeal to lesbians and gay men who favoured respectability and were
“least happy to be political in the first place” (Warner, 1999, p. 62). Ghaziani (2011) theorises
that, having moved beyond the closet to a homonormative gay culture and the pursuit of
assimilation, a post-gay era was embarked upon. Scholarship from across the western world
refers to some defining themselves as post-gay (Castiglia, 2000; Podmore, 2013; Gurlly, 2014)
and others identifying as anti- or post-identity (Haritaworn, Tauqir & Erdem, 2008). It is
suggested that this applies particularly to young men in metropolitan, inner-city settings who
have “choices” about sexual expression and identity construction (Holt, 2011, p. 860).
There is evidence that what is held as traditional elements of LGBTQ social organisation and
culture is disappearing, such as the loss of the queer public sphere and gay organisations. This is
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argued to be the result of the rise of internet based virtual communities and the transformation
of dating, the heterosexualisation of LGBT social spaces, and de-gaying of gay villages (Brickell,
2012; Halperin, 2012; Podmore, 2013; Altman, 2013; Nash, 2013). The loss of a couple of
generations of gay men to AIDS, and the lack of a critical mass of gay people physically present
in a single location is suggested as making it difficult for consciousness-raising, and the crossgenerational transmission of queer values and politics (Halperin, 2012). However, there is
evidence from Gurlly’s (2014) study that the chorus is a possible site for cross-generational
sharing. Altman (2013, p. 173) more recently proposed that, despite four decades of greater
acceptance, and having gone from being seen as perverts to citizens, there has not been a
decline in a sense of identity, and greater acceptance may have increased a need in some for
queer space.
Criticisms of the deployment of “post” language include a challenge to the concept that “gay”
has even achieved post liberation status (Walters, 2016), and its obscurification of continuing
marginalisation, exclusion and inequalities for some (Husso & Hirvonen, 2009; Ng, 2013).
Despite ongoing attempts at deconstruction, the homosexual/heterosexual binary has not yet
collapsed (Richardson, 2004; Podmore, 2013). With increased integration, sexual identity may
become less significant, an identity thread rather than a core self-definition (Seidman, 2002).
Authors have asked, if, finally integrated into straight society the homosexual disappears what
comes next? (Altman, 2013). Will it spell the end of gay culture as we know it? (Bech, 1999;
Halperin, 2012; Walters, 2016). If identity requires difference, how is it constructed in times
when the differences are de-emphasised; and how might boundaries be negotiated in times of
sameness? (Ghaziani, 2011). These are questions I seek to address in my study.
The “LGBTQ” grouping
Before proceeding to examine the theoretical possibilities of feminist post-structuralism and the
work of Foucault, I briefly address the treatment of “LGBTQ” and variations of this acronym in
the literature. To date the literature has focussed on the development of separate identities
and politics such as gay, or used a generic “gay and lesbian” or “LGBTQ” identity and politics that
not does address the sum of the component parts in any detail. D. Bell and Binnie (2000, p. 87)
maintain that “for queers, eroticism is the basis of community,” however, limited attention is
given to this claim and how an erotics-based identity functions in cross-gender communities.
Equally overlooked are the benefits of socialising in sexually mixed spaces (Brown, 2012),
although D’Emilio (2002, p. 39) argues that lesbians and gay men were very invested in
developing mixed organisations “to knit people together.” Some shared and separate lesbian
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and gay “histories, cultures, identities, politics and destinies” are briefly acknowledged in the
literature (Sedgwick, 1990, p. 255).
It is asserted that the LGBTQ grouping is an imagined community (Woolwine, 2000; Easterbrook
et al., 2014) and a tenuous coalition (Taylor, V. & Whittier, 1992). Gamson (1995) contends that
the literature on collective identity emphasises that boundary negotiation reinforces the
solidarity required for collective action, but that it downplays the role of internal conflict in
making collective identities. The gender differences between lesbians and gay men were earlier
perceived as the greatest division in the collective identity (Gamson, 1995). Van Dyke and Cress
(2006) support the view that gender dynamics and collective identities influence the emergence,
mobilisation, and outcomes of social movements. They posit that gender dynamics shaped the
lesbian and gay movement, and argue that lesbians and gay men were more likely to work
together when attacks rendered their sexual identity as more salient than other aspects of their
identity. As the sexual liberation movement gave way to identity politics and the pursuit of
rights, principally by middle-class, white, gay men, gay identity was constructed and increasingly
split along gender lines (Stychin, 2005). The AIDS epidemic is positioned in the literature as
having had a significant impact in increasing cooperation, and mobilising across the lesbian and
gay community (Stein & Plummer, 1994; Stychin, 2005; D’Emilio, 2006; Van Dyke & Cress, 2006;
Ghaziani, 2008; Altman, 2013), as reflected in the choral literature, described earlier in this
chapter.
It is suggested that the emergence of queer politics and identity replaced gender barriers
between gay men and lesbians with the boundary between homosexual and heterosexuals (Van
Dyke & Cress, 2006). However, these authors purport that increased commercialisation and
income differentials resulted in even greater gender segregation. Others contend that while the
fight for equal rights had been a uniting politic, many lesbians subsequently rejected the
commodified sexual world of gay men and withdrew from joint action, thereby underlining the
fragility of alliances between men and women (Bernstein, 2002; Oakenfull, 2013).
While the use of “queer” and the grouping together of LGBTQ are proffered as a demonstration
of the assumption that the various groups are connected through their identities (Easterbrook et
al., 2014), Ghaziani’s (2008, p. 188) exploration of the pride marches on Washington shows that
through recent history there were limits to “boundary elasticity.” The word bisexual was
included in the march title in the late 1980s, but trans was only included in the mid-1990s after
debates about whether trans had more in common with heterosexuality than the LGB
community. The study concludes that rather than diversity driving unity it drove dissent.
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Ghaziani argues that by 2000 “GLBT” was established, although it was a post-gay identity erasing
movement with identity construction having become less boundaried and oppositional and
more bridge-building and inclusive (2011).
However, this combined identity politics is criticised for promoting a sense of false homogeneity,
and for its lack of power analysis:
The tenuous concoction of … alphabet soup is unsatisfactory not only because of its
incoherence and infinite regress of additions … It also collapses both differences in
condition (those of sexuality with those of gender; those of a chosen identity with those
of a coerced or even mutilated one) and differences in power, assuming commonalities
and coalition where these are still, at best, at an early and fragile stage of formation.
(Petchesky et al., 2008, p. 107)
Ghaziani’s (2011, p. 119) usage of the term “gay plus one” suggests a politics of sameness within
the alphabet soup and locates gay as the central identity. Ghaziani concedes that in the
purported post-gay era assimilation is also accompanied by rapid internal diversification (2011).
It is argued that the catalogue of labels can only ever be temporary due to the destabilising, fluid
notions of sexual and gender expression (Bergonzi, Carter & Garrett, 2016, p. 13). Until recently
there has been limited attention given to the transgender movement, and its impact on gay and
lesbian and queer identities and politics. As seen earlier in my overview of the LGBTQ choral
literature (page 33), the discussion of the participation of transgender people in mixed LGBTQ
community groups such as choirs is currently limited. Recent scholarship suggests the “LGBTQ
movement” presents a united front, but also has “titanic battles with each other” (Jasper &
McGarry, 2015, p. 7).
Generational change has arguably resulted in different ideas about the LGBTQ community and
particularly gay men’s relationship to it over time (Dowsett, 2009; Holt, 2011). In recent studies,
young people are described as identifying their sexualities at younger ages, and the concealment
of, and shame in, their sexuality is no longer a central preoccupation (Willis, P., 2012; Gurlly,
2014). It is suggested that an us-versus-them framework fitted collective identity construction
during the closet and coming out eras, but no longer provides an adequate conceptual
framework (Ghaziani, 2011).
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Addressing intersectionality
By locating sexual identity as a primary identity many earlier accounts of LGBTQ sexual identity
and politics fail to take into consideration intersections with race, ethnicity, class, gender,
regional, religious and generational identities, although it is argued that modern sexual
behaviour and identities and hierarchies cannot be divorced from these (Vicinus, 1994; Green,
2002; Lenon, 2011; Walters, 2016). Puar (2007, p. 128) challenges the “unacknowledged racism,
xenophobia and nationalism in gay, lesbian and queer communities and organising.” She
highlights the race-based privileging of some over others. Recently, Jasper and McGarry (2015,
p. 25) have continued the argument that LGBTQ identities are fictional, focussed on white,
middle-class issues such as marriage as the only experience of discrimination, and thus as
papering over differences in class and race. The lack of attention to, for example, race and class
in LGBTQ musicology is highlighted (Hubbs, 2006). Intersections between sexual and gender
identities and other identities such as ethnic and cultural identities have received minimal
attention in the choral literature. One study discusses German LGBT choirs as “cultural
ambassadors” because of their performance in the German language at an international festival
(Leske, 2015), and this stands alone in its treatment of culture. More recent scholarship urges
attention to intersectionality, maintaining that sexual identities are multiple and contingent on
these cultural variables (Manalansan, 2006; Haggerty & McGarry, 2007; Winn-Lentsky, 2007).
Crenshaw’s early work on intersectionality argues that identity politics frequently conflates or
ignores intragroup differences, resulting in exclusion and marginalisation, rather than
acknowledging the power relations inherent when “one discourse fails to acknowledge the
significance of the other” (1991, p. 1282). An intersectionality perspective acknowledges
differences, considering how different dimensions such as race, gender, sexuality, class and
others interact and is a means by which to consider who and what is privileged through the
processes of power (Cho, Crenshaw, McCall, 2013). Identities are positioned as defined in
relation to each other, and continually emergent (Shields, 2008). My study will consider
differing participant perspectives on identities and that of the collective of the choir. I will
address issues of a cross-gender grouping, spanning generations and socio-economic
backgrounds, and how this has impacted on the participants’ understanding of the function of
the choir. I will also examine The Glamaphones’ location in a bi-cultural nation.
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Discussion
In this chapter, I have discussed the body of literature examining LGBTQ choirs within the
context of community choirs and empirical research on the benefits of group singing and choirs.
I have established that there are differing discourses about sexual identity. Despite the
influence of post-structuralism on scholarship in this area, particularly the emphasis on sexuality
as non-fixed, many LGBTQ-identified subjects adhere to modernist ideas about identity, that is,
a belief in the essential nature of sexuality.
The LGBTQ choral literature is focussed on US GALA choruses and primarily gay men’s choirs,
and emphasises their historical development, benefits to members, and elements of their
functioning such as repertoire, and economic management. The preceding discussion has
highlighted gaps in the study of the LGBTQ choruses as an identity-based movement. While the
transgressive aspirations of the earlier choirs received little attention in the literature, the
transgressive potential of the choruses in the present is similarly under addressed. Significant
gaps in the literature include the lack of empirical data on the effect of choirs on audiences, and
the impact of the musical director on the formation and performance of identity. The
development and purpose of mixed choirs, attendance to the performances of gender and
acceptable masculinities and femininities within these, and the role of emotion, pleasure and
erotics have received little or no attention. These gaps suggest there is more to be understood
about how LGBTQ identities and politics are shaped and function within a bounded group such
as a choir. The underexamined relationship with the audience may reveal wider implications for
understanding the transmission of identity and politics within LGBTQ communities. Attention to
how gender identities and politics operate within this mixed LGBTQ group and affect the choir’s
collective identity and politics has implications for understanding LGBTQ intra-group relations at
this time, in the current political context.
Choruses, as has been discussed in the literature, have contributed to both the development
and organisation of LGBTQ identities. The earliest study (Attinello, 1994, p. 318) identifies the
gay chorus as a site for studying what was then a new phenomenon, a gay institution, and an
opportunity to diverge from a previous scholarly focus on the individual gay person as “isolated
deviant.” Forty years since the advent of the gay liberation and lesbian feminist movements,
and over twenty years on from Attinello’s study, choirs still provide a valuable site for the
exploration of identity processes in an LGBTQ community, including the purpose, production
and performance of LGBTQ identity. Both the large numbers of people involved, and the time
spent in organisation, rehearsal, performance, and festivals continue to make them significant
LGBTQ community organisations today (Bálen, 2009). Choirs are one of the few, if not the only,
P a g e | 46

non-sporting mixed-gender sites of LGBTQ community organisation and cultural expression,
making them useful sites for the study of LGBTQ identity in the current period. Sexual and
gender identity performance through mixed LGBTQ choruses is an under-researched area and
invites more examination. The LGBTQ choir, as a mixed-gender community space and group,
provides a rich and useful site for the examination of identity construction and performance.
There are considerable social, political and cultural differences between the United States and
New Zealand, and between the present and the time the choruses were first established. The
presence of an LGBTQ choir in Wellington is not the same phenomena. Current post-gay and
post-identity discourse raises new questions about identity and politics. Yet it is evident through
the formation of a sexual and gender identity-based choir such as The Glamaphones that LGBTQ
identities and LGBTQ identity-based community groups persist. As outlined in the introductory
chapter, in this study I seek to answer the following questions:
What is the function of the choir and how does it benefit its members and the LGBTQ
community, in this political, social and historical moment?
Three sub-questions guided this enquiry:
•

How is a shared LGBTQ identity constructed and performed, through this choir, in this
time and place, the 2010s in Wellington, New Zealand?

•

What is the role of pleasure, including the erotic, in the creation of this mixed-gender
choir’s identity?

•

How does the choir produce and perform transgression (difference) and assimilation
(sameness), and is there still a space and desire for difference in a time of samenessseeking?

In the next chapter, I describe the methodology deployed in the project and detail the methods
used for capturing and analysing the data.
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CHAPTER THREE - METHODOLOGICAL FRAMEWORK AND
METHODS
In the preceding chapter, I summarised the literature on the benefits of community choral
singing and provided a context for my study through a critique of the LGBTQ choral literature,
highlighting gaps in knowledge. This was followed by an overview of the treatment of LGBTQ
identity from the mid-1970s to the present. I concluded by outlining the questions my study
seeks to answer in order to understand the construction, role and functions of an LGBTQ choir
and space in the present time. In this chapter, I present the research methodology selected for
my project, the methods used to collect and analyse the data, and my role as a reflexive
researcher.
I begin by reiterating the goal of my project and the questions guiding the study. I explain the
methodology framing the research, arguing that a qualitative, bricolage and modified
ethnographic approach is most suited to the feminist post-structuralist theoretical framework I
employ, and in seeking answers to questions about identity and performance. I position myself
as a reflexive scholar. I then detail the methods selected for data collection, that is, key
informant interviews, artefact analysis, an audience survey, concert observations, and I discuss
thematic analysis. I finish with a profile of the key informants.
As described in the previous chapter, the first choirs were established in a very different social
and political location from Wellington in the 2010s. Through a sustained period of
neoliberalism, with its focus on the individual rather than society, and a requirement for selfresponsibility, there remain few legislative and policy barriers to full citizenship for LGBTQidentified people, that is, equal rights and responsibilities under the law (Kelsey, 1996, 2015).
The goal of my project was to seek to understand why people still join and participate in a sexual
and gender identity-defined, mixed-gender community choir, and what that means to them.
The project therefore facilitates an understanding of the construction and function of LGBTQ
subjectivities and community groups in a post-marriage equality period. I next discuss the
methodological framework best suited to achieving this.

Methodology
Methodology is the underlining philosophical framework or theory of how research is conducted
and analysed. The specific methods or techniques for gathering and analysing evidence are
situated within differing methodologies (Doucet & Mauthner, 2006; Williamson, 2006; Brooks &
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Hesse-Biber, 2007). The selection of my methodology is informed by the theoretical framework
employed for the project, a Foucauldian influenced feminist post-structuralism, discussed in
detail in Chapter Four. This theoretical framework impacts upon my choice of a qualitative
approach and the application of bricolage and modified ethnography.
An underlying proposition of feminist post-structuralism is that there is no singular truth and no
one objective method leading to the production of pure knowledge (Reinharz & Davidman,
1992; Kincheloe, 2005). Therefore, feminist research draws on scholarship from different fields
with no single epistemology, that is, theory of knowledge and knowledge production, or method
(Reinharz & Davidman, 1992; Ramazanoğlu & Holland, 2002; Brooks & Hesse-Biber, 2007).
Without prescribed guidelines feminist research is diversified and dynamic, allowing for a range
of perspectives to be presented and analysed in the pursuit of social justice and change
(Reinharz & Davidman, 1992; Olesen, 2005; Doucet & Mauthner, 2006).
Qualitative methodology
I selected qualitative methodologies, a bricolage, for this project as they are best suited to
achieving my goals, and an understanding of the construction of LGBTQ subjectivities.
Qualitative methodology is an exploratory form of inquiry in which the researcher is situated as
an observer and interpreter, central to the gathering of data (Denzin & Lincoln, 2005). The
relationship of the research participants to the research activity is significant. Qualitative
approaches have the potential to empower participants, respecting their experience and
understanding, and enabling their participation as possible co-constructors of knowledge
through data provision (Ramazanoğlu & Holland, 2002). A qualitative approach facilitates the
asking of broad questions and collects the detailed views of participants, putting their voices at
the centre of the research in order to provide a deep exploration of issues. The resulting picture
is both complex and holistic (Creswell, 1998; Denzin & Lincoln, 2005).
Using bricolage
Lincoln (2001, p. 693) describes bricolage as an “interdisciplinary border-crossing,” which uses
multiple methodological and theoretical tools for research from across different disciplines
(Denzin & Lincoln, 2005; Kincheloe, 2005). The researcher can draw on a range of philosophical,
methodological, cultural, political, and epistemological discourses and employ different
methodological strategies as they are required. The research methods are constructed from a
range of tools that are most suitable for finding the answers to the research questions, and
provide for flexibility and creativity in complex research situations (Kincheloe, 2004, 2005;
Denzin & Lincoln, 2005).
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Denzin and Lincoln (2000) and Kincheloe (2004, 2005) identify five key dimensions of bricolage,
which Kincheloe suggests may be practically applied as research methodology:
1) Methodological which, as discussed, uses research methods and multiple data gathering
methods or strategies from different disciplines, and different knowledge sources. For
example, ethnographic interviewing, discursive analysis of language, and textual analysis of
documents and Internet, and objects.
2) Theoretical, drawing on different discourses of social theory and disciplinary and
interdisciplinary departmentalisations of knowledge, such as feminism, post-structuralism,
cultural studies and queer theory to situate and determine the purposes, meanings and uses
of research.
3) Interpretive, which uses strategies from the field of hermeneutics. The researcher locates
herself in the different cultural and social positionalities and the intersections of dynamics
such as personal history, ethnicity, class, gender, sexual orientation, religion, and
geographical location. These perspectives are used to discern the role of self in the
interpretive process.
4) Political, which understands that all research processes are manifestations of power and
have political implications. The researcher examines her data and the knowledge produced
for an understanding of the forms of power that have shaped them. The researcher
attempts to document the effects of different power modes, that is, ideological, hegemonic,
discursive, disciplinary, regulatory and coercive power; and issues such as sexism, racism,
and homophobia are critical concerns.
5) Narrative, which acknowledges that all research knowledge is shaped by the stories the
participants tell, and these reflect the “narratological traditions” of comedy, tragedy and
irony.
By using bricolage, the researcher avoids the limitations and constraints of a single method or
disciplinary approach which assumes there is one correct way of doing research. The researcher
has agency in selecting methods that can reduce the risks of producing “monological forms of
knowledge” (Kincheloe, 2001, 2005, p. 326).
Modified ethnography
Within this bricolage methodology, I use a modified ethnographic approach for my project
which focuses on the case study of an LGBTQ community choir, The Glamaphones. Ethnography
is a flexible, responsive and iterative form of research that is not restricted to any one research
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paradigm or epistemology (Buch & Staller, 2014). Ethnographic approaches have an emphasis
on communities, and enable the exploration of culture, activities and social relations of
communities and their meaning within their contexts (Doucet & Mauthner, 2006; Creswell,
2012; Buch & Staller, 2014). An ethnographic methodology utilises multiple collection data
methods and enables researchers to have intense exposure to the phenomenon under study
within its context, to enable multiple perspectives to be collected.
Also of particular importance is the relationship between the researcher, what she is
researching, and her ways of “seeing” and understanding the social location of her own history
(Kincheloe, 2004, p. 2). Power imbalances between the researcher and researched are
inevitable, and the researcher needs therefore to consider how power, including her own,
influences the construction and production of knowledge through her research (Doucet &
Mauthner, 2006). Reflection on these relationships and the researcher’s positionality enhances
the researcher’s awareness of how knowledge is produced and interpreted through the research
process. The importance of reflexivity to the qualitative, bricoleur and feminist researcher is
discussed in the following section.
Reflexivity and my positioning as an insider researcher
Reflexivity means employing critical reflection on the power relations and the exercise of power
in the research process, along with reflection on what knowledge is contingent upon, and how
the research is socially, politically and culturally situated (Ramazanoğlu & Holland, 2002). The
researcher’s experiences, worldviews, subjectivity, positionality and emotion can be utilised
within the research (Reinharz & Davidman, 1992; Brooks & Hesse-Biber, 2007). Practising
reflexivity requires the researcher to reflect on her own values and experiences, and how that
impacts upon and shapes the research process, throughout the research process (Doucet &
Mauthner, 2006; Hesse-Biber, 2007). Reflexivity is therefore limited by the researcher’s own
knowledge, culture, skills, politics and awareness of silences (Ramazanoğlu & Holland, 2002;
Hesse-Biber, 2007). As ideas about power, identity and the creation of the subject are at the
heart of this project, I was committed to reducing the power differential and hierarchy between
myself as researcher and the research participants through co-constructing meaning via the use
of semi-structured interviewing, enabling the transmission of participants’ voices (Goulding,
2005; Harding & Norberg, 2005; Hesse-Biber, 2007).
As acknowledged in the introductory chapter, my own biography is embedded in the story of
The Glamaphones. I recognised that I came to the research with prior knowledge and some
shared experience, positioning me as an insider. J. Taylor (2011, p. 6) purports that deeper levels
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of understanding are afforded by the insider’s prior knowledge including “knowing the lingo.”
The insider also has the advantage of knowing what J. Taylor refers to as the social actors at the
centre of the cultural phenomenon which makes access to, and selection of, research
participants easier and better informed (Taylor, J., 2011). My involvement with The
Glamaphones had given me intense exposure to the organisation of the choir and its
membership, prior to undertaking the research project. It also resulted in having an insider’s
advantage of being able to “sift through information to identify critical events” having personally
experienced some of them (Dobson, 2009, p. 184). I had good access to the choir and remained
a recognisable name and figure to the choir members while I conducted the research.
Reinharz and Davidman (1992) caution that there are limitations when starting from one’s own
experience, explicitly in relation to projection. I chose research methodology, described in the
following, that would position me less as an insider central to the research. As discussed in
Chapter One, page 2, I removed myself from the choir for a period prior to beginning my
research to begin to distance myself from the choir and research participants. As the research
commenced I recognised the need to guard against assumptions and to be self-aware (Dobson,
2009). Dwyer and Buckle (200, p. 60) challenge the notion of a binary insider-outsider approach
for research and suggest that we as researchers can only ever occupy “the space between.”
Once the research process began I felt that to be the case. The relationship of power between
researcher and participants, such as the power to consent, to exclude, to question, to withhold,
emphasises that we are all insiders and outsiders, members of some groups, and not of others
(Merton, 1972).
J. Taylor (2011) cautions the insider researcher about the risks of conflict, disagreement and
offence that may potentially disrupt friendships. I countered this by making full disclosure of my
aims and intent with the research. Through using each of the research techniques addressed
below, I aimed to ensure that my analysis reflects the multiple truths, and multiple
constructions, of the choir by its members.
In order to mitigate or minimise biases I sought to minimise my narrative in this thesis. I wanted
the experiences of the choir and its audience to be heard, rather than my own. My prior
knowledge of the choir did influence the construction of my research and interview schedule.
For example, I was aware from my involvement in the formation of The Glamaphones that there
had been tensions in the transition from The Homophones, so I included this transition period in
the research as I suspected it would reveal rich data for the consideration of gender dynamics in
an LGBTQ bounded group in this time and place. I was also aware of expressed discomfort with
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religious repertoire, in contrast to my own enjoyment of early sacred music, so included
repertoire in my examination.
During the data analysis process, I reflected on Reinharz and Davidman’s (1992) assertion that
the voices of participants do not speak on their own. One of my participants had struck out
sections of her transcribed interview. She had also left question marks next to some passages. I
did not use any material she had clearly removed from the transcript, although knowledge of it
may have shaped my thinking about her relationship with the choir. I did choose to use one
question-marked passage as a quote as it positioned the participant in a way that illustrated her
subjectivity and the significance of her choir experience, while demonstrating some of the
diversity within the choir. Here, I used my power as researcher to draw out the range of stories
and lived experiences in the choir and present as evidence.
I had cause to readdress my insider/outsider positioning when several participants described
incidents of sexual harassment, discussed on page 142. I was discomforted by discussing this
theme. As J. Taylor (2011) discusses there is conflict for an insider researcher in disclosing
cultural secrets or airing dirty laundry. This discomfort required me to reflect on my role as
LGBTQ community member, former choir member and researcher. I had felt a lot of pride in my
involvement as a singer in the choir. I had to examine my biases in not wanting to present the
LGBTQ community with which I was involved in a negative light, and where power relations
were negatively impacting on members’ enjoyment of the choir. However, to ignore this theme
would have been in itself an exercise of power, and a deliberate act in avoiding an issue arising
from the research.

Methods
Case study
The case study approach typically focuses research on an individual case in a bounded system
(Creswell, 1998; Yin, 2003; Denzin & Lincoln, 2005; Stake, 2005; Baxter, P. & Jack, 2008; Bryman,
2008). Using a case study enables the investigation of a contemporary phenomenon in its reallife context, allowing for an in-depth exploration of an organisation and its political and social
context, and the individuals and relationships involved in it and their shared meanings for their
actions together (Yin, 2003; Stake, 2005; Williamson, 2006; Baxter, P. & Jack, 2008).
The geographical, historical and political context of The Glamaphones choir is unique. Both
location, in time and place, and the transformation from a gay, male voice choir to the mixedvoice choir create a unique case study for exploring collective identity production and
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performance. The choir is thus both the subject and the setting for the performance of an
LGBTQ identity.
Data collection
The study employed a combination of data collection methods. Each of the data sources offer
insights that together build the story of The Glamaphones choir and what it means in its location
in Wellington in the 2010s. Data was collected using four approaches:
1)

Artefact analysis and documentation review.

2)

Key informant semi-structured interviews with current and past members and musical
directors; and a key informant interview with a representative of the St. Andrew’s on
The Terrace church, where the choir rehearses and largely performs.

3)

Concert observations and the construction of descriptive and analytical field notes.

4)

Concert audience intercept survey.

Ethical considerations
Ethical approval for the project and methods outlined in this chapter was granted by The La
Trobe University College of Science, Health and Engineering Human Ethics Subcommittee, on
17th April 2015.
The Glamaphones management committee provided written support for the project for the
ethics application, and later completed a statement of consent to participate in the research.
The committee was then notified in writing of my intention to commence recruitment of key
informants, observe two concerts, and to conduct the audience intercept survey.
Each key informant interview participant was provided with an information statement, and a
statement of consent to ensure that all components of the study were outlined and agreed to.
Given the smallness of the population involved, the prior naming of office holders and musical
directors on the public website, and my commitment as researcher to protect any participants
from possible harm, each key informant was made aware that complete confidentiality was not
guaranteed as they may be recognisable in the thesis. St. Andrew’s church completed a consent
to participate, in addition to the individual key informant consent to participate. No personal
data was collected on the St. Andrew's key informant.
Key informant interview participants were given an opportunity to ask questions prior to the
interview. I first ensured all key informants had a support person they could talk with after the
interview, if necessary. Participants were invited to select their own pseudonym. Ten selected
their own either before or after the interview, and I allocated pseudonyms to 16 participants.
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When a participant referred to a fellow choir member or person involved in the choir I assigned
the named person a pseudonym. When former members were referred to by participants I
allocated pseudonyms. When participants’ contributions are role-specific I refer to them by
role. Musical directors are referred to throughout as a musical director or MD, to distinguish
them from the other choir key informants or participants. One participant, the choir cofounder, requested that his name be used. Prior to submitting this thesis, I liaised with the
membership co-ordinator to ensure that no past or present members have any of the names
used in this thesis, other than the co-founder. I changed several pseudonyms as a result.
Participants were invited to review their interview transcript, with 15 taking up this invitation.
Minor typographical changes were made to several transcripts, more substantial deletions of
material of a personal nature from another, and ethnic identity was changed by one participant,
on the basis of desiring greater anonymity. I do not refer to individuals’ ethnicities.
Audience intercept survey participants were provided with a verbal explanation of the purpose
of the interview and offered a participant information statement. Participants verbally
confirmed their willingness to participate, that they were aged 18 years or over and that digital
audio recording of the interview was acceptable to them.
Documentation and cultural or physical artefacts
Pre-existing artefacts are naturalistic, having been created for a purpose other than research.
They are also non-interactive as they are not affected by the research process as key informants
may be (Reinharz & Davidman, 1992; Leavy, 2007). My motivation for using artefact analysis
was two-fold. Firstly, to enable me to provide a history and key moments of the choir, and
secondly to help inform the development of my semi-structured interview schedule.
The review and analysis of the choir's artefacts involved both written records and visual texts.
These included the following primary sources: Annual General Meeting (AGM) and Special
General Meeting (SGM) minutes, choir constitution, management committee minutes, music
team minutes, musical director and accompanists’ contracts, member survey results, internal
newsletters, press releases, concert posters, tickets and programmes, The Glamaphones
website, public Facebook page, and members’ Facebook page; and secondary sources of a small
number of articles published in local papers and on LGBTQ websites, and audio recordings from
radio programmes. These documented the choir’s stated purpose, and background on its
formation, management, organisation and achievements. They also gave voice to the hopes and
frustrations of choir members, notably through the members' surveys. Data on the
development of the choir’s identity within its physical, social, cultural, and political context were
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also garnered from these documents. These enabled an exploration of the choir through
multiple lenses, allowing “multiple facets of the phenomena to be revealed and understood”
(Baxter, P. & Jack, 2008, p. 544).
Key informant interviews
Recruitment and sampling - The Glamaphones
Recruitment took several forms. Firstly, a call for key informant interview participants was
circulated to members via the choir newsletter, Glamatimes. It outlined the study, purpose of
interviews, and the likely time commitment, and attached an information statement including
details of ethics approval. Secondly, a message was posted onto The Glamaphones Facebook
page, which had 72 members at the time, notifying current and former Glamaphones members
about the research and how to initiate contact. The post was seen by 42 members of the
Facebook page, liked by seven, and subsequently three then former members made contact and
were interviewed.
The membership of The Glamaphones fluctuates but at the time interviewing commenced it was
approximately 50 people, and by the end of the interview phase membership was around 60.
Initially, I invited volunteers, as described earlier. Purposive sampling was also employed to
ensure a cross-section of information-rich key informants with differing key characteristics
(Williamson, 2006; Bryman, 2008). From those who volunteered I selected people with differing
demographic profiles, and from each of the voice sections (soprano, alto, tenor, bass). Each
section has its own dynamics; for example, the tenor section includes women whereas the bass
section does not. This final sample of 24 singers included male-identified former members of
The Homophones who had become part of the mixed choir and those who have only ever been
Glamaphones; founding female-identified members from 2011, and female-identified members
who had joined more recently; people who had left within The Glamaphones first four years;
older people, younger people; a range of ethnic identities; a heterosexually-identified member;
and those currently or formerly involved in the management and music committees. My prior
knowledge of the choir was beneficial in identifying some participants I wanted to involve in the
study. I directly approached one member to achieve a wider demographic spread, and actively
sought the participation of potential key informants such as those who had held the position of
chairperson of the management committee, and musical directors. All but one responded and
were interviewed. I turned down at least four interview offers as the people were
demographically similar to others already recruited or interviewed. While the choir itself does
not capture demographic details from members, from what I knew of the choir the final sample
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was reasonably representative. There were more female-identified participants than maleidentified, more people in their 40s and 50s than other age groups, and participants were
almost exclusively white, albeit from differing ethnic origins. A detailed description of the
sample, and participant profiles, can be found at the end of this chapter.
I developed a semi-structured interview schedule for the choir key informants with themes and
prompt questions, informed by themes that had emerged from the literature review and data
gathered through the artefact analysis. The questions were open-ended and designed to
address each of my core study questions. There were initially 22 non-demographic questions in
my interview schedule which I piloted with a member. Following the pilot, the schedule of
questions was revised, and I gave more thought to the wording required to introduce questions
to participants. Questions were reviewed and altered, deleted and added after each interview,
as I identified new themes (Appendix 1).
Participants were asked many of the questions on my schedule. Aside from the demographic
questions, which were asked to ensure I was involving a range of participants, the questions
were designed to be open-ended to elicit narrative responses. Each interview began with
demographic questions and then sought to find out each participant’s duration and level of
involvement with The Glamaphones and, where applicable, its predecessor The Homophones. I
sought also to understand the level of engagement participants had, past and present, with
other LGBTQ groups and activities.
The interviews sought participants’ perspectives, inviting them to tell their story of their
involvement in, and understanding of, the choir and its collective identity formation and
performance. Questions included motivations for joining, leaving or staying in the choir, what
made it an LGBTQ choir, how the concerts and performances were LGBTQ, the influence of the
musical directors on the choir, representation of and role in the wider community, gender
dynamics, emotion, eroticism, the purposes of the choir, religious influence, pleasures and
tensions.
Interviews were conducted from late April 2015 until December 2015. All key informant
interviews were carried out face-to-face, although participants were given the option of doing
them via Skype. Conscious of the inherent power of myself as researcher, participants were
invited to propose and select a private setting for their interview. Two participants in oppositesex relationships requested that their interviews were held in my workplace or home.
Subsequently, six interviews in total were held at my home. I ensured that my partner, a former
member of the choir, had absented herself and was not aware of who was being interviewed.
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Two interviews were held in participants’ workplaces, including the St. Andrew’s representative,
and the remaining interviews were held in participants’ homes. Interviews were conducted
across the region in Wellington city and suburbs, the Hutt Valley and the Kapiti Coast.
There was a total of 26 semi-structured interviews with choir key informants. They were, at the
time of interview, one former and one current musical director, two past members, and twentytwo current members, of whom six had had semesters out of the choir at various times.
St. Andrew's on the Terrace representative
The Glamaphones has rehearsed weekly for two hours at St. Andrew’s on The Terrace
Presbyterian church since 2012. Most concerts had also been held at St. Andrew’s prior to, and
following, this move. A representative with authorisation of the church was interviewed, in
consultation with the minister. I provided written questions in advance which focussed on the
relationship between The Glamaphones and St. Andrew’s and how each supported the aims of
the other, and what St. Andrew's perceived The Glamaphones contributes to Wellington
(Appendix 3).
Interview data collection
Each interview was recorded using a digital recorder. Prior to the start of each interview I did a
digital recorder test to ensure the recorder was capturing both my and the participants’ voices.
I took brief notes during each interview, to prompt asking probing questions, and as significant
themes were identified. I noted the setting, context, time, and duration of the interview, and
what happened after the recorder was switched off, alert to Hesse-Biber’s (2007) counsel that
valuable data can emerge after the recorder is turned off. In two interviews, I sought the
participants’ permission to continue recording as the discussions lengthened. In post-interview
notes I made observations of how the interview went and what to alter for the next interview.
I transcribed each interview, to embed myself in the data, and assure the participants of privacy.
Transcribing involved multiple rewinding of passages to ensure accuracy. I checked each draft
transcript by listening to the interviews in their entirety again whilst reading through the
transcript. At the end of each transcript I made notes of key ideas and themes, and any
emerging avenues of interest.
Each interview lasted between 47 minutes and one hour 58 minutes. The 27 key informant
interviews amounted to 490 A4 pages of transcription, single spaced in size 12 font, and 37
hours and 10 minutes of recorded conversation.
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Concert observation
I observed two public performances in 2015. The first was “Singing out at the Movies” held in
St. Andrew's church. The second was “Gay Anthems - Celebrating International Coming Out
Day” held at the Massey University theatre. Each concert was around an hour in length,
followed by a social event for the choir and audience.
Employing the technique of taking field notes I kept a running description of the concerts, made
reflective remarks, recorded personal impressions, and noted my reflections on the meaning of
what I was observing (Stake, 2005; Sangasubana, 2011). I noted the feelings it evoked in me,
and the responses of the audience. An examination of the marketing materials and concert
programmes was useful in analysing how the choir presented its identity at each concert. I
sought data on the presentation of the identity of the choir, for example, uniform or costuming,
programme theme and repertoire, staging, commentary between sets, audience engagement
and feedback, the role of the musical director and her performance, and the atmosphere
created.
It was apparent that the public performance of the choir's identity was changing significantly
during this period. This data was replicated in some ways in key informant interviews, but the
visual and audio impact of concerts contributed a richness that would otherwise be missing from
the story of the choir and what was clearly its evolution into a more explicitly, visible LGBTQ
choir.
Audience intercept survey
A choral performance or concert is a relationship between the musical director, performers and
audience, and to answer questions about the choir’s performance, identity and benefits to its
community, the perspectives of those in receipt of the public performances are key to
understanding the role and impact of the choir. As noted in the previous chapter, the audience
experience of LGBTQ choirs has not been included in research or literature to date, making this
research unique.
After the “Singing Out at the Movies” concert at St. Andrew’s I recruited audience members to
undertake a three-question survey in order to interrogate what the audience gets from
attending a concert, and how this relates to the choir’s performance of identity. The brief
interviews focussed on the words audience members used to describe the choir, the impact or
effect of the performance on them, and what they perceive to be the choir’s contribution to
Wellington. No personal data was recorded (Appendix 2). Thirty-eight interviews were carried
out post-concert. A number of these were as the audience members exited the church. The
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majority were undertaken at the social function held in the church hall after the concert. During
this function, audience and choir socialised and had refreshments. Fewer than five people
approached declined to be interviewed.
The survey was set up on the secure Qualtics site. I entered the data from the recordings of the
intercept survey. I also posted a link to the survey on The Glamaphones public Facebook page,
inviting audience members to click through to the survey. There were no responses to this
approach. This may be because of the small number of Facebook page followers at that time,
and the number of page followers who had already engaged in the survey face-to- face.

Data analysis
There is no one feminist methodological strategy to use in interpreting data. Analysis, and
decisions about what to include and exclude, is in itself an exercise of power (Ramazanoğlu &
Holland, 2002). I took a thematic analysis approach. Thematic analysis is a means by which to
identify, analyse and report the patterns of meaning or themes in qualitative data (Braun and
Clarke 2006, 2017). Thematic analysis facilitates the analysis of a large data set, and the
perspectives of different participants (Braun and Clarke, 2006; Nowell, Norris, White, & Moules,
(2017).
A disadvantage of using thematic analysis as a method is that there has been little literature
clearly defining how it may be used (Braun and Clarke, 2006; Nowell et. al, 2017). In order to
establish a rigorous and credible analysis I took a phased approach, adapted from Braun and
Clarke, (2006), Nowell et. al (2017), and drawing on the process of developing theme memos
(Hesse-Biber, 2007; Rossman & Rallis, 2011). This phased approach is described in the section
following the explanation of how I interrogated the different data sets.
Artefacts interrogation
The cultural artefacts were interrogated to provide data on the ways in which the choir’s
identity is created and how identity is transmitted within the choir, and externally. This data
then informed the development of the interview schedule.
I reviewed the artefacts in order to answer the following questions:
What is the choir’s stated purpose and aims? How did it develop and change over time? Who is
allowed to participate, and how is that managed? Who can make decisions, and about what? Is
there evidence of tensions and disagreements about the purpose of the choir? How does the
choir present itself? What identity does it present?
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Informed by Leavy’s (2007) work, I considered whose points of view were represented, how
sexuality and the choir’s purpose and identity was represented in these viewpoints, and how
messages were disseminated to others such as the audience and potential members. As themes
were identified from other data gathering, such as the interviews and audience surveys, I
revisited the artefacts and my understanding of what they exposed. This enabled the ongoing
consideration of questions about the operation of power and whose voices were represented
(Leavy, 2007).
Interview interrogation
I began interview analysis whilst still undertaking interviews. This involved close reading of each
transcript and interview field notes (Bryman, 2008). I read and re-read these, looking for
significant remarks and observations and made hand written notes in the margins about what
struck me as interesting or significant (Bryman, 2008). Summary notes of the initial analysis of
each interview were recorded in a Word document.
Throughout the data gathering process, and between interviews and concerts, I looked for
emergent issues and identified themes and sought directions that had not occurred to me to
take (Hesse-Biber, 2007). I noted suggestions of differences in terms of demographics such as
age and gender and explored these more deeply in subsequent interviews.
Using a qualitative methodology requires taking an iterative approach to analysis, including
going back and forth from data analysis and interpretation (Hesse-Biber, 2007). The key
questions used for interrogating the data were: What is happening here? What is it about?
What are people doing? Who is doing it? What question is it suggesting? What is happening as
a result? What are the meanings of the stories in the interviews? What matters to the
participant? (Hesse-Biber, 2007; Bryman, 2008). In applying a feminist post-structuralist lens,
and particularly considering Foucault technologies of the self, discussed further in Chapter Four,
I also interrogated the data with the questions: How is power operating? What discourses are
evident here? Where is the ethical or moral work? Additionally, I checked analysis for silences
and absences and considered those who do not appear to be present (Ramazanoğlu & Holland,
2002). The results of this analysis will be discussed in the findings chapters.
Audience survey and concert observations
The thematic analysis of the audience intercept survey was undertaken soon after the data was
collected. The data was then drawn on during theme memoing, described in the following.
Concert observations were documented in Word documents and these were drawn on during
the process of thematic memoing, along with interrogation of the cultural artefacts.
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Thematic analysis phased approach
Phase one:

Familiarising myself with my data: artefact notes, interview transcripts, concert
observations, audience feedback.

Phase two:

Generating initial literal and descriptive theme codes and identifying patterns
and themes from the data. In beginning to identify themes I drew on Braun and
Clarke’s (2006, p. 82) explanation that “a theme captures something important
about the data in relation to the research question, and represents some level
of patterned response or meaning within the data set.” Codes are described as
theme building blocks, and “the smallest units of analysis that capture
interesting features of the data (potentially) relevant to the research” (Clarke
and Braun, 2017). I started this process of developing codes using the NVivo
software programme.

Phase three:

Searching for themes – re-reading artefact notes, interview transcripts, concert
observations, audience feedback, I interpreted the data with the aim of making
sense of it. Using initial theme codes generated with NVivo I mapped themes
on large pieces of paper, in a spidergram, using post-it notes to record emerging
sub-themes. Using paper and post-its gave a visual representation of the
emerging themes.

Figure 3.1: Beginning to map themes
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Phase four:

Reviewing themes – clustering data into higher level themes, I moved subtheme post-it notes between themes to reflect changes in thinking and
removed some material where it did not seem sufficiently important in
answering the research questions.

Phase five:

Defining and naming themes through theme memos – returning to word
processing, I then developed theme memos from the interview data, adding
reflections on the themes from the literature review and theorisation from my
feminist post-structural theoretical framework (Hesse-Biber, 2007; Rossman &
Rallis, 2011). I recorded quotes under each theme and sub-theme grouping,
identified repetitions and conflicts, noted the key points of my analysis of what
each theme was about, adding theoretical linkages, and references to earlier
choral literature where these themes substantiated and differed from earlier
findings. The theme memos consisted of 263 landscaped A4 pages.

Phase six:

Writing findings as sections. Using spidergrams mapped out on large paper, I
identified linkages across themes to develop data chapters.

Participant profiles
As outlined earlier in this chapter, of the 27 key informants, 24 were past or current choir
members, two were musical directors, and one a representative from St. Andrew's on the
Terrace church. Musical director personal data is not described in these profiles, and no
personal data were collected on the St. Andrew’s representative.
The participants held a range of identities. Of the choir key informants, thirteen identify as
women, eight as men and three non-binary. I did not ask participants if they were cis-gendered
or trans-gendered, rather leaving self-identification to the individual. I was aware from my
experiences with the choir that there were members who had not shared their trans
backgrounds, and I did not want to create discomfort or barriers for participants, and thus
avoided the delineation. Using the term ‘gender identity’ caused confusion for some
participants, with several initially giving a sexual identity in response, or requiring clarification
about meaning. Of the male-identified participants, seven identify as gay men. This includes
one man who identifies as gay only “if I have to,” and two who also referred to themselves as
queer. One man identifies as queer. Also interviewed were: two gender-non-conforming/fluid
queers; one straight-identified woman; four gay-identified women including one living in a
relationship with a man; seven lesbian-identified women, some of whom also referred to
themselves as gay, queer, and dyke. When discussing the LGBTQ community many participants
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used terms interchangeably, such as gay, queer, gay and lesbian, and various acronyms such as
LGBTQ. I use participants’ self-identifications in this thesis. I use the personal pronoun
preference of the gender-non-conforming/fluid participants, one of whom chose “she/her” and
the other “they/their.”
The participants were asked their approximate age and ranged from 25 to 73 years at the time
of interview, with an average age of 50. Ethnically, 12 identified as Pākehā, four as New Zealand
European, five have European identities including British, and two Asia or Pacific region
identities, and one requested their ethnic identity was not disclosed.
Participants have been members of The Glamaphones choir from its establishment in 2011,
through to the newest member who had been involved for eighteen months. 18 of the choir
participants had experience of singing in other choirs, and of these 14 had sung in choirs as
adults. Five participants had sung in “lesbian and gay” or gay male choirs other than The
Homophones. Seven had been members of The Homophones. For six participants, The
Glamaphones was their first choral experience.
19 participants have been involved in non-choral LGBTQ activities in Wellington or elsewhere,
including marches and political actions, sports activities (e.g. Gay Badminton), arts and cultural
groups and events (e.g. book club, Drag Kings, lesbian radio), organising conferences, events and
night clubs, being members of, or facilitating, coming out support and youth groups, helplines,
and a business association. Of these, five described current involvement in other LGBTQ
activities, and three others described themselves as supporters of activities.
Seven of the choir key informants have held roles in the management of the choir: three as
chairperson, and four as management committee members.
The long-term partners of eleven participants were also in the choir, and I interviewed three
couples in total.
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Table 3-2: Key informant profiles
Pseudonym

Gender and sexual
identities

Age

When joined:
TH – The Homophones

Prior choral
experience?

TG – The Glamaphones
Abby

Alison

Ani
Barb

Becks

Bruce

Chris

Di

Elaine

Gay- and lesbianidentified.
Does not like
gender labels.
Gender-nonconforming and
queer- identified.
Queer- and
female-identified.
Lesbian- and
femaleidentified.
Lesbian- and
female-identified.
Gay- and
male-identified.

20s

50s

Yes

60s

2012

Yes

40s

Foundation member of TG.

40s

60s

50s

Gay- and maleidentified.

Jake

Queer- and male30s
identified.

Kat

Kim
Lyall

Lesbian- and
femaleidentified.
Lesbian- and
femaleidentified.
Gay- and femaleidentified.
Gay- and maleidentified.

No

2012

Eric

Jess

During 2011.
Has stepped in and out of
the choir.

Yes

30s

Gender-fluid- and
50s
queer-identified.
Lesbian- and
femaleidentified.
Gay- and femaleidentified.

2014

50s

Early member of TH and
foundation member of TG.
Has stepped in and out of
both choirs.
2013.
Has stepped in and out of
the choir.
2012
During 2012.
Has stepped in and out of
the choir.
Member of TH;
foundation member of
TG.
Member of TH;
foundation member of
TG.

Yes, including
another LGBTQ
choir.
Yes, including
other LGBTQ
choirs.
No

Yes

No

Yes

Yes

50s

Foundation member of TG.

Yes

50s

2013

Yes

50s

2012

No

30s

Member of TH;
foundation member of
TG.

No
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Maggie
Mary

Mark

Miriam

Paula

Richard
Sally
Seb
Will

Gay- and femaleidentified.
Lesbian- and
femaleidentified.
Gay- and maleidentified.

40s

2013
Foundation member of TG.

50s

Co-founder of TH;
foundation member of TG.

Lesbian- and
70s
femaleidentified.
Lesbian- and
60s
female-identified.

Former member of TG.

Gay- and maleidentified.
Straight- and
female-identified.
Gay- and maleidentified.
Gay- and maleidentified.

Former member of TH and
TG.
2012

St. Andrew's
participant
Lisa

Musical director.

Heather

Musical director.

______

40s
40s
50s

Foundation member of TG.

No
Yes
Yes, including
another LGBTQ
choir.
Yes

Yes, including
another LGBTQ
choir.
Yes
Yes

2013

Yes

Early member of TH;
foundation member of TG.
Has stepped in and out of
the choirs.

Yes, including
another LGBTQ
choir.

_____

__________________

____________

_____

Former musical director of
TH and TG.

____________

_____

Current musical director of
TG.

___________

50s

The key informants’ views and experiences, along with those of the audience and my own
observations from the artefacts and concerts will be analysed and discussed in later chapters.
The following chapter outlines the feminist post-structuralist theoretical framework applied to
this study and analysis.
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CHAPTER FOUR - THEORETICAL FRAMEWORK
In the previous chapter, I introduced the research methodology and methods selected for my
qualitative, bricolage project, that is a case study using a modified ethnographic approach, with
thematic data analysis.
In this chapter, I consider feminist post-structural approaches to identity, and discuss the
applications of Foucault’s theory on power and disciplinary technologies, and technologies or
techniques for care of the self. I address how I draw on the scholarship on Foucauldian
influenced feminist post-structuralism as a theoretical framework with which to analyse my data
and present my findings.
I begin by examining Foucault’s theorisation of power and disciplinary technologies, with
reference to how discourse forms the subject and understandings of sexual identity. I then
present Foucault’s later work on technologies or techniques for care of the self as agentic
practice in how the subject may shape or create an ethical self. I also address Foucault’s
possibilities of forming new relationships, aesthetics and pleasures. An understanding of this
later work is essential to answer the research question about the function of the choir and its
benefits. Finally, I consider the feminist post-structural use of identity and the possibilities of
action for transgressive or transformative purposes.
I have adopted a feminist post-structural theoretical framework for my study for several
reasons. Feminist post-structuralism differs from other forms of feminisms in its theorisation of
subjectivity and agency, as discussed later in this chapter. The analytical tools of feminist poststructuralism enable an understanding and critique of power, knowledge, and subjectivity that
also accommodates possibilities for resistance and change (Weedon, 1997). It attends to
discourse, subjectivity, and social processes in order to understand relations of power and
whose interests they support (Weedon, 1997). By applying a feminist post-structuralist
framework to my study, I seek to make explicit how power operates to construct and produce
the shared LGBTQ identity of the choir, in this contingent time and place, whilst considering if
and how identity remains significant to a group that has achieved legal equality in New Zealand.
The framework also enables the consideration of how agency may be deployed by the
individuals involved, in actioning strategies for change.
Further, much of the existing LGBTQ choral literature is focussed on male choirs and men’s
choral experiences. My study seeks to understand the dynamics of power and transgression at
work within and through a mixed-gender choir, at the heart of which are sexual and gendered
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subjectivities. A feminist post-structural lens allows for a range of perspectives to be presented
accommodating contradictions and multiple viewpoints, recognising that subjects are constantly
being reconstituted through discourse (Reinharz & Davidman, 1992; Weedon, 1997; Olesen,
2005; Robinson, K.H., 2013). This framework is resistant to any singular discourse as the truth
but rather opens to the possibilities of multiple voices (Baxter, J.A., 2008). In utilising this
theoretical framework, I will consider how The Glamaphones choir is constructed within its
cultural, political and historical context, and how it may be both assimilationist and
transgressive, constructing and performing difference in a time of sameness.

Foucault and technologies of power
In this section, I introduce the work of Foucault on power and disciplinary technologies and their
shaping of the subject. I give specific attention to his theorisation of discourse and subjectivity,
including the creation of the sexual subject. Foucault’s view of power is contrary to earlier
theorisation such as structuralist views that hold power as hierarchical and possessed by one
source, for example, the Marxist view that economic power is held by those owning the modes
of production and used oppressively against others. Foucault understands power as nonhierarchical, rejecting Marxist theories of ownership, class and power. Foucault (1976/1978)
positions power as fluid, dynamic and relational, as it is distributed through all the strategies
that operate or are used to control individuals.
Additionally, Foucault sees power as operating in everyday relations. In this analysis, power
operates across many levels including institutions, social structures, and individuals. Power is
thus circulating and everywhere. However, power is something that must be performed
(1976/1978) or enacted as it “exists only when it is put into action” (1982/1994, p. 340).
Foucault (1984/1997c, p. 292) theorises it as “mobile, reversible, unstable” and describes it as
“net-like” and a “dense web that passes through apparatuses and institutions” (1976/1978, pp.
95-96). Thus, power is situational, and operates intimately and diffusely but always through
relations (1982/1994). Put simply, Foucault understands power as an exchange between people
(1980), and the means by which to direct or determine the behaviour of others (1984/1997c).
In his analytics of power Foucault positions power as negative and repressive, but also positive,
generative and productive (1976/1978; 1980):
If power was never anything but repressive, if it never did anything but say no, do you
really believe that we should manage to obey it? What gives power its hold, what
makes it accepted, is quite simply the fact that it does not simply weigh like a force
which says no, but that it runs through, and it produces, things, it induces pleasure, it
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forms knowledge, it produces discourse; it must be considered as a productive network
which runs through the entire social body much more than as a negative instance whose
function is repression. (1976/2003, p. 307)
Foucault (1980, p. 96) suggests that an analysis of power should occur in real practice, “at its
extremities, in its ultimate destinations, with those points where power becomes capillary, that
is, in its more regional and local forms and institutions.” For Foucault, power produces the
possibility of resistance (1976/1978) and transgression, or “counter-power” (1977). In his later
work, Foucault argues that there would be no relations of power if not for the possibility of
resistance (1984/1997c). Thus, power gives rise to new forms of behaviour and opportunities
for creativity and pleasures, discussed later in this chapter. Foucault (1970/1981) observes that
points of resistance are everywhere in the power network; and “faced with a relationship of
power, a whole field of responses, reactions, results, and possible interventions may open up”
(1982/1994, p. 340). An example Foucault gives of the possibilities of resistance was the lesbian
movement, created through social relations outside the male-dominated social world
(1984/1997b). Transgression, Foucault argues, is vital for both thinking and culture
(1963/1977), and he urges the investigation of forms of resistance so as to understand what
power relations are about (1984/1997b).
Discourse
As is evident from the above quotes, Foucault’s work draws attention to the need to examine
the relationships between power and knowledge production, discourse, and pleasure. Foucault
links knowledge to power, and this dependency is shown in his use of power/knowledge (1980).
Knowledge brings with it the possibility of power and control, as power cannot be exercised
without knowledge, and knowledge itself engenders power (Weedon, 1997). Thus, power and
knowledge condition each other (Oksala, 2005). They are linked through discourse. Discourse is
thereby associated with relations of power. Central to Foucault’s theorisation is that there is no
one truth, as there are many circulating and competing discourses. Knowledge is therefore
understood as socially-mediated, partial and shifting, and a product of discourse (McLaughlin,
2003; Robinson, K.H., 2013).
Discourses are a structuring principle of society, as they constitute knowledge and therefore our
understanding of things. They include historically, culturally, socially and institutionally specific
regulated forms such as rules, systems, procedures, social practices, physical layout of sites,
modes of thought, and linguistic statements. Discourses function as a set of rules
(Ramazanoğlu, 2002, p. 19). Foucault describes discourse as tactical, and blocks that are
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organised and operate through, for example, institutions such as political and legal systems and
structures such as the family (1970/1981). One example of a discourse is the nineteenth century
conception of homosexuality as illness and criminality, embedded in the workings of medicine,
particularly psychiatry, and the law. Discourses have a productive or generative power,
organising our way of thinking and acting in the world (Danaher, Schirato & Webb, 2000; St.
Pierre, 2000; Mills, 2003). Foucault (1972, p. 49) argues that discourses are “practices that
systematically form the objects of which they speak,” and in doing so discourse then shapes the
way we perceive and experience the world (Mills, 2003). While truth is contingent, and never
singular, Foucault however recognises that dominant discourses exist, and these are the
discourses that have shaped meaning to the extent that they are accepted as the truth or the
rules of society, while other discourses are subjugated. Dominant discourses are reinforced by
systems such as the law, medicine, and education.
“Reverse discourses” seek to challenge, subvert, and reverse the dominant discourse (Foucault,
1976/1978). An example of a reverse discourse is that of gay liberation and gay pride. Reverse
discourses enable groups to speak on their own behalf (Weedon, 1997). The example of
homosexuality-as-illness or criminal, and the reverse discourse of naturalness, or gay pride,
illustrates how discourses are related to different knowledge and are produced from power
struggles between different fields and institutions, and differing political interests (Foucault,
1980; Weedon, 1997). The person who engages in same-sex sexual acts subjectified as
homosexual, ill, or criminal, and the concept of the closet and coming out, and gay pride are
thus all creations of historical discourses.
In this way, discourses can be seen to be both an instrument and an effect of power, as they
transmit, produce and reinforce it (Foucault, 1976/1978). The preceding example demonstrates
that in addition to operating in a regulatory or oppressive way, discourse may also be a means of
resistance. Foucault notes that discourse reinforces power but also exposes it and undermines
it, making it possible to thwart power (1976/1978). The example of discourses of homosexuality
demonstrates how the body is the site where power is enacted, as a site of discursive power
struggles. The homosexual, having been constructed as sick, insane, or criminal is thereby selfand externally-regulated or controlled by these discourses. The individual is always subject to
discourse. This makes it possible for us to understand how contradictory modes of subjectivity
can operate, within an individual and groups.
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Subjectivity
As described in the preceding section, Foucault locates the individual as produced or formed as
a subject through power relations such as discursive practices, for example the homosexual
subject. As discourses create the subject, the subject is never fixed or unified, because
discourse continually changes. The meanings of subjectivities, as the site of discursive conflicts,
therefore continually change.
Foucault’s explanation of his use of the term “subject” contextualises technologies of power:
There are two meanings of the word subject, subject to someone else by control and
dependence, and tied to his own identity by a conscience and self-knowledge. Both
meanings suggest a form of power which subjugates and makes subject to. (Foucault,
1982/1994, p. 331)
As can be seen in this statement, of interest to Foucault is the operation of power in the
formation of the subject. He argues that power relations and their effects form the subject, and
categorises the subject and “attaches him to his own identity” (Foucault, 1982/1994, p. 331).
Foucault theorises that power could be both externally and internally operated. Foucault’s early
exploration of power resulted in his theory of “docile bodies” where he positioned the body, or
the subject, as subject to external power such as that operated by institutions of the state
(Foucault, 1977). From the nineteenth century on, through a new technique of power which
Foucault calls “bio-power,” technologies were used to control and regulate the population
through a focus on the body, the subject and behaviour. The aim of this power was to produce
“subjected and practiced bodies, ‘docile’ bodies” that would be efficient, disciplined and
productive (Foucault, 1977, p. 138). Many feminist scholars have criticised Foucault’s work
because of its androcentricity, lack of gender analysis and lack of attention to agency (McNay,
1992; Soper, 2002; McLaughlin, 2003). The theorisation of docile bodies, and its corresponding
disregard for agency, reduced bodies to a passivity that conflicts with feminist views of an
emancipatory politics (McNay, 1992). However, Foucault’s later work on technologies or
techniques for care of the self, discussed in the following section, encompasses agency in being
able to produce or construct the self, and be transgressive.
Additionally, Foucault asserts that disciplinary power shifted from being externally imposed to
the subject also internalising discipline. Utilising the structure of the Panopticon, Foucault
(1977) argues that the disciplinary gaze is internalised, and subjects resultantly act as if they are
being constantly surveyed. Subjects internalise norms, for example those generated by
discourses about appropriate sexuality and gender performance, and monitor their own
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behaviour, and in this process become self-regulating subjects (Foucault, 1977; Gutting, 2005).
Discipline then operates through self-regulation and self-control, creating behavioural norms.
As discussed earlier, this can be seen in the concept of the “good gay” in pursuit of normative
citizenship. The subject willingly submits to discipline in order to gain benefits such as
acceptance, or in the example of a choir, learning or exercising a skill.
Sexuality
Foucault’s ideas on sexuality are inextricably linked with his theories of power and the creation
of the subject. He views subjectivity as an ongoing construction with the subject formed
through everyday practice. Foucault is critical of the modernist focus on sex as identity which
positions sexual identity as truth and core to being (1976/1978), or sexual identity as relating to
the question “Who am I?” (1981/1997). He rejects any notion of sexuality as essential or fixed.
For Foucault, sexuality is a historical construct (1976/1978) produced through discourses that
are the result of a particular configuration of power/knowledge, making them time and place
specific. Sexuality thus does not exist aside from its “relationship to political structures,
requirements, laws, and regulations that have a primary importance for it” (1984/1997a, p.
114), although Foucault advances that the subject is not just constituted in a symbolic system
but is constituted in real practices (1984/1997a). Sexuality is thus constructed and constituted
as it intersects with the body (Robinson, K.H., 2013, p. 14).
Foucault rejects notions of authenticity, and uncovering one’s own identity, evident in LGBTQ
discourse, considering it limiting. However, he acknowledges the value of discourses of identity
as a tactical device employed by the LGBTQ movement, as discussed in Chapter Two, and the
pleasure people found in identity (1984/1997b). Becoming, rather than defining ourselves, is
Foucault’s interest, taken up in his later work on ethics and the care of the self (1981/1997).
Foucault is also interested in the invention of “new possibilities of pleasure … through the
eroticisation of the body.” (1984/1997b, p. 165). Additionally, Foucault (1984/1997b, p. 165)
challenges the notion that all bodily pleasures should come from sexual pleasure, or “drinking,
eating, and fucking.” He urges the creation of a new gay, creative culture, and places pleasure
at its centre. Foucault argues that it is through ethical practices, rather than liberation, that
freedom is achieved (1987). It is to these ethical practices, and how Foucault argues the subject
could constitute the self, that I now turn my attention.
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Foucault and technologies or techniques for care of the self
As discussed earlier in this chapter, resistance can give rise to new forms of behaviour and
opportunities for creativity and pleasures. In his later work, Foucault focusses on ethics and
proposes technologies of the self (1982/1997), or techniques for “care of the self” (1984/1997c,
p. 284) as a means by which the subject asserts agency to constitute the self. In this way
Foucault deviates from his earlier notion of the docile body to account for individual agency
(McNay, 1992). Foucault discusses techniques that enable subjects to form, develop and
regulate themselves, or create themselves, through a project of self-mastery and self-realisation
(Foucault, 1982/1997; Danaher et al., 2000; Rabinow & Rose, 2003; Gutting, 2005; Gannon &
Davies, B., 2007). The practice of resistance is thereby linked to ongoing, self-creating acts
(Pickett, 1996; Infinito, 2003). The subject cultivates the self (1984/1988), “through the
acquisition and assimilation of truth” (Foucault, 1982/1997, p. 228). Foucault describes
technologies of the self as technologies:
… which permit individuals to effect by their own means, or with the help of others, a
certain number of operations on their own bodies and souls, thoughts, conduct, and
way of being, so as to transform themselves in order to attain a certain state of
happiness, purity, wisdom, perfection or immortality. (1982/1997, p. 225)
Technologies imply action or “labor” (Foucault, 1984/1988) to achieve transformation, and
Foucault draws on examples from classical and early Christian societies that contributed to the
constitution of subjects, such as the use of journal writing and confession as reflexive and ethical
strategies (Gannon & Davies, B., 2007). In this work, Foucault (1984/1985, p. 29) addresses
individual subjects in ethical projects of the self on the self, engaged in “self-reflection, selfknowledge and self-examination,” extending his earlier ideas of externally imposed selfregulation. The application of ethical behaviour requires reflection (Raffnsøe, Gudmand-Høyer
& Thaning, 2016). While not suggesting adherence to the ethical practices of antiquity, Foucault
is interested in procedures or modes of action by which one can exert moral control over the
self, and to act upon the self (1982/1997). He argues that transformation through selfknowledge was “something rather close to the aesthetic experience” (1988, p. 14). The
resultant attitudes and modes of behaviour can then become instilled into ways of living, or “an
art of living” (Foucault, 1984/1988, p. 45). Foucault suggests that pleasures, such as the
enactment of sexual desires, must be controlled to be pleasurable.
However, technologies of the self do not work in isolation but rather in conjunction with other
technologies such as that of power as described above. Foucault (1984/1997c, p. 291) argues
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that the individual has “patterns … in his culture…proposed, suggested and imposed on him by
his culture, his society, and his social group.” Technologies or techniques for care of the self,
and the pursuit of aesthetics have been criticised for being too individualistic. McNay (1992, p.
158) criticises the work for retreating from a “politics of solidarity.” However, Foucault
recognises this care of the self project is a social practice (Foucault, 1982/1997; 1984/1988) and
that self-care is relational and must involve care of others. Foucault (1984/1997c, p. 288) argues
that it could be understood as a conversion of power, or a way of limiting and controlling power.
Foucault (1984/1997c, p. 288) suggests that care for the self must come before care of others, in
order to protect others from the abuse of power, as it is “the power over self which will regulate
the power over others.” Foucault locates care of the self as the means by which to achieve
liberty or freedom. Freedom therefore involves agency and action.
Integral to the care of the self is Foucault’s integration of ethics and aesthetics. He asserts that
the self should be transformed in accordance with the individual’s ideas about beauty, and the
self can become a source of pleasure. Aesthetics is not only for the elite but could be positioned
as a wider social and ethical practice (Danaher et al., 2000). Foucault reflects:
What strikes me is the fact that, in our society, art has become something related only
to objects and not to individuals or to life. That art is something which is specialized or
done by experts who are artists. But couldn’t everyone’s life become a work of art?
(1983/1997, p. 261)
Foucault suggests the self can be created like a work of art, through:
intentional and voluntary actions by which men not only set themselves rules of conduct
but also seek to transform themselves, to change themselves in their singular being, and
to make life into an oeuvre that carries certain aesthetic values and meets certain
stylistic criteria. (1984/1985, pp. 10-11)
Transgression is possible, and vital for culture (1963/1977). Foucault is interested in the
exploration of new transgressive possibilities, especially in relation to pleasure. He argues that it
is possible to be more susceptible to pleasures and reciprocity (1981/1997) and he positions this
possibility as extending the “ethics of communal existence” (1984/1988, p. 220). As discussed in
the Sexuality section earlier in this chapter, Foucault recognises that not all bodily pleasures are
sexual pleasures. This enables the researcher to extend Foucault’s “ethics of communal
existence” beyond sexual pursuit.
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Foucault highlights a constraint within liberation movements at the time he was writing:
Recent liberation movements suffer from the fact that they cannot find any principle on
which to base the elaboration of a new ethics. They need an ethics, but they cannot
find any other ethics than an ethics founded so-called scientific knowledge. (1983/1997,
pp. 255-256)
Foucault, in his theorisation of technologies or techniques for care of the self, proposes there
are possibilities for new forms of relationships, and of love (1981/1997; Barbedette, 1982).
Foucault addresses the potential of a homosexual way of life and relationships between men
(1981/1997). He argues for “the creation of new forms of life, relationships, friendships in
society, art, culture and so on through our sexual, ethical and political choices” (1984/1997c, p.
164). Foucault stresses the need to create new pleasures rather than just liberate desire. This
also opens a framework for exploring other relational friendships, and aesthetics and pleasures.
This can be seen in Cusick’s (1994, 2013) exploration of the relationship between music,
pleasure and power, as described in Chapter Two.
Some previous choral literature utilises Foucault’s earlier theorisation of power, including
examining how the arrangement of physical spaces configure power relations. For example, the
physical arrangement of the chorus and the discourse of choral pedagogy gives power to the
musical director who enacts power on the bodies of the singers (O’Toole, 1994/2005).
Choristers are framed in this discourse as “docile choristers” (Hess, 2012). This idea of choristers
being subjected to a regimen can be utilised when looking at how power operates in and on a
choir. The architecture of the physical arrangement of the choir, the role of the musical director
in constructing the choral performance, the control of the operations of the body through an
embodied regulation of breath, posture, expression and voice have been understood as
technologies of power enacted from the discourse and practices of the western choral tradition
(Foucault, 1977; 1976/1978; O’Toole, 1994/2005; Garnett, 2005; Hess, 2012). Foucault’s (1977)
notion of “gratification-punishment,” describing positive and negative reinforcement is seen to
be motivating in the pursuit of acceptable choral behaviour (Hess, 2012). It is asserted that the
chorus is made through discipline, self-surveillance, and self-governance (O’Toole, 1994/2005;
Hess, 2012). However, my study will focus on the productive, agentic and transgressive
possibilities of power evident in Foucault’s later work, in the practices of care of the self, and
care of others, and how these operate to create a choir and choral performance.
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Feminist post-structuralism
So far, this chapter has focussed on the work of Foucault as contributing to my theoretical
framework. The following section discusses feminist post-structuralism, utilising the scholarship
of Foucault, that I will apply to my study.
Feminism is both politics and theory. It recognises contradictions and power relations in order
to develop transformative practices and strategies that may transform institutions and create
change (Weedon, 1997). Feminist post-structuralism differs from other dominant forms of
feminism, such as liberal (which aims for equality of opportunity without transforming the
current social and political system; and no distinctions are made by biology), radical (which aims
for a new social order, achieved through separatism, where women are not subordinated to
men; biology is at its core), and socialist (which aims for a new social system to address
patriarchy, class and racial oppressions; biology is recognised as socially and historically situated)
(Weedon, 1997). These feminisms conceptualise power as possessed, by men, and repressive,
and therefore sought after. The response of these feminisms is to seek structural reform to
achieve women’s liberation. Feminist post-structuralism recognises that power operates at
many levels, not just through patriarchy, and the operation of power serves to regulate and
subordinate (McLaughlin, 2003). It utilises Foucault’s concept of power as relational rather than
possessed, therefore not exclusively held by men, but rather non-hierarchical and non-binary.
Feminist post-structuralism thereby provides a framework for exploring and contesting power at
the macro and micro levels, as I discuss in the following.
Post-structural feminist theory and Foucauldian theory converge in identifying the body as a
central site of the enactment of power, and where subjectivity is constituted (Diamond &
Quinby, 1988; Weedon, 1997). For both, knowledge and meaning are socially constituted
(Ramazanoğlu & Holland, 2002). That is to say, knowledge is situational and shifts and changes
as it is shaped by power relations, or power/knowledge (Foucault, 1977/1980), operating in the
interests of particular groups (Mills, 2003). Both feminism and post-structuralism give attention
to how power operates intimately and at macro levels, and how people can oppress each other
(O’Toole, 1994/2005; Barrett, 2005). Both centralise the role of discourse in its capacity to
construct subjects and produce power and produce knowledge and meaning in the social world
(Bernstein, 2003; Gavey, 2011). Concepts such as truth, absolute knowledge, freedom, reason
and the construct of rationality are brought into question (Diamond & Quinby, 1988; McNay,
1992; St. Pierre & Pillow, 2000; McLaughlin, 2003). The privileging of certain versions of reality
or knowledge over another is questioned (Ransom, 2002). The use of universal and stable
categories, such as “woman” are challenged (Bailey, M.E., 2002, p. 100). Subjectivity is viewed
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as changing and contradictory as it is constantly being reconstituted and given meaning through
discourse (Weedon, 1997). Discourse can be utilised to enable different readings and new
understandings of the meanings of subjectivities, and their historically-changing functions, at
different times (Robinson K.H., & Davies, C., 2008, 2014). In this way, feminist poststructuralism allows for sexuality and sexual identities to be understood as contested and
constructed, and holding changing and contradictory positions in discourse.
Feminist post-structuralism is theorised as attentive to the ways in which “institutions, meaning,
power, human subjectivity and gender come together” (Kenway, Willis, S., Blackmore & Rennie,
1994, p. 188) and it is this acknowledgement of gender that differentiates a feminist poststructuralism. Whilst rejecting binary oppositions, feminist post-structuralism makes “matters
of maleness and femaleness and the differences and denominations between … a central feature
of analysis” (Kenway et al., 1994, p. 190). Feminist post-structuralism proposes a theory of
identity which recognises identity as necessary but locates identity as subject positions created
within controlling and constraining power systems (Miller, S.D., Taylor, V. & Rupp, 2016, p. 4).
That is, identity is discursively produced, strategic and contingent (Weedon, 1997).
Gender is framed as a social and cultural construction, given meaning within discourse in the
context of power relations, and governed by norms (Butler, 1990, p. 139). Gender, like
sexuality, is an effect of these regulatory practices (Oksala, 2005). Identities are therefore
theorised as socially constructed and contradictory, rather than essential or unified. This
highlights the potential for agency, that is, the power of the individual to actively participate in
constructing the self, a self who is always in the making, as can be seen in the preceding
explanation of Foucault’s technologies of the self (Weedon, 1997). The possibilities for action
are central to a feminist post-structural analysis (Gannon & Davies, B., 2007). Agency is
discursively produced through interactions between subjects (Weedon, 1997). Individuals and
groups may engage in acts of self-creation, acts which are liberating and thereby fundamentally
political or what Foucault calls “politico-aesthetic” (Foucault, 1987). Foucault (1984/1997b, p.
167) argues that within the power relationship there were always possibilities for changing the
situation through resistance. These possibilities for action or agency have the potential to bring
about change and transformation, including self-transformation, through resistance and
transgression, a focus for my study.
Butler (1990) extends her theorisation of gender to argue that, whilst discursively constructed, it
is performatively produced. That is, gender is instituted through a stylised repetition of
corporeal or body acts over time (1988). This repetition of acts is highly regulated, resulting in
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the appearance of something natural (1990). However, the reliance on individual actors to
actualise gender leaves open the possibility of transforming gender through other corporeal
acts. Butler (1988, p. 531) warns however that: “There are strict punishments for contesting the
script by performing out of turn.”

Conclusion
Feminist post-structuralism’s treatment of identity as unstable, including Foucault’s theorisation
of how discourse, knowledge and power operate to constitute and discipline the subject, offers
a framework for reading and analysing the discursive norms operating within the choir, and their
effects, and the production and exercise of power. It encourages the examination of sources of
discipline within the choir such as the operation of surveillance, and provides a lens by which to
view the possibilities of resistance to discourses and other relations of power. Feminist poststructuralism theorises subjectivity as a site of conflict, central to the tensions between
discourses but with the potential for change. This invites consideration of how subjectivities or
social identities are formed through discourses and action, and how they are regulated in the
context of the choir, and a framework to examine the possibilities of an assimilationist and/or
transgressive nature of the choir and its LGBTQ subjects. Rather than the docile choristers
discussed in earlier choral literature, feminist post-structuralism provides a means by which to
view self-fashioning and self-determining agents with the capacity to challenge and resist
societal structures of domination (McNay, 1992).
Foucault’s technologies or techniques for care of the self provides tools for the exploration of
the meaning of participation in an identity-based community group such as the choir, and the
effects and possibilities of this participation. Feminist post-structural theory provides tools with
which to analyse the centrality of LGBTQ identity to the formation of my case study, The
Glamaphones. It contributes a means by which to examine the participants’ views about LGBTQ
identity, and to uncover what discourses construct the LGBTQ choristers and The Glamaphones.
That is, group motivations, processes, norms and collective behaviours, including the circulation
of power and individual and collective expressions of agency, can be scrutinised through this
theoretical lens. Examining the discursive field which constitutes the choir will enable me to
reveal regimes of power and knowledge at work in the construction and performance of The
Glamaphones, and the roles LGBTQ identity plays within it in this historically specific time and
place, and the effects and benefits for members and the community.
This chapter has provided an overview of the work of Foucault as it applies to considerations of
subjectivity, power and identity, and an overview of feminist post-structuralism as influenced by
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Foucault. It went on to suggest that a Foucauldian influenced feminist post-structuralism
provides a useful theoretical framework by which to analyse my empirical research, and a means
to produce new meaning. In the next chapter, I will present some of the findings of this
research.
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CHAPTER FIVE - DISSONANT INTERVALS – CONSTRUCTING
THE CHOIR
In the last chapter, I introduced my feminist post-structuralist theoretical framework. I provided
a summary of Foucault’s technologies of power, and technologies or techniques for care of the
self, and considered how the subject is shaped by operations of power, especially discourse. I
addressed the potential for agency in Foucault’s attendance to ethics and aesthetics, and
concluded by highlighting possibilities for transgression and transformation.
Utilising Foucault’s (1972, p. 49) argument that discourse systematically forms the objects of
which it speaks, in this chapter I will discuss how the choir discursively brings itself into
existence, through moments of dissonance or conflict. This chapter looks at the early formation
of the choir, and the ways it produces its identity, through points of difference. The research
exposed how different aspects of identity formation has been privileged, or used as mechanisms
to include and exclude, during the formation of the choir. I will examine how power circulates
by exploring choir-forming discourses: that is, discourses of gender, musicality, community
building, sexual identity, religion, and ethnicity-based culture.
I introduce the voices of the participants to explore how they portray and constitute the
formation of the choir. I start by identifying issues of conflict during the transition from The
Homophones to The Glamaphones. At the centre of these tensions is the change from being a
male voice choir to becoming a mixed-gender choir. I analyse the early tensions, including
differing ideas about what the choir could and should be, and how the choir renamed itself. In
the second part of the chapter, I briefly introduce the diversity of participants’ sexual identities.
I then explore who participants thought should be able to belong to this choir. Established
within the western choral tradition with its mix of liturgical or sacred and secular music, I next
explore participants’ perceptions of the influence of religion on The Glamaphones choir. In the
final section of this chapter I discuss intersectionality and ways in which bi-culturalism shapes
The Glamaphones.
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Gendered tensions
In this section, I highlight how gender has been used as a mechanism to include and exclude,
and the impacts of this on the choir’s identity formation. I discuss the themes of separatism,
community building, homophobic stereotyping and hierarchies of identity that arose. I begin by
discussing the ways in which the male participants who transitioned with The Homophones to
The Glamaphones described the change. Next, I explore the views of female participants on
gender dynamics within the choir. Lastly, this section considers the tensions of having female
singers in the tenor section, and the impact of privileging sexual identity over gender as the
choir continues to develop.
The transition between choirs
The evolution of The Glamaphones from The Homophones was outlined in Chapter One (page
9). As a gay, male voice choir, the requirement for membership of The Homophones was that
the individuals joining were male-identified, rather than necessarily identifying as gay. Male
gender, rather than gay sexuality, was the privileged identity for membership. I asked cofounder Mark (50s), why he had established a gay, men’s choir rather than a men’s choir, or a
mixed-voice choir. Mark responded:
I enjoy gay men’s company … It never occurred to me to start a men’s choir and there
are several men’s choirs in Wellington. I think it was partly that we wanted to create
something of a gay community. And I suppose … I found [in another mixed-voice LGBTQ
choir] … a lot of the women could be very political, and I enjoyed the simple experience
of singing and doing stuff together without the sort of politics. If I’m honest about it
that was the reason.
Mark explained that The Homophones had received enquiries from women. While retaining The
Homophones as a gay, male voice choir Mark added they would have been “thrilled” to combine
with a women’s choir on “concerts and combined repertoire,” should a women’s choir form.
Mark’s comments may suggest a desire to create a male-only community space with a gay
identity, because he sought to surround himself with men’s company, and to provide that
opportunity for other men. Resisting women’s desire to form a mixed choir can be considered
as an example of “masculine solidarity” (Brickell, 2006b, p. 92), retaining a men’s space. It is
also possible to view this as a separatist discourse, desiring male-only space devoid of women.
Mark’s comments may also be read as a nostalgic desire for a non-political gay space, suggesting
that music-making is apolitical. This view contrasts with many others in the choir who consider
they are engaged in political acts, which will be discussed in Chapter Seven.
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The Homophones initial reluctance to form a mixed-voice choir meant there was no Wellington
LGBTQ choir that could include women, or others with non-male identities. Mark then
commented on the decision to become a mixed-voice choir after the choral workshop hosted by
The Homophones as part of the 2011 Asia Pacific Outgames:
In retrospect … I feel to some extent as if we were manipulated … There [was] … one
woman who … had a clear agenda to form a group of her own. And [she] organised for
someone else to make a public announcement of that at the workshop we were hosting
… I think it was an appalling way to behave … So, we became aware that there was a
move to form a group that would have been in direct competition with what we were
doing.
Mark described the planned announcement as being in “very, very bad taste” and expressed his
anger about it. He viewed this as “direct competition” although the two choirs would have only
competed for male singers. The Homophones reluctance to encompass women singers was
responded to by a resistant act, the announcement of the formation of a new mixed choir. This
creative, and ultimately productive, resistance illustrates Foucault’s argument that “where there
is power there is resistance” (1976/1978, p. 94). Through these tensions, or the
operationalisation of power and resistance the new body, The Glamaphones choir, was
produced.
It was the potential of this new choir that prompted The Homophones to become a mixed-voice
choir, although this was met by some anger, as the following perspectives indicate. Lyall (30s)
was initially reluctant to include women as other options to make the choir viable had not been
explored. Lyall commented, “It felt a bit like a takeover. There was one woman I was really
aware of who was driving this move and I felt like it had been imposed on us. I was just so
angry.” Similarly, Eric (50s) expressed anger, and described the transition as “clumsy and
awkward” because the sequence of announcements had made the mixed-voice choir seem
inevitable rather than something to be democratically decided upon. This suggests an
expectation that the choir operates as a democratic organisation in which individuals can
contribute their views for consideration. Eric noted there was a lot of animosity:
… to the challenge that had been laid down by the women. As I understand [it], ‘This
city’s not big enough for two choirs therefore if you don’t let us join we’re going to start
our own.’ That was actually quite threatening ... Kind of ‘we’re invading your choir’
almost. Fuck off.
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The sense of threat, takeover and imposition expressed in Lyall and Eric’s comments can be read
as the men’s sense of agency or power being under threat from women who sought to make
changes to the choir, and with it the male social space.
Another participant, Jake (30s), who supported expanding choir membership, illustrated a
dominant attitude towards women, noting, “Some of [The Homophones men] were saying
things like ‘Bossy lesbians will take over.’” Similarly, one MD, Lisa, also recalled:
I think there was some fear amongst the guys that there’d be all these [hesitation]
stroppy lesbians telling them what to do ... I think it was an age thing, particularly some
of the older guys were more worried about that than some of the younger guys, which I
assumed was something to do with old history stuff. And [with] the younger ones
there’s been more of an integration so there’s less to be scared of, because they
actually know people rather than stories told.
The fear recounted by Jake and the MD drew on a stereotype situating lesbians as aggressive
and domineering (Ward, 2009). This stereotype may be seen as a result of what Sedgewick
(1993) argues is the re-emerging and adaptation of discourses over time. Lesbians have been
positioned as “mannish” and unfeminine (Dyson, 2007, p. 44). Ghaziani et al. (2016) describe
possible residual effects of lesbian feminism which was concerned with promoting social and
cultural separatism. These discourses locate lesbians as different to acceptable norms of
femininity and may be read as misogynist. The participants’ comments suggest that some of the
men positioned themselves in opposition to the women. The MD proposed there may be
generational differences, implying that differing experiences or politics may have shaped
different gay male generations’ views on lesbians. Will (50s) similarly described the reluctance
of some of the men, commenting, “Demographically it was mostly the older men in The
Homophones who were scared I think, nervous.” Will added, “I remember thinking, oh this is
tedious misogyny.” Bruce (40s) concurred:
Some of the men were not keen on the idea … the way they described [it] was to say
they were looking for a men’s space and wanted men’s energy. And the way I heard
that was ‘I hate women’ really.
Bruce and Will’s comments may point to their utilising a feminist critique, suggesting that
excluding women from the choir had its roots in misogyny, or the fear or hatred of women.
Through this they position themselves as separate from this thinking, contrasting their views
with the gay-identified men who did not want to be around women.
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Many participants, regardless of their initial views on including women in the choir, suggested
that The Homophones was struggling to be viable, limited in membership and therefore also
limited musically and financially. It was for these reasons that participants I interviewed, who
initially voiced opposition to women joining, changed their minds. The Homophones opened to
women in April 2011 and changed its name to The Glamaphones later that year, describing itself
as Wellington’s gay and lesbian choir. Some men left the choir, as Bruce described:
We lost a bunch of men along the way who didn’t want to be in a SATB choir, or who
didn’t like the repertoire that we moved to, or there was something that wasn’t right for
them. But there were some who definitely didn’t want to be around stroppy lesbians.
These preceding comments have highlighted that The Glamaphones developed through a period
of gender-based conflict. As discussed, there were tensions for gay men who sought male-only
space, and those with historical or stereotyped constructions of lesbians as stroppy and
domineering (Ward, 2009), and for women who wanted to sing in a mixed-voice queer
community choir.
All the men who, in my interviews, supported the inclusion of women and did not express any
resistance to the transition, referred to themselves and the choir community as queer, some or
all the time. They ranged in age from their 30s to 50s, as did the participants who expressed
initial reluctance to women joining the choir. As discussed in Chapter Two (page 43), Van Dyke
and Cress (2006) suggest that gender barriers receded with the advent of queer politics and
identity, while others argue they continued (Bernstein, 2002; Oakenfull, 2013). Queer politics
has been resistant to the limitations of binary divisions, seeking to deconstruct binaries such as
those of gender and sexuality (Valocchi, 2005). These queer-identifying men’s contributions
may be deconstructed as evidence of having a more inclusive and less binary attitude than the
men with gay-only identities, regardless of age, thus supporting Van Dyke and Cress’s premise.
The introduction of women to the choir was reported to have affected the sense of community
within the existing membership. Mark acknowledged feeling a sense of loss of community
resulting from the transition to the mixed-voice choir. Several of the other men interviewed
commented on perceiving a sense of loss for others, but expressed personally experiencing only
benefits from women joining the choir. The social balance of the choir changed. Bruce
elucidated that his community need was “met more by it becoming a SATB choir.”
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Bruce expanded:
It wasn’t until the women started turning up that I felt … now there are some … people
in the choir who I really like, and I can imagine having them as friends, and seeing them
beyond choir every week. I remember going to social events when it was The
Homophones. I just didn’t really enjoy it to be honest. I probably would have left The
Homophones if it had continued as it was … The women in the choir are looser, fun,
relaxed, flirty, there’s a little bit of raunch … it’s queer and a bit camp and all the things
that I kind of enjoy being around lesbians and gay men.
Bruce’s comment suggests that women changed the dynamic of the choir, including bringing
elements that are more stereotypically associated with gay men, such as the sexually suggestive
“raunch,” and camp. This view was reiterated by another participant, Will, who had considered
leaving The Homophones due to boredom. Will described loving the arrival of the women as it
was “great for that community thing.”
Other benefits expressed included the broadening of the repertoire and the sound, and a sense
that The Glamaphones felt more professional. Jake said he had not been “interested in that idea
of a really exclusive gay male space,” adding:
I really appreciated what others like women brought to the choir ... and others, not that
I think we’ve ever had any trans people as far as I know. I thought it was a positive
thing. I enjoy the humour lots of the women brought. They just did heaps of stuff.
They took on heaps of organising roles. I preferred the sound as well.
Jake’s comment suggests that the women contributed to the development of the choir
musically, and organisationally. Richard (40s) also explained that the women brought a
“different” but “good energy.” Like Jake, Richard acknowledged that women contributed,
bringing in skills and experience. The arrival of the women might be read as bossy lesbians
telling the men what to do, or alternatively read as women making contributions to the
operation of the choir and its development as a social space and community group. Jake’s
comment also indicates that the inclusion of women in the choir created potential for trans
people, or those who may be more obviously gender diverse, to join. Moving from a singlegender choir made it possible to accommodate more transgressive gender expressions, although
this was not made explicit in choir documentation or publicity at that time.
These comments may suggest that the arrival of women brought more people to the choir with
norms or behaviours associated with LGBTQ rather than an exclusively gay culture, or perhaps
cultural similarities with these men. They could also be read as a demonstration of the
P a g e | 85

transformative potential of lesbian and gay subjects moving beyond the discourses, and the
dynamics, of separatism to find common ground and mutual pleasures. The comments of all the
former Homophone members I interviewed suggest that changing to a mixed-voice choir
transformed the membership, musical, organisational and social aspects of the choir.
I asked some female participants about the gender dynamics they observed in The Glamaphones
choir. Aside from Jess, whose comments I discuss in the following, women asserted that did not
observe any. This may suggest that after a “settling down period” referred to by one former
Homophone, gender tensions were alleviated. It may also suggest that there is a desire within
the choir to minimise tensions. An alternative reading is that, compared to wider society,
gender-based power relations have less at stake in this LGBTQ environment and are therefore
less visible.
Jess (50s) commented on performances of gender that she had noted:
It’s really interesting. The men are so gay ... There’s been a few times where there’s
been some heavy things to lift and stuff to do and it’s the women who've done it.
Nowhere in a straight group have the women done the stuff, the men would just do it.
A couple of discourses are evident in this passage, firstly, a stereotype of gay men as less
physical and masculine than straight men, and secondly, lesbian women as more physical than
gay men. Here, gay men and lesbians are constituted in bodily terms. This passage could be
read as a homophobic stereotyping of gay men as weak or deficient in their masculinity. It
reverses the “aesthetic of femininity” (Bartky, 1988, p. 72), framing men rather than women as
fragile or lacking muscular strength. Jess showed some delight in this transgression of
heteronormative gender performance or behaviour, describing it as “really great in some ways.”
Jess went on to comment, “In terms of gender politics the men … don't dominate, they don't
take over. In fact, it’s the women take over… I’ve heard comments about bossy women.” Jess’s
comments demonstrate a consciousness of a continued, underlying gender tension. She
explained:
Being lesbian women often comes with politics and feminist politics. A lot of women
are used to being assertive and so the men are surrounded by a bunch of assertive,
often feminist, women. We have to be careful not to squash the men and let the men
come through. It seems a bit strange saying that.
This echoes the constructions of lesbians as political and stroppy, evoked by Mark and discussed
earlier in this section. In Jess’s comment, men may be seen as being stereotyped as weaker
than the women. Jess acknowledges her thinking as a reverse discourse (Foucault, 1976/1978),
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that is, reversing the dominant feminist discourse, unusually positioning women as having more
power than men. Having been an early member of the mixed-voice choir, it was, at times,
challenging as a researcher to hear the men’s reflections on the conflict and, for some, personal
costs relating to when women joined. I, like Jess, was concerned that men may have felt
excluded from what had originally been their choir. The women’s reflections on gender
dynamics may suggest there are different gender-based relations of power in the choir in
contrast to mainstream society, as women are afforded a sense of safety, and sometimes
possibly dominance, while men’s comfort in a formerly male space was disrupted.
Tensions in the tenors: binary gender conflict in the age of diversity
The gender dynamic may also be affected by the organisation of the choir. The space where
men and women physically and musically intersect most is in the tenor section of the choir.
Traditionally in a choral ensemble, the tenor section is exclusively male. Some, although not all,
LGBTQ mixed-voice choirs and mainstream choirs encompass women in the tenor section. A
female tenor in Beale’s (2017) study is referred to as an “outlier” and “minority” within LGBTQ
singing (p. 365). Women, however, have been singing in the tenor section since the inception of
The Glamaphones. This transgression of a traditional gender section delineation was raised as
something positive by several of the younger participants. Jake (30s) explained, “I really like
that some of the women sing with the tenors [names three]. I like having female voices in our
part … I like the fact that it gets mixed up.” Ani (30s) also highlighted the “gender crossing” of
“gendered parts” as an example of how the choir is transgressive. These comments may
indicate that these younger singers reject the traditional binary organisation of choir sections or
parts, that is, female Soprano and Alto (SA), and male Tenor and Bass (TB). Jake and Ani both
express their enjoyment of this, because, in their view, it disrupts understandings of sex and
gender, and the choral tradition. Women tenors breach the traditional view of women as
having high voices. Female tenors’ inclusion in The Glamaphones makes it possible for women
with lower vocal ranges to be included in choral music-making, while publicly demonstrating
that there is more variety in voices than the traditional binary SA and TB sections imply.
However, the inclusion of women in the tenor section was also reported to have created
tensions. One participant, Di (60s) recounted a situation from the 2015 choir camp where:
on the board of gripes … there was some concern raised by anonymous people that
women shouldn’t be in the tenors. There were about four comments. I know that
that’s an issue for some of the men, the male tenors.
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Di’s comment can be seen to suggest that while having women in the tenors is an issue for some
men, it may only be raised anonymously, and therefore the concerns are never made explicit.
This is an example of how conflict, in this case a gender-based conflict, is not discussed openly
and explicitly in the choir. It suggests that individuals, or groups of tenors, are making
concessions to keep the choir functioning without addressing potentially contentious or divisive
issues. Jess (50s) also raised concern about the gender mix in the tenors. She recounted that
the choir had been learning pieces that were traditionally for separate male and female groups:
My strong feeling is we're a same-sex [attracted people] choir and we struggle to get
men, and I think it's important that the women sing together, and the men sing
together, not [in Soprano Alto/ Tenor Bass] parts. When you're singing those pieces and
you're learning you meet at each other's houses and have practices. It's part of bonding.
It's part of men being men, and women being women, together.
In this passage, Jess positions sexuality as the foundation for the choir, excluding gender
diversity, and thereby promotes the interests of some, whilst subordinating the interests of
gender diverse people. In suggesting that men would be put off the choir if there were women
singing in their part, Jess’s comment could be read as implying that gay, bisexual or queer men
would not want to spend time in close proximity with women singers. Jess’s comment may also
suggest that there are sexual interests at play for these same-sex groupings, and that men need
their space together, as do women.
In contrast, MD, Heather also talked about this conflict, challenging binary gender choral
assumptions. She recounted asking the choir to split into two groups, that is, soprano plus alto,
and tenor plus bass:
Someone in the choir said, ‘Can we have all the men singing tenors and bases and all the
women singing altos and sopranos?’ I have two or three women who sing tenors. I was
totally taken aback by that statement. Of all the forum that I would have expected to
hear that statement this was not it. I wouldn’t have expected that to come out of the
choir … I just said, ‘I’m not going to tell people what section to sing in.’ I wouldn’t, full
stop. People need to find the vocal range in which they are comfortable and sing in that
range.
The MD expressed surprise that a binary view of gender, and the correlation of gender with
specific voice parts, exists in The Glamaphones. These passages can be read as suggesting that
members may not understand or embrace the implications of striving to be a diverse and
inclusive choir. The tensions towards having women in the tenor section, and Jess’s suggestion
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of the importance of bonding within gender groups, may be interpreted as a gender-based
concern for boundary maintenance by some members. In part, this may be explained by the
choir having formed from the male voice choir, and its subsequent early commitment to
maintaining some men-only singing to retain a men’s space and something of The Homophones
tradition. However, the MD’s comment suggests that the cis gendered male/female binary is
not appropriate in a time of changing and emerging gender and sexuality identities. The use of
binary subject positions such as male/female, and lesbian and gay, rather than LGBTQ, may act
to limit the potential of the choir, both musically and in terms of participation and the diversity
of membership. It serves to disqualify other voices. Jess’s comment suggests there is a
hierarchy of identities, and thereby a hierarchy of power relations, which may be seen to serve
the hegemonic interests of cis male/female by positioning their needs as paramount. This
reinforces inequality, and forces gender-fluid, gender-queer and gender non-defining people
into a binary male/female position to sing these pieces, something the MD rejects. In this
section, sexual orientation can be seen to be the privileged mechanism for inclusion in the choir.
It results in sexual identity being privileged over gender diversity in the composition and identity
of the choir. However, this is being challenged by some members and the new MD.
The numeric dominance of gay- and lesbian-identified people over gender diverse people in the
choir was raised by many participants, which may suggest a desire to be more inclusive of
gender diversity. Some participants expressed concern about whether the choir was appealing
to trans people, having been aware of some trans people who had only briefly attended
rehearsals. A former chairperson reflected:
We have had one or maybe two transgendered people come along and give it a go a few
times. The thing is, I don’t know how to be welcoming in the sense that I don’t know
what it is that I am doing or not doing. I’ve got this feeling that there’s something we’re
not doing right but I don’t know what to do.
This comment suggests that there is a willingness to include trans people. It also suggests that
there may be right ways of welcoming or supporting trans people. The pursuit of a right way
could limit attempts at community building by excluding other attempts to be welcoming.
Another participant commented on changes within the LGBTQ grouping:
It’s changing so quickly. There used to be just the gays and the lesbians … and the transgenders were over here. Now there are all manner of questioning and carrying on ... it’s
a dynamic thing. It’s always changing. It’s evolving. What’s next? And that’s the part
of it that we’re not connected to at all – Seb (50s).
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Ghaziani (2011) referred to rapid internal diversification in a post-gay era, as discussed on page
44. Seb’s comment may be read as indicative of this diversification occurring in the New
Zealand context. Seb’s quote may be indicative of nostalgia for past binary structures, or for
lesbian and gay identity dominance. It may also signal a desire to ensure that the choir also
evolves and embraces the dynamism of identity construction in this period, possibly to stay
relevant.
Chris (50s) also commented:
I’m not convinced it’s LGBTIQ at the moment. I think it needs to move down that track.
I think it ticks lesbian and gay. I know that there have been people who’ve come along
who would identify as trans, if that’s what they wanted to do, but I don’t feel the
language we use necessarily makes us seem that inclusive.
Chris’s comment indicates the importance of language in naming and promoting the choir as
inclusive. This suggests that it is necessary to signal to trans people that they are welcome in
the choir.
It was apparent to me as researcher that participants were not always aware of the sexual or
gender identities of other members. Richard (40s) identified that, despite the choir being an
accepting and affirming group, it may not be a space that all individuals will feel comfortable to
be completely open in:
… there are still things that are a part of people’s lives that they might think actually, no,
I don’t want to go there with the choir … Particularly I would say for people of diverse
gender identities, trans people, people who might identify as intersex who might be
interested in being a part of the choir … if you’re wanting to go along somewhere and
just be comfortable and be seen for who you are, those experiences, those identities are
still a bit fraught … people will still be weird about someone with a trans history, a gay
man with a trans history.
Richard concluded that “the choir as a group wants to be inclusive and supportive of that kind of
stuff but is still complex for people to be out there with.” Richard’s quotes suggest that, despite
the choir wanting to be inclusive, some people may not want to be open about all aspects of
themselves. It may also suggest that, despite good intentions, the choir is not yet a safe space
for trans people to be explicit about being trans in. Therefore, language, while important as an
indicator of inclusion or exclusion, may not be enough to ensure a welcome space for trans
people. As discussed in Chapter Two (page 32), choruses struggle with inclusivity and diversity
(Bálen, 2009; MacLachlan, 2015). These findings suggest that many members of The
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Glamaphones have an expressed desire to increase diversity and inclusiveness but are uncertain
how to achieve this. There is an awareness that language is a tool to signal a welcome to
underrepresented groups. However, as seen in this section an awareness of how to operate
chorally beyond gender binaries is still required, as sexual identity can be seen to be privileged
over gender identities in forming The Glamaphones choir.

Sexual identity and inclusion
In this section, I explore the meaning of sexual identity for the participants, and how sexual
identity operates as a formative discourse in the choir. I asked participants how they identified,
if at all, regarding gender and sexual orientation. As noted in Chapter 3 (pages 63-66),
participants held diverse sexual and gender identities including gay, lesbian, queer, gender-fluid
and gender-queer, and a reluctance to hold or label an identity. The participants’ identities and
experiences reflect the LGBTQ literature, in finding some adhere to an essentialist discourse of
being born that way, while others’ identities are presented as non-fixed or fluid. Despite this
range of understanding about their identities these participants had chosen to become involved
in a named LGBTQ choir, suggesting an acceptance of the diversity of identities and politics
within the grouping. Many participants had held different sexual identities at different times in
their lives. One such example is Mary (60s) who described herself as lesbian “for quite a long
time. It used to be bi before that and there was one point at which I identified as heterosexual.”
Mary also referred to herself as queer during the interview. Jake (30s) commented, “For
probably most of my 20s I identified as bisexual but now people call me gay, and I sometimes
refer to myself as gay. I probably prefer the term queer.” Both examples demonstrate the
fluidity of sexual orientation and identity (Epstein, 1998; Bergonzi, Carter & Garrett, 2016). The
participants’ quotes suggest that the construction of identity, or the subject, is an ongoing
activity. Many of these participants used sexual identity terms interchangeably, suggesting they
did not adhere to a singular identity label. As can be seen on pages 63-66, there was no agerelated consistency to how participants identified, which suggests that there is no specific
generational correlation to identities, but rather they may be related to political attitudes and
experiences. In contrast, a heterosexual participant, Sally (40s) reacted with surprise to the
question. Sally commented, “I haven’t been asked about it all that often.” Sally’s response can
be read as suggesting heterosexuality is normative and does not require deliberate construction
or explanation.
I also asked participants what their identity meant to them in the context of living in Wellington
in the 2010s. While many struggled to articulate what their sexual identity meant their eventual
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responses included sexual activity, intimate relationships, cultural expressions, and politics.
Mark (50s) commented, “I identify as a gay man and what that means is that I have a male
partner, I enjoy sex with men. I would say that that is about all that that says about me.”
Similarly, Seb (50s) said, “It certainly is the sex part of sexuality.” Elaine (60s) clarified that her
gay identity was “a lifestyle choice. It’s about the relationship that I have with my partner. The
wider community in terms of our participation isn’t important to me.” In contrast, for Miriam
(70s) her lesbian identity included “politics, and to me lesbian politics is inevitably pretty left
wing as well as it’s lesbian, it’s feminist, it’s anti-racist, it’s anti-classist,” suggesting a feminist
and gay liberationist political identity. Becks (40s) described herself as both lesbian and dyke,
and explained her identity related to her politics, and cultural life: “It’s a lens that I see the world
through. It shapes my politics. It shapes my sense of activism … It might shape what I read, or
music I listen to.” Becks’ comment illustrates that sexual identity engenders much more than
sexual object choice (Hubbs, 2000). Becks’ perspective reflects Halperin’s (2012) thesis that
“gay” is a cultural practice. For another participant, Ani, (30s) her queer identity meant “being
on the margins.” She linked queer to “subversiveness” and being “radical and questioning
things and stirring things up.” In these comments, Ani suggests her identity is political.
The participants can be seen to have constructed themselves, producing multiple identities
under the LGBTQ umbrella. Participants’ responses suggest that there is not a unitary gay,
lesbian or LGBTQ subject, or identity, in the choir, and that identities are always in construction.
Many participants recognised this fluidity, evident in their responses to the question of who
should be allowed to join the choir, which I discuss next.
Who belongs?
In its first years, The Glamaphones’ publicity described the choir as welcoming anyone who
wanted to participate. The question of who should be allowed to join was raised by a
participant, and I subsequently asked other participants this question. The answers highlighted
the significance of LGBQ sexual identity and participants’ comfort and safety within the choir.
Bruce (40s) commented he thought anybody should be able to join:
… people who join the choir who are 'straight', if they’re choosing to join the choir, then
that says something about what’s going on inside their heads. Which might mean
maybe they’re not as straight as they think they are, or that ‘straight’ as defined by most
people feels a bit constraining … There is also a second group who looks very straight
but the choir is a way of starting to … explore a bit more.
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Bruce added, “I really wouldn’t want the choir to get to the point where there were so many
straight people in it that it lost the sense that the dominant culture is a queer culture.” This
comment suggests that the choir creates its own culture, distinctive, but at risk from straight or
heteronormative culture. Bruce’s comments are indicative of other participants who thought a
desire to participate in The Glamaphones might be part of an individual’s process of exploring
their sexuality. Eric (50s) explained:
Initially I was thinking … ok if you’re gay, bisexual, if you’re lesbian then that’s fine,
that’s great. If you’re straight we don’t want you, but actually, ‘oh, you were straight
last week but you’re not anymore, or you’re going to be straight now, well that’s fine.’
It’s kind of like anybody that wants to come and sing and wants to support that kind of
environment, that’s who it should be.
Eric’s comment suggests sexuality is non-fixed and flexible, and therefore the choir should be
flexible in its membership protocols.
Several participants expressed that it was important that the choir, made up of a minority group
who had experienced discrimination, did not discriminate against anyone to prevent them
joining. Mark (50s) illustrated this view:
I think part of the whole thing we’ve campaigned for as queer people is the right to be
included in society, the right to be part of society at large, and I don’t think practicing
reverse discrimination is the way to go about that.
Mark’s comment reflects those of other participants who suggested that being inclusive was a
desirable value or characteristic of The Glamaphones. Another participant, Kim (50s), described
the choir as an “inclusive community.” She elucidated:
We shouldn’t be saying ‘You’re straight so you’re not welcome.’ If you’re straight and
you can come into the choir and you can accept us for being who we are, then to me
you’re more than welcome … Bring your friends, if they want to join, that’s fine. I’d hate
anybody to come into the choir and not feel comfortable themselves.
Mark and Kim’s comments may be framed as the valorising of the inclusiveness of LGBTQidentified people. The comments may be seen as a reverse discourse of the superiority of
heteronormativity (Foucault, 1976/1978). It suggests that LGBTQ-identified people have
experienced exclusion and power as repressive, but unlike the operations of heterosexuality and
heteronormativity, the LGBTQ community will not operate exclusionary practices or act in a
repressive way.
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Other participants had contrasting views. Chris (50s) described their reaction to hearing
concerns in the choir that the chosen repertoire for the Gay Anthems concert might alienate the
straight members:
I don’t really care if it does … If they don’t like it there are plenty of other choirs for
them to join. I don’t care if there are straight people in the choir, but if they’re going to
interfere, or we’re going to worry about [the] choice of music … then we’re the wrong
choir for them.
Chris’s comment uses an argument that Bruce’s earlier comment suggests, that heterosexuals
are welcome, but not at the expense of LGBTQ cultural maintenance and pleasures. Another
participant, Becks (40s) recounted that she had initially thought “Go away, you’ve got your own
fucking choirs,” but had changed her view because she liked the people in the choir who were
not LGBTQ-identified. Becks added, “Now I think if you are happy to stand up and say, ‘I’m in
this choir’ then that’s ok with me… It’s good to have allies. It’s good to have people in the
straight community that aren’t ashamed. I still don’t really understand, but that’s ok.” Becks’
comment suggests that the choir facilitates heterosexuals as active allies of LGBTQ-identified
people. This statement may suggest that the LGBTQ grouping or community experiences power
negatively, and requires external support to eliminate the repressive effects of power.
Jess (50s), reflecting others’ views, indicated that she could not understand why non-LGBTQidentified people would want to be a part of the choir. She added:
It's kind of weird, especially when our last concert was so openly gay and about gay
rights and things. It must be strange being straight singing about that … kind of like
being white in a black choir singing about racial equality and the hard times that you
have … If you're [in] a black choir and you're singing about slavery and breaking free …
it's kind of weird. You're a white person singing about it, kind of odd because you
haven't experienced it.
Jess aligns inequalities experienced by LGBTQ-identified people with those of black people. This
may be understood as suggesting both groups have a lived experience and knowledge of
discrimination. It may also suggest that an essentialist discourse or quasi-ethnic discourse of an
innate sexuality or identity is adhered to by some participants despite the treatment of
identities as fluid and unstable by others (Epstein, 1998).
Di (60s) described her feelings of rage when she discovered a new member was straight. She
explained that her rage was because “queer communities” have had to “work hard” to create
their own spaces, while there are other choirs and communities available to straight people.
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Di’s sense of “solidness” and “safety” in the choir had been disrupted, as she could no longer be
assured that she was in a queer space. Di said she later thought, “Get over yourself,” and
added, “As long as the information on our website and all our written information is crystal clear
… I think that’s enough. There shouldn’t be any kind of vetting, that’s ludicrous.” Di’s initial
comments may be seen as an assertion of her identification with other queer people. She
suggests queer people experience some social exclusion from mainstream society, and the safe
space of the choir requires some border protection. Di seems to propose that any border
protection is not the responsibility of the choir. Despite Di’s desire for a safe space her later
comment could be read as removing agency from the choir.
As diverse sexual identities and gender identities are the organising principle of the choir,
participants can be seen to be grappling with the question of who is in and who is out as they
construct and maintain the collective identity of the choir. This may illustrate that some
members hold tightly to the past and ideas about identity. An alternative reading may be that
these participants seek to maintain a space of LGBTQ cultural dominance and a sense of
security. An example of the impact of a breach of this sense of safety, and of the unspoken
norms of the choir, are discussed in the following section.
“Undies man” and a breach of norms
The following example illustrates that, whilst declaring the choir as welcoming to all, there are
limitations on acceptability in practice for many members. It also demonstrates that, although
the choir was formed on the basis of sexual identity, there are unspoken norms governing what
behaviour is acceptable and unacceptable. A straight male choir member attended the “Jesus
Christ, Superstar” themed social evening of a Glamaphones choir camp, dressed in a loin cloth.
This incident was described by many participants as having been uncomfortable and unusual.
Mary (60s) recalled a sense of anger from the men: “It was like what the fuck are you doing?
Nakedness is sexual too, and you're straight, what does this mean? And we're not doing it.”
Several male participants described finding the incident “weird.” This member appears to have
breached the boundaries of acceptable behaviour and membership of the group, misreading the
norms or constraints of the choir and subsequently conducting an unwelcome sexualisation of
the space.
Will (50s) clarified how he found the man’s presence in the choir affected his choir participation:
I did not like it when we had the undies man in the choir and I found myself not giving
anything to him. I was polite but whatever psychodrama was going on there really
didn’t interest me and it diminished my enjoyment of the choir. How we regulate for
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that I don’t know... I have to deal with straight men all the time, on a daily basis, they're
in my face, and not in a good way, all the time and I don’t want to deal with this here.
Will’s comment illustrates his displeasure in having a straight man in the choir. This comment
emphasises the purpose of the choir for Will, which is to be in a queer space. Will’s response to
the presence of the straight man is a counter-act, or resistance, by not engaging with, or
welcoming, him. The reported reaction of The Glamaphones men to this incident evokes the
reaction in Attinello’s study (1994) to the acceptable roles that straight men may play in an
LGBTQ choir. This suggests that, despite the different country setting and social and legislative
changes in the intervening years, there is a desire for the maintenance of queer space that is
regulated by queer people. In contrast with the reaction to undies man a heterosexual female
was referred to by many participants, including Will, as being a welcome member of the choir.
This may suggest that sexual identity alone was not the cause of discomfort about undies man.
It may also suggest there are gender differences in the response to straight members. The
gay/queer identified men appear to have been more challenged and discomforted by the
straight man’s presence in the choir than lesbian/queer women by a straight woman’s presence.
Jess (50s) explained:
She's very kind of gentle about her sexuality. She doesn't ram it down anyone's throat
that she's heterosexual … And she's fitted into the choir and she's taken on roles and
helps out and does stuff. And she comes along to all the social stuff and when she does
to me she doesn't seem uncomfortable.
Jess’s comment reverses a refrain of heterosexuals tolerating homosexuals only if their
behaviour is constrained. Jess highlighted that the straight female member was not noticeably
sexual, or heterosexual, so unlike the undies man she did not breach choir norms. Jess’s
comment may suggest that contributing to the choir through action, and fitting in socially, are
important values of the choir.

Musicality versus community building: a battle for the identity of the
choir
In the following, I address the tensions underlying differing discourses that were in conflict in
the early period of shaping the choir, that is, musicality and the desire for a high-performance
choir versus community building.
In response to my question about the most difficult part of their choir experience, two former
choir chairpersons, Mark (50s) and Bruce (40s), highlighted early tensions in The Glamaphones’
management committee. I was a member of the management committee for some of the
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period discussed in this section. I was conscious during these interviews of enabling the
participants to guide the interviews and did not presume we had shared the same experiences,
or perceptions of events. I have reflected at length on my responses to these discussions. The
flexibility of a feminist post-structural reading of the data, with its acknowledgement of many
truths, minimises the risk of distorting the data analysis, but I acknowledge that my views, and
those of the participants, are multiple and contestable (Taylor, J., 2011).
Mark described a complex struggle over the purpose and identity of the choir that resulted from
inviting Karen, who had planned to form a mixed choir which initialised the transition of The
Homophones to a mixed-voice choir, on to the management committee. Karen was later joined
by her partner, Tracey. Mark explained:
I think they were certainly trying to put their own stamp on the choir and take it in the
direction they had envisaged … rather than joining in with the ethos of the group that
we had established and that we had invited her to join ... There was a push towards
much higher levels of performance, which could be a good thing, but also for some
people put pressure on them that they didn’t want … These two women, by putting
their hands up to organise a lot of things for the choir, also created a situation where
they were seemingly indispensable. And then complained 'We have to do everything.’
Mark’s comment suggests that Karen and Tracey took on responsibilities to position themselves
as integral to the operation of the choir. However, in attempting to achieve their goals for the
choir, Mark indicates that others were negatively affected. This reported pursuit of individual
desire, that of choral excellence, which resulted in pressuring others, may be read as a lack of
ethical care of others (Foucault, 1982/1997). The attempt to shape the choir’s identity around
musical excellence rather than LGBTQ community can be seen to disrupt the pleasure of the
collective. It had the potential to cause significant disharmony, as is next addressed.
The chairperson during this period, Bruce, corroborated Mark’s view, describing this period as
“really, really challenging.” Bruce talked of “… a kind of ideological battle, but also just
personality, a desire to be in charge and get your own way.” Bruce elucidated:
It was a real battle for the identity of the choir, and the balance between musical
excellence and enjoyment, between community group and musical group ... I think
we’re lucky that it came together because it could have turned out differently … We
were able to support each other and win … I realised it’s actually a zero-sum game,
either they leave, or the choir will fall apart. I really felt like the choir was not going to
survive with these two trying to run it.
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Bruce added:
We were lucky I think, that they kind of got the pip and left. They could have wrecked
the place. I think they cared more about their own success, or their own perception of
their own success, than they did about the choir.
Both Mark and Bruce highlight the clash of ideas about what the choir should be and could
musically achieve, that is, an LGBTQ social and community choral group versus a premier or
high-performance choir in which the LGBTQ identity was incidental. Mark and Bruce position
Karen and Tracey as having attempted to assert their vision over the ethos established by The
Homophones, in which the gay identity, and the social and community aspects of the choir were
predominant. Bruce uses the language of war, which emphasises the tension and sense of
conflict, highlighting that power plays were involved.
Committee meeting minutes illustrate two specific incidents. The committee rejected Karen and
Tracey’s proposal to offer post-audition scholarships to male singers in order to boost the bass
and tenor sections, and to achieve a numerical and sound balance (The Glamaphones, 2012c, p.
4; The Glamaphones, 2013b, p. 6). The committee’s rejection suggests that the majority wanted
the choir to remain a community choir for all comers, rather than attracting and privileging good
singers with scholarships. During a meeting reviewing the choir’s first full year as The
Glamaphones, a proposal was put forward by Karen and Tracey that the group split into two
choirs, one for a group of more professional singers and one for community singers (The
Glamaphones, 2013c, p. 1). The committee’s subsequent rejection of these proposals has been
constituted by Bruce as a battle for the choir’s identity. Differing discourses may be seen to be
ordering the values and priorities of these committee members. The actions of Karen and
Tracey, implementing changes to raise performance standards, and suggesting scholarships and
splitting into two choirs, can be analysed as seeking to achieve a choral excellence based on a
traditional choral discourse. Whereas Mark and Bruce’s comments suggest that, for other
committee members, the desire for choral excellence or legitimacy sought by Karen and Tracey
was outweighed by a discourse of community building. Bruce and Mark’s comments may be
read as suggesting that, rather than displaying care for others and pursuing the community
ethos of the choir, Karen and Tracey were intent on achieving their personal goals. In this way,
the choir may be a site where discursive constructions of choral excellence and gay and lesbian
community building are in tension in the establishment of the choir’s identity and ethos. It is
evident from management committee minutes from this period that committee members
increasingly took on organising activities, redistributing responsibilities within the committee.
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They responded to Karen and Tracey’s proposals by ensuring the choir was preserved as one
singing group rather than two choirs. In this way, circulating power relations within the
management committee continued to shape a more democratic ethos and choir identity.
Mark suggested:
Most of … the choir, I don’t think were particularly aware of what was going on, and the
situation was resolved without splitting the group which had been my fear, that the
group could have been divided and we would have been left with nothing.
Mark’s comments suggest that this conflict was addressed discreetly, so as not to disrupt the
pleasure of the other choir members. Indeed, when I asked participants about moments of
tension in the choir only two of the 15 non-committee members in the choir at that time
referred to this period of conflict. One participant, Kim (50s), described it as “definite bad
feeling, there was something not quite right there. I was aware of some difference of opinion …
about the way that the choir was going.” Another participant, Mary (60s), commented, “I know
there's been some absolute serious conflict in the choir and the committees. Sometimes I'm
gobsmacked, that that's what's been going on and I've been completely oblivious to it.” In this
battle for the identity of the choir, the choir and the management committee are sites for the
negotiation of power. Bruce and Mark’s comments suggest that power was operating at a
capillary or local level (Foucault, 1980) within the choir itself, and was constrained to incommittee conflict. Mark’s comment suggests that power was negotiated and operated out of
view of the choir members, although Kim and Mary, who sang in the same section as Karen and
Tracey, were aware there was tension.
The quotes in this section suggest that no one individual within the choir and its management
were uniformly powerful, or powerless. The circulatory, and net-like nature of power is evident
in these stories of choir transition and development (Foucault 1976/1978, 1980), suggesting that
participants operated agentically to progress their concerns, some of which were for the good of
the group or the collective. This section demonstrates that a discourse of community building
was the dominant or formative discourse of The Glamaphones. This contrasts with literature
that suggests, for US gay men’s choruses, musical excellence, financial success and reputation
are primary discourses, and for individuals a reason for joining and remaining in choirs (Mensel,
2007; Hilliard, 2008; Gregory, 2009; Avery et al., 2013; Moro, In press).
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Naming the choir
Another example of how power has operated in constructing the identity of the choir, is the
naming and labelling of the choir. A whole choir discussion on a new name for the choir was
held at the 2011 choir camp, suggesting a democratic decision-making process. This discussion
followed a failed earlier process where members had voted on options, but the management
committee did not endorse the option which had elicited most votes. Following the group
discussion at camp, the choir chose “The Glamaphones.” This was selected to acknowledge the
choir’s history as “The Homophones.” The committee adopted the strapline “Singing out in
Wellington” to avoid including some identities and risk excluding others. The identity or
subjectivity of the choir can therefore be seen to be produced, in part, through language
(McNay, 1992; Ghaziani, 2011). “The Glamaphones, Singing out in Wellington” points to a nonexclusive choir, lacking restrictions to any specific identities. It can be seen as representing
glamour and a sense of frivolity, a gay stereotype. It may be read as playing on the 18th century
meaning of glamour, that is, to be enchanting or magical. The use of “The Glamaphones” may
also be understood as reluctant to name itself; or by not naming identities, it may be seen as
“post-identity” (Seidman et al., 1999; Haritaworn et al., 2008).
My review of promotional materials and the choir website found that descriptions of the choir
changed from its inception. The Glamaphones was initially referred to as Wellington’s gay and
lesbian choir on its website and publicity materials. As described earlier (page 10) the 2012
AGM minutes note a brief discussion on whether the choir should have an inclusive title
explicitly indicating something broader than gay and lesbian, but there was no resolution
recorded (The Glamaphones, 2012b, p. 2). By September 2014, The Glamaphones was
described as “an inclusive community mixed SABT choir,” “gay and lesbian,” and a “mixed
GLBTQ group” on its website. This changed to “Wellington’s GLBTQI choir” in 2015, and in
October 2016 the choir was described as “Wellington NZ gay, lesbian, bisexual, transgender,
inter sex community SATB choir.” There is no record of a decision having been made to make
these website changes, which suggests they were done without the endorsement of the choir or
management committee. As discussed in Chapter Four, feminist post-structuralism posits that
language constitutes realities and subjectivities. Reflecting on Foucault’s (1972, p. 49) argument
that discourses systematically form the objects of which they speak, the naming of the choir as
part of the “GLBTIQ community” may produce it as a “GLBTIQ” choir. Thus, in publicising the
choir as “GLBTQI” it was constituted as “GLBTQI,” speaking itself into existence.
According to one of the participants, the term “The Glams” started to be used informally in
notices during rehearsals, on the members’ Facebook page and in choir emails, and then by
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people external to the choir. During my interviews, two participants used the term “Glams,”
one fourteen times in contrast with her four time use of “The Glamaphones.” Management
committee minutes demonstrate “Glam” being utilised in reference to a “Glam Quiz” (The
Glamaphones, 2015a, p. 3), and a “Glam Dinner” (The Glamaphones, 2015b, p. 3), although here
its usage can be read as adjectival for specific events rather than naming the choir. “Glams” is
then used to name the choir in this example: “Glams will have a table to promote us” (The
Glamaphones, 2015c, p. 1) but its usage does not appear again in the 2015 or 2016 minutes.
The term “Glams” has been utilised in naming and promoting the choir, not through any agreed
or intentional process but rather in a creeping fashion. These references to “Glams” have
caused tension, prompting a remit to the 2016 AGM. The remit, submitted by a former
Homophones and current Glamaphones member, requested that the choir refer to itself
formally as The Glamaphones “in keeping with the background and traditions from where the
name of the choir originated” (The Glamaphones, 2016, p. 3). The decision was taken at the
AGM to defer discussion to the 2017 choir camp. Subsequently, I noted many uses of “Glams”
on the members’ Facebook page, referring to the choir members themselves. This usage may
suggest that, for some, membership of The Glamaphones choir now provides an individual
identity, that of being a “Glam,” implying a strength of identity attachment (Foucault
1982/1994). This example of tension over the use of “Glams” may suggest dissatisfaction at
continuing change within the choir, and a loss of acknowledgement of its history and evolution.
It could also be read as ongoing gender tension from the transition to a mixed-voice choir.
Each of the above examples of how the choir names and describes itself, and how issues are
raised at AGMs but are not discussed in detail, may suggest that the choir management
committee minimises opportunities to discuss contentious issues and restricts open discussion
of potentially divisive issues. In doing so tensions remain below the surface but the choir
remains, superficially, united. I next turn to consider a further divisive but significant cultural
influence shaping The Glamaphones, that of religion.

Secularism and religion
Most participants, 20 of the 24 singers, described having had some religious upbringing, 19 of
which had been in Christian denominations. Of these, two participants occasionally attended
services, and another attended regularly. Of the MDs interviewed, one identified herself as
Christian and was a priest in the Anglican Church, and the other described herself as “strongly
atheist.” Despite, or perhaps because of these religious associations, one of the most frequently

P a g e | 101

cited tensions within the choir was the abundance of religious music in the repertoire in the
choir’s first years, and its rehearsal base in a church.
From my choral experience, repertoire has a significant impact on the pleasure choristers derive
from participation in a choir. Jess (50s) and Kat (50s) discussed how they perceived a small
number of Christians in the music committee influenced the repertoire, and gave the same
example of the inclusion of “The Lord is My Shepherd” in the Wellington Zoo concert. Jess
recounted:
When we had the zoo concert the repertoire was about animals, and then suddenly
“The Lord is My Shepherd” popped in ... it seemed out of the box. The justification for it
was that it's because it's about a shepherd and therefore it's about an animal. It really
had nothing to do with animals per se.
This comment exposes tension about religious influences and decision making within the choir.
Kat and Jess were hostile to singing a song that positioned them as believers, and docile and
conforming subjects. It may indicate the importance to some of including religious music in the
programming, whatever the theme.
Despite having had a religious upbringing, another participant, Chris (50s) explained having had
a break from the choir due to its Christian overtones. Chris said:
There was a time more recently when it felt like we were becoming a Christian gay
group … [The choir] seemed to be quite influenced by people who’d been involved in
church music. Some of the music was nice, and I can sing a hymn here and there. But I
don’t want to be singing five in a row, and there are only so many Amens that I can take
… I think that as a queer choir we should actively think about the music that we’re doing
… it’s not something that we should be expected to sing and be ok with singing. I don’t
think that’s fair on people.
Chris’s comments suggest they experienced discomfort with the repertoire, and its influence on
the culture of the choir. Chris implies that a queer choir should not sing Christian religious
music, suggesting that there is an injustice in expecting members of a queer choir to sing such
music. Despite Chris’s displeasure, they acknowledged a blessing had been one of their
favourite songs to sing, describing it as “really gorgeous.” These findings support the
acknowledgement in the literature that sacred repertoire is contentious for many choruses
(Strachan, 2006; Henderson & Hodges, 2007; Bálen, 2009; MacLachlan, 2015).
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A former chairperson, Barb (60s), also commented on the Christian overtones.
We stopped being so Christian. We got a request to have less Christian music because
we had three blessings in one year … so we’ve had a move away from that. We’ve got a
new MD, and we’re much more solid in our sense of being a queer choir and being
representative of a queer community and wanting to support a queer community.
By aligning the reduction in Christian music with a discussion on how the choir has become
queerer, Barb positions queer identity as secular. This comment suggests that repertoire may
affect how a choir is viewed. For Barb, it seems that representing and supporting the queer
community is incompatible with seeming to be Christian.
However, around half of the participants whom I asked about their favourite music named
classical, sacred music pieces, some describing it as “absolutely beautiful” and “really emotive.”
Miriam (70s) noted, “So much of the corpus of good choral music is Christian,” although Paula
(60s) prefers sacred music “to be in Latin, (laughing) which is ridiculous really.” Miriam agreed,
“It’s easier if you don’t have to think about the words in the same way. It’s harder to sing it in
English.” One MD, Heather, encouraged a focus on the music rather than the lyrics, and
commented, “They’re just words at the end of the day.” These quotes suggest that sacred music
is acceptable to many participants, in contrast to modern religious pieces. The 2014 choir
survey results supported a desire by many for more classical, sacred and less modern religious
music (The Glamaphones, 2014). Rather than rejecting religious music outright, many
participants are constantly negotiating their discomfort with lyrics and their desire to sing good
music.
Chris commented that using a church as a rehearsal venue might be a barrier to inclusivity.
Abby (20s), who described her religious upbringing as “not an easy thing, being gay,” found
being in the church to be both sometimes “a bit weird” and also “comforting.” Abby’s conflicted
experiences replicate those of other participants. Barb (60s) clarified that she loved St.
Andrew’s but was not comfortable in churches, adding, “I know other people have been scarred
by, let’s just say God in their lives, or the influence of religion. And gay people have had … some
big struggles.” Paula referenced the experience of prejudice within the Christian church and
commented that she has a friend who will not attend any of The Glamaphones concerts held at
St. Andrew’s. Di (60s), while describing herself as “not totally uncomfortable,” referred to the
stigma of homosexuality in Christian churches, saying, “I can’t quite believe that we’re in a
church … I know how badly people have been treated by churches, so it just feels odd.” These
passages suggest that there is a sense of opposition to LGBTQ-identified people in the Christian
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church and belief that injury and injustices have been visited upon them. The comments also
suggest a sense of stigma in the religious domain remains, and discord for LGBTQ-identified
people in religious spaces. Religious discourses regarding LGBTQ people can be seen in
operation here, affecting participants’ pleasure in using the space and reportedly limiting others
from accessing the choir in a church space.
Kat (50s), the production manager, explained she tried to de-church the concert space, because
she was concerned the choir would be associated with the church, performing in St. Andrew’s
and having had a priest as MD. Kat added, “It’s got that [church] all the way through … For me,
the less church the better.” Kat’s comments may suggest that church influences on the choir are
inseparable from the choir’s identity. Kat seems to be actively engaged in secularising the
choir’s performance through the use of imagery, discussed further in Chapter Seven. It would
seem from the preceding passages that for some participants the use of St. Andrew’s church is
troubling. The church space, associations with religious music, and the founding MD’s
profession, may be seen to construct the choir as somewhat Christian, disrupting some
participants’ and potential audience members’ enjoyment of the choir. Here religion can be
seen to have productive effects on the constitution of this LGBTQ choir, while Kat operates
counter-power to produce the choir as secular and queer (Foucault, 1982/1994; 1977). Making
the choir experience and its performances more secular may be seen as the operation of care of
the self and others, as it seeks to reduce the barriers of religious discourses regarding LGBTQ
people (Foucault, 1984/1997c).
A number of other participants, however, expressed their pleasure in St. Andrew’s as a quality
rehearsal space, commenting the acoustics and resonance made it a beautiful space in which to
sing. Kim (50s) emphasised that she had “absolutely no qualms” about rehearsing in the church,
as she saw it as “a building ... it’s got the religious aspect to it but just because we are rehearsing
in it, it doesn’t mean that we’ve got to be religious or even moved by anything that’s going on
there.” Kim’s statement may suggest that participants have agency in how they engage with the
space. Several participants described finding the large altar cross jarring, but their enjoyment of
music-making in the space transcended any discomfort. Seven participants commented that, for
them, it was acceptable to sing in St. Andrew’s because it is a “rainbow” and inclusive,
welcoming church and has a history of the pursuit of rights for LGBTQ-identified people. Ani
(30s) acknowledged there is still negativity towards LGBTQ issues in the church but added, “It
really excites me that the choir is willing to sing in a church and sing religious songs and things. I
certainly feel like I can be a person of faith in the choir.” Ani described experiences of sexual
identity-related rejection within her denomination. However, this quote suggests Ani takes
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pleasure in having her Christian identity affirmed by and within an LGBTQ-identified group. This
pleasure overlaps with enacting her queer identity within the St. Andrew’s space.
Alison (50s) also commented:
It doesn’t feel like a church … Although, when we’re singing some of the more serious,
sacred songs I think sometimes it transforms itself into a church. I know there’s a lot of
people [with religious backgrounds] in the choir and for them it’s a sort of … soothing
thing for them to be able to sing in that context, without getting shit from the church
that they’ve had in the past.
Alison’s comment may be seen to position St. Andrew’s as a neutral space, with transformative
potential. Her comment may also be read as suggesting that the choir’s location in St. Andrew’s
has the potential to provide a healing space or experience for members, rather than the
negative reactions implied by Chris, Barb and Di previously. A potential for affirmation or
reconciliation was also suggested by Jake (30s), a formerly practising Christian, who commented
on having felt uncomfortable with the religious undercurrents, including religious music that he
associated with repression, and with the former MD having been associated with the church.
Jake explained:
I’ve since moved on from that. It doesn’t have the same negative associations for me
anymore … It’s kind of nice to be able to reclaim those spaces for me. I don’t have to
feel bad about being there ... I don’t have to feel guilty, or shame, or weird that I’m in
this church space. I feel I can be there and it’s a safe space for me and I belong there as
much as anyone else … We’re a group of queers who come into that church and make it
our own.
Alison, Ani and Jake, like others, referenced the historic exclusion of LGBTQ-identified people
from the church. A desire to be involved in queer music-making has literally brought people
back into the church space. The comments suggest participants then have agency in using or
reclaiming the church space for their own pleasure, reconciliation, healing or identity
affirmation. Another participant, Becks (40s) commented:
That relationship with organised religion is still a bit of a work in progress for our
community … And there’s that kind of bittersweet moment of change when you’re not
quite sure whether to partake, or to make change through partaking … where you’ve
got to step into the world, so you can make changes to that sphere.
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In this passage Becks also acknowledges the tensions for LGBTQ-identified people with the
church. Becks’ comment may suggest there is potential for wider change. Ani similarly
commented on “being an irritant in the eye of the church. Just keeping on being there, being in
the midst of it.” By engaging with the church, and supporting St. Andrew’s activism by its
presence, The Glamaphones could potentially effect transformation in the wider church.
The resistance to modern religious music and some expressed concern over predominantly
performing in St. Andrew’s church resulted in a reduction in religious repertoire and more
performances in secular spaces such as a university theatre and community halls. The
participants’ reflections on religious influences on the choir suggest that secularism is important
to The Glamaphones LGBTQ identity. However, many participants take great pleasure from
singing sacred music, and appreciate the welcoming and inclusive nature of St. Andrew’s church.
This suggests that within this group of singers the aversion to religious music, particularly
traditional sacred music, and the church space is less real than assumed. The majority of
participants are able to enjoy the space without constructing an anti-religion discourse.
The relationship of the choir and St. Andrew’s church is explored further in Chapter Seven. I
next turn to consider other significant identities or dimensions that impact on the individuals
and the context of the choir, including its cultural context, in a Treaty based nation. 1

“Bringing the whole of myself”
As discussed in Chapter One, Introduction, page 45, identities, including sexual identities, are
complex and multiple, defined in relation to each other, and continually emergent (Manalansan,
2006; Haggerty & McGarry, 2007; Winn-Lentsky, 2007; Shields, 2008). During the interviews
identities or subjectivities of significance, other than sexual and gender identity, were illustrated
by participants, such as religious identities discussed in the previous section. Intersectionality
recognises there may be multiple and conflicting social dynamics, and different dimensions such
as race, gender, sexuality, class interacting in, and these can be brought into conversation
together (Cho, Crenshaw, McCall, 2013; Clarke & McCall, 2013, p. 350). This is evident in Ani
and Jake’s experiences discussed in the last section (pages 104-105). The Glamaphones, as
described earlier, is a group and space in which sexual and gender diversity is the norm. While

1

While New Zealand is multicultural in its population, The Treaty of Waitangi, New Zealand’s

founding document, sets out a partnership between Māori that is the indigenous people, and
the British Crown by which to form a national state and government (Orange, 2012).
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other dimensions are evident in the choir, such as health and disability, class, and ethnic
differences, these dimensions have less prevalence as gender and especially sexual diversity are
the salient or privileged, although not homogenous, identities in The Glamaphones.
I asked some participants if they thought the choir was representative of the wider Wellington
LGBTQ community. Some participants referred to the choir as “middle-class.” In contrast,
others commented that there was a diversity of class and incomes within the choir, giving
examples of financial and practical support provided to individuals. These dimensions and
subjectivities may or may not be visible or evident to others within the choir, or beyond. MD,
Heather explained, “We are an openly GLBT choir. But there are people in the choir for whom
that’s not necessarily the starting point, or the ending point.” Heather added, “I’m conscious
that there are people in the choir who are struggling with mental health issues.” The MD’s
comment can be read as suggesting that dimensions and subjectivities other than sexual and
gender identity can be of great significance for some members. One participant, Ani (30s),
identified herself as someone with a mental health consumer identity and expanded, “I bring
the whole of myself … I feel like I come along and am myself and feel supported. It's cool.” Ani’s
comment illustrates her intersectional identities. Ani further described the intersection of being
queer and a parent, commenting on the positive relationship between the choir and her baby.
Ani’s comments demonstrate how the choir provides a space for the intersection and expression
of her queer, parenting, mental health consumer self, illustrating that lived experience is
complex and identity is never singular (McCall, 2005).
The above comments illustrate that choristers are not one dimensional but rather bring the
whole of their social locations and intersecting identities to their experiences in the choir
(Shields, 2008). Individually, and collectively The Glamaphones is situated within a broader
cultural, social and political context, one aspect of which I turn to next.

Bi-culturalism and appropriation
Given the political and cultural setting of The Glamaphones within the Treaty based nation of
New Zealand, this next section considers the influence of ethnicity and of Māori, that is,
indigenous, culture on The Glamaphones identity. In responding to my question about
representativeness almost all commented that the choir was predominantly white or Pākehā,
that is, New Zealand European. A former chairperson commented:
I did … worry ... if you weren’t Pākehā that there was space there for you. I’m a bit less
worried about that now, I’d say we’ve got a way to go before we are representative of
the community, but we’ve got four, five, six, seven people in the choir who are clearly
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not Pākehā and seem, at least from my observations, to be comfortable and feel like
they’ve got a place there.
This comment suggests there is a concern about the choir being inclusive of ethnic diversity and
being more reflective of New Zealand society.
The results of the choir surveys demonstrate that many members enjoy singing waiata, that is,
Te Reo Māori or Māori language songs, and would like to sing more (The Glamaphones, 2013d,
2014). A participant reflected:
I suppose it's been good for me to sing all sorts of music I didn't know much about like …
waiata. That's been really helpful, because when we sing waiata at work I often know
them because we've sung them at choir. I personally feel being able to sing a waiata
confidently is important so the fact that I’ve sung it at choir is really helpful. – Lyall (30s).
Lyall’s comment demonstrates the importance of waiata within the New Zealand cultural
context. Waiata are sung in welcomes and events in the government and charity sectors, as well
as within Māori organisations and settings. Lyall’s emphasis on singing waiata confidently
reflects a value of New Zealand society. Learning waiata is a further example of how members
may benefit from participation in the choir.
Another participant, Barb (60s), described performing waiata at the international “Various
Voices” choral festival held in Dublin in 2014. She reflected, “I find that interesting in terms of
being Kiwi and queer, what that means when we go international and how we see ourselves
then, which is very different from being in Wellington.” Barb’s comment suggests that the choir
adopted an additional, nationalist and bi-cultural identity for international performance, with its
repertoire focussed on performing waiata. In this way, The Glamaphones may be seen as
producing itself as bi-cultural in the international choral context, but it does not do this
domestically. Will (50s) also reflected on the use of waiata:
I do have a sense of discomfort around … taking on Māori music with a very white group
… what is our entitlement to be singing this music? And I feel queasy about it. I feel
more than bemusement when we’re rehearsing those Māori works when people, who
at least present as Pākehā, take a position of entitlement and knowledge over issues of
pronunciation, meaning, cultural significance … I’m especially (emphasised)
discomforted when we do that publicly ... Out come these very white choirs singing a
Māori waiata, as if manifesting a point of difference when that difference is faux.
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Will’s comment suggests unease at what may be understood as the appropriation of another
group’s cultural practices. Will recognises, “When we’re doing a piece of Mozart I don’t go,
‘hmm there’s no one here who presents as Viennese.’” Given waiata are a cultural practice of
an indigenous, colonised group, Will’s comments may be framed as the recognition of relations
of power between settler and colonised groups. The comments suggest a cautioning against the
exploitation and commodification of Māori cultural practices, and identity, and thereby further
colonisation. Lyall, Barb and Will’s comments demonstrate an underlying mix of pride and
discomfort within the choir, and a barely articulated acknowledgement of indigenous cultural
practices, and how the choir intersects with these as it constitutes its identity.
The Glamaphones has rehearsed and performed music with Tiwhanawhana, a Wellington-based
takatāpui Māori cultural group, at LGBTQ events such as the AIDS Memorial. Tiwhanawhana is
an intergenerational group, composed of Māori with non-heterosexual sexualities, and of
different genders. Tiwhanawhana was established some years before The Glamaphones but
was not known by all participants. The following comment illustrates the tensions one
participant, Mary (60s), felt between The Glamaphones and Tiwhanawhana: “There were some
interesting dynamics between them and us, some real separation there I think. Some weird
stuff around political correctness. They are more whanau, eat together…” Mary added there
was: “…mutual wariness, no time to bridge or bond, and older trans culture not blending with
lesbian.” Mary’s comments illustrate the way in which The Glamaphones is constructed as a
Pākehā choir. Mary refers to Tiwhanawhana as a more collective, family grouping that eats
together, which may be read as implying The Glamaphones is a more individual or privatised
group. The juxtaposition of the different ethnic cultures, and of “older trans culture” and
lesbian cultures, brings relations of power between and within groups and the different
dimensions of individuals into view. It suggests hierarchies such as those between cis and trans
gender, in which cis gender is dominant, as discussed earlier in this chapter (pages 88-90).
Mary’s comment may also be read as suggesting that cautiousness and tension arise from
hierarchies of ethnicity. Mary’s comment suggests a difference in the privilege of the two
groups, one as predominantly Pākehā in membership, with western identities and values, and
the other as representative of a colonised group. This highlights The Glamaphones collective
and cultural identity as a predominantly Pākehā choir, with western LGBTQ identities, and
following western choral traditions. The privileging of these identities and discourses may act as
mechanisms that unintentionally exclude others. While several participants expressed a desire
to collaborate further with Tiwhanawhana there is discomfort and cautiousness due to differing
identities, and sexual and colonial politics and hierarchies of privilege.
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Conclusion
This chapter has explored the conflicts and tensions participants identified as significant to the
formation and development of The Glamaphones, and identified some of the different and
clashing discourses shaping the choir. Different aspects of identity formation have been
privileged and used as mechanisms to include and exclude. The Homophones was established
to provide a space for men. The mixed-voice choir formed out of resistance to this gender
exclusivity, and acts of compromise. While some men absented themselves, others remained to
create an opportunity for cross-gender connectivity, which I will explore in the following
chapter.
The enabling and constraining nature of power was evident in the initial management of the
choir where discourses of queer community building clashed with that of choral excellence.
Power relations constituted the choir as an LGBTQ community group rather than a group of
LGBTQ-identifying singers focused on attaining choral excellence. The emphasis on the choir as
an LGBTQ community space and group suggests the importance of the ethical care of others in
the formation of The Glamaphones.
Tensions continue to be evident in the constraint of open discussion about potentially
contentious issues, such as including women in the tenors and the possible privileging of binary
gender identities over a more inclusive or diverse choir membership. It emerged that there
were differing views about who, and what identities, should be able to belong to the choir. A
prominent discourse was the need to be inclusive, suggesting bridge building with heterosexual
singers, but others’ discomfort suggests there is a desire for LGBTQ space, which I will explore
further in the following chapter.
In this chapter, I have argued that sexual identity has been privileged over gender diversity,
resulting in the subordination of the interests of gender diverse people. The participants’
differing identities suggest that there is not a unitary gay, lesbian or LGBTQ subject, or identity,
in the choir, but rather that participants’ identities are not fixed and always in construction.
Participants attached differing meanings to their identities, from the sexual, to the cultural and
political. Similarly, the religious and cultural influences on the choir have different meanings
and impacts upon participants. Secularism has emerged as an important identity, linked to
expressions of religious oppression of LGBTQ-identified people. For some participants, other
dimensions such as mental illness are a significant part of their identity, including within the
choir setting. Located in a multi-cultural nation, there is a tension and unease for some related
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to collaboration with an indigenous group, and use of indigenous music, stemming from sexual
and colonial politics and hierarchies of privilege.
Despite visible and invisible diversity, tensions and conflicts The Glamaphones has continued to
develop as a choir and a community of LGBTQ-identified people, and for some a new identity as
a “Glam” has emerged. In the next chapter, I will address how this attachment has occurred,
and what gives members pleasure and maintains involvement in, and the community of, the
choir.
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CHAPTER SIX - HARMONIOUS ARRANGEMENTS
In the previous chapter, consistent with feminist post-structural theory, I argued that the choir is
discursively formed through social constructs which influence practices of inclusion and
exclusion including gender, sexual identity, and religion. I showed that The Glamaphones has
evolved through conflicts over who can join, its function as a community versus high
performance choir, gender tensions and binary restraints, as well as how it has constituted itself
through the influences of religion and bi-culturalism.
Following a focus on dissonance and disharmony, in this chapter I will examine how the choir
discursively constructs itself through harmonious practices. I explore participants’ expressions
of how they negotiate their experiences in the choir, how they use and contribute to the choir,
and some of the benefits that they accrue from their participation in an LGBTQ choir.
I begin by examining the ways in which the participants use the choir and the choir space,
beyond its obvious function as a choral, or music-making group. The first section of the chapter
explores how the participants construct the choir as an identity-based community and a place of
safety, through discourse and through action. Participants constitute the choir as providing a
space in which to be themselves, a family-like community, and a replacement church-like
community. I then discuss how the choir enables individuals and the community of the choir to
care for self and others, framed by Foucault’s later work on technologies or techniques for care
of the self, discussed in Chapter Four (pages 73-75). I analyse how technologies of the self are
enacted by members of The Glamaphones as they create a community, describing the ways in
which personal development and transformation, and care of others is actioned in and through
the choir. I extend Foucault’s technologies or techniques for care of the self to propose that a
technology of the collective operates in and through the choir. Next, I discuss the ways in which
the participants describe embodied and emotional pleasures gained from their choir
involvement and singing. Finally, in seeking to understand the role of pleasure and the erotic in
creating the choir’s identity, I turn attention to the participants’ experiences of these, and
examine the role of erotics within the mixed-gender group.
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LGBTQ uses of a choral space
In this section, I explore themes of connection, security, and identity affirmation. I highlight how
the choir is discursively produced through social meaning and practices associated with these
themes.
Seven of the 24 singers I interviewed had been singing in other choirs at the time they joined
The Glamaphones or its predecessor, The Homophones. This may suggest an importance to
singers of being involved in an LGBTQ-specific community choir. To understand what had drawn
people to the choir, and what participation meant to them, I asked participants several
questions, the first of which was why they had joined the choir, and what it was that kept them
involved. Answers to these questions suggested there are multiple uses and meanings of the
choir and its space for its members. In the following, I will explore the themes that arose.
Discursive construction of an LGBTQ community
Participants explained they had joined the choir to sing and for fun, and extending their social
lives was a goal of membership for many. The majority utilised the language of community
formation when describing the choir and its importance to them. Community is a fluid term in
the social sciences, but refers to a group of people with shared characteristics such as identity
and collective practices (Holt, 2011). Community theory identifies elements of community as
including the feeling of belonging and personal relatedness; shared, emotional connections and
the fulfilment of needs; a sense of mattering and making a difference; and belief in a shared
history and experiences (McMillan & Chavis, 1986). Many participants explained they remained
in the choir for the social and community contact it provides.
With the impact of online technology, opportunities for face-to-face community building have
been reduced. Eric (50s) highlighted how technology, such as the internet and apps, has
changed how LGBTQ-identified people can get information, support, meet sexual partners and
socialise. Another participant, Will (50s), said, “One of the things you get in the online
environment is virtual communities and atomised reality, and the choir is a real community
experience. You’re there, warts and glory and all.” Will’s comment implies that there is a value
in community groups in an era of technology-produced virtual communities, which may signal
that the choir provides a space for engagement with others and ethical exchange. The
Glamaphones can be seen to provide a space for social organisation and culture, the
opportunities for which are acknowledged in the literature as otherwise disappearing (page
41/2).

P a g e | 113

Fostering a sense of community among same-sex-attracted people, especially those who like
singing, is a core purpose of The Glamaphones choir, as listed in the Rules of Incorporation and
referred to in Chapter One (page 10). A choir co-founder, Mark (50s), reflected on the choir’s
significance as a community:
I do know … for a great many people who come, it’s a really important part of their lives
and a really important place of community … And if that was all that The Glamaphones
achieved that would be a hugely valuable and worthwhile thing. To create that sense of
community, that sense of enjoyment, a place to belong for the people who come.
Here Mark illustrates that The Glamaphones is successful in its mission to provide a space to
bring people together for community building. Paula (60s) described the difference the choir
made to her social life: “My circle of friends would be much smaller without The Glamaphones
and life would be a lot duller.” Like Paula, many participants viewed their participation in the
choir as providing them with a social life and expanding their friendship circles. Alison (50s)
acknowledged, “It maintains a social network for me, that’s for sure.” Jake (30s) commented on
expanding his professional networks: “I’ve met people … which has been great professionally as
well you know. There are so many smart, amazing people in the choir. It’s great to know I’m
part of this network.” These comments suggest that participants gain personal benefit from
involvement in the choir, beyond singing, and supports findings from the general choral
literature, discussed in Chapter Two (page 18) that choirs foster a sense of belonging, friendship
and community engagement (Langston, 2009; Hampshire & Matthijsse, 2010; Gick, 2011; Dingle,
Brander, Ballantyne & Baker, 2013). Jake’s comment may be read as his experiences in the choir
advancing social capital, furthering evidence of the operation of social capital in choirs,
discussed by Putnam (1995), Langston (2011) and Moy (2015), referenced in Chapter Two (page
17, 26).
The participants’ experiences may also be read as examples of the operation of care of the self
and care of others (Foucault,1984/1997c), as community building is seen to be achieved in the
expression of benefits in and beyond the choir.
Home and family
Participants frequently referred to the choir as “family,” which may suggest a deep sense of
belonging is achieved. Elaine (60s) explained that she and her wife had previously been isolated
from “other gay people.” She continued, “When we went to the choir for the first time … it
wouldn’t be an exaggeration to say it was almost like coming home, you know, to be with
family.” Elaine’s comment suggests that the choir provides comfort and familiarity. Paula (60s)
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said the choir provided a sense of family, adding, “A lot of gays and lesbians don’t choose to
have kids, so this is our family.” Paula’s comment indicates that the choir acts as a replacement
family for some members, which may heighten its importance. Other participants shared similar
sentiments, such as Alison (50s):
It is like a big family … I know there are a lot of people in that choir that, if push came to
shove, I could knock on their door and ask them for anything really. And I think that’s
really important for people who don’t have big extended families here, like biological
families. Their queer family are it.
Alison’s comment can be understood as crediting the choir with providing a sense of security. In
using the language of families of choice (Holt, 2011), Alison echoes the expressions of kinship,
fraternity and brotherhood in earlier LGBTQ choral literature (page 22, 27). Similarly, MD,
Heather asserted that the choir was “about family.” Heather added, “The Glamaphones are a
family. And some of them are more or less comfortable with their brothers or sisters but at the
end of the day they’re a family. It’s a family dynamic and that makes it a challenge.” This
comment makes apparent that there are tensions within the choir, a view reiterated by another
participant, Di (60s), who added, “Even though it’s this fabulous queer community, you’re going
to … get difference, and what the choir does is it reflects a family system and that’s what you’re
going to get as a family, acting out these things.” Both Heather and Di utilise a therapeutic
discourse of family dynamics. The descriptions of the choir as family supports that of earlier
literature (Hilliard, 2002; Latimer, 2008; Leske 2015), although unlike the earlier literature,
participants acknowledge tensions and suggest that there are power relations in action in the
choir.
Choir composition and intergenerational, cross-gender relating
Like many families, the choir is constructed of different generations and genders. The
Glamaphones is the only mixed-gender, non-sports activity focussed, LGBTQ community group
in Wellington. It provides a social space for LGBTQ people at different stages and ages of their
lives, from those first coming into LGBTQ designated or identified spaces through to those who
have been engaged in them for many years. Mary (60s) described The Glamaphones as: “a …
fantastic way to meet … other gay people that we wouldn’t have come across normally at all …
people who thought differently, came from different walks.” Mary’s comment highlights that
part of the exchange of the choir was the benefit of meeting different types of people, and that
this has implicit value. Other participants also commented on the pleasure they got from the
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composition of the choir. Bruce expressed pleasure in the intergenerational and socio-economic
mix of the choir:
I think it’s remarkable that there’s a group that spans all these different age groups, and
also spans socio-economic stuff as well … There aren’t many community groups [like
that]. Here in our choir we have university professors, senior people in the public
service, a call centre customer services rep, students, people who are not employed. I
think there’s something pretty amazing about that.
Similarly, Will (50s) reflected on the intergenerational composition of the choir: “I personally felt
enormously proud of being in a group that ranged from 70 something down to 20, possibly even
younger.” An older participant, Miriam (70s) commented how nice it had been to meet a range
of people. Having described a recent experience of organising an LGBTQ event and some
tension with men, Miriam described the “very nice guys” and “perfectly pleasant time” she had
with the men of The Glamaphones. Miriam’s comments illustrate that the choir afforded
members an opportunity to mix with different age groups, genders, and sexualities. The
comments in this section suggest a pleasure in the uniqueness of the community, as an
intergenerational, socio-economically and professionally diverse grouping. This finding extends
that of Taylor and Herring (2012), whose participants appreciated the diversity within their
men’s chorus. It also suggests that, rather than different groups being in opposition to each
other, the choir has performed a function in creating a space of reconciliation between
choristers such as those identifying as gay men and lesbian women (Snowdon et al., 2014).
One participant, Chris (50s), expressed a view that the choir had the potential to facilitate more
intergenerational and identity mixing. Chris commented, “There’s been a bit of talk about a
need for intergenerational connection … I think we’ve got that role … to be a place for people to
come to.” Chris added there could be other benefits: “There’s a lot of fractiousness between
the [rainbow] communities … so I think it’s a place, a visibility, to show that we can be
connected and supportive of each other and work in really well together.” Foucault’s
technologies of the self suggest an ethical way of relating, and the possibilities of new forms of
relationships and pleasures, in an “ethics of communal existence” (1984/1988, p. 220). Gurlly
(2014) found his gay men’s chorus is a site for the cross-generational sharing, as discussed on
page 42. This finding goes beyond that to suggest that this mixed-gender choir has
intergenerational and cross-identity ethical possibilities, which may contribute to social change
by altering hierarchies of identity and power, discussed in Chapter Five.
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Chris explained they had been drawn to join the choir because of the gender mix. It provided
the opportunity to get to know men in a new or different way:
I really liked that it was a really mixed group in terms of the gender thing … I liked the
idea of mixing it up with guys as well. I know lots of guys in the community but it’s
much more in an at-the-bar sense and this was getting to know people outside of that
context and that’s been really cool. I’ve really enjoyed that.
Chris then utilised familial language to describe the relationships within the choir as “a sort of
brother sister, sort of friendship sort of style,” concluding “it feels really warm.” Chris also
identified that the choir provides a space for friendships to develop between people of different
genders who may not have had previous opportunities to mix. Other participants described
their pleasure in mixing with other genders. Kat (50s) noted she experienced a:
… real sense of pleasure in spending time in the greater community, not just with
lesbians, with the guys, with everybody. Sometimes you can be quite insulated … I love
The Glams because it’s just a great big group of people.
Kat’s comment implies that mixing with other genders can provide benefits beyond friendship,
breaking down insularity. Another participant, Jess (50s), described herself as coming out in the
1980s when gay men and lesbians did not really mix. She expanded, “It's quite nice meeting …
and having something to do with gay men, because it's something I've never really had. That's
been good.” Kat and Jess’s comments, and those earlier in this section, affirm Chris’s view that
the choir facilitates cross-gender friendship building. This cross-gender social enjoyment was
evident in the comment of former Homophones member, Bruce, as discussed in the previous
chapter (page 85). Other participants noted that some men and women “get on” and socialised
together outside of the choir. These relationships also offer the potential to LGBTQ-identified
people for ethical ways of relating, outside of the sexual dynamics and power differentials in
cross-gender heterosexual situations. This may be analysed as the operation of counter-power
within The Glamaphones, as discussed in Chapter Four, transgressing the expected relations
between men and women and enjoying new pleasures (Foucault, 1977).
A replacement church
The sense of belonging and structure provided by The Glamaphones was likened to belonging to
a church by several participants, in its creation of a supportive community, group singing, and in
providing routine and ritual. The St. Andrew’s church representative proposed there were
similarities, commenting:
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I always liken the church to a sports group or a pub or a choir. There’s camaraderie,
there’s fun. You’re there for a common purpose. And perhaps what the church may
offer people, within The Glamaphones, The Glamaphones provides that listening ear,
pastoral care.
Bruce (40s), who described enjoying singing in his church choir as a youth, said he thought a
queer choir satisfied a desire, in himself and others, to “have some of that again.” Bruce
described the choir:
You interact with people in a formalised, structured way, for a certain period of time
every week. You can choose to have relationships with those people outside of that
time, but you know that as a kind of a ritual and routine you do the same thing every
week with the same group of people. Hello, choir. (Laughing) … I come at 6.30, I’m
there for two hours ... You do a warm up, sing a few songs, there are some notices in
the middle. I talk a little bit at the beginning with people either side of me, talk a little
bit at the end with people either side of me. Leave.
Bruce’s comments illustrate the church-like practices that operate within the choir. Bruce
suggests the choir provides connection and ritual, possibly elements that many former churchgoing LGBTQ-identified people may feel otherwise excluded from. Jake (30s) agreed, “It’s super
ritualistic.” Jake commented he found this reassuring and comforting, explaining, “That ritual
helps me relax and enjoy it.” The rituals may also be read as a means by which care of the self
may operate within The Glamaphones. Through the “operations” the choristers perform they
are transformed into a responsive collective, that of a choir. Jake’s comment suggests that ritual
enables pleasure, or the attainment of “a certain state of happiness” (Foucault, 1982/1997, p.
225).
Similarly, Will (50s) argued that ritual was important, and served a need in people:
It’s still ritualistic even if it presents as completely secular ... a group of strangers coming
together in a space … The warmup, for example, is really the western equivalent of the
‘omming’ that you do in yoga ... There are a whole lot of people making noises, they’re
opening up parts of their body, and they’re doing it together.
Will’s comment may allude to a collective vulnerability, but also to safety in group practices.
MD, Lisa described the ritualistic aspects of the choir as a “covenant with one another.” Lisa’s
use of “covenant”, evokes religious and legal references to promises to look after the other, and
may be read as suggesting the enactment of ethical relating within the choir through which
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members operate collective actions that may provide familiarity, support and comfort. It
suggests further examples of the benefits the choir beyond music-making. Lisa continued:
It provides a structure and security and a sense of being grounded … you have some set
things, the going on and off the stage, when people put their books up and down, when
it’s time to clap … It’s like a church liturgy when someone at the front says something
and then the congregation responds. It becomes kind of like a dance.
Lisa suggests ritual can prescribe the choir’s actions and appearance, and in doing so may be
read as reinforcing expected behaviours and relations of power. Lisa added, “Ritual for a
concert has also included the food … so it’s not just the singing part.” While The Glamaphones
tradition of sharing drinks and food post-concert with their audiences may be deconstructed as
having a ritual, communion element to it, the founding chairperson explained it was initially a
pragmatic response to having short programmes that did not justify having intervals. Whether
read as ritual or otherwise, these acts may be seen as contributing to the creation of the choir’s
behaviour and identity. Norms become inscribed on individuals, and the choir body, through
ritual or repetition. These rituals also serve to develop relationships with the audience,
discussed in Chapter Seven.
Being part of something bigger than yourself
Jake (30s) explained the choir filled the role church had played for him, and considered that the
choir provides the opportunity to be involved in something bigger than the self, a theme
replicated by a number of other participants. For Chris (50s), the “sense of identity of being part
of something” was the most important part of their choir experience. Chris’s comment suggests
being part of something bigger than themself is about being part of a collective. Others
appeared to reflect upon a more embodied experience, as Richard (40s) said:
It’s kind of one of the things that I like about choral singing as well, producing a
beautiful sound but it’s not just me, it’s part of a whole beautiful sound, and I think that
feeling of being a component, a part of something.
These passages indicate that the choir provides the opportunity for participants to be more than
a singular subject. There is an assemblage of voices, and a shared intent, connecting each
chorister to the other. Being together and singing together provides an opportunity for
transforming possibilities (Gannon & Gonick, 2014). These possibilities may be the creation of
something new, such as a shared sound, but also a harmonious community group, and one that
represents LGBTQ identities and culture to the wider public.
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An identifiable theme was the sense of pride that was generated through collective
accomplishment, derived from being part of a non-auditioned choir attaining a good standard of
musicality, and in being LGBTQ-identified. Kim (50s) explained, “The music is quite stunning I
think. Even now I listen to it and I think ‘crikey, that’s us.’ And I do, I get a real swell of pride.”
Becks (40s) similarly noted, “I listen to the concert recordings and go ‘my voice is in there.’ … I
feel proud of my community, but I feel proud of myself as well. That I am part of that beautiful
sound.” Both Kim and Becks’ comments suggest a delight in what they have accomplished
musically, contributing to the quality of sound. Becks then continued, “I’m proud when I look
out and see my mother there, who didn’t speak to me for a long time, and here she is coming to
my concerts ... I’m a part of why they’re having a good time.” Becks’ comment can be
understood as the choir giving an opportunity to provide pleasure, and reconciliation. It can also
be read as an opportunity for families to show their support to their LGBTQ-identified members.
The sense of pride in the engagement of others is replicated in Seb’s (50s) experience: “I felt
quite proud when my workmates bought tickets for the concert.” Eric (50s) expressed that
singing in the choir “makes it feel good to be gay. It kind of reinforces that.” It would seem that
some participants take pleasure from the affirmation of being in a group of similarly identified
people, but also the possibility of pride from a cultural identity, as LGBTQ and as an LGBTQ
chorister and having that acknowledged by others who support the choir.
Supporting identities in safety
Many participants conceptualised the choir as a place of safety, meeting with people with whom
they had something in common beyond the enjoyment of singing. Mark (50s), the choir cofounder, explained, “This is a … safe place, in which people can be themselves without selfcensoring. People can talk about their experiences, or their dreams, or their partners, or
whatever, without any sense of self-censoring.” Similarly, an audience member asserted that
the choir’s contribution to Wellington was: “A safe place for people who are lesbian, gay,
bisexual, transgender to go and get involved in something that they probably want to do but
might not feel safe elsewhere.” In these passages both Mark and the audience member
constitute LGBTQ-identified people as needing places of safety, contrasting the safety of LGBTQ
specified space with other spaces. The choir’s achievement in providing a place of safety was
evident in other’s comments. Elaine (50s) illustrated this, saying, “I could talk about Laura as my
wife, and we didn’t have to think about what we were saying before we were saying it. It was …
very kind of embracing in that respect. We felt safe with those people.” This experience of
safety was reiterated by another participant, Kim (50s), whose wife is also in the choir:
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I can be myself, I don’t have to pretend to be anything else … We can be a couple
openly, and we don’t have to watch our Ps and Qs and who’s here and who’s watching,
not that we’re all over each other, but it just gives us that feeling of comfort.
Elaine and Kim constructed the choir as somewhere they felt able to relax the self-regulation of
their sexuality and behaviour. Kim can be expressive with her partner and they enact their
relationship publicly. Both Elaine and Kim’s comments suggest that they exercise a level of
caution in non-LGBTQ spaces. Their comments may signal there are limited spaces in which they
are able to perform their sexual identities and acknowledge their relationships.
Richard (40s) commented:
The Glamaphones … is a big part about community, a big part about being in a space
with people that you share something that, whether we like it or not, is still
marginalised in our wider society. I think it's naive to suggest that homophobia and
transphobia don't exist, or we've got marriage equality so it's all OK now. No.
He explained that a benefit of the “shared experience” was feeling comfortable and not having
to explain about partners “and all those other things that go [on] around making a choir come
together and feel cohesive and feel as one group as well as a bunch of individuals.” Richard’s
comments may be interpreted as suggesting that the shared experience of marginalisation,
along with the safe space of the choir, enables the group to bond and come together in a way
that is necessary for a choir, where voices need to blend and keep time and tuning together.
The comments may also be read as challenging ideas that legislative changes have achieved
equity, and the elimination of homo- and trans-phobia. A similarly cautionary view was
expressed by Seb (50s) who noted, “As our identity has become more overt the prejudice that
we face has become more covert … I work in a place with there are still bigots with ingrained
prejudice … and so they’ve gone underground …” It may seem that visibility and marriage
equality do not result in social safety.
The choir was also framed as a safe alternative to commercial spaces. Richard noted that the
choir provided “some cohesion and sense of connection for people that doesn't rely on the bar
scene ... this is how we are part of the gay community.” Similarly, Will (50s) commented on the
importance of community groups and social options, explicitly for men: “Having a space where a
gay man can go that is not a sex-on-site venue, that is not a bar … and if you’re not … sporty, I
think it’s very important to have those spaces available.” The value of this was affirmed by Jake
(30s), who had held bisexual and queer identities, but had joined The Homophones to meet new
people, as he “… needed to meet some people who didn’t know me as Jake who’d been
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married, (laughing) to a woman. I needed to meet people in an environment that felt safe, not a
bar.” Richard, Will and Jake’s comments can all be read as suggesting that the bars and other
commercial venues may be an unsafe or threatening environment, particularly for men. Implicit
is the suggestion that they are sexualised spaces. In contrast, the choir is constructed as a safe,
community alternative, and through this may be read as a space for ethical care, in which to
achieve transformation or constitute the self (Foucault, 1984/1988; 1984/1997c).
A place to be gay
A sense of a queer or “gay” space emerged from participant’s reflections on the choir as a space
in which to be out and with other LGBTQ-identified people. Unlike in the earlier choral
literature discussed in Chapter Two, such as in Gordon (1990) and Sparks (2005) there were no
examples in this research of members having used the choir as a means by which to first
construct themselves as LGBTQ-identified and to come out. The Glamaphones rather provides a
space in which to come in to, with an already formed sense of sexual identity. Maggie (40s)
recounted:
Because I have a child and I’m with a man everyone assumes I’m straight ... I have to
find some way of being gay and having some expression of that in my life … I love having
somewhere where I’m just with gay people.
This comment suggests that having a gay identity is important to Maggie. Participation in the
choir provides a place for that identity to be activated or performed and validated. Maggie’s gay
subjectivity can be seen to emerge or be constituted. Through social interaction, that is, choir
participation, Maggie can deploy her gay subjectivity. Additionally, by singing in an LGBTQ choir
Maggie can be understood by others as gay. In this way, the choir can be seen to provide a
space for the ongoing formation or self-creation of her gay identity, and a space in which to
enact it. Another way of reading this is to suggest that Maggie’s gay identity is contingent on
context (Miller, S.D. et al., 2016). The choir provides the context to be gay. A further way to
read this is to suggest Maggie is striving to be an ethical or better version of herself, by
expressing her sexual identity.
Maggie’s comment can also be understood as suggesting that the choir provides space for a
cultural and social identity. Will (50s), who is in a long-term relationship, explained, “I barely
think that I’m a gay man … Obviously, I am a gay man and my erotic sensibilities are focussed on
men … I think that being gay is the least interesting thing about me. I’m so integrated …” Will
added, “The Glamaphones provides a space to be gay, to be queer in a way where my sexual
identity is operationalised.” The choir provides Will with a space in which to be LGBTQ-focussed
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for a time every week. This finding supports Altman’s (2013) proposal, discussed on page 42,
that the greater acceptance of LGBTQ identities may have, paradoxically, increased a need for
queer space. Will’s comment may indicate that the choir provides a cultural and social identity
that is additional to his erotic identity and expression. Maggie and Will’s experiences extend
Southcott and Joseph’s 2010 and 2014 findings (page 18/19) that choral singing enables the
retention and expression of ethnic identity, to encompass affirmative benefits for other
identities and non-ethnic-based cultures. Will went on to illustrate the value of participating in
the choir with his partner: “It’s very affirming. When my partner comes in, if I get there first, my
heart really flutters when he comes in. It really does.” The choir can be seen to provide Will
with an LGBTQ space not only for himself, but also a public space in which his relationship is
publicly enjoyed and enacted.
Participants also described how they used the choir as a means by which to articulate their
sexual identity to others. For example, Maggie commented that the choir had provided “a
useful way to tell people.” Mary (60s) also revealed her involvement in the choir as way to
assess other people’s reactions: “It's a good forum for me to come out sometimes, if I feel the
need. I say, 'I sing in The Glamaphones, it's Wellington's gay community choir' and then I just
watch how people go with that.” Another participant, Lyall (30s), explained how using the choir
to come out to others was:
… good for my self-confidence … in terms of that process of outing yourself to people
sort of constantly, being part of the choir has given me a vehicle to do that. Other than
[one person] I've only had positive feedback from it. That makes me feel good … about
being gay and makes me feel good about being in The Glamaphones.
These comments suggest that participants are engaged in an ongoing process of sexual identity
revelation, and this is made easier by being able to reference the LGBTQ choir. The collective
nature of the choir may also facilitate individuals’ ability to express their identities as LGBTQ.
One MD, Heather, commented, “You can be safe and secure in a group in a way that you can’t
be by yourself.” Heather is disposed to view that being part of the group enables individuals to
feel safer in having a voice. Performances provide a safe means by which to make a public
declaration of non-normative gender or sexual identities. How this is achieved will be discussed
further in Chapter Seven.
Affirming diversity
As the preceding two sections suggest, the desire to publicly declare, and to reinforce or affirm
identity was a theme that arose in the interviews. The choir provides a space in which identities
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may be affirmed. Eric (50s) commented, “People can just be themselves ... You come in and say
what you like. That’s important, isn’t it? That’s what makes it feel good to be gay.” This quote
suggests that Eric equates a sense of freedom to be oneself with having his gay identity
affirmed. Another participant, Alison (50s), queer- and gender-non-conforming-identified, said:
As you get older it’s almost like you want that safety again. “Safety” is not quite the
right word … reaffirmation is what that is. When you’re young and you come out and
you’re queer you want affirmation about your identity, and then now because there’s so
much … complexity involved in the world of identity … it’s almost like we’re retreating
back into that again. For me anyway, trying to re-establish that against all the other
pressures to give it away.
While Alison has a non-binary, transgressive subjectivity she suggests the choir provides a space
in which to reinforce her identity in a time of multiple and ever emerging identities, and a
corresponding pressure to assimilate. Alison’s comment suggests that she is seeking to reestablish not only her own sense of identity but also to affirm differences between LGBTQ
identities and heteronormativity, and to resist restrictive gender categories and
homonormativity. This desire to retain and perform identity-based differences contrasts with
Hayes’ (2007, p. 63) suggestion that the “GLBT” community is “working towards social
acceptance and assimilation” and that choirs have a function in achieving this.
The importance of maintaining identity and a sense of difference was echoed by Eric (50s) who
commented, “There’s a sense that young people have got no idea of what the politics of being
gay is about … And through that somehow though comes identity I think.” Eric elaborated on
the politics of being gay as a politics of sexual freedoms and pleasures, relating to gay sexual
sub-cultures. He continued:
It’s a fight for our identity, that’s what it’s about. People … mimic the heterosexual path
and have an engagement party, buy a house, get married ... I wouldn’t want to
disappear because … if the identity of being gay disappears then what have you got? …
What do you have?
Eric’s comment can be understood as suggesting that homonormativity, or the replication of
heterosexual norms, could cause the loss of gay identity (Duggan, 2002). Eric discussed the
sexual culture of cruising in the New York docks in the 1980s, continuing:
And then you talk to some of the younger guys in the choir ... and they’ve got no
concept about that container in New York and you tell them about it and they think
you’re gross. They’re like ‘oh why would they want to do that?
P a g e | 124

Eric suggested, “It’s just the experience I think of those age groups of being gay and how they’ve
had different experiences.” He added that it was respectable to be gay now. Eric’s comments
may be analysed as a homonormative discourse of the respectable and responsible homosexual
contrasting with the deviant sex-in-public bad gays. Eric’s comments may intimate there is a
cultural sexual propriety in younger men. Eric’s reference to marriage suggests that gay sex may
be domesticated through marriage. In this way, marriage may be viewed as a means by which
LGBTQ-identified people are monitored and regulated. Eric strikes a warning in his critique of
gay marriage and lack of a historical, political awareness of young men, suggesting this could
result in the loss of a distinct gay identity, gay sexual practices and gay pleasures. Thus, a
discourse of homonormativity, which upholds the heteronormative, may constrain behaviour
(Duggan, 2002). These comments may also suggest a possible yearning for a more transgressive
past. They can be read as a resistance to the discourse of homonormativity, seeking to cultivate
difference, and maintain alternative subjectivities to the assimilationist gay subject. Eric’s
comments may indicate a desire to maintain an awareness of past or passing gay subjectivities,
in order to transmit gay politics, culture and values across generations. In this way, the choir
may be seen to have a function in renewing and maintaining a collective identity. The choir can
be seen as an ethical project for the LGBTQ collective, maintaining collective sexual and genderbased identities, in what could be termed as a technology or techniques for the care of the
collective.

Conceptualising pleasures and practices of transformation
In the preceding section, I examined the multiple uses of the LGBTQ choir space for its
members, and some of the opportunities for social transformation it provides, such as
developing friendships with other LGBTQ-identified people and a sense of community, and
having a space in which to continue constructing and enacting identity. I concluded by
suggesting that the choir may have a role in renewing and maintaining collective identity. In this
section, I explore other ways in which participants described how the choir provides a space for
individual transformation. Examples, discussed in the following, further demonstrate the
development of ethical relations between members and care of self and others through skills
development, contributing to others and tolerating differences. I also address how participants
constitute the choir as a place for wellbeing.
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Contribution and transformation
One participant, Seb (50s), intimated that the choir provides him with a focus, and the
opportunity to be active in a community:
It’s made me feel better in myself, about myself … being a single gay male … it was nice
to be able to join a group, kindred spirits, and it gave me something to focus on,
because life can be sitting in front of the tele really.
Seb’s comment suggests affective possibilities from participation. He went on to describe
contributions he had made, including implementing security systems for concerts, and bringing
his coffee machine to day-long rehearsals to provide a focus for socialising during the breaks.
Seb can be seen to be both benefiting from participation, and contributing to others’
opportunity for enjoyment from participation.
A number of participants described a sense of duty or obligation they had as choir members.
Miriam (70s) had been involved in setting up the choral event for the Asia Pacific Outgames,
from which The Glamaphones evolved. She recounted, “Having been in the workshop … I
thought I should become part of it. It was almost a sense of duty as much as anything but a
pleasure as well.” Similarly, Will (50s) reflected:
I do have a sense of duty, which is not martyrdom or anything like that, but [being] part
of a group and part of life is showing up. Even if it’s a cold Thursday night and I’d rather
go home there’s a little voice in me says ‘no, no, no, you are part of a community, and
part of a community is being committed to it and showing up’.
Miriam and Will’s quotes illustrate a sense of commitment and obligation to others in the group.
Jess (50s) commented she felt commitment towards the choir, and that she attended very
regularly. She described having been on the management committee as “being able to be
valuable and help give back to something.” These passages suggest that the choir provides
participants with opportunities to contribute to the group or the collective, thereby enacting a
care of others.
Kat (50s) explained that prior to joining the choir she was lonely and “desperately looking for a
social group.” Kat became involved in the management committee and developed and
performed a role as production manager for concerts. Kat implies that the choir has enabled
her access and attachment to The Glamaphones, whilst also acting as a conduit to the wider
Wellington LGBTQ community. Similarly, Jess described how choir participation had led her to
hearing about other things going on in the wider LGBTQ community. Seb, Kat and Jess’s
comments indicate that choir membership facilitates the development of community
P a g e | 126

participation, contribution and action. It also extends the possibilities of participation and
contribution in the wider community for some.
The choir has a practice of selecting assistant musical directors from within the membership.
Becks (40s) elucidated, “It’s good to … let other people develop skills in our choir … I think that’s
been important for those people, to give them a chance, for the choir to give them something.”
Becks analyses this practice as an opportunity that the choir provides, and one which enables
development for the appointed assistants. Jess described one of the Assistant MDs (AMDs) as:
“… not very good at teaching … people sort of accepted it, accepted the eccentricities and put up
with it. Sometimes it was a bit frustrating … but people put up with it.” Jess’s comment makes
apparent that, despite dissatisfaction with the AMD’s style, the choir members performed acts
of self-control to facilitate the AMD’s development. Technologies of self may be seen to be
actioned within the choir, as members consciously carry out work on themselves in order to
participate and to support others.
Other participants talked about some of the pleasures they experienced from contributing to
others in the choir. Lyall (30s) gave the example of helping people with understanding music,
and the feeling of pride he took from:
being able to help people in the choir who are less certain music wise. I get quite a lot
of satisfaction from that too … I'm able to help out people who are a bit stuck in places
or a bit unsure. I quite like that coaching role. Not that I'm doing anything formal.
Lyall also gave the example of how he facilitated others’ musical development by hosting
sectional practices at his home. This was something he both contributed and took pleasure
from. Another participant, Di, (60s) gave an example of developing others’ skills unrelated to
music-making. She explained how, through coaching job seekers in the choir, she had helped
five people in the choir secure employment. Di took pleasure from assisting others in the group
outside of the practice of music-making.
The quotes in this section suggest that choir members are enmeshed in communal obligations
contributing to the choir collective and to individuals, through volunteering within the choir,
regularly attending practices, assisting others with learning, and supportive actions outside of
the choir itself (Dowsett, 2009). These participants are engaged in acts of self-realisation,
utilising choir involvement to engage with others in ethical ways. Through such acts, members
have engaged in relations of mutual care, and enacted technologies of the self. They can be
seen to have developed themselves and others within the choral group, and contributed to
building the choir community through acts of mutual care. This collective action and obligation
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to others counters the self-responsibility requirements of neoliberal citizenship. Their
declarations of pleasure in these actions suggest they have consequently attained some state of
“happiness and wisdom” (Foucault, 1982/1997, p. 225). Here, the operation of power can be
seen to be productive for the individual and the collective, and it is pleasure-inducing. These
examples illustrate the circulatory nature of power within the choir as members exercise agency
for the good of themselves and others.
Tolerating differences
Another identifiable theme was the opportunity to better oneself by becoming more tolerant of
others. Jake (30s) referred to the choir being like church: “You’d hang out with lots of people
you like but also people who are really annoying, which is kind of part of it in some way.” Jake’s
comment highlights another way in which the choir requires ethical self-regulation and selfwork. To function as a musical ensemble, and to be an inclusive community, participants
recognised that they must accommodate differences. Mary (60s) also gave an example of this:
Someone I was placed next to irritated the fuck out of me but that was really good ...
You can't always sit next to people you like and are comfortable with and it's probably
quite good for you to not do that and occasionally get out of your comfort zone.
Mary framed her experience as something that was good for her. Mary may be seen to have
exercised self-mastery through monitoring and controlling her emotions and responses, and by
tolerating others who are annoying.
Another participant, Jess (50s), commented:
I think the choir is good because it helps you [to] be understanding of other people and
what they're going through in their lives … relationships, and what they might be going
through in their families and with parents … Meeting people with kids. Trying to
understand what that's like, gay people with kids.
This passage implies acts of ethical labouring, as Jess strives to be more understanding of others
whose experiences are different to her own. Jake, Mary and Jess’s comments suggest singers
are required to monitor and control their emotions and their responses to others in the choir.
These acts of self-managing and responsibility are part of the work that participants do on
themselves to achieve choral and community unity and harmony.
Several participants gave specific examples of how the choir had exposed them to something
new and challenging. Elaine (50s) talked about the impact participating in the choir had had on
her: “I know that … some of my thoughts around being gay are confused to me … And in some
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respects, choir has made me more reflective … made me think about things I might not
necessarily have thought about.” Similarly, Becks (40s) explained:
Being in that choir has made me do some learning and thinking about things, because
there are some kinds of people that I haven't had much to do with, like the trans
community ... All that's quite new to me.
Elaine and Becks understand exposure to different kinds of people and ideas as having had a
transformative effect on them. Both responded to exposure to different perspectives and types
of people by undertaking ethical acts of self-reflection and examination, and through knowledge
and these acts upon themselves became something that they were not at the outset. Others
described how they developed musically, which I explore next.
Music-making and skills development
While choir survey results found that concerts are the highlights of the year for many members,
many of the study participants indicated the regular practice was more enjoyable than
performing (The Glamaphones, 2013d, 2014). This was attributed to the ongoing enjoyment of
community, the fun and humour of rehearsals, the joy in learning new skills such as reading
music, and being exposed to new music. Paula (60s) noted, “It’s the process of learning that
music; singing which makes your heart sing,” while Eric (50s), a former Homophone commented,
“I still do get pleasure out of singing, it’s really, really good. I enjoyed learning to read the music
to engage with the music.” Will (50s) attributed his enjoyment of rehearsals to having a sense of
community on a regular basis, and the fun of the mental and physical challenge of singing. Will
commented that he worked “quite hard,” saying he found that personally satisfying and that, “It
feeds something in me.” Ani (30s) also commented, “We develop personally, like learning
something, whether it's just learning new songs or learning to sing better.” These participants
suggest that singing is a challenging task, and there are pleasures to be gained from the mastery
it involves.
Another participant, Seb (50s), described his delight in the practice of music-making, and the
result:
The singing, the performing, the shepherding and corralling and mentoring of disparate
voices into something, which is like sewing. You have got a piece of cloth like that and
next thing it’s a styled jacket and it has shape and form … I find the process fascinating.
The tenors do their bit, the basses do their bit bringing it together, and the harmonics of
the sopranos and the altos joined. It’s this amazing thing.
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Seb’s comment illustrates a view that The Glamaphones are involved in artistry, creating
something pleasurable for themselves and others. In these passages, participants demonstrated
that they take pleasure from the opportunity to be challenged, whether that be by the physical
act of singing or the cultural act of exploring new music and learning related skills. Comments
infer that participation provides members with opportunities for individual enjoyment and selfdevelopment, and the construction of collective beauty and pleasures.
Constituting emotional, physical and spiritual wellbeing
As well as providing a space for personal development, many participants constitute the choir as
a place for wellbeing. Becks (40s) suggested, “I think it helps your health, like in terms of
breathing, health, and mental health and keeping you sane,” while Miriam (70s) added, “It’s
good for you, health wise and socially wise and wellbeing wise, there’s enough evidence about
all that.” These comments suggest a choral discourse, or knowledge system through which
choristers believe singing is a healthy activity. Co-founder Mark (50s) commented, “Clearly the
choir is really important [to some members], and I think that for most people their lives are
better for being part of the choir, so the choir is changing individual people’s wellbeing.” This
perception is borne out by study participants, variously describing how their involvement in the
choir was good for their self-confidence, both socially and musically, their self-esteem, and
wellbeing. Paula (60s) noted the “self-confidence and self-esteem” that she got from being part
of the choir community, adding, “I don’t think we need to, but we display ourselves to the
straight community, to the rest of the world, in a way that is ‘palatable’… more acceptable to
them.” In this comment, Paula locates the confidence and esteem benefits she gets from the
choir as deriving from being part of a visible LGBTQ community. She may be seen to be
constructing herself through the choir as acceptable. Latimer (2008), as discussed on page 21,
found self-esteem was enhanced through involvement in a gay men’s chorus. Paula’s
experience is indicative of other participants, extending this finding to lesbian and gay identified
singers in mixed-gender choruses. Abby (20s) described participation in the choir as “my
therapy, not just the music but the people, our community.” Both Paula and Abby suggest the
community of the choir has an impact on their sense of wellbeing. Ani (30s), described the choir
as “big” for her, adding, “I feel it's a form of creative expression and creating something
beautiful.” Ani added that singing with others was helpful, motivating her to attend, and
helping her to “maintain having a positive self-identity, being affirmed.” Ani, like Paula, also
connected well-being benefits to her identity. Ani can be seen to be constructing herself as
creative and well, through her involvement in the choir.
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Participants described rehearsals and the act of singing as uplifting and energising, as Elaine
(50s) explained, “I get to tea time and I think I’m so knackered after a horrible day at work I
don’t know if I can do it, and we get there and after half an hour or so we’re kind of energised.”
Mary (60s) framed singing as a “kind of exercise like dancing” and described rehearsals as
recharging and cleansing:
You can go in feeling real shit and feel good by the end of the night … especially good if
you really don't feel like it. If you really don't feel like it, and you make yourself do it,
there's a benefit.
In these passages, Elaine and Mary suggest that choir participation is something good for them,
especially when internal discipline is required to attend. The discipline that operates in this
situation has mentally and physically uplifting results, and in this way, can be seen as
transformative.
Some participants described bodily sensations and pleasures resulting from singing. Richard
(40s) commented, “There’s a point when some of the harmonies come together and you get
that skin tingly sort of feeling.” Elaine noted:
Some of the Latin pieces that we’ve done in the past are very, very powerfully emotive,
and even though I personally may not understand what the words mean, because of the
way that it comes out of us, it’s just so powerful.
As D.M. Taylor’s (2014) found there can be a physical connection to beauty through singing, as
discussed on page 28. Richard and Elaine’s comments suggest that the power of this emotional
and embodied reaction is a result of its collective nature. Their pleasure is framed as resulting
from the group activity or relational acts rather than their individual experience of musicmaking. Singing together may be viewed as a creative and ethical act (Foucault, 1984/1997c).
In discussing how they felt while singing, Chris (50s) said, “We did a bit of opera. I really enjoyed
that. I like the ones where we can just let rip. It’s really cool … I like the ones where we can just
swoop, just go for it.” Chris’s description affirms Sanger’s (1997) contention that singing is
potentially physically liberating. Richard, Elaine and Chris describe their experience of singing in
emotive and physical terms, illustrating the emotional and embodied potential of music-making.
It may be understood from these comments that singing provides participants with
opportunities to express emotion and release themselves to the music and the moment. These
expressions of the embodied nature of singing challenge a choral discourse of docile singers
(Hess, 2012), and create images of LGBTQ choristers singing with passion and freedom.
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Another participant, Di (60s) commented that some of the music is so beautiful “it’s pleasurable.
It makes you cry. It makes me feel amazing. Just the beauty of it. The absolute beauty.”
Foucault (1984/1997b) proposes that bodily pleasures can be separated from sexual organs and
degenitalized pleasure. Di’s reflection, and others’ comments in this section, suggest nongenital bodily pleasures and emotional release may be achieved through connecting with the
beauty of the music. Di continued:
When I sing, I feel fantastic ... I feel energised and confident and part of a group … And I
guess you also get that physical release and that’s why you feel so good. All those
endorphins and dopamine get released in your body when you sing. I feel connected to
other people and that I’m part of the whole making that amazing sound. It’s a good
feeling.
Di locates some of her pleasure as a biological response. However, she also suggests that
connectedness with others is part of the reason for her physical and emotional response.
Similarly, Sally (40s) said, “Singing with people can be quite an uplifting experience.” Kim (50s)
described feeling elated adding, “I feel part of the group, actually contributing to the group.”
Here, Kim positions her pleasure as related to contributing to the collective, taking her pleasure
beyond an individual experience. Di, Sally and Elaine’s comments suggest that belonging to the
group and contributing to others is an important element to achieving this pleasure. Others’
descriptions indicate that singing and performing can produce a euphoria, a “buzz.” Elaine
made the comparison with “saving a penalty or scoring a goal in a cup final, that feeling of
elation that you get. And the adrenalin rush.” Elaine implies that the work of singing brings
rewards, as did Seb (50s) who noted, “When I get a choir high I just remind myself that it’s really
worth doing this.”
One MD, Lisa, described how she experienced the work of singing as “a spiritual experience.”
She added, “It’s more than the sum of its parts, it’s individuals having to work together.”
Another participant, Becks (40s) agreed, “There’s something, spiritual is not quite the word, but
it’s about a sense of collectiveness that is important for me to be in that space.” Richard, who
described feeling part of a sound, added that was a “really lovely combination of being both
embodied and transcendent.” These comments illustrate that, for some participants, the
intersections of the use of the body, the sound and the collective endeavours of the group
provides a spiritual or transcendent element. Similarly, Abby (20s) described singing as “an
outer body experience … I find it’s such a spiritual experience for me … You know how it is when
you just breathe at the same time and it’s like oh my god, wow.” Abby suggests the self-
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disciplined, bodily practice of the collective intake of breath by singers provides pleasure. The
singing-induced transcendence these participants describe may be read as a technology of the
self. Tobias and Leader (1999) found that communal singing results in a spiritual high. These
participants indicate that the “choir high” is due to a sense of achievement, a contribution to the
collective, and a physiological response to the release of stress and in letting go. These
participants suggest that singing enables them to achieve a sense of spirituality, a state of
transcendence and a “choir high.”
While participants described their emotional reactions to music-making and singing, it was
evident that the choir provided experiences of intimacy and vulnerability, both of which may be
viewed as tools for constructing the singer, the LGBTQ-identified self, and the choir. The act of
singing and being seen publicly as LGBTQ-identified was reportedly exposing for some
participants. One MD, Heather, identified, “For many … it’s still terrifying to stand and sing.”
Becks (40s) explained:
At times singing makes me feel quite vulnerable and I can get a bit sensitive to criticism
or other people’s actions because I might not be the best singer in there and people
might move away or whatever and I think ‘oh it’s me, I can’t sing in tune.’
A sense of not being “the best singer” does not deter members from participating. Similarly,
another participant, Ani (30s) shared her experience:
For me it feels like quite a vulnerable space sometimes. I'm not actually that great a
singer so trying things that are a challenge, I feel like I have to take risks in some ways. I
feel like I'm exposing some of my flaws.
Singers may be seen to reveal parts of themselves, or to open themselves to others by singing.
This occurs both in rehearsal and in public performance. These quotes may suggest Becks and
Ani accept their sense of vulnerability and concerns over what others may think of them, so as
to participate, improve themselves and self-form as LGBTQ choristers.
Another participant highlighted her sense of fear and vulnerability performing in public at the
Wellington Railway Station flash mob for the International Day Against Homophobia and
Transphobia:
Probably one of the scariest gigs that I did … just from the point of view that anyone
could have come along there. But … by the time I got there I was like 'oh fuck it, who
cares, they'll just have to deal with it.' But it was interesting to feel that threshold of
fear still. Because I'm not afraid of coming out or talking to people about it or publicly
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being identified, but it's just that I know that not everybody that I interact with knows
so there's that little potential for something – Mary (60s).
Performances in public environments have the potential to expose an individual’s association
with an LGBTQ-identified group to a wider audience, and therefore assumptions may be made
about performers’ sexuality. These examples of vulnerability suggest that through choir
participation there may be emotionally uncomfortable but rewarding ways in which participants
come to know and actualise themselves.
Several participants reflected on the intimacy of choral singing. Ani (30s) recounted:
I think singing together is kind of an intimate experience in some ways … I feel like for
me singing my heart out is a personal thing and doing it with others, it's connecting with
people in a way that you experience a closeness … It's really emotional for me. Being
physically close to people while experiencing and expressing intense emotions, it is an
intimate thing.
Mary also reflected, “With nobody else do I meet ... every single week for years. That's
incredibly bonding. I've forged pretty close relationships with people just by virtue of being with
people a lot, going through a lot with people.” As with Ani, Mary also described the physically
intimate nature of the choir and performance: “You're physically closer to people a lot … You're
sitting next to people, in people's energy.” Mary explained that the intimacy was not sexual,
however sometimes “It's kind of a fondness that I suppose is slightly sexualised, in some way, a
closeness and intimacy that is not apart from your sexuality I guess … we're touching each other
pretty much, especially in performance.” These quotes suggest that there is a bonding effect
from the physical intimacy required by singing together.
Being part of a choir means that not only is there potential pleasure in what the individual
participant is singing and producing, but they are also a collaborator with, and recipient of, what
is produced by others in the choir. Participants described their experience of aural pleasures. Di
commented, “Singing with the men is fantastic and hearing those sounds and being part of
making that sound, for me is the most amazing feeling.” This enjoyment of SATB or crossgender singing was referenced by other participants. For example, Abby commented:
I love hearing the basses and then the tenors, oh my goodness, their voices are just so
yummy … It’s like caramel. I could just swim in it ... When they sang [song name] at the
zoo I just could have died. I wanted to cry, it was so beautiful.
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Others described the “richness of the basses,” a “full” and “beautiful sound,” and “delicious
aspect.” These descriptions of bass and tenor voices are sensual, and they suggest an affective
musical pleasure (Conn, 2008). These excerpts demonstrate an appreciation for, and a means of
obtaining pleasure from, other voice parts and vocal timbres in the choir. These pleasures are
experienced emotionally and bodily. I next turn to the operation of erotic pleasures in this
mixed-gender LGBTQ setting.

Erotics
As demonstrated in the previous section, singing has the potential to engage choristers
physically and emotionally, individually and collectively. This section explores the ways in which
eroticism is viewed and enacted within The Glamaphones. By addressing erotics in this mixed
group, I am acknowledging the erotic as formative of the choirs, so long disregarded in the
choral literature, and acknowledging the choristers as sexual subjects. In discussing eroticism
with the participants, I did not define its meaning, although I am framing it within behaviours,
sensations, images, desires, instincts, and passions referred to by Foucault in his discussion of
pleasures and sexual conduct (1984/1985, p. 35).
One choir member had commented in the 2014 members’ survey: “For a queer choir the vibe is
weirdly asexual” (The Glamaphones, 2014). This comment implies that there is some
expectation that an LGBTQ choir would be erotic or sexual in some way. It may also illustrate
the de-sexualisation of LGBTQ spaces, as referred to in Chapter Two (pages 4, 36, 41). I asked
the participants, given the choir was a mixed-gender group that came together to sing on the
basis of sexual and gender identities, whether there was anything erotic about the choir. The
question elicited obvious discomfort from some of the participants. For example, Paula (60s)
responded, “I’ve never thought of that. I have no idea. You can explore that with somebody else.
(Laughing).” An alternative reading of Paula’s reaction may be that the choir has been so nonsexual she has never considered it a space of erotic potential.
Seb (50s) commented that he did not experience anything erotic about the choir:
No, not in any way. Dammit. I understand that there have been some liaisons in the
past but … there’s a degree of friendship and fellowship and it’s great ... I don’t
personally have any desire, and I haven’t witnessed anything.
Seb’s joking suggested a regret that the choir was unerotic, but he quickly clarified that he
enjoyed the choir for non-erotic reasons. This comment indicates that eroticism may not be a
dominant operation of the choir. Mary (60s) similarly explained feeling “more ‘sisterly’, I
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suppose, with the women. I don't know if I have some sort of prohibition on letting myself be
attracted to any of the women in the choir. It's much more a feeling of solidarity.” Mary’s
comment may be read as suggesting that, for the choir to succeed, it requires a sense of
solidarity rather than expressions or enactment of sexual desire.
Chris (50s), in contrast to some others’ obvious discomfort at my question, laughed
uproariously:
That is such a hilarious question because it’s probably one of the least erotic spaces in
my life. We all giggle like freakin’ school kids whenever someone says ‘top’ or ‘bottom’
or anything that has a slight innuendo to it. I don’t find it a sexy place to go. But it’s all
part of us having a nice time together I guess. It’s more like a sister brother thing, that’s
much more what it feels like.
Chris suggests there is a childish glee at sexual innuendo, while returning to describe family-like,
acceptable behaviour within the choir. This passage may suggest that the choir is not a space
for adult sexual behaviour. The comment may also be read as indicating that, with erotic
humour, the choir is not sex-negative (Soble, 2009). Chris then added that on first joining the
choir they had had a brief relationship that “turned to shit,” resulting in the other person leaving
the choir. This comment demonstrates that the choir has been a sexual space for some,
although Chris stressed that the choir was “a place of friendship.” Eric (50s) described having
noted people who had attended “clearly wanting something … they have not really wanted to
sing, or not lasted very long.” Eric was unaware of men “cruising” or assessing each other but
described conversations between male members about the attractiveness of new men, “but no
more than that really.” Both Chris and Eric’s quotes allude to a period of intense awareness of
fellow choristers before settling into a familial relationship (Attinello, 1994). New members may
initially be under surveillance for their erotic potential. Chris added, “It feels to me that people
are there for very authentic reasons, which is about they just enjoy being there and they want to
sing. It doesn’t feel like a pick up joint (laughing).” Chris’s comment may indicate a perspective
that singing, and friendship, are the “authentic reasons” for the choir and experiences of
eroticism and sexuality are not, echoing Seb’s sentiments. These quotes suggest that the choir
has as a norm a familial and friendship-based environment, emphasising the importance of
maintaining a community environment devoid of explicit sexual behaviour, and potential
tensions or awkwardness. This supports Cain’s (2005) finding that choruses are “not sexually
charged environments,” which helps avoid the tensions and awkwardness of other gay spaces
(p. 271). Applying Foucault’s theorisation of the body as the site of discursive control, these
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comments may be read as the choir disciplining and regulating members’ behaviour. They
suggest systems of power may be operating to control behaviour through the construction of
choir norms. In this way, The Glamaphones is constituted as a non-sexual space, and by
operating discipline or self-control, the acceptable Glamaphones chorister is constituted as a
choral, and familial subject rather than an overtly erotic or sexual subject.
Others made it apparent that the choir was on some level an erotic space. Lyall (30s)
commented:
Behind wanting to sing … there is something there ... For some people … it's possibly an
opportunity to … hook up with people ... it wasn't the reason why I joined. But there's
something there, there can't not be something there is what I'm saying.
Lyall’s comment suggests a discourse of desire as the basis of queer community (Bell, D. &
Binnie, 2000; Rosenfeld, 2003). This is also reflected by Will (50s), who discussed whether
“hooking up” or getting together for sex took place within the choir, and commented, “If that
didn’t happen it would be slightly weird.’’ What emerged from Lyall and Will’s responses is an
acknowledgement of the sexual subjectivity of the choir members, and the potentially
facilitative nature of the choir for the expression of sexual desire.
Another participant, Alison (50s), suggested:
I think it’s a generational thing. I think if it was maybe a younger choir the kind of erotic
space might be quite different … I think for the group of guys that might be why it’s
different because they’re a lot younger.
Here, Alison attributed the possibilities of eroticism to age rather than gender. Chris
commented that if it were “a little sexier … we might then attract some of the younger people.”
Both Alison and Chris’s comments indicate there may be age and gender differences in how
eroticism may operate, especially that younger people may be more engaged by a more erotic
space. Mary noted:
I get the feeling there's a lot of currents going on amongst the men. I haven't been so
much aware of that with the women. I don't know if any of the women lust after the
younger ones. I don't know. I haven't had any conversation about that with women in
the choir, which is interesting in itself. The men, I think they operate on a different
channel so I'm not sure.
Mary’s comment suggests that any sexual behaviour is discreet and kept private. She perceives
a difference in behaviours based on gender. Unlike the men, who Eric has described as
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commenting on the attractiveness of new male members, Mary is unaware of similar behaviour
by the women. Mary’s later elucidation of her comment about the men operating on a different
channel constructs the men as being more likely to be more sexualised than the women within
the choir, in her view. This may be read as reflecting a stereotype of the hyper-sexualisation of
gay men. This idea contrasts with the Attinello’s (1994) findings, described in Chapter Two, that,
after an initial period of assessing the attractiveness of new members, the singers settle into
sister-like relationships. Di (60s) commented, “In the men there’s a definite power group …
There’s a group of guys [names them]. I don’t know if it’s power but it’s certainly prestige.” Di
added, “… it could be that there’s sexual relationships going on in, I’ve got no idea … they’re
young and they’re beautiful.” Di’s comments may indicate that there is an erotic power
operating, based on beauty, youth and sexual desirability.
Numerous participants reflected there was an atmosphere of flirtation within the choir. Maggie
(40s) described this as “a kind of buzz.” Will was aware of men flirting with each other, and
elucidated, “It’s a flirtatious environment, the men certainly flirt with each other on some kind
of level. I don’t think it is actual … end game flirtation … it’s much more playful I think.” Will
relayed how queerness in the choir was at times expressed through this:
The queerness for me is experienced in that kind of playfulness … there’s sexual banter
that goes on … ‘what’s your favourite stretching exercise’ which has a mild erotic charge
to it and is certainly not the kind of conversations I have at morning tea at work ... It’s
very sotto voce, very kind of modest and mild.
Here Will identifies behaviours which make the choir a different space to others he engages in.
The playful nature of the behaviours is also reflected in Bruce’s comments. Bruce (40s)
described his enjoyment of being flirted with, by male and female members of the choir:
I love sitting next to Conrad. He always manages to flirt with me in a subtle but
appropriate way. It makes me feel 10 years younger and I’m charmed by it … in the
same way that when Carol and Bridget flirt with me I’m charmed as well.
Bruce’s pleasure exposes “the permeable boundary” between gender and sexuality (Hsu, 2008,
p. 342). A self-described gay-identified, married man is flirted with in a “subtle but appropriate
way” by a younger man, and lesbian identifying older women. These acts may be read as
demonstrating a non-bounded queer sensibility within the choir. These members are not
confined to gender and sexuality limiting practices between themselves. Flirting between men
and women in the context of an LGBTQ choir, without any sexual intent or sexual pleasure,
disrupts a sexual activity or relationship initiation motivation for flirting (Frisby, Dillow, Gaughan
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& Nordlund, 2010), or what is termed “courtship initiating” flirting (Henningsen, 2004, p. 481).
Flirting in The Glamaphones setting may then be seen as a parody of heterosexual, courtship
initiation flirting and thereby constructs another form of queer camp. It may also be read as
another way in which the choir constructs new types of exchanges and ways of relating.
There is a safety in these cross-gender acts of flirting, reflected in Alison’s comment:
I can perfectly comfortably … say that somebody in the choir is a beautiful young man
and nobody flinches … that conversation would not be considered weird in the context
of the choir ... I think it’s because it’s knowing that you don’t desire that man, but you
are able to say, ‘he’s beautiful’ because your sexual orientation is known. It’s not
presented as being about desire but just about some aesthetic. It’s different.
Alison suggests the choir provides a space for the appreciation of other-sex aesthetics, but that
sexual desire is not a component of that and it is therefore not threatening. Mary described her
attraction to younger men in the choir as “not really in a sort of old style heterosexual way but
I've just wanted to nuzzle them (laughing). I feel like being very affectionate with them, and I so
am not.” Mary explained this attraction was because of their beauty. She likened it to the
sensual nature of her relationship with her grandson, adding, “… just their youth and their
fineness. Maybe it's motherly. I think they'd be horrified.” Bruce, Alison and Mary’s comments
suggest the choir provides a non-sexual space between men and women which enables the
fostering of friendship and expression of aesthetic appreciation across genders and age groups.
These passages reveal that, while there may not be a shared sexual desire between genders,
there appears to be a playful flirting and eroticism directed largely within genders, but also a
cross-gender flirting and aesthetic appreciation of beauty. Mary’s comment that the young men
would be horrified suggests that not all would be comfortable with the cross-gender and crossgeneration nature of this attraction.
Eroticism was described by some participants in an embodied way. Becks (40s) described her
enjoyment of looking across at her partner “or anybody else really and seeing that level of
concentration” as “something sexy,” and “kind of like orgasm-y concentration.” While Becks’
comment evokes an image of erotic intimacy it is in the private domain and therefore does not
transgress the choir norm. Another participant, Ani (30s) described the effect of vocal exercises:
“…where we're doing something really quiet or something … it can be a bit sexy (laughing). I
guess sometimes you kind of create sounds and experiences.” Ani here identifies the erotic
potential of breath and voice control, and notes that an erotics may occur outside of lyrical
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evocations. Will described how his experience of singing dramatically improved when he stood
next to good singers:
[It] is a very pleasurable experience … there’s a sort of a flirtation that goes on … when
we’re singing. We sort of push each other on notes and try and get the vibrato going at
the same time, it’s kind of an unspoken thing that we have.
Like Ani’s experience above, Will notes how singing can be an erotic, embodied experience as
the choristers exert influence on each other, pushing each other to make a sound that is better
together than alone. Will’s comment may indicate that singing can be imbued with erotic
qualities. The subtle, vocal challenging of self and others is experienced as a pleasurable,
satisfying, embodied activity.
Foucault’s (1984/1985) exploration of ancient Greek self-control and the moderation of sexual
practices and lust proposes a means by which to become moral and ethical subjects. Ani and
Will’s comments can be read as commentary on giving and receiving non-genital pleasure.
Through these acts, erotic agency can be seen to be mobilised through music and singing in the
choir. These findings extend those of J. Taylor (2012) relating to popular and club music,
discussed on page 35, to encompass the power the collective, choral music-making experience
has in expressing erotic energy. These passages suggest an ethical erotics are in operation,
acceptable in visible and audible pleasures such as the sensuality of breath, and expression of
sexual humour. Members are expected to exercise self-control so as not to disrupt the
collective good, and in this way the choir may be interpreted as a space in which techniques for
care of the collective operate.
Other potentially erotic relations were identified. Mary commented on the relationship
between singers and one MD:
There was a lot of sexual charge around [name] I would say from men and women,
interestingly enough ... She … had that thing that a lot of people in leadership roles
have, that it feels personal but it's not personal … you know a warm, close feeling
relationship that is not personal at all. So, it was quite hard to know [name] in that way
because you were part of a flock … I thought the men were pretty interested in her, in
the same kind of way, as an eroticised figure.
Mary’s comment may suggest that the MD can produce a potentially erotic space through
evoking a connection with the singers. An erotic space may also be a result of the powerful
feelings evoked by music and the embodied practice of singing. The MD as an eroticised figure
may be constructed through the relations of control and embodied discipline, and concentration
P a g e | 140

Becks and Ani described previously. In this way, the MD may be read as deploying the strategic
relationship of director and chorister as a source of pleasure (Foucault, 1984/1997b), evoking
Cusick’s (1994) supposition, that the MD is in a lover role, seductive and actively generating
pleasure.
The relationship between the choir and audience also has the potential for eroticism and
pleasure. Seb’s response to my question about whether there might be something erotic for the
audience was: “God I hope not, because we just sell tickets to our friends. It’s not Sodom and
Gomorrah ... it’s (unfinished) I think they’re older, ‘let’s go and support the nice gays.’” Seb’s
quote suggests discomfort at the possibility of being the subject of the desiring gaze, especially
from friends. He also excludes the possibility of “older” audience members from being desiring.
His biblical reference to Sodom and Gomorrah may also be read as emphasising the choir as a
non-sexual space, or an allusion to a discourse of homosexual respectability (Binnie, 2009). Seb
de-sexualises the potential of the concert, reflecting the argument that in this period gay erotics
and desire have been marginalised, and privatised (Binnie, 2009). Another participant, Paula
(60s), commented, “I love flirting with the audience ... When you say flirting it implies sexual
tension but it’s that and it’s more. With the humour interlaced. It’s not bawdy. It’s not overtly
sexual.” In this passage, Paula emphasises flirting as humorous rather than explicitly sexual,
again suggesting a discourse of homosexual respectability (Binnie, 2009). Paula’s comment may
suggest that concerts provide an opportunity to perform more than music.
Ani identified the potential of the music to engage erotically with the audience, particularly as
“some of the love songs … have sexy lyrics or something and it's fun to have a group of beautiful
people singing that kind of thing and engaging with the audience.” Love-focused lyrics also
enable Ani to involve her audience-member partner in her music-making, directing love songs to
her. Di (60s) commented that in rehearsal “you’re in your group” but the addition of costuming
and “dressing up” for concerts and “an audience that comes in from the outside” may heighten
the sexual potential for the performers. Di implies that being observed is being given more of a
license to perform. Di’s comment may indicate that the choir, in and of itself, is not a sexual
space, but, with the addition of outsiders, and the playfulness and freedoms of dressing up,
expressions of erotics or sexuality become more acceptable. Abby (20s) suggested that
audience members may be desiring, of each other and of the performers. She commented that
another choir member had told her “she has friends coming to concerts who say, ‘So-and-so is
really cute, are they seeing anyone?’” While the audience members who took part in the
intercept survey described feelings of joy and love at the concert, and identified the choir as
passionate, none suggested any erotic interest in the choir or individuals. However, Abby’s
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recitation suggests that an added pleasure for an audience may be the observation of the
performers, performing both songs and sexuality. The singers may be subject to the sometimesdesiring gaze of the audience.
Participants highlighted the choir camp, described in Chapter One, and the setting for undies
man’s transgression of choir norms (page 95/96), as conducive to more displays of sexuality and
eroticism, aided by the Saturday night party and dressing up in costume. Beyond the restraints
of weekly choral rehearsals with their set structure and discipline, the camp parties are
reportedly liberating and create a more openly erotic, sexualised space. Jake (30s) described his
experience of unwanted sexual joking and attention at camp:
The guys are like ‘Oh whose room are you sleeping in?’ that kind of stuff ... One guy
kissed me at choir camp. It was annoying ... He tried to turn the fact that I and this
other guy were showering next to each other into this big thing. It was kind of (sigh) …
irritating.
Jake’s emotional response to the unwanted kiss and the joking illustrates the impact of
behaviour that breaches the usual choir norm. Another participant gave an example of when he
had been subjected to unwanted attention by another male member of The Homophones, and
was left feeling “really uncomfortable, and I stopped going to The Homophones for a couple of
months.” Harassment was also addressed by Mary who was aware, in The Glamaphones, of:
… predations by older men on some younger men … I spoke to the younger person that
was involved and he told me he was very unhappy about what did happen, and he did
actively leave because of that. It was really not ok what did happen … he was basically
forced into something he didn't want.
One of the women described her experiences of having had her bottom squeezed and grabbed
by a male member, which she had found “gross” and “kind of weird.” This woman’s experiences
of sexual harassment could be read as the result of the performance of hegemonic masculinity,
and the subordination of the status of women within the choir by at least one male member
(Robinson, K.H., 2013). It suggests the “regime of institutionalised heterosexuality” that
produces harassing behaviour operates in this LGBTQ space (Bartky, 1988, p. 72).
Breaches against the norms of the choir are jarring and strike a dissonant chord. They
transgress unspoken social codes governing what is acceptable behaviour within the choir. This
sexual harassment may be read as a breach of the care of the self and others operating within
the choir. It can be read as a failure of moral control over the self (Foucault, 1982/1997), and an
operation of power that disrupts the pleasure of those subjected to it. These incidents suggest
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that sexual harassment takes place in single-gender and mixed-gender LGBTQ settings, and
between LGBTQ-identified men and women. To date, no other LGBTQ choral literature has
evidenced sexual harassment within choirs.

Conclusion
In this chapter, I explored the discursive construction of the choir through harmonious practices.
In examining the participants’ reasons for belonging to the choir it emerged that there are
multiple uses of the choir space. Participants are agentic, using their involvement in differing
ways, including securing a space of safety, family, a replacement church, and a community. The
choir provides a place in which to reaffirm, enact and operationalise LGBTQ identities, and to be
understood by others as holding these sexual or gender identities. Participants’ LGBTQ
subjectivity may be seen to be formed through being with others in the choir. The collective of
the choir makes it possible to express these identities, and to be non-normative.
The choir affords opportunities to develop intergenerational and cross-gender friendships. An
intergenerational and cross-gender community has developed, providing a space through which
previous gender-based conflicts, including the formation of the choir itself, may be reconciled.
I considered ways in which the study participants were transformed through involvement in the
choir, developing their individual skills and sense of wellbeing, while contributing to others. The
choir benefits its members by providing a place in which to contribute to something bigger than
the self. By this, members are able to operationalise technologies or techniques for care of the
self, an aesthetic and self-disciplining project for the development and betterment of the
individual. Through vulnerability and exposure there are opportunities for members’ selfimprovement and coming to know and actualise themselves. The examples of how participants
contribute to the choir demonstrate a collective labouring for the good of the choir, or the
collective. The choir members act on themselves for the benefit of the group, or collective, and
through such actions they actively create the collective, that is, the LGBTQ choir. Members have
developed and regulated themselves, in acts of self-mastery, so as to form a cohesive choir.
Through these acts a community has developed, demonstrating a model of “care, mutual
responsibility and love” (Weeks, 2015, p. 48).
Actions are focussed on both improving the self and the group. While Foucault briefly
references an “ethics of communal existence” (1984/1988, p. 220) I propose that choir members
discipline and act on themselves for the benefit of both themselves but also the group, or
collective. It is through such actions the collective is actively created, that is, the LGBTQ choir.
This provides a means by which LGBTQ identities may be retained, renewed and expressed, and
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cultural elements of these, such as the example of gay histories, transmitted to others. Thus,
the choir provides care through visibility to, and on behalf of, the wider LGBTQ-identified
community.
An exploration of the operation of erotics in the choir reveals how maintaining the wellbeing of
the community is paramount, although there is an enjoyment of flirtation, sexual humour and
aesthetic pleasures across the choir. Private or discreet sexual activity is alluded to, but an
implicit agreement operates that sexuality and erotics are not to be enacted publicly.
Transgressions are rare and jarring. Conflict arises where Foucault’s notion of moderation and
containment of pleasures is breached. Those who transgress are excluded, such as undies man,
or are seen as weird. The norms of the choir act as techniques for the care of the self and of the
collective. This indicates that actions are focussed on both improving the self and on group
transformation, resulting in the group being stronger, happier, and both figuratively, and in the
case of this choir, literally, “art” (Foucault, 1982/1997, p. 225, 1983/1997, p. 261).
In the next chapter, I will turn to consider how the choir performs its art and identity, and
participants’ perceptions of the purpose of the choir and how the choir produces and performs
transgression and assimilation, in order to answer the question that asks if there is still a desire
for difference in a time of sameness-seeking.
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CHAPTER SEVEN – EXPOSITION: PERFORMING THE
GLAMAPHONES AND LGBTQ IDENTITY2
In the preceding chapters, I have presented how The Glamaphones forms or constructs its
identity through discursive practices. In the previous chapter, I established that participants use
the choir space in multiple ways to enact and affirm their identities, construct community,
develop their skills and for their wellbeing. I argued the choir provides a space for the
development of intergenerational and cross-gender friendships, aesthetics and pleasures. I
demonstrated that there is an appreciation of sexual humour and flirting but the choir operates
internal discipline, having established discretion as a norm. I concluded with the argument that
the choir, through a care of the collective, renews and maintains LGBTQ identity.
In this chapter, I examine how the choir produces its identity for display and performance,
attaching the subject of the LGBTQ chorister to their identity (Foucault, 1982/1994, p. 331). I
discuss how the choir’s collective identity is deployed in the pursuit of social and political goals.
I also explore the impact of the choir through the eyes of the audience.
Firstly, I present the founders’ argument that the choir has the “gay” identity, regardless of its
membership. I asked participants what they thought made the choir LGBTQ and this question
gave some insight into how the choir operates and displays itself as LGBTQ, and the impact of
the musical director on this identity-based choir. I examine participants’ responses to highlight
conceptions about LGBTQ subjectivity, identity construction and the cultural production and the
choral execution of this performance of identity. I report on my artefact analysis and concert
observations, scrutinising the ways in which the choir displays its shared identity. This enables
me to analyse how the choir produces and performs transgression and assimilation. I consider
the participants’ perceptions of the purpose of the choir in the 2010s, so as to answer the
question that asks if there is still a desire for difference in a time of sameness-seeking. In the
final section, I bring in the data from the audience intercept survey. I discuss the choir-audience
relationship. Finally, I explore audience perspectives on the function and contribution of The
Glamaphones to LGBTQ Wellington and the wider Wellington community.

2

Exposition, in musical terms, equates to an initial presentation, with the expectation the
presentation will then vary.
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Creating and performing an LGBTQ choral identity in the “post-identity”
period
This section scrutinises the ways in which the choir presents and performs its LGBTQ identity,
both from the perspectives of the participants, and my concert observations and artefact
analysis.
The choir has the identity
As explained in the introduction (page 9) at the time its predecessor, The Homophones, was
legally incorporated the decision was made that the choir would be known as a gay, male voice
choir, welcoming all men, rather than requiring all members to be gay-identifying men. This
principle was also applied to the formation of The Glamaphones. The founding musical director,
Lisa, related joking about auditioning people to see if they were gay:
And in the end, we went “Why does that matter? This is a gay choir and if people want
to be in a gay choir who are we to ask them if they’re gay or not?” … I liked that it was
the communal identity and that people chose … to be in that choir because it’s the
choir’s identity.
Here, the communal or group identity can be seen to be the foundation of the choir as an
LGBTQ entity.
The Glamaphones as a mixed-gender space creates a rare Wellington opportunity for a shared
LGBTQ group identity. Gender differences and gender-based differing political goals are
perceived in the literature as the greatest division in the collective identity (Gamson, 1995;
Oakenfull, 2013). The choir co-founder, Mark (50s) commented, “To be honest I think that gay
men and lesbian women have very different experiences, totally different experiences and we
come together almost as communities of convenience rather than because we have a real
commonality of experience.” Mark’s comment can be read as suggesting that gay men have
homogenous identities or experiences, or have more in common with each other than with
people of other identities. In contrast, Will (50s), a member of both The Homophones and The
Glamaphones, reported his view that commonalities and shared experiences are more an
assumption than a reality.
The co-founder, Mark, concluded his interview with the observation:
What we share is a deviation from social norms or a desire to live our lives outside, to
use the jargon, heteronormative culture. And so, we are drawn together by our shared
deviance. (Laughing). But we deviate in different directions. I guess though at one level
having a choir like this, what it does is construct a sense of shared identity. It does help
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to create that sense of a shared commonality of experience of some degree. So yes,
groups like this I think do play quite a powerful role in constructing a commonality of
experience that otherwise might not come into being.
Mark’s comment may be interpreted as contradicting his earlier views that “gay men and lesbian
women” come together as “communities of convenience.” This comment suggests Mark
concludes that the choir does indeed construct a sense of shared identity, through a shared
commonality of experience, in this case that of the LGBTQ-identified chorister. The shared
experience is the LGBTQ choir, its community and collective music-making. This music-making
provides an opportunity to establish links along an axis of shared interest (Muñoz, 1999), and
through sharing the differing functions of the choir space as described in Chapter Six. Through
this some cohesiveness as an LGBTQ community is developed (Robinson, P., 2009). Mark’s
observation evokes Butler’s (1993, p. 13) theorisation that “the performative functions to
produce that which it declares.” By this I mean that, through its own discursive construction and
operation, as an LGBTQ choir and community, The Glamaphones produces its shared identity.
The choir may therefore be read as having produced more than what Gurlly (2014, p. 54) refers
to as a “facile link” between the categories in the “LGBT moniker” as it develops both an LGBTQ
choir and a new LGBTQ community.
Making it LGBTQ
Bálen (2009) argues that it is by using a conservative form, choral singing, that LGBT choirs
queer culture, as discussed on page 26. The following findings extend this, suggesting that it is
through queer public representations, processes, performance, symbols and programming that
queer this choir’s production of culture.
I asked participants if someone coming in off the street would know that the choir was LGBTQ,
and in the early interviews, the most common answer was “No.” Participants responded that
there was nothing distinctively queer about the choir, its music, how it presented, or what it had
to say. Their comments suggest that in the early years of The Glamaphones there was little to
indicate the choir was an LGBTQ entity. One participant, Lyall (30s) revealed:
I kind of like the idea that we are a queer choir but we are just a choir as well. We don’t
have to conform to anyone’s idea of what a queer choir ought to be doing. So, in some
ways that someone might not realise we’re a queer choir, actually, I think [that’s] ok.
Lyall’s comment may reflect that he is more comfortable with the choir not being noticeably
queer. Another way of considering Lyall’s response is to draw on Foucault’s theorisation of
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power and its companion, resistance, to read a desire to disrupt ideas about what would be
expected of a queer choir.
I asked participants to identify what makes the choir LGBTQ, and for those who had been in
other choirs, what differences they saw between mainstream choirs and The Glamaphones.
MD, Heather, recognised the group dynamic in The Glamaphones was “unique” to the choir,
explaining “it’s about sexual identity.” Many other participants identified the sexual and gender
identities of the singers as making the choir LGBTQ. Barb (60s) commented:
It’s queer, it really is queer. So, it is quite different and it feels different. I don’t think
anybody wants it to be a mainstream community choir … We define ourselves by the
fact that we’re in same-sex relationships or feeling as [if] we’re different from the rest of
the mainstream straight population.
Barb emphasised sexual identity or behaviour as the core reason for feeling different to the
other, mainstream choirs. Will (50s) explained, “The way that we interact with each other …
cumulatively that creates a queer space … without thinking about that in a self-conscious way.”
Will’s comment may suggest that it is the number of queer people that creates the queer space,
or that the interactions between queer people create the queer environment. In this way,
queering, that is, disrupting or resisting traditional configurations of gender, sex and sexuality
can be seen to be an active process in the choir (Sedgwick, 1990).
One MD, Lisa, stated that because the choir was queer “then what they are singing is queer.”
Lisa suggested that the choir’s identity queers the music. Additionally, she proposed that the
audience queers the concert performance: “… everybody in the choir invites their community to
be there, so the audience is as well as the choir, so it makes the performance queer.” This view
was supported by others, suggesting that the individual and collective identities, of singers and
audience, queer the music, the concert performance, and the concert space. Identity can be
seen here as agentic, influencing and forming cultural objects around it.
An intangible sense of the choir being queer, or developing its own queer-related identity, was
referred to by many participants, although the specifics of this were difficult for them to
articulate. Jake (30s) reflected on the choir’s “queer identity”:
It’s not fixed. I would struggle to articulate what that is. I think there are ongoing
actions that attempt to capture that and express that but … I don’t think it’s ever
successful (laughing) … I think it’s something the choir works at and different people
put forward their interpretations or signifiers of queerness. But it’s always incomplete,
right?
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Jake’s comment may be read as a post-structural discourse, suggesting that the choir’s identity
construction is dynamic and ongoing. Jake implies that different representations, actions and
performances of queerness are constantly shaping this changing identity. Here, the negotiation
of identity is performed or played out through behaviours or practices rather than through the
choir expressly discussing and articulating what its identity means, should look like, or do.
During the period that I was researching The Glamaphones, it became evident through concert
observations, and the choir’s website, that the choir’s public presentation was changing to
become more demonstrably an LGBTQ community choir. Repertoire, supporting concert visuals,
dialogue with the audience at concerts, and material artefacts such as concert programmes,
posters and The Glamaphones website were all becoming more distinguishably LGBTQ. In
contrast with my earlier interviews, participants whom I interviewed after the first two concerts
with the new musical director perceived a significant change had taken place, that is, a queering
of the choir. The “signifiers of queerness” Jake alluded to, and proposed by participants, are
discussed in the following sections.
Processes
The consultative and democratic nature of The Glamaphones organisation was identified as
signifier or indicator of difference. Sally (40s) gave the example that members’ opinions were
sought on the choice of music: “which hasn’t happened in other choirs I’ve been in.” Sally
further noted, “There is a strong spirit in the choir of doing things together ... as an organisation,
people seem to step up and do things.” Richard (40s) explained that there was a “power
sharing, … for want of a better term, that has grown into the way The Glamaphones works.”
Jess (50s), a former management committee member, expressed her view that:
The people on the committee have come from a history of working in feminist groups,
women's groups, gay groups, political groups where there is much more of a consensus
[style] and asking people ... Already you're starting in an atmosphere that's different. I
think The Glamaphones are more consulted than the Community Choir ever was. I think
in general the committee is pretty democratic.
This explanation for the consultative and participatory approach within The Glamaphones was
supported by MD, Heather, who observed an “imbued sense of democracy” within LGBTQ
groups. Heather attributed the importance of democracy to people not having had a voice:
… most people in the choir for much of their life … it was dangerous to be who they
were or they didn’t have a voice because society didn’t grant them a voice, so that idea
of democracy … it’s very important that everybody thinks they get a say.
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Seeking a voice, and the role of choirs in providing the opportunity to be heard, is a dominant
metaphor in the LGBTQ choral literature, as outlined in Chapter Two (page 20). These quotes
can be read as positioning power sharing, democracy and consultation as an expected means of
operating in such a group as The Glamaphones. Many of the participants had participated in
LGBTQ and other community groups, including as volunteer organisers, board members, and
fundraisers. The resultant skills development and commitment to democratic processes may be
seen in participants’ descriptions of choir operations and member expectations of the
circulation of power within the choir body. Macarthur’s (2002) claims that singers in her mixed
lesbian and gay chorus were powerless to step outside hierarchical disciplinary forces (page 26).
However, these findings suggest a non-hierarchical operation of power within The
Glamaphones, with agentic singers participating in and contributing to the construction of the
choir.
In contrast with the above finding, several participants commented on a lack of processes in the
choir, such as Chris (50s) who said, “I think we go along with stuff and suck it up.” Chris later
added:
I don't think we have good ways of raising issues and having them brought out for
discussion. Which I don't think we'd be against having, it's just again certain
personalities are quite a bit stronger and have a bit more influence in the choir than
others.
Maggie (40s) proposed that a complaints or resolution process would be good to have. These
participants suggest that, while the choir has democratic structures, it lacks systems for
dialogue, with some members managing and actively limiting opportunities for discussion and
potential conflict, as discussed in Chapter Five. A certain level of harmony is required to
maintain cohesiveness as both a choir and an LGBTQ community. By not allowing discussion on
these potential conflicts the harmony of the choir may be seen to be maintained.
The operation of harmony may also be read as relations of power, intentional or otherwise.
Another example is that of Kat, who has volunteered as production manager for concerts,
influencing the choir’s visual identity. Kat (50s) explained, “I’ve been really left to my own
devices. I’ll show them [committees] some things. ‘This is what I’m thinking for this’ … basically,
I get a free reign.” Bruce (40s) noted Kat’s influence as “exerting quite a lot of creative power
and queering the choir with her use of imagery and lighting. There's a kind of theatrical …
Broadway, razzmatazz sort of thing. And I think that's fantastic.” In this example, Kat
demonstrates that by taking action she is producing the choir’s visual identity. This example can
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also be seen as demonstrating how the negotiation of identity is performed or played out
through practice rather than through whole choir or committee discussion, negotiation and
articulation. It suggests there are also power hierarchies in the choir, with the production
manager operating significant individual influence over the visual construction of performances.
Humour, culture and camp
Although many participants struggled to articulate what made the choir LGBTQ, a sense of
shared culture emerged from the interviews. This involved language, shared understanding,
sexual humour and camp. One participant, Maggie (40s) extrapolated that to her culture was
“shared language” but acknowledged she would not “really be able to say what that was.” This
intangible nature of culture was explored by another participant:
Culture tends to be things that are understood without an awful lot being said. You
grow up in it, you know about things, different language, different use of words, just
simply a common understanding of how different people function within our
communities ... you’re an outsider type culture – Miriam (70s).
While Maggie and Miriam have a view that culture is shaped by language and a shared
understanding, the following quote from Alison (50s) extends this view to encompass another
signifier: “There’s a unique sense of the comic that is there within a queer context … and I’m not
quite sure what that is. There’s something there about not erotics, about rudeness. About
being rude.” Like Alison, many participants identified humour loaded with sexual innuendo, and
an ability to have fun, as indicative of the choir being LGBTQ. Sexual humour is seen by many
participants as a significant marker of the choir’s identity as an LGBTQ choir. Di (60s)
commented:
There’s a definite naughtiness within the group that’s sexual … There’s a lot of sexual
comments made, and women are always sniggering behind their hands about a word
and misinterpretation ... you’ve got the freedom in that group to basically just have
those thoughts and be out about them and laugh … because the space is created for you
to do that ... And it’s very funny.
In this passage, Di constructs sexual humour as a kind of freedom. Sally (40s) reflected, “I think
there’s a lot of humour and kind of sexual joking … lots of joking about sex, or puns in the music
or when the director says something that could be misinterpreted or something.” Sally added
that this was prevalent in The Glamaphones, compared to other, mainstream, choirs she had
been in. One MD, Heather, noted that “sexual innuendo and jokes about sexuality” were “a key
choir dynamic, and it’s quite important to the choir … Not many musical ensembles have as
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much fun as the choir does.” What emerged from these accounts was that the abundance of
sexual humour was seen to be specific to The Glamaphones as an LGBTQ choir. Through its use
of sexual innuendo and humour the choir may be seen to be creating a shared LGBTQ culture.
This level of sexual humour may be indicative of cultural difference to other choirs and choral
norms.
Another element of shared culture was suggested by Eric (50s) who commented:
I can turn up on a Thursday evening and there’s a load of gay buddies there I can have a
bit of a joke and a laugh with, and camp around with a little bit, and sing. So, it’s quite
an important part of my identity.
Eric’s comment may suggest that the choir provides a space for enjoying camp, and that camp
has a role in creating the choir as a comfortable and fun space for him as a gay-identifying man.
Camp may be defined as “the total body of performative practices and strategies used to enact a
queer identity, with enactment defined as the production of social visibility” (Meyer, 2005, p. 4).
Camp was also productive of the choir’s LGBTQ identity for this experienced chorister:
In a queer choir, there's a different level of fun and levity and camp-ness that is part of
queer cultures that makes those things more meaningful at that level … Camp has
always involved a little bit of self-parody and so I think that remains a valuable part of
the way that queer cultures do things – Richard (40s).
Richard suggests that being able to laugh at ourselves is a feature of queers, and the choir. He
continued that he thought camp “as an idea isn't so much of younger people’s vocabulary”
suggesting a generational change. Richard argued for the use of:
… camp and parody and sending up things that try to hold us down … all of those things
that try to put us into boxes and hold us down and restrict people. The more you can
make fun of them and send them up, even if it's yourself that you’re using to do it,
that’s liberating.
Richard uses a discourse of liberation to intimate that the choir has a role, through camp and
parody, to exaggerate, distort and challenge constraints such as hegemonic or normative
masculinity and femininity. In this way, camp may be used as resistance. It highlights the
socially and culturally constructed nature of gender, as discussed in Chapter Four. Another
participant, Chris (50s), remarked, “I don’t think we camp it up as much as we could.” Others
commented that the choir lacked flamboyancy. Seb (50s) explained he had expected more
flamboyancy, adding, “It’s all pretty sober really.” Chris and Seb’s comments may suggest an
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expectation of more extreme non-normative representations of gender and sexuality. This
comment could be interpreted as regret that the choir fails to employ camp more in concerts, or
as resistance to heteronormativity (Schwandt, 2010) and normative gender performance.
A Christmas concert in St. Andrew’s church opened with a performance of “Dance of the Sugar
Plum Fairy” accompanied by two larger women comic-dancing in tutus. This rare use of
choralography by The Glamaphones, that is, choreographed movements performed while
singing, produced a resignification of a piece from the classical ballet The Nutcracker. The
performance may be analysed as an appropriation of heterosexual culture and artefacts, turning
them into forms of resistance (Halperin, 2012). It contributed an element of camp and comedy,
emphasising the performance or theatrical nature of the event, while resisting traditional choral
performance. It is a variation on the classical ballet dance, and it is a variation on gay male
camp. In this instance, camp had been reproduced and performed by women, contributing to
an obscured tradition of lesbian camp (Nielsen, 2016). The performance may be seen as
resisting ideas about camp as a male domain, reserved for men, or a “gay male genre” (Heckert,
2005; Halperin, 2012, p. 179). These variations can be read as a subversive choral performance.
They challenge the audience to think about their preconceptions about choirs and concerts, and
may also disrupt expectations of LGBTQ people. This is an example of how the LGBTQ identity
of the choir is shaped and displayed.
Symbols, costumes and gender presentations
Other presentational elements of the choir, such as the use of gay symbols and images, use of
costuming and non-normative gender representations, and musical programming or repertoire
may be seen to signal the choir’s identity to audiences. Alison (50s) described the marketing
materials as: “really queer, there’s nothing about it that’s straight. So that’s part of the public
presence … They’re designed by queers and look queer. It’s got rainbows all over the place.”
Alison suggests these materials signal the choir’s identity, principally by the use of rainbow
imagery, a symbol of gay pride. During the concerts I observed, mirror balls cast rainbow
coloured lighting across the venue, and photographs and other images were projected on walls
and screens behind the choir. Included were images of the Stonewall riots, an event that took
place half a world away and almost half a century ago, and wrongly given legendary status as
the start of the gay liberation movement (Weeks, 2015). By using such images, The
Glamaphones can be interpreted as reproducing this gay mythology (D’Emilio, 2002), or what is
so often framed as the gay creation story. Additionally, images from the 2014 film, “Pride,”
depicting solidarity between striking South Wales miners and lesbian and gay groups, were
mixed with those from the New Zealand 1986 Homosexual Law Reform Campaign. The use of
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these images accentuates the political histories of LGBTQ groups. It suggests a desire for a story
of an LGBTQ history. It also suggests that The Glamaphones are now part of this history. From
these images, the choir may be seen to be creating a subjectivity or identity from blending the
historical, the imported and the local (Altman, 2013). The images can also be seen to create the
setting for the choir, that of an LGBTQ space.
The deployment of the rainbow symbol was carried through to the uniform or costuming. Elaine
(50s) described how, in the early concerts: “We dressed in all black with rainbow coloured
scarves, so there was kind of a nod to the rainbow colours, and if you can connect the rainbow
colours to the gay thing then you might make the connection.” Elaine commented on the
costuming chosen for an animal-themed concert performed at Wellington Zoo: “If you’re
dressed as a polar bear or a bird or something, if you’re dressed as an animal, how would you
know it was a gay choir?” Elaine’s comment indicates that uniform or costuming may be an
important signifier of the choir’s identity but has not always been used by the choir for this
purpose.
Another participant, Barb (60s) explained that there had been changes to the uniform or
costuming under the new musical director:
We’ve been able to dress however we want … People have been able to be themselves
… I think we should actually be able to go to the very ends of that and explore it, and the
thought police can have their role for some concerts too. But we need to be able to just
be ourselves, because we can’t do it anywhere else. You know?
In this passage, Barb links less regiment in dress to a discourse of authenticity and freedom. She
locates the choir as a unique space in which members can be themselves. Barb suggests that
some choir members, the “thought police,” have previously exacted discipline on their peers,
regulating and constraining behaviours and thus limiting representations in the choir. This view
is supported by Bruce (40s) who commented:
In that early part of the choir … there was a lot of policing ... ‘There’s a right way to do
this and people won’t take us seriously if we don’t look serious.’ ... Some members
would be wanting to do something fabulous and wear drag or whatever and there'd be
a kind of 'I don't think that would be appropriate.' There was definitely a flavour of
policing. My sense is it's much less the case now.
Barb and Bruce’s comments make apparent, however, that there is now some resistance to this
regulation and policing within the choir, and for Barb this resistance is “being ourselves.”
Another reading of this may be that choir members have been subject to the discipline of
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traditional choral discourses, such as how they stand, move, dress, and hold their music, but
have since resisted this, and now disrupt choral norms. Will (50s) reflected, “I think [with] the
balloons and the funny hats and so on, there’s a kind of role playing there that’s possibly not
typical.” Moro (In press) argues that choral singing is largely mainstream in nature, and rarely
carnivalesque. However, as suggested by Will, and already seen earlier in this chapter through
camp choralography, The Glamaphones subtly performs the carnivalesque.
At the first concert I observed, “A Night at the Movies,” I noted a chorister in a purple wig with a
feather, a man in full drag, another in leather pants, several film characters, a woman in a red
tassel dress matched with Doc Martin boots, and women in tuxedos. Costuming in the second
concert, “Gay Anthems,” included a soprano in an applied moustache, a Dolly Parton, women in
suits and another in a tiara. This costuming can be read as transgressing expectations of a choir,
where it is traditional to see women in uniforms of long, black dresses and high heels. It may
also be understood as disrupting expressions of binary gender, with women circulating
masculinities and femininities. Additionally, a man was dressed as the 2014 Eurovision Song
Contest winner, Conchita Wurst, which involved a frock, wig, extensive face makeup and applied
beard. This parody of gender may be read as transgressive or subversive. It resists and
transgresses normative gender expressions and mocks hegemonic masculinities. It can be seen
to signal a political act, as it exposes gender boundaries as unstable, performative, and
contingent, in the manner of Butler (1990, 1993). Non-conforming gender representations
thereby demonstrate that gender boundaries are not fixed but permeable, disrupting ideas
about gender and sexuality.
Participants also gave examples of non-conforming expressions, or performances, of gender as
evidence of the choir’s LGBTQ identity. Jake (30s) highlighted physical signifiers such as “some
of the haircuts on the women, the way the men kind of ponce around.” Richard (40s)
commented:
I think, the sartorial presentation particularly of some of the women may give some
people some cues … there is a proportion of the women who either describe themselves
or would be interpreted as being butch and that is probably going to be unusual
compared to other choirs.
Jake and Richard’s comments illustrate that some of the members’ appearances give cues, or fit
stereotypes and thereby announce their sexual identities (Hutson, 2010). They may suggest the
choir provides a space for the expression of marginalised masculinities and femininities. Alison
identified that there is an aesthetic “that’s traditionally been a kind of non-conforming way of
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presenting ourselves to the world.” Alison’s comment suggests an expression of difference, in
which, unlike heterosexual women, queer women are prepared to play with gender
presentations. It could also be read as an act of resistance, and the crossing of the boundary of
culturally defined binary masculine and feminine behaviour. Chris argued, “We look like dykes.
We look like gay guys … the altos and sopranos look like, I think, … your classic, middle aged
dykes … We’re not conforming to the necessarily feminine straight look.” The choir may be seen
as providing space for women to transgress the requirements of a submissive femininity, but
Chris’s quote suggests this is carried out in a narrowly defined way (Oksala, 2011).
In contrast, Ani (30s) stated, “I feel like there's a range of expressions of gender in the choir,
even if most people identify as a man or a woman, they do it in a range of ways.” Ani’s
comment suggests that there are more gender expressions and subject positions evident in the
choir than Chris observed. Jake gives a possible explanation for this: “It’s kind of a bit more
messy, and a bit more freeing when we’re in there together rather than we’ve got this one idea
[of gender].” Ani and Jake’s comments may suggest that, in a mixed-gender LGBTQ choir
expectations of normative gender expressions and performance may be relaxed, and thereby
the self-regulation and policing of gender expressions (Foucault, 1977).
Several participants noted constraints on the choir. A former chairperson said:
We probably don’t allow the really, really flamboyant or the stuff at the edges of the
spectrum to come out. We need to think a little bit more about how we do that, but we
certainly do more than we used to.
This view is supported by the technical director, Kat, who commented, “We could push the edge
if we wanted to. I was quite safe with [the] Gay Anthems [concert] because I thought ‘oh my
dad is coming to see this,’ (laughing) you know?” These comments suggest that the choir is still
self-policing. Consciousness of the audience makeup may also limit the choir’s transgressive
potential as there are active compromises between transgression and acceptability. Bruce (40s)
commented on what he viewed as constraining:
Imagine for a minute the choir doing an entire concert where everyone was dressed in
drag. Wouldn't it be the most absolutely fabulous, extraordinary thing? Would it ever
happen? Not in a million years. Who would be the most resistant? Some of the men.
And that would partly be because it's still much more challenging for men to put on
dresses and get on stage than it is for women to dress as men and get on stage.
Bruce’s comment may be understood as suggesting that men’s gender performance is still far
more regulated than women’s, and many men in the choir adhere to culturally-imposed
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restraints on gender expression. It is an example of how power is enacted on the body, and may
be considered an example of self-surveillance or self-regulation (Foucault, 1977). Additionally, it
may suggest that gay-identified men’s bodies are already feminised within hegemonic
masculinity discourse, and gay-identified men are resistant to acts that can be interpreted as
further feminising them. Mark suggested, “I think there is this New Zealand cultural thing about
men not singing … there probably is, at that sort of rugby playing Kiwi cultural level, an idea that
men don’t do that sort of stuff.” Both Bruce and Mark’s comments intimate that there are
cultural constraints on masculinities in New Zealand, making singing potentially risky for men as
it transgresses acceptable or hegemonic masculinities. Eric described the choir as a “safe social
space, so you're not singing with a group of hefty straight men.” This comment may indicate
that the choir provides a sense of safety and comfort for men in which to sing, which may be
less threatening than singing in a mainstream choir. This may be because it is an acceptable
space to perform non-normative masculinities. The Glamaphones could be read as challenging
constraints on men singing, or merely reproducing hierarchies of acceptable gender
performances.
Programming
The musical programming or choice of repertoire was a contentious issue with many
participants. Aside from dissatisfaction with the number of religious pieces the choir had in its
earlier repertoire (pages 101-103), an analysis of past members’ surveys evidenced a desire to
sing more LGBTQ music, such as that by LGBTQ-identified composers or with what could be
considered gay themes or otherwise relevant to LGBTQ-identified people (The Glamaphones,
2013d, 2014). I observed, from a review of concert programmes and annotated music scores,
that in its first four years The Glamaphones rarely utilised repertoire to affirm or celebrate its
LGBTQ identity. Maggie (40s) commented, “We seem to sing incredibly little queer music,” the
lack of which, she added, “drives me crazy.” Maggie continued, “It doesn’t really make sense to
me that we’re singing nothing gay. I don’t understand that.” These comments may indicate a
desire for more than just an LGBTQ space. They may be read as suggesting that to sing music
that is constitutive of the participants’ and choir’s identity would be pleasurable. It may suggest
Maggie considers there is potential in music to reinforce identity, and transmit messages about
being queer, internally and to audiences. Maggie may be seen to query the then silence of the
choir regarding LGBTQ lives and concerns.
Several participants described the importance of singing songs of solidarity and activism, such as
Becks (40s) who said, “I think music is … a really important part of political change and activism
so it’s probably those songs that get me the most. Songs that are about the underdog or us.”
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Here, Becks may be seen to align the LGBTQ nature of the choir with a discourse of oppression.
In this way, music may be seen as having a role in addressing oppression. Similarly, Jess (50s)
commented on the pleasure she got from recent repertoire: “Half the audience was crying … To
me it was more satisfying having that political sort of message instead of just being a choir that's
singing.” Becks and Jess’s comments suggest that some music has both a political purpose and a
greater emotional effect. Through such music, singers may be transformed into activists. Di
(60s) referenced the commission of a piece from gay, New Zealand composer, Gareth Farr, to
sing at the “30th Anniversary of the Homosexual Law Reform” concert, and in the New Zealand
parliament. Di described it as making a “real political statement.” This commission created new
LGBTQ cultural material, making visible a part of New Zealand’s history. This supports
Eyerman’s (2002) observation that through song a collective can make its self and its history
visible to others. The Glamaphones also contributed to an international, queer musical
genealogy while delivering a political message and asserting its LGBTQ identity domestically.
A comment in the 2014 members’ survey stated: “There needs to be more queer energy in the
music and the way we sing it,” which suggests a view that the performance or delivery style can
queer music (The Glamaphones, 2014). Two concerts I observed in 2015 under the new MD
were energetically delivered. They included music composed or arranged by known LGBTQidentified musicians and those with references which could be read as LGBTQ. They also
appropriated or reinterpreted music as queer, transforming songs into vehicles of gay meaning
(Halperin, 2012). An example of this was the performance of “The Rainbow Connection” from
The Muppet Movie. Sung by an LGBTQ choir the lyrics attain a new meaning, supporting
Nakamura’s (2014) contention that lyrics take on differing meanings if sung by gay men and
extending this to encompass other identities. The song was performed with the projection of a
large image of the character Kermit the Frog singing and holding a rainbow flag. At this concert
in St. Andrew’s church, the music and imagery were juxtaposed with a large cross hanging on a
wall behind the choir and altar. This use of the comic and carnivalesque in the church space
functioned as transgressive and queer (Plummer, 2005). It can also be read as investing queer
meaning into the song, “The Rainbow Connection” (Jones, 2016). While this change in the use
of imagery and music in 2015 may be seen to signify queerness, the musical director may be
viewed as a conduit in transmitting this queerness to the audience. I next address the effect of
the MD on this LGBTQ choir and its performance.
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Conducting queerness: The musical director effect
An identifiable theme from participants’ accounts, and my observations of concerts, was the
impact a new musical director had made on the choir, and the performance of its LGBTQ
identity. I asked participants about the MDs’ influences on the choir. Mary (60s) commented:
I think we were oddly de-sexualised as a choir with Lisa … We weren't outing ourselves
as a group in the way that we are now very obviously through our advertising, our
presentation, our descriptions, our introductions and our appearances.
Kat (50s) added:
Lisa would never really introduce the choir for what it was. It always felt a little bit
closet ... You don’t realise this until you put a new musical director in, the huge shift ...
When I first sang in the choir, it never … was this big celebration of gayness, of rainbowness.
Mary and Kat’s comments attribute their views of the earlier presentation of the choir as sexless
and closeted to the then musical director. Their comments suggest the MD has a significant
impact on the shaping of the choir. Kat referred to MD Lisa’s sexuality: “… [she] was not, [we]
really didn’t know.” Many others, men and women, commented on Lisa’s lack of a declared
sexual identity, and descriptions included “a mystery,” “a bit odd,” and “sort of asexual.” Paula
(60s) reflected, “Lisa being an Anglican priest, and as far as we can work out not being gay, not
lesbian, there wasn’t the same ‘we’re all in this together’ type of thing.” Paula’s comment can
be read as suggesting that this lack of a declared identity created a sense of division between
the choir and the MD. Another participant, Jess (50s) explained, “She was good at pulling the
choir together … But she wasn't gay. And in a way, it kind of stopped the choir progressing as a
gay choir.” This comment suggests the founder MD was not constitutive of the choir’s LGBTQ
identity, and this is attributed to her sexual otherness. Jess added:
It's almost like … when you're a women's sports team … you get women differently. You
can have really great men and great coaches but it's just different. It's the same as
having a really great person taking the choir but if they're straight they just don't get
you. They just don't get it. They can be fantastic in every other way, but it's just
different.
Paula and Jess’s comments suggest a concept of the outsider, in this case the sexually nondeclared MD, Lisa, and that it is important to be the same or similar, to be understood. The
comments may also be read as suggesting that sexual subjectivities are binary and
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fundamentally different from each other. These comments indicate that, for these women,
knowing the sexual identity of the MD is important to the choir, and, additionally, sexual identity
needs to align with the choir’s identity to be able to develop and progress as an LGBTQ choir.
However, Lisa identified her role as being “kind of the servant of what the group wanted,” and
“where the bucks stops musically.” Lisa also described having “some responsibility for the kind
of sense of community in the choir.” I asked if she saw herself as having a role in queering the
choir and she responded, “I felt more like that was something that we did as a music committee,
that we needed to do that together … I wouldn’t presume to be the be all and end all of all of
that.” Will (50s), however, noted, “There’s sort of a queer leadership that was missing … the
fun, including the queerness, came from the members.” This suggested lack of queer leadership
was reiterated by Bruce (40s) who said:
I think that any leadership role has a huge influence over the culture of the group. I
think that subtly, and not so subtly, if you have a straight musical director who’s a
minister, even though there were lots [of things] about her that was great … there’s a
certain feeling about it.
As preceding comments indicate, many participants referred to Lisa’s profession as a priest, and
expressed disquiet. The importance to many of a secular choir identity was discussed in Chapter
Five, (pages 103-106).
In Chapter Two, (page 27) I referred to Attinello’s (1994) analysis of gay men’s choirs’ discomfort
with having straight men in the director, or master role. While Lisa perceived herself as
“servant” the participants’ comments suggest she was viewed in the master role. It seems that
having a non-LGBTQ-identified master was equally challenging to this mixed-gender LGBTQ choir
as a straight MD was to gay men’s choirs in Attinello’s study. Participants’ responses may
suggest that discomfort was exacerbated by the MD’s professional role as a priest, perceived by
many LGBTQ-identified people to be a part of a highly authoritarian, anti-gay institution.
Participants described how the arrival of the new MD, Heather, a perceived insider, changed the
choir dynamic. Elaine (50s) commented that it was, “… if you use the analogy of television,
almost like moving from the days of black and white into the days of colour.” Elaine added,
“Right from the very beginning it was ‘This is a gay choir, I’m a gay person, we, we [stressed] are
part of the same process.’” Elaine had earlier described a privatised view of her sexuality (page
92), yet expressed delight in having an out MD. Kat described her response to the new MD’s
first rehearsal as “Oh thank god, (laughing) you know. There’s someone loud and proud that’s
taking us, and then from then on it’s grown and grown.” These comments suggest a relief that
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Heather was explicit about a shared identity. Others commented on the impact of Heather
being clear about her sexual orientation and appreciated her being open about her partner.
Alison (50s) noted that, because Heather had other musical directorships, “being queer in this
context publicly outs [her] in all the other contexts as well. Which I think is quite a thing really.”
Participants’ comments suggest that the MD’s clarity and openness about her sexuality are
admired and demonstrate a queer leadership. They may indicate that Heather’s comfort with
being out has inscribed an LGBTQ identity and visibility on the choir. The comments
demonstrate a pleasure in an insider becoming the MD. Other participants suggested that
Heather has “got us” and holds the choir in her hands. These comments suggest a shared
insider understanding, in contrast to Paula and Jess’s comments earlier in this section. They
may also suggest that having a shared identity changes the relations of power. Participants’
comments reflect they attach trust and familiarity to Heather.
Additional to the pleasure in having an out MD, participants discussed how the choir had
changed, through non-uniform costuming and the use of more explicit identity language. Others
gave the example of flexibility in voice parts, unaware women had previously been in the tenor
section. Barb (60s) commented, “[Heather] just opens everything up. She won’t let people be in
boxes really unless they absolutely demand it and even then, she’s … very interested in having
more of a transparent, fluid kind of choir.” It was Barb’s view that the MD was “inviting us to
perform in a different kind of way really.” This can be read as a disruption of the tradition of
choral practice, for example queering it by transgressing gender matched voice part traditions,
through camp, and non-uniform costuming, as discussed earlier in this chapter.
Heather, the MD, commented:
The one thing that I really wanted them to feel was free … they were such a dynamic
group of people and the audience were so, so enthusiastic … there was just such a
desperate desire to be free in their music-making.
Heather’s comment may suggest she had observed some of the policing and repression
participants alluded to earlier in this section (page 154). It could also be read as suggesting that
Heather viewed the choir to have been disciplined or confined by the regime of traditional
choral discourses. Heather described how she saw herself as a catalyst: “My job is to get out of
the people in the choir what’s inside them. That’s my job. It’s to make them free to sing.”
Heather later explained that she saw freedom and individual expression as core elements of the
gay community: “We’re coming together to present ourselves as a community but within that
our role is to express our own journey freely, clearly and without shame and without fear.” This
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suggests a discourse of authenticity, the idea that the authentic or real self is inside waiting to
come out, whether as LGBTQ-identified or singers or both. Heather’s use of the language of
freedom also suggests a concept of gay identity being constructed around notions of freedom
(Willet, 2000, p. 169). Freedom is thereby framed as practices of resistance to normative
behaviours (Oksala, 2005), as Heather added:
I don’t give a fuck about which arm you put your folder under … I don't want to see
regiment … I’m never going to tell everybody to wear the same thing or walk the same
way. It’s just not how I see music or people. I think that that very expressed permission
to be different has had an influence on how the choir behaves … it is a result of how I
am that they have changed but it’s not that I have gone in and said, ‘I want you to be
more gay,’ it’s just that I’ve taken down some of the barriers to expressing themselves
as themselves.
While there is a power relationship between the director and singers, Heather described her
desire to enable freedom in the singers, suggesting she does not wish to produce docile
choristers (O’Toole, 1994/2005). Heather uses a discourse of liberalism, which emphasises
individualism and the pursuit of freedom, which may be read as suggesting her role is a catalyst
for enabling this through collective music-making. Foucault’s theorisation of the possibility of
power to enact “a whole field of responses, reactions, results, and possible interventions”
(1982/1994, p. 340), may be observed in the response of the choir to the new MD, Heather. In
the view of many participants, the choir has become identifiably queer, suggesting the choir’s
identity has altered through its relationship with Heather. I observed Heather conducting in a
tuxedo length black jacket with trousers, shoes off, in socked feet. She addressed the audience,
including them, seeking feedback, and spoke about her feelings and responses to different
pieces. In these concert observations Heather’s style is transgressive, suggesting freedom rather
than the regiment of the western choral tradition. It can be seen that the MD, Heather is
instrumental in conducting or producing the queerness of the choir, undertaking actions to
produce the choir’s queer identity.

Performing a purpose
I asked participants, given the political purpose of the early choirs and subsequent changes in
society, what they thought was achieved by the choir, and what was left to sing for. In the next
part of this chapter, I attend to these reflections. Participants’ responses demonstrated the
desire of many to contribute to the wider community, showing care for others, by supporting
other LGBTQ-identified people and educating the public through providing entertainment,
P a g e | 162

promoting visibility, and being a political voice against prejudice. Both normative and
transgressive discourses were evident.
Entertainment
Several participants suggested that the purpose of the choir was to entertain, each other and
the wider community. Miriam (70s) commented, “I don’t know that it has to have anything very
much beyond itself. I think that just singing for the sake of singing is the most important thing.”
For Miriam, who had described years of involvement in lesbian community groups and politics,
the pleasure of singing was paramount and sufficient. Her comment could be read as suggesting
that singing is not a place for political action. Elaine (50s) stated, “The only thing to sing for is
pleasure.” She spoke with intensity:
I think if you want to sing to make a political statement, or if you want to sing about
your sexual orientation then there are probably outlets for that to happen, but I don’t
want that to be my choir. I want my choir to be a place where people go because they
have fun, they meet people with some commonalities. But you know, it’s just so bloody
hard when people want to make it about politics and feminism.
Earlier in the interview Elaine had commented that the choir was becoming more political. She
explained:
I think just the terminology that’s used now … I think when I joined it was a lesbian and
gay choir ... ‘lesbian’ is not a term that I associate with. So, lesbian and gay, yeah, but
then you get the bisexual, transgender, intersex, queer and it’s almost like add on and
add on and add on and add on, and by the end of it you’ll have Uncle Tom Cobly and all.
Any of society’s misfits we’ll add on to the end, and it’s like ‘hell, hang on a minute.’
Because I’m apolitical and I don’t identify with any political groups at all I find that kind
of almost left-wing politics a little bit uncomfortable.
While Elaine wants to sing in a choir with others like herself, these comments suggest unease
with a perceived proliferation and inclusion of other non-normative identities, and the
expression of politics. In these passages, Elaine suggests a hierarchy of acceptable subjectivities,
with gay and lesbian, and thereby her own identity, as acceptable but others she labels as
misfits. Elaine equates inclusivity with left wing and feminist politics. Elaine’s comments
indicate that she is invested in her identity as apolitical, yet her comments can be read as taking
a strong political position, privileging gay and lesbian identities over other identities within the
choir’s LGBTQ umbrella.
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However, Elaine later reflected:
I don’t know why I’ve got that still reluctance ... I don’t feel that I need to belong to that
out and proud brigade. And having said I’m not at all political I’m quite proud of the fact
it’s almost like the choir represents what I am.
Elaine acknowledged the contradictions in her thinking. These contradictions may suggest
conflicting discourses struggle to dominate Elaine’s thinking about the choir and politics. Here
Elaine may also be viewed as engaged in an ethical project, the work of self-reflection and selfexamination Foucault (1984/1985), which is an effect of participation in this study. This “labor”
(Foucault, 1984/1988) demonstrates the potential for transformation in Elaine’s thinking
through her reported sense of pride and belonging.
Another participant, Kim, (50s) thought the purpose of the choir was to entertain and raise
awareness. Kim mused, “Why do they have to be a gay choir, why can’t they just be a choir? I
don’t know. It’s just like any other entertainment isn’t it…” Kim spoke about her choir
participation with intense pleasure and pride and acknowledged it had provided a new social life
for her. However, she distanced herself from the choir, referring to the choir as “they.” Both
Elaine and Kim’s comments are suggestive of discourses of music-making as pleasurable, but
also of homonormativity, articulating themselves as other or separate from members whom
they see as different to them.
Mark (50s) framed the choir as being a place for fun and celebration:
I don’t know we want to be fighting political battles in all aspects of our lives. I think
you need places that you can just come in and be and enjoy and do stuff that’s fun and
celebrate and do the politics somewhere else ... Being transgressive can be important.
But also, in terms of enhancing the perception of gay and lesbian people … in terms of
finding [us] acceptance in society, I think part of that is about saying we’re just regular
people. We are, if you like, just the same. So, there’s is a bit of a tension between the
radical transgressive stuff and the integrative stuff, but I think for the choir my emphasis
would be on the integrative.
Mark uses a discourse of homonormativity to suggest that the choir is not the place for politics
(Duggan, 2002). Despite expressing a desire for the choir to be non-political, Mark positions fun
and celebration with enhancing mainstream society’s perception of “gay and lesbian people” to
gain social acceptance. Mark suggests there is a place for LGBTQ transgression, but this is
outside the choir.
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Care of the community: a technology of the collective
A former chairperson, Barb (60s) described the choir as a whanau, or extended family, with
accompanying commitments and responsibilities to each other and extending beyond the choir:
It is a bit of a whanau, it’s not something that you can hop in and out of. It’s something
that you’re part of and so there’s a responsibility with that … That we try and look after
people who are part of our choir, but we also have some kind of responsibility for the
rest of our whanau who aren’t singing in our choir, the queer community in Wellington.
Barb uses Māori kaupapa, that is, Māori concepts and philosophies, specifically
whanaungatanga, the relationship of kinship rights and responsibilities, to position the choir as
having the responsibility of a representative and political function in Wellington. This may also
be read as the choir showing agency, protecting and caring for others, and by these acts creating
and maintaining itself as a community.
One way in which The Glamaphones has acted on this sense of responsibility is by fundraising.
This is not without tension. A committee member, Jess (50s), explained she had been “pushing”
to donate concert proceeds. Once agreed, however, the committee did not consult with the
choir about where the money would be donated. Chris (50s) illustrated the conflict:
The Christmas concert at the zoo … I heard they wanted to give the freaking funds to the
penguins ... You've got young people in our community who could do with those funds.
For me, that the fucking choir wanted to give the money to the penguins, you know I
love penguins, but that they wanted to give the money to the penguins above first
thinking about who in our community could use it, that appalled me. I was so furious …
And that to me revealed a lot … Fucking penguins. Did my head in. I couldn't believe it
… I was so angry.
These quotes make apparent several ideas about the function of the choir. Firstly, that older
LGBTQ-identified people have a responsibility to support younger LGBTQ-identified people and
projects. Secondly, that the LGBTQ community needs financial support, and that the choir has a
responsibility to gift within its own community. Chris’s impassioned response suggests their
strong level of commitment to meeting needs within the wider LGBTQ community, rather than
the mainstream community. The choir chairperson commented that contributing money to the
LGBTQ community enabled the choir to get “out of your own little rehearsal ball … making it a
bit more real, it’s great. It’s something we can do.” This comment suggests that acting
relationally and contributing outwardly gives the choir relevance beyond music-making. It can
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be seen as another way in which The Glamaphones conducts care of the wider LGBTQ
community.
Visibility and role models
The importance of contributing outwardly was reiterated by Jake (30s), who said, “We sustain a
sense of a broader community; of visibility of action.” Jake’s comment may suggest that the
choir has a role in modelling and making visible a cross-identity grouping, and in being active in
the community. It is to these actions I now turn.
Another way in which the choir takes responsibility, providing care for others, is by providing a
public face of a group of thriving LGBTQ-identified people. Many participants explained it was
important to have visibility in the community. Through this visibility, some argued, the choir
provided role models for others. Eric (50s) suggested, “I think it’s important to have some sort
of identity where people can see people that are proud to be on a stage together and they’re
singing.” Eric echoes a gay liberationist discourse of having a proud, visible, identity. This
discourse suggests that LGBTQ-identified people, and others, benefit from intentional examples
of identity and cultural performances or displays. Becks (40s) also agreed that visibility was still
important:
Because we’ve still got so much fucking work to do. I work with young people, and the
attempted suicides and self-harm statistics for our young questioning youth are terrible
… There’s still work to be done, so I think that’s why it’s important.
In this passage, Becks takes up a mental illness discourse to argue for ongoing visibility.
Contrary to earlier discourses of the pathologising of LGBTQ-identified people (Foucault,
1976/1978), this discourse has been generated within the LGBTQ and public health communities
to argue for support and resources for LGBTQ-identified, and questioning, young people. Becks’
statement may also be read as taking up the argument that equality and citizenship rights do
not alter the stigma that young people face.
MD, Heather reflected, “We need to both acknowledge the fact that there’s a very long way to
go … but that some of us are making it.” Heather’s comment can be understood as suggesting
the choir has a public value beyond its music-making. Heather added:
I think it is one of the striking things about the choir, a lot of the older people are far
more comfortable in their skin than the younger people. They’ve grown into
themselves and I think that it’s really important that young people come to our concerts
and join the choir and can see that growing old as a gay person is a glorious thing. And
obviously, all the older people in the choir aren’t all happy and everything hasn’t been
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hunky dory for them. But again, it’s the story of the journey that it’s worth fighting for
and hanging on to your identity and not letting people take it away from you. Because
there’s hope for everyone.
In this passage, Heather locates sexual and gender identity as core identities, and as assets. The
implication is that identity is something that can be lost, removed or replaced. The MD uses the
language of representation and hope. Jake (30s) explained the significance of his joining:
I was trying to make sense of what my life could look like, would look like, not being in a
heterosexual relationship. Meeting older queer people and seeing that they were fine,
that was really important … That’s what I was needing to see after I broke up from my
wife, the range of experiences. It was really useful … talking to people and seeing that
others had had heterosexual relationships and had gone on and had children … kind of
like seeing this whole range of life, and that people were fine. People were doing really
well in their lives that didn’t fit the heterosexual norm.
Jake suggests he did not seek a sense of normalcy from his choir experience, but rather sought a
range of experiences and different representations that affirmed the differing possibilities of
queer relationships.
Participants highlighted the educative, and transformative effect of the choir, on family and
friends. Paula (60s) described the effect as “providing that bridge. [We] build a golden bridge
for our, often straight audience, to walk across to us.” Paula later added that singing was “a
softer message and I think as a result it goes further than an arrow.” Paula’s use of these
metaphors suggests a desire for acceptance and approval from heteronormative society. Other
participants described the effect of the choir and concerts on family members, such as Lyall
who, referring to his mother, said, “I’m sure that’s probably helped her to kind of normalise
things.” Mary (60s) described watching her Baptist sister’s face during the only concert she has
attended:
I could see her files slowly updating while we sang … I think it changed her way of
relating to the whole gay thing … There's occasions like that when people come and it's
not like they get converted but they get softened.
These quotes imply that participants see a normalising effect on family and others. Concert
attendance may be read as having a transformative effect on the audience.
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Jake (30s) commented:
For me it was politically significant that I joined The Glamaphones. It kind of plays out in
subtle ways. Like in my extended Christian family, “Oh, singing, that’s a good,
wholesome thing. Oh, a gay choir? Oh, and you do some religious songs?” I think it
helps them see that it’s not all about sex.
Here, Jake positions the choir as extending ideas about what it means to be LGBTQ-identified,
challenging discourse that suggests gay identity is just about sexual behaviours. The wholesome
act of singing evokes the discourse of good gays. Becks added, “We’re on stage doing
something, I’m doing inverted commas now, ‘normal,’ we’re not parading … with hardly any
clothes on. It’s really important that we get all kinds of visibility, not just the HERO parade.”
Becks seems to propose a need for non-sexual representations of LGBTQ-identified people. This
suggests Becks is taking up the argument utilised in the earlier gay chorus literature that singing
is a less confrontational means by which to entertain and transmit ideas. It may be interpreted
as a desire for homonormativity.
Mary later observed:
To some extent we're spokespeople … modelling some healthy, united ways of showing
up … I think it's important to have fun, healthy, open, kind of free, diverse ways of selfexpression … to be able to express yourself in any shade that you want. And in that
sense to keep opening up the world ... we don't know the limits of our self-expression
really. I want The Glamaphones to be a form of artistry ... A platform for discovering
creativity and for attracting all kinds of creativity to produce something that's quite
unique.
In this passage, Mary suggests that The Glamaphones has a role in representing LGBTQidentified people, in a way that shows unity, and creativity of expression. Mary’s reference to “a
form of artistry” may reflect that The Glamaphones provides a means by which members can
form themselves as works of art, producing something new as Foucault argues (1984/1997b).
Mary added that it is “a new era” and that while “some of those old barriers have gone” there
was still opportunity for creativity, confidence, and self-expression. These comments could also
be interpreted as evoking a discourse of liberation.
Public performance is political
While LGBTQ choral singing may be read as a homonormative act, for others, the choir has a
wider political function in challenging hetero- and homonormativity, and representing diversity
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and difference. A younger participant, Ani (30s) argued that, because society was so
heteronormative:
I just see being out as a political act. It's just challenging the way things are and the way
people make assumptions. Wellington is pretty inclusive but there's still pockets of
prejudice. And getting together and being community and being proud and creating
things together is challenging that.
Ani’s comment may be understood as a discourse of identity politics, and like Mary, suggests
agency through creativity. Alison (50s) similarly commented, “This choir is about presence, as
much as inclusion … being present in the public sphere but not hiding or trying to be straight.”
Alison suggests that participating in public events demonstrates an LGBTQ presence in
Wellington, continuing:
For me there’s very much a strong sense of that public representation stuff. You’re in
public, and you’re singing as a queer group, and there’s a sense of fuck everybody else.
They either enjoy it or they don’t, and we’re singing, we’re doing our thing. [There’s]
something about being in people’s face ... it’s a very public representation of an identity
that doesn’t leave any room for ambiguity … you’re doing something that’s very public.
And … saying that here we are. This is what we are, and here we are.
Alison’s comments suggest a defiance and resistance to opposition from others. Her comments
can be understood as a desire to emphasise differences and distinctiveness. This suggests the
choir may challenge heteronormativity by publicly declaring and performing alternative or nonconventional representations of gender and sexuality. There is no suggestion that Alison seeks
acceptability or a change in others’ views towards LGBTQ-identified people, in contrast with the
findings in LGBTQ choral literature (pages 21-24) and some others in the choir. Alison and Ani’s
comments could be read as a construction of an ethical self, displaying and performing LGBTQ
identity to others. Maintaining LGBTQ identities in the public view, and visible transgressive
identities, at a time when the essentialist discourse otherwise dominates is a further example of
the operation of the care of the collective. As K.H. Robinson and C. Davies (2008; 2014) have
argued discourse enables different readings and new understandings of the meanings of
subjectivities, and their historically-changing functions, at different times. These public acts
retain rather than diminish visible identities and suggest that there is still an ethical function for
transgression and these identities and options in assimilationist times. Assimilation may be a
dominant discourse, but Alison and Ani illustrate how the choir acts transgressively.
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Others highlighted singing in public spaces such as singing at the zoo, the railway station, and
occasionally rehearsing in government buildings as political acts. By occupying public space, the
choir can be seen to be acting politically. Becks added that singing in public is:
making a political stance because we are putting our faces out there to anyone who
wants to look at us. So that in itself is political … by labelling yourself by singing in that
choir you’re making a political statement.
Becks’ comment may be interpreted as a feminist discourse in suggesting that the personal is
the political. These comments indicate that being visible and acting in a political way is
important to these participants. Several participants highlighted that singing in churches other
than St Andrew’s would be a political act. Their comments may signal that a named LGBTQ
group in a church space could make a visible statement about the discriminatory practices of the
wider church. This could be read as an agentic act of resisting marginalisation imposed upon
them by the church (Robinson, K.H., 2013). Colonising church and public spaces may be read as
a disruption of power relations in order to transform institutions and create change (Weedon,
1997). The circulation of power through The Glamaphones and St. Andrew’s church will be
discussed further in the following section.
One MD, Heather, commented that “politics” was what was left to sing for. She continued:
People don’t have a voice. You sing and then you have a voice. And you can say an
awful lot with music that is very, very dangerous to say without music. You can make
points that you can’t make, or you might not want to make.
Heather again used a common metaphor in LGBTQ and social justice forms of speech, that of
reclaiming the voice as an act of resistance, or an act of empowerment for the marginalised
(Gannon & Davies, B., 2007). Heather clarified that what she meant by politics was a
perspective: “I think that music can transcend boundaries, and so as a gay choir we can have a
voice and give a message about the gay community, or about there not being a need to be a
divide.” She added that if the choir felt it had nothing else to say, “then let’s just be an SATB
choir.” This suggests that, for this MD, the political function of the choir is the thing that
separates it from other community choirs.
Paula commented on her fellow choir members: “They’re probably conservative. We haven’t
got any radical gays and lesbians, like some of the young ones are more extreme, we don’t have
any of those in it.” It is difficult to know what knowledge or experience Paula based this
comment on, but it suggests that, within the context of the choir, members are not behaving in
radical ways. The choir context, this would suggest, does not facilitate radical acts. In the third
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year of The Glamaphones’ existence the New Zealand parliament debated a private member’s
bill on marriage equality. This was the largest singular piece of legislation directly affecting the
rights of LGBTQ-identified people in New Zealand since the Civil Union Act, 2004. While a
number of participants mentioned marriage equality, they could not remember if The
Glamaphones did anything in support of it. Some members attended rallies at parliament, but
Chris (50s) recalled the choir “didn’t get our act together” to sing as a full choir. Chris concluded
this was because:
We’re kind of an older group and some of us aren’t that involved in activism anymore
we don’t kind of bring that kind of drive into the choir. So, that does make it an easy
place for people to be but it also means we’re not doing what we could be doing.
Chris’s comments suggest that there is potential for the choir to be more politically active.
However, others recognised this was polarising for people. Mark noted, “There are some
political issues that we should embrace, and I guess marriage equality was one.” However, Mark
added:
But in parenthesis I say it … I would argue that queer relationships should have some
other status other than buying into all the heteronormative stuff of marriage (laughing)
you know. But you can’t not buy into the marriage equality thing, or you can’t say it’s
not a good idea, or you can’t say it out loud.
Mark was not alone in voicing his oppositional views to marriage during the interviews. The
silence with which the choir responded to the Marriage Equality Bill suggests an awareness of its
potentially fractious nature, and discussion was avoided. Another way to read this lack of
involvement is to suggest that the choir had not been co-opted into publicly supporting the
wider homonormative project of marriage.
The preceding comments suggest that there is not a shared politics, as some seek acceptance
and for others acceptance is irrelevant. The participants themselves suggested that there is no
singular voice or perspective or politic in operation. Lyall (30s) commented, “It would be easy to
think that everyone in the choir shares the same political views as yourself but, obviously, they
don’t.” Bruce (40s) noted, “I think there’s a personal politics of social justice dimension there,
but I don't think that's universal. I don’t think the choir has a political identity particularly.”
I asked some of the participants whether they thought the choir was at all transgressive. Most
thought there was nothing explicitly transgressive about the choir. Will (50s) commented that
transgression required effort, and to him the choir was “incredibly safe,” suggesting a utility in
the normalising aspect of the choir for straight people.
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Will also reflected:
There were some comments I’ve seen like ‘When a queer choir sing Mozart this is a
radical act.’ Fuck off (laughing) … I’m very sceptical of the broader political agenda
associated with queer choirs … I don’t think the singing is important … A transgressive
political act is Angela Merkel shaming her European neighbours (tapping on table).
That’s what counts. Don’t over freight what we’re doing (laughing).
Will may be seen to challenge ideas from earlier LGBTQ choral literature that suggests the choirs
are social change agents (pages 21, 23, 30). Will’s views may also be read as a commentary on
the society in which the choirs now function, having achieved legislative equality in many
locations. Bruce (40s) similarly suggested the choir was “deeply conservative.” Bruce noted
individuals in the choir who are transgressive, but concluded people did not join the choir
“because they want to be challenged or want to brave, I think they just want to be
comfortable…” Will and Bruce’s comments may suggest that the choir is not a place for radical
or transgressive politics, but primarily for the benefits discussed in Chapter Six.
Bruce then added:
I don't really see much in gay culture that's transgressive … I'm hard pressed to think of
anything going on at the moment in gay culture, anywhere, that kind of feels
transgressive … If you think about what we are all fighting for, ‘I want to be married’
and ‘I want to have rights to children.' These are not transgressive, these are the most
conservatising things that you could possibly imagine in your life. It is of course
progress that we have the choice to be deeply boring and conservative. And I am. I've
got all these things.
Bruce situates the choir in a culture in which the current, dominant presentations are
assimilationist. He acknowledges the contradiction in a nostalgic desire for transgression whilst
having personally pursued homonormative choices. Bruce’s comments suggest a recognition of
the loss of transgression in the desire to achieve rights that are ultimately assimilationist, such
as marriage and parenting.
While Chris, Will and Bruce suggested the lack of activism made the choir a comfortable space,
several other participants pointed out that some members still have issues with being out and
do not want their names or photos to appear on the choir’s website. The MD, Heather,
reflected, “That’s sad, that’s really sad. But … there are some people for whom being out is very
difficult.” This suggests that, despite legislative and policy progress there are still limitations for
some in publicly expressing their sexuality or gender identity.
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Kat (50s) commented:
It’s changed in the last 40 years but there are still people that struggle. There’s the
intersex and trans community that have still got a lot of catching up, or a lot of help
needed to be visible in the community, and strong and confident … You think it’s fine
but when you actually sit back and scratch the surface a bit, I think it’s really important
for the choir to be really visible in what we say, what music we pick, what we do, how
we do our concerts, where we sing.
This view is supported by Ani (30s) who said:
We can sing for those who are still marginalised even in somewhere like Wellington.
Trans and intersex people, and people in different contexts like people in churches.
Sometimes older people or young people in conservative families who it's more of a
struggle for. I feel like we still do have a long way to go.
Ani and Kat’s comments may indicate that many lesbian, gay and bisexual-identified people
have moved from the margins and are no longer struggling, in contrast with trans and intersex
people who continue to experience exclusion. Both suggest opportunities for solidarity with
these groups. Ng (2013) argues that post-identity discourse obscures continuing inequalities.
The choir may be read as a public reminder of the existence of LGBTQ-identified people, and
that their organisation as a choir or collective suggests a need for representation in response to
ongoing inequalities. Jake (30s) noted:
I think that even though we have marriage equality there is still heaps of negative shit
out there about what it means to be gay, what it means to be trans, but those things are
harder to shift than legislation. It’s kind of subtler, it’s more insidious. So that’s why I
still think it’s politically important. There is still a political impact that we have when we
go out and do this kind of stuff.
Ani, Kat and Jake’s comments suggest that legislative change has some effect, but attitudinal
change has not extended to all groups under the LGBTQ umbrella. They seem disposed to the
view that the choir has a role in maintaining visibility on behalf of more marginalised groups.
Participants identified other ways in which they thought the choir could act and promote
visibility. These included singing in regional towns, at retirement homes, in ethnically diverse
community events, and raising awareness of the political and social concerns of LGBTQidentified people internationally. These comments may indicate that participants have a belief
in the power of representation in different spaces. Several participants discussed opportunities
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to develop relationships and coalitions with “marginalised groups.” These suggestions are
liberationist, proposing opportunities in the intersections and possibility of working in coalition
and taking up other causes for transformation. They highlight the choir as having political
agency and the potential to influence and affect change, including within individuals themselves.
Comments such as Di (60s) indicating she would “learn heaps from it” suggest an awareness that
the political potential of the choir is personally transformative. Jake added:
I think of singing and what we do as a type of politics of action where we are creating
the type of world we want to live in. We’re creating a choir, a queer choir, an inclusive
choir who does different things, who does performances. That’s much more refreshing
and it feels like we have a sense of agency in that.
Jake suggests that choir is agentic and productive, creating both its own desired style of
community, and a type of choir that resists traditional choral practices. Jake’s reference to
forming the world we want to live in reflects Foucault’s proposal that through technologies of
the self we may devise “an art of living” (1984/1988, p. 45). The choir creates a space in which
LGBTQ identity and expressions of difference are maintained.
The findings in this section suggest that, although as Attinello (1994) described earlier choruses
formed for political reasons and continued for social reasons, members of The Glamaphones
choir, which formed for musical and social reasons, have subsequently identified political
objectives for the choir and means by which to express these. The choir is actively engaged in
presenting diversity, queering choral performance, as discussed earlier in this chapter, and in
queering space, as will be discussed in the next section.
The identity constitutive uses of space: providing identity to St. Andrew’s
In Chapter Five, I explored participants’ expressions of tension about the impact of religion on
the choir. There was a suggestion that, for some, singing in a church posed difficulties, and may
limit the audience in church located concerts. Unintended outcomes from The Glamaphones’
use of the church, that of visibly validating and constituting St. Andrew’s as rainbow-inclusive,
and the queering effect on musical performances of the church space and iconography
juxtaposed with the choir, are discussed in the following.
St. Andrew’s, as introduced in Chapter One, may be understood as providing an alternative
position to Christian church attitudes to diverse genders and sexualities through trying to
address inequitable relations, principally LGBTQ exclusion. Dominant Christian church discourse
on sexual identity can be understood as an operation of power that serves to regulate and
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subordinate (McLaughlin, 2003). St. Andrew’s can be seen to be resistant to this discourse and
through this resistance exposes and undermines its power.
This resistance is bolstered by the presence of the choir in the church space, as described by
several participants. I asked Glamaphones member Ani, who is also a member of St. Andrew’s
church, what it meant to her to have the choir at St. Andrew’s. Ani (30s) responded:
It's quite amazing really. St. Andrew's … for more than 20 years we've been openly
welcoming of queer people and wanting to reach out to the community and things like
getting involved in the Civil Union Campaign and the Marriage Equality Campaign. To
have part of the queer community come and be in our space and enjoying that and
being comfortable, it's special.
Ani occupies multiple positions and demonstrates here she is both a queer chorister and a queer
Christian. St. Andrew’s and The Glamaphones provide a space where these subjectivities are
combined rather than in opposition. Ani’s comment illustrates the pleasure she gets from this.
Ani’s comment suggests that this specific church has sought to be inclusive, and The
Glamaphones makes this achievement visible, affirming St. Andrew’s identity as an inclusive
church. Similarly, the representative of St. Andrew’s explained:
It’s great for us to be able to partner with and support the GLBTQI community … It is
one thing to say it but it’s nice to be able to partner and we do … Having The
Glamaphones with us demonstrates that we are an inclusive church. That’s one of the
reasons that we love having you here, because we can say it, but we love to
demonstrate it.
The Glamaphones choir can be seen to bolster St. Andrew’s “inclusive credentials,” as described
by the representative. It provides a visible LGBTQ presence. An image of the choir is used to
illustrate the social justice page of the church website. St. Andrew’s, as described in Chapter
One (page 13), has a history of political action in the pursuit of LGBTQ rights. However, the
representative confirmed that The Glamaphones was the only group that used St. Andrew’s that
had named itself as LGBTQ. The choir can be understood as inscribing or producing St. Andrew’s
as a queer space, temporarily queering the space by its presence during rehearsals and concerts,
and in elements of its musical performance. The choir may also be seen to queer St. Andrew’s
church, helping to produce it as the inclusive church it declares itself to be, and visibly affirming
its inclusive identity. The Glamaphones may also be viewed as undertaking unintended political
action, as its presence in the space contributes to St. Andrew’s ongoing campaign for greater
equality within the church as it dissents from the New Zealand Presbyterian Assembly.
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St. Andrew’s provides The Glamaphones with one of Wellington’s most prestigious rehearsal
and performance spaces, which can be seen to add to The Glamaphones’ credibility as a quality
community arts organisation. The church space of St. Andrew’s may also be seen to facilitate
The Glamaphones to perform transgressive acts, such as Kermit the frog juxtaposed with the
altar cross, described earlier in this chapter (page 158). The church space and iconography lend
themselves to making these concerts queer or transgressive. Performed in a concert hall, these
acts may not be observed as carnivalesque, queer or transgressive. Thus, both St. Andrew’s and
the choir may be queering the other, and mutually constituting the other as queer or
antinormative.

The audience exchange: queering the community
The rest of this chapter will examine a key, but under-researched relationship in the LGBTQ
choral literature, that is, between the choir and audience, particularly the audience’s
perspective. It is in this relationship that we can see the choir and audience engage in relations
of mutual care, as well as a reciprocal queering of the other.
One of the MDs, Heather, described the pleasure she experiences when conducting in concerts:
I see my job as being between the audience and the choir. My job is to get the choir to
talk to the audience and the audience to talk to the choir in the concert. I love that job.
It’s a brilliant job.
The MD suggests that there is an active relationship between the choir and audience, rather
than the audience being passive recipients of the music. One participant, Eric (50s) reflected on
how this audience relationship impacts on him and the choir:
It takes you to another pitch, another notch or level in singing the music ... when the
audience is there you have to perform ... And then of course you respond to the
audience, when you get the applause from the audience it’s actually quite nice.
Eric can be seen to illustrate that a pleasure exchange takes place between audience and choir.
Another MD, Lisa, described an exchange “of enjoyment and delight … it’s a kind of mutual
appreciation... it’s kind of a giving back and forth and so the more that one gives the more the
other gives.” Lisa, like Eric, suggests that having an audience improves the quality of musical
production. The choir brings forth an emotional response from the audience, and this in turn
evokes emotion in the singers, and there is an exchange or sharing of emotion.
Becks (40s) described enjoying this experience of “creating something together. That gives the
audience pleasure and that’s what we’re all working towards, that’s giving the audience
P a g e | 176

emotion and pleasurable experiences, which is kind of like sex.” Becks’ comment may reflect an
intimate and attentive relationship between the singers and audience, akin to sexual acts. In
this power exchange, the singers subject themselves to the audience gaze, making themselves
vulnerable in offering the potential of aural and visual pleasures. In turn, the audience members
make themselves vulnerable to experience emotions in response to the programmed selection
and delivery of the repertoire. As Cusick (2013) inferred there may be a shared, climactic
experience between performers and audience, as discussed on page 35/6. These findings
suggest there is a negotiated, intimate exchange or reciprocity between singers and audience.
Lyall (30s) commented on an aspect of his enjoyment of concerts: “It’s kind of making music
accessible to others.” An audience member similarly suggested that The Glamaphones’ musical
performances made music a public pleasure. The choir may be seen to be a conduit. It may also
be read as practising ethical relations. MD, Heather commented on her intention to reduce
barriers between “performance and audience … so that you feel, in the audience, … part of the
performance and that you don’t feel there’s some great intellectual brick wall between the
people on stage and you.” In this passage, the MD exposes the power relations between choral
discourse and the audience, in what becomes an othering of the audience. This quote may be
read as inferring this MD’s resistance to dominant choral performance discourses. At a concert,
I observed this MD inviting the audience to participate by dancing. Through the audience
intercept survey several members of the audience described feeling “included,” and wanting “to
get up there. I want to do it.” The invitation to dance can be read as including the audience in
the performance and experience. Involving the audience in singing and dancing transgresses
traditional choral practice, and left this researcher and audience member experiencing her own
“choir high.”
I noted my emotional and physical responses to a concert I observed: shivers, a swell of pride,
and tears during a song of solidarity. My experiences replicated those of other audience
members who responded to the intercept survey. Many described being moved and feeling
joyful and uplifted, such as one audience member who commented, “The spirit gets into you.”
Another described being transported by the experience: “Very happy, very pleasant, just took
me away, a good place.” These comments demonstrate that audience members may
experience a transcendence that choir members have also experienced (pages 132-133).
Audience members also described embodied reactions such as: “It really … got me here, my
chest,” and “I got a tingle down my back and I wanted to be a part of it.” Another explained
they had cried, “even when it wasn't sad. So much emotion goes through you with the music. I
cried a little, I was really happy. I shook a little.” These comments can be read as suggesting
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that music-making, an embodied experience for the singers and documented in the literature
(page 25, 28) can also be received and experienced in the body of listeners.
Additional to the musical-response pleasures described by audience members, one of the
effects of the concerts is that they provide a community space and public experience of
community for LGBTQ-identified audience members. Several audience members commented
that concerts facilitated bringing the LGBTQ community together. One commented, “I think it …
unifies it,” suggesting a community-building opportunity for LGBTQ-identified audience
members. As noted in the literature review (page 20), earlier literature argues that choruses
made an important contribution to the development of LGBTQ communities (Gordon, 1990;
Sparks, 2005; Coyle, 2006; Strachan, 2006; Hayes, 2007; Henderson & Hodges, 2007; Hilliard,
2008). This finding suggests that this contribution is ongoing and still has relevance at this time
and in this place.
Another respondent described how she experienced the concerts:
I just love coming to functions that are lesbian and gay functions where I can just sit and
feel at home and it’s great. It's the straight people here who have to wriggle around a
bit and not look very comfortable and wonder what's going on ... I love having a place
that we feel comfortable. That's what's really important and so we need more of it.
This audience member uses a language of comfort and home, similar to that used by many
participants, as discussed in Chapter Six. She suggests the choir provides a safe LGBTQ space for
audience members as well as for singers. By referencing straight people’s discomfort, she
suggests the world outside the LGBTQ space may be a place of cautiousness and discomfort for
her. In this comment, the choir may be seen to have colonised and constructed St. Andrew’s as
an LGBTQ space (Oswin, 2008). These comments suggest that the concerts sustain and
strengthen the wider LGBTQ community by providing an opportunity for people to come
together, enjoy music, and socialise after concerts. In this way, the choir also creates a
comfortable space for the strengthening of LGBTQ-identified audience members’ identities. The
choir can be seen to be queering the space for the audience, and the LGBTQ-identified audience
in turn queers the concert by their presence.
Findings from the audience intercept survey suggest The Glamaphones achieves its goal of
providing representation and a voice, as discussed earlier in this chapter. One respondent
commented, “They contribute a whole lot to Wellington. They represent a really important part
of who we are. They do a really good job.” Audience members commented on the way in which
the choir “promotes visibility for all of us here,” suggesting the choir profiles “some of the
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diversity of the community.” Audience members expressed pride at the choir’s contribution to
the LGBTQ and wider community, and some described feeling pleasure and pride in how The
Glamaphones promote LGBTQ visibility, and thereby themselves. Here the choir may be seen as
a cultural resource for the LGBTQ community, representing the community to the wider
Wellington community. These comments suggest that The Glamaphones concerts create a
space for identification, and a sense of representation.
Some audience members commented on the value of The Glamaphones as a community group,
and: “a great social vehicle for all alternate people, not just gays and lesbians, but everybody
who's a bit different in society to come together.” Such comments suggest that The
Glamaphones provides a space for participation for those who feel outside the mainstream, or
heteronormativity. These audience members position the choir as a resource for the wider
community, rather than in binary opposition to heterosexual spaces. The value of community
groups, and of socially diverse societies, may also be read in these comments. The choir also
provides access to diversity for some, as one audience member explained, “I didn't know it was
a gay and lesbian choir beforehand. That just makes it cooler, more fun.” This audience
member’s comment suggests that audiences, while listening to the music, are also audience to
the display and performance of the LGBTQ identity of the choir. The choir transmits ideas to
audiences about its identity, and politics, through concerts.
Identity and politics are reportedly received in different ways by audience members. One
commented, “… it's not a gay rights march or activism but part of the community. They're
sharing something that's just fun, it's really good that way.” This comment may be analysed as
homonormative, and celebrating the choir as apolitical and light hearted. Another said, “They
represent how positive it is to be lesbian and gay or trans or bisexual in a community like
Wellington. It's full of professional people as well. I think it's great.” This suggestion of positive,
professional, community minded gays is replicated in another audience member’s comment:
Although the laws are very advanced here in the law reform context we know … that
there's a closeted sort of homophobia that exists in all societies. The mainstream needs
to be educated. This is one area of education. I think it contributes in helping the rest
of society [see] that we gay people enjoy ourselves, we contribute to society and we
actually are a force for good.
This quote suggests that The Glamaphones proffers positive representations of LGBTQ-identified
people to the wider community, and this positivity is still required to counter homophobia,
despite legislative equity. It suggests that Henderson and Hodges (2007) and Latimer’s (2008)
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findings that choruses operate at a “deviance neutralisation” level to counter stigmatisation, as
discussed on page 21 and 22, has some relevance in the Wellington, New Zealand setting. It
may indicate that LGBTQ-identified people still feel stigmatised, and desire normative
representations in the pursuit of acceptance. The quote may also be read as inferring the choir
represents the LGBTQ-identified audience to itself, affirming and validating LGBTQ-identified
people as positive contributors to society as good queers rather than bad queers (Puar, 2013).
Many audience members described the choir as providing high quality entertainment, positing
the choir as broadening Wellington’s music scene and adding to its diversity. One audience
member said, “I think it kind of feeds into the idea of Wellington, that real community sense, a
good togetherness sense, everyone helping each other.” These responses suggest the choir
reaffirms a perception of Wellington as diverse and as New Zealand’s cultural capital. In this
way, the choir may be seen to facilitate the operation of an inclusive Wellington society.

Conclusion
In this chapter, I have identified that there are a number of ways in which an LGBTQ identity is
created by and inscribed upon the choir and displayed to audiences. The choir produces the
LGBTQ chorister and the collective identity of the choir through a shared culture such as
language, sexualised humour, camp and parody, and non-normative gender presentations. It
displays and performs these produced identities, also drawing on known LGBTQ symbols such as
the rainbow flag and images.
The choir transforms images and space by queer juxtapositions, and in doing so queers the
physical space of St. Andrew’s church, and visibly and audibly validates St. Andrew’s as an
inclusive, rainbow church. In turn, St. Andrew’s queers the choir and performance as it provides
a contrasting background or palate on which the choir performs.
Some of these performances, including the transgressive choral practices of the new MD, and
transgressive gender expressions, highlight a desire for difference in a time of samenessseeking. I have argued that, in contrasting the experiences under two MDs, a straight “master”
and an “insider,” the MD has a formative impact on the creation of the identity of the LGBTQ
choir, as an explicitly LGBTQ choir has been constructed and performed under the tutelage of a
lesbian-identified MD. Participants’ comments suggest this comes from a discourse of freedom
to express authentic selves, and being understood and sharing identity in common, and a
willingness to make this public.
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The choir deploys its collective identity in the pursuit of social and political goals, through a
politics of LGBTQ or queer choral action, creating a space for, and visibility of diversity. In
promoting visibility in the wider community, the choir provides entertainment, occupies public
space and displays LGBTQ identities. Its public performance is political, and acts to challenge
hetero- and homonormativity, promoting visibility for groups within the LGBTQ umbrella whom
participants perceive as more marginalised. The choir performs technologies or techniques for
care of the collective, showing care and responsibility for others in the LGBTQ community in
these ways, as well as more directly by such actions as via fundraising.
The choir invites the audience to enjoy and participate in an exchange of pleasures, musical and
emotional, social and political. It provides a space for the retention, expression, enjoyment and
strengthening of identities and community.
Through a new form of LGBTQ artistry in Wellington, that of a mixed-voice choir, The
Glamaphones contributes to aesthetic pleasures within and without the LGBTQ community, and
Wellington’s arts scene. In this way, the choir and its members have become transformed as a
source of musical pleasure, and function ethically through a political presence.
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CHAPTER EIGHT - CONCLUSION
The goal of this project was to understand why people still join and participate in a mixedgender LGBTQ group, in this case a choir, at this time, and in this place, Wellington, New
Zealand, forty years after the establishment of the first gay choruses. In Chapter One, I outlined
the legislative changes of the last 30 years affecting LGBTQ-identified people in New Zealand,
which established that this case study choir has formed in a different legislative and policy
environment to that of the earlier choirs. The project demonstrates the function or purpose of
this mixed-voice LGBTQ choir, and finds it provides multiple benefits to both members and the
LGBTQ community, in this political, social and historical moment.
My work was guided by the questions about how a shared LGBTQ identity is constructed and
performed through this choir, in this time and place, the 2010s in Wellington, New Zealand; the
role of pleasure, including the erotic, in the creation of this mixed-gender choir’s identity; and
how the choir produces and performs transgression (difference) and assimilation, asking
whether there is still a space for difference in a time of sameness-seeking. In this chapter, I
reflect on the research project, summarise the project findings, reflect on the additions the
findings make to the literature, and the theoretical implications, and implications for future
research.

Reflections on the research project
In the introduction chapter I set out an account of my own role in the history of the choir and in
this research project (page 1-2). LGBTQ choirs have been an important part of my queer and
cultural life, and a means by which I have connected to the wider LGBTQ community, and
expressed my identity, in the places I have lived this century. I came to the research as an
insider, with pre-existing knowledge of the case study choir and its formation, and some of the
participants. This insider positioning required me to be continually aware of my prior
knowledge and assumptions about the choir, its purpose and the people involved, and my role
as researcher. I mitigated this position of prior knowledge by seeking participants’ perspectives
and experiences, and checking my understanding of events, for example when examining the
tensions in The Glamaphones’ management committee during the period I was involved. I used
a feminist post structural theoretical framework to interrogate the data with multiple possible
and differing perspectives. This framework helped me to consider differing viewpoints,
approach the data in multiple and variant ways, and through this I believe possible biases were
mitigated, in part if not wholly.
Page 182

As the project progressed, my thinking about the relations of power changed. The exploration
of Foucauldian-influenced post-structural feminism was a revelation. Here was a theoretical
framework that made sense of my competing and divergent thoughts about the operations of
power, particularly in relation to gender, class, and other identities. Foucault’s positioning of
power as an exchange between people (1980) and positive, generative and productive
(1976/1978; 1980), along with feminist post-structuralism’s interest in agency opened up my
understanding of the potential for a politics of action that was evident in the research findings. I
found that no one group, discourse or way of thinking, and operation of power, dominated to
the exclusion of all others in the setting up and performance of the choir.
Foucault’s approach to agency, in his theorisation of care of the self and others, provided me
with a way of thinking about how the choir functions and benefits its members and wider
community. It provided for a theorisation beyond an analysis of social capital, evident in
existing choral and LGBTQ choral literature (Putnam, 1995; Rudd, 2002; Langston, 2011; Moy,
2015). This then enabled me to interrogate the data, thinking about how the choir acts to
preserve histories and culture and retain LGBTQ identities and spaces in the face of the
dominating assimilationist discourse within the LGBT, if not the Q, politic.
This research journey has at times both affirmed and challenged my world view. It has affirmed
my identity as a queer woman. I commenced this project as someone who had been involved in
LGBTQ communities and politics in three countries over 30 years. My thoughts and feelings
about my own sexuality and identity had been shaped by the dominant discourses of the late
twentieth century, and a church upbringing, namely those positioning non-heterosexuality as
somewhat deviant and shameful. I was content to be known as queer but no longer felt any
need to shout it from the rooftops. During the course of this research project the New Zealand
parliament passed the marriage equality act, with very little public protest. Yet I felt an unease
at what I read as neo-liberal, assimilationist legislation, although I had rallied and made a
submission in support of the bill as it symbolised equality with heterosexual relationships.
Reflecting on the histories of the LGBTQ political and cultural movement, and the dominant
discourses shaping attitudes to LGBTQ identities, has increased my desire to perform difference
rather than assimilation, however subtly, at this time and place. These negative discourses,
although at times hurtful, as demonstrated in the findings in Chapters Five and Seven, can still
be seen to be productive, as the choir was reportedly created to provide a comfortable space for
LGBTQ-identified people to enjoy together. Like the participant Alison, whose involvement in
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the choir was a public act to “fuck everybody else” (page 169), I have responded to homophobic
discourses I have encountered during the course of this research with a quiet “fuck you” and a
desire to expose these discourses to analysis by the proponent and their audience. The activist
in me has been reawakened by this academic process. The research process has been
transformative for me. In reflecting on this process, I can read in myself the operation of
Foucault’s care of the self, where I am committed to maintaining a space for, and an
understanding of the history to date of LGBTQ identities, enacted as a newly returning chorister,
and as a researcher creating and recording a queer New Zealand story, that of The
Glamaphones.

Research findings
The study presented new ways of understanding the function of an LGBTQ grouping such as a
choir, in this political, social and historical moment. The research shows that members use the
choir for different purposes. For members, the choir provides a range of benefits such as new
social networks, establishing intergenerational, cross-gender friendships and aesthetics, and
developing an LGBTQ community. Other benefits include developing musical skills, personal
development and care of others. This study has found that, rather than being post-gay and postidentity, sexual and gender identities are significant to these singers, and the choir members and
the LGBTQ community benefit from the retention of space in which to affirm LGBTQ identities,
and the maintenance and performance of diverse identities. Through what I term a politics of
LGBTQ choral action, such as being a voice for LGBTQ-identified people, an LGBTQ identity and
culture is preserved and transmitted. Through this the choir has achieved what I have theorised
as enacting care of the collective.
In the following sections I summarise the findings of my three research sub-questions.
Constructing and performing a shared LGBTQ identity
The first research question asked: how is a shared LGBTQ identity constructed and performed,
through this choir, in this time and place, the 2010s in Wellington, New Zealand?
The research found that The Glamaphones choir constructs and performs a shared LGBTQ
identity through discourse and materially, such as through staging and use of symbols. In
Chapter Six, the participants’ stories show that the choir has multiple meanings for members,
but accommodates members’ differing identities under the shared Glamaphones or LGBTQ
chorister identity. The Glamaphones is a space of technology for subject development,
identification and transformation, as is evidenced in stories of identity affirmation and
maintenance, and individuals’ reflections on identity. Unlike the earlier LGBTQ choral literature,
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choir members have come to the choir with LGBTQ identities and do not use the choir as a
means by which to come out. The choir provides a space in which to express, perform and
preserve these identities, rather than to form them. While the collective LGBTQ identity has
been argued by some as imagined and fictional (page 45), The Glamaphones is an example of a
group of people with different identities and desires coalescing to become a choir, a named
LGBTQ group, and a community. The Glamaphones provides members with a sense of an
LGBTQ space, and a community of people with some shared interests and pleasures.
Individually and collectively, the choir acts agentically to produce the LGBTQ subjectivity of its
members and the collective. The choir has created its own identity and culture through a shared
music-making experience, by naming itself as LGBTQ, and through prioritising the formation of
community over choral or musical excellence, as discussed in Chapter Five. Participants
emphasised a collective identity that includes secularism, friendship, humour, care of others,
and a restrained eroticism.
Although sexual identity can be seen to have been the privileged identity in the choir’s
formation participants bring multiple identities into operation within the choir, such as being a
person of faith. This research is unique to date in addressing an LGBTQ choir’s relationship to its
wider cultural location. A discussion of the choir’s place within a bi-cultural New Zealand, in
Chapter Six, highlighted tensions between a desire to be inclusive and reflective of ethnic
diversity, and particularly indigenous culture, and a corresponding concern over the
appropriation or commodification of that culture. However, the choir has projected a bi-cultural
identity when on the international stage.
This research identified an important relationship with the space in which the choir performs.
Chapter Seven demonstrates how The Glamaphones physical location in St. Andrew’s church
enables both the choir and church to constitute the other as queer or antinormative. The
relationship between them is one of reconciliation and involves The Glamaphones in supporting
St. Andrew’s as a “dissenting” church. This reconciliation at an organisational level mirrors the
reconciliation experienced by some individual members, through their relationship with the
church space and sacred repertoire, as discussed in Chapters Five and Six.
The research finds that The Glamaphones is an ethical project for the LGBTQ community,
assisting in the maintenance of individual and collective identity. The choir also reimagines
LGBTQ community. Literature on LGBTQ identity has focussed on the development of separate
identities and politics or used a generic “LGBTQ” that not does address the sum of the
component parts. In contrast to existing literature, this research shows the development of an
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LGBTQ group and with it the potential for LGBTQ communities, modelling intergenerational,
cross-gender relationships, providing a space of reconciliation and developing ways of relating
and pleasures. This work represents a more detailed analysis of the development of crossgender and intergenerational LGBTQ groups than is available in the LGBTQ choral and identity
literature. The Glamaphones demonstrates the potential of a combined LGBTQ community,
focused on collaborative goals and creativities. It is through these acts new subjectivities, such
as the LGBTQ chorister, are formed.
The role of pleasure and the erotic
The second research question asked: what is the role of pleasure, including the erotic, in the
creation of this mixed-gender choir’s identity?
Despite the many tensions to date, the findings reveal that this mixed-gender choir has
facilitated joint pleasures. Expressed pleasures included being part of a community and
developing a sense of social connection and contribution. Some pleasures are embodied and
emotional, such as aural pleasures in the sound of the bass voices, or being moved by being part
of a sound, or a group of LGBTQ-identified singers. Others experience spiritual sensations, and a
sense of self-actualisation and self-expression, and others the “choir high.” These pleasures are
an expressed part of why participants remain in the choir.
This work represents a more detailed analysis of the impact of the musical director on the choir.
The arrival of the new musical director afforded the pleasure of a sense of security in a shared
identity. Participants saw themselves reflected in the publicly out MD. The transgressive choral
practices of the MD, accompanied by a change in concert programme themes, repertoire and
choir presentation resulted in what participants identified as a queering of the choir, making it
visibly LGBTQ to themselves and others. The Glamaphones extends these experiences of
affirmation and pleasure, and the possibilities of creating LGBTQ culture together, to its
audience. Significantly, through its welcome to all-comers, and public concerts with postconcert social events, the choir retains LGBTQ community space for others in the Wellington
community.
Using a feminist post-structuralist theoretical framework provided a means by which to
understand how choristers use their agency to make the choir experience enjoyable beyond
achieving musical goals. As evidenced by the data in Chapter Six, The Glamaphones is a space in
which practices of technologies of the self operate, in the development and transformation of
choristers. Examples include self-reflection, learning new skills, and performing ethical practices
such as tolerance and in care for others. Through acts of mastery and self-discipline choristers
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have made concessions and negotiated discomfort to form the choir and create harmony. The
choir provides a space in which members have taken pleasure in being able to better
themselves, and become someone they were not previously (Foucault, 1988). In this way,
members adopt a form of artistry through their choral, social, and political contributions to
others, such as performing at LGBTQ community events.
In contrast with the limited acknowledgement of erotics in the earlier literature my research
identified how erotics operates within this mixed-gender group formed primarily on the basis of
sexual identities. Participants experience subtle erotic pleasures through their involvement in
the choir. Non-heteronormative sexual humour, and cross-gender flirting which results in what
can be read as a parody of heterosexuality, along with the aesthetic enjoyment of beauty in
others, including across genders, contribute to shaping the choir’s LGBTQ identity. The
participants exhibit the operation of an ethical erotics, grounded in self-control to ensure the
good of the collective. Shared pleasures are non-genital, and included the collective intake of
breath, the sensual enjoyment of voices and sound, and an intense awareness of others within a
shared space that can include physical contact during times of performance. There is an
expression, and sharing of, intense emotion, which for some climaxes as euphoric and for others
is anxiety inducing or exposing of vulnerabilities.
Producing and performing transgression and assimilation
The third research question asked: how does the choir produce and perform transgression
(difference) and assimilation (sameness), and is there still a space and desire for difference in a
time of sameness-seeking? As discussed in Chapter Two, the earlier LGBTQ choirs are presented
in the literature as agents in a movement for social justice and social change, however this is
framed as an individual act, within a coming out or self-disclosure narrative.
As I noted in Chapter One, much of political and legislative context has changed since the advent
of the first LGBTQ choruses. Despite a publicly-prominent discourse of assimilationism the choir
by its very existence is resistant to assimilation. It is evident that the choir has productive
possibilities beyond music-making. It affords the possibility of challenging heteronormativity,
homonormativity, and choral traditions. In comparison with earlier choral literature findings
that choruses were a means to develop pride in both self and the gay community, and to reflect
this pride with a purpose of countering stigmatisation (page 21), this research shows that the
choir seeks to both enhance the perception of LGBTQ-identified people in order to gain social
acceptance, and maintain transgressive representations of LGBTQ identities in the public, thus
providing diverse role models to young people, as discussed in Chapter Seven.
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The Glamaphones choir manifests cultural and creative resistance to dominant choral practices
and to LGBTQ assimilation. The choir is an example of how a group of people with LGBTQ
identities is creating and providing a space in which to enact and maintain themselves as LGBTQidentified. As discussed, the choir forms the LGBTQ chorister, and provides a voice and level of
visibility through a politics of LGBTQ or queer choral action. In concerts, and in their
performances as LGBTQ choristers, members present images of what it means to be LGBTQidentified to each other and to their audiences.
This work adds significantly to what is already known about the influence of the musical director
on a choir. Participants’ descriptions illustrate how the culture and presentation of the choir has
been influenced by a publicly lesbian-identified MD, in contrast with its less identifiably LGBTQ
presentation under an identity non-declared MD. In this way, the MD and her relationship with
the choir can be seen to create the conditions that inscribe identity on the choir.
Unlike in the earlier LGBTQ choral literature, the findings expose the desire of some members of
The Glamaphones to maintain a sense of difference rather than to pursue acceptance and
assimilation. This finding is more reflective of research on ethnicity-based choruses who seek to
affirm their linguistic and cultural differences (Southcott & Joseph, 2010, 2014; Joseph &
Southcott, 2015). Despite seeming contradictory, the choir can be seen to operationalise both
normative and transgressive discourses. Some singers seek to emphasise similarities between
LGBTQ and heterosexual-identified people. For others, there is a space for transgression,
particularly through non-normative gender expression, including the performance of lesbian
camp. However, in this research the choir men are more constrained than women-identified
singers, suggesting ongoing regulation of men’s gender performance, even within the LGBTQ
space.
While there is no singular or fixed identity in the choir, it is through joining together that
identities and differences are maintained. The Glamaphones demonstrates a resistance to
assimilation and heteronormativity, by providing a space for difference. It represents normative
and transgressive identities to the wider community and maintains a visible LGBTQ presence in
the capital city, keeping LGBTQ-identified people in public view, despite legislative equality and
the privatisation of relationships and sanction of marriage. In contrast with the GALA choruses’
claims of changing the world through song, participants recognise the choir’s political role at the
micro or local level, such as through making public representations of diversity and difference
and performing outness.
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The Glamaphones members have devised a collective way to operate that effects change on
their immediate world. Collectively, this LGBTQ community operates care of others, including
through providing entertainment, cultural maintenance, fundraising for other LGBTQ projects,
promoting LGBTQ visibility and role models, and political representations and actions. A
neoliberal citizenship requires self-responsibility, as discussed in Chapters and Six. However, the
choir counters or transgresses this through group participation and identity-based obligations to
others, rather than individualisation and consumption. It retains collectivity and connectivity,
maintaining a collective LGBTQ identity and a comfortable, collective space in what I have
termed the technology or care of the collective.
The function of the choir and its benefits
It is evident The Glamaphones serves multiple functions for individual members, the collective
group, and the wider LGBTQ and Wellington community. Participants indicated they joined and
stayed in the choir to make friends and music, to have fun, to learn new skills, and to provide
public representations of LGBTQ-identified people. An LGBTQ specific choir provided
participants with a space of comfort in which to enjoy, reaffirm and publicly perform their
LGBTQ identities. This research shows that there is an ongoing need for spaces for LGBTQidentified people, including environments in which some may feel able to relax the selfregulation of their sexuality and behaviour. For others, it is the provision of space in which to
retain and transmit LGBTQ culture, such as the expression and performance of camp, and telling
gay stories such as the choral commission. Chiefly, The Glamaphones affirms identities of
difference. This desire for, and celebration of, LGBTQ community space, is reflected in the
audience feedback. All of this suggests that LGBTQ identity is still important to these choristers
and their audience.
The research found that the choir’s rehearsal and performance base in St. Andrew’s church
provides opportunity for reconciliation and healing for those with Christian backgrounds, and
affirmation for those with Christian and LGBTQ identities. The choir itself has church-like
functions for its members. Sacred repertoire provides pleasure for many, along with an
opportunity for spiritual connection and reflection. The choir provides for participation in a
community with shared interests, support, connection and ritual, as well as opportunity for selfregulation and the betterment of self, as discussed above. An unintended outcome from The
Glamaphones’ use of the church is that St. Andrew’s becomes visibly and audibly constituted
and representative of its identity as a progressive, inclusive church. In this way The
Glamaphones supports St. Andrew’s as a “dissenting” church.
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The research findings have significance for thinking about LGBTQ identities in this time and
place. Despite sexuality scholarship that suggests that we are in a post-gay and post-identity
period, these participants, their choir, and audience indicate that sexual identity, and LGBTQ
identity, still has resonance, and an LGBTQ community is still relevant in the contemporary
political and social context. This new identity-based choir would not have started and thrived
otherwise. The choir provides a space in which LGBTQ-identified people can perform difference
in a time of sameness-seeking and continue to work out what it means to be LGBTQ-identified in
this time of equality and in this moment in history. The Glamaphones suggests that LGBTQ
identity is not yet consigned to history.

Research strengths and limitations
This research makes an original contribution to knowledge in a number of ways. Of the
literature produced to date which focusses specifically on LGBTQ choirs the majority is
descriptive. This is the first substantial scholarly examination of an intergenerational, mixedvoice and mixed-gender LGBTQ choir; and of a non-United States-based choir. The findings, as
discussed in the previous sections of this chapter, demonstrate that there are many benefits in
belonging to this LGBTQ community choir, beyond those expressed in the exiting literature. This
research has examined the complex relationship between these LGBTQ-identified choristers and
Christian religions, extending an understanding beyond acknowledging repertoire may be
contentious.
The research design for this complex study allowed a multiplicity of heterogenous voices,
experiences and contradictions to be represented. It explored two key relationships hitherto
ignored in the literature, that is, the influence of the musical director on the formation of the
LGBTQ choir and identity, and the audience-choir relationship and the impact of the choir and
performances on the audience. In doing so the research extends the discussion of how
community music-making is used today, specifically within the LGBTQ community, and its
political function. In addition to this, a theme arising from the research that has not been
attended to in the literature was the significance of the relationship between the choir and its
location and use of space. In this study, the choir’s location in a church transformed the physical
space of the church and the choir’s performance through queer juxtapositions of LGBTQ and
religious symbols. The Glamaphones physical location in St. Andrew’s church enables both the
choir and church to constitute the other as queer or antinormative. In my analysis this provides
continuity to the function of the LGBTQ choruses as agents for social justice and social change.
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The research design may have resulted in limitations to this project. This research focused on a
singular choir as a case-study, and thus involved the perspectives of a small group of participants
involved in community singing in Wellington, New Zealand. I have provided thick descriptions of
my methodology, the multiple data sources and findings in order to enhance the transferability
of this research method to examining other LGBTQ groups, and choirs. The participants were
predominantly white, and Pākehā New Zealanders and Europeans. The majority of key
informants were in their 40s or 50s. It may not be possible to generalise the findings to other
New Zealand LGBTQ choirs, or groups. The research took place in a time and environment
specific to this study, which included the passing of marriage equality legislation, the last major
state barrier to equality in New Zealand. The research does, however, provide an insight into
the perspectives of this New Zealand group of self-defined lesbian, gay, queer, gender-fluid and
gender non-conforming singers, who come together to make music and community on the basis
of their sexuality and gender identities, in a post marriage equality period.
I began the data collection with a parallel process of reflexive writing. This activity gradually
ceased, not through any conscious choice, but rather due to a growth in my confidence about
my interviewing techniques and the time limitations I experienced as I combined part-time
doctoral study with full-time work. More time to reflect between interviews and analysis may
have been useful.
There were current and former choir members I had prior knowledge of that I believed would
have added to the data collection in significant thematic ways. It had been my desire to coconstruct the research, in part as a historical record of the choir. However, after a direct
approach to one person whom had held a position on the management committee but did not
respond to my request for interview, I sought not to act further in any way that might coerce
participation. I reflected that co-construction is a desirable goal in feminist post structural
methodology and it had been my aim to achieve this, but ultimately as researcher I decided
what would be included in, and excluded from, the final reporting on the data. There may have
been unintentional bias in these selections.
Foucault’s later work on technologies for care of the self has not been used as extensively as a
theoretical framework as his earlier work. This study contributes to interdisciplinary uses of
Foucauldian theory, with its emphasis on care of the self and my thinking about how concepts of
ethics, resistance, and the assertion of agency to constitute the self, and identity applied to The
Glamaphones choir and the research participants’ stories of their experiences.
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Implications and future directions
Theoretical implications
Earlier choral literature has positioned choristers as “docile bodies”, under the power of the
musical director and choral discourses (O’Toole, 1994/2005; Hess, 2012). This research extends
Balen’s (2009) consideration of choristers as agentic, by demonstrating how The Glamaphones’
choristers are agentic through care of the self and their care of the collective, that is acting to
look after those in the choir, its community, and in maintaining and performing or transmitting
LGBTQ identities.
The Glamaphones, as a group or collective, functions beyond individuals undertaking
technologies or techniques for care of the self to develop themselves as ethical, aesthetic
subjects, to operationalise care for the group or collective of the choir, its audience and wider
community (Foucault, 1982/1997; 1984/1988). I have extended Foucault’s theoretical concept
of care of the self, which whilst being a social practice and relational focuses on the individual’s
action, to encompass group or collective ethical action. I have termed this operation
technologies or techniques for the care of the collective. In this way, my theorisation of
technologies or care of the collective goes beyond the focus of the individual, and his/her/their
individual acts of self-mastery and self-realisation, and the individuals’ relations to account for
solidarity and agency between individuals within and across a group. It incorporates practices of
care of groups such as sustaining group identity through the retention and transmission of
LGBTQ identity, within and beyond the choir. It is the making visible of a range of identities and
behaviours, that are both assimilative and transgressive. The technologies or techniques for the
care of the collective are operationalised in The Glamaphones to include maintaining culture,
preserving history, and in this case study, literally creating and performing art. Through these
technologies or techniques for care of the collective The Glamaphones are devising “an art of
living” (Foucault, 1984/1988, p. 45).
Implications for practice
The findings of this study demonstrate that although The Glamaphones choir is situated in a
place and time of legislative equality LGBTQ people still experience stigmatism, including from
Christian churches. For many participants, the choir provides a space of comfort and safety, in
which to relax their self-censorship. This suggests that (hetero)normativity continues to have an
impact on how LGBTQ-identified people live their lives and express their identities. It also
demonstrates that there is still a benefit in providing primarily LGBTQ spaces and groups. Such
groups and spaces enable the formation and expression of complex, multiple and continually
emergent identities.
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The research has identified the choir has developed to form a cross-gender and intergenerational community, which is a source of pride for many participants, but its formation was
not without moments of gender and gender-identity-based tension. Any development of mixed
LGBTQ groups should consider how to be genuinely inclusive, in a welcoming and affirming way.
The choir’s and St. Andrew’s church demonstrate a conciliatory relationship. The relationship
depicts the way in which two very different groups have helped both constitute each other, and
further each other’s aims. This suggests a means by which reconciliation may be achieved
between groups where, in the past, a dominant discourse has subjugated others, resulting in the
stigmatisation of one group by another.
Finally, the examination of how The Glamaphones choir has formed and performed itself as
LGBTQ, such as operating through democratic processes, the selection of repertoire, staging,
costuming and symbolism, elements of humour and camp, and transgressive gender
presentations highlights how future LGBTQ choirs may form and perform their LGBTQ choral
selves.
Implications for future research
The research has identified social, community, musical, cultural, political and well-being benefits
of an LGBTQ choir at this time and place, adding to an existing, albeit small, literature. It has
highlighted the role of the case study choir in maintaining and making visible LGBTQ identities.
This research used a feminist post structuralist theoretical approach, including Foucault’s
technologies for care of the self, to explore the function of a choir and its benefits to members
and the LGBTQ community, in this political, social and historical moment. It provides a
theoretical and methodological model useful for further research, including my theorisation of
the care of the collective and its role in group wellbeing and identity maintenance. This
theoretical model and methodological approach could be applied to the examination of the
function of other groupings of LGBTQ-identified people at this time. It is also applicable to
examining the benefits of choirs for other currently, or previously, marginalised groups. Further,
the model could be applied to other identity-based groups, to identify their individual and
community benefits and functions.
This project focussed on the experiences of participants with an average age of 50 years, and the
majority of whom identified as gay and lesbian. The dominant culture of the choir can be seen
to have been shaped by generations who had lived through the major law reforms improving
LGBTQ rights. Further research could explore the significance to younger generations of
preserving specified spaces for LGBTQ-identified people and maintaining differences in an
P a g e | 193

assimilationist political and social context. The theoretical and methodological model could also
be used to examine the identities and experiences of a broader ethnic range of LGBTQ and other
non-binary individuals, in this post-colonial and post marriage equality moment.

Concluding remarks
This research project has told the story of the formation of The Glamaphones LGBTQ community
choir, and how it operates to benefit its members and wider community. The findings confirm
many of the benefits of choral singing identified in earlier literature, and also identify other
functions of an LGBTQ choir, which accounts for their endurance over four decades of societal
and legislative change.
While this choir has multiple and differing meanings for participants, it can be understood as a
unique collective of sexual identities, genders and ages in Wellington, that, as Jake said (page
167) sustains “a sense of a broader community; of visibility of action.” Through agency
individuals and the choir collective enact technologies of care of the self and care of the
collective to construct and perform identity and produce pleasures for themselves and others.
While the choir operationalises both normative and transgressive discourses, the findings
demonstrate there is still a need for difference in a time of sameness-seeking.
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APPENDICES
APPENDIX 1: Semi-structured interview schedule themes for choir key
informants
Demographic and participatory information
•

Gender, sexual and ethnic identities, religious affiliation, age, voice part.

•

Participation in other LGBTQ activities.

•

Length of time with the choir; previous choral experience.

•

Current / previous role in choir, if any.

•

For men who transitioned from The Homophones men-only choir into The Glamaphones
mixed choir: Tell me about the good and the challenging parts of the transition.

How is a shared LGBTQ identity constructed and performed through this choir, in this time and
place, the 2010s in Wellington, New Zealand?
•

Why did you choose to become part of an LGBTQ choir?

•

What is it that keeps you involved in The Glamaphones?

•

For those who have left: How did it come about that you left the choir?

•

If you were to draw or create a representation of the choir what would that look, or
sound, or move like?

•

Tell me about the ways in which The Glamaphones is an LGBTQ choir.

•

What makes the performances and concerts something LGBTQ?

•

Tell me about the musical directors and their influence on the creation of the type of
choir it is.

What is the role of emotion and pleasure, including the erotic, in the creation of this mixedgender choir’s identity?
•

What sort of feelings does belonging to the choir evoke for you?

•

What does it feel like for you to sing and to perform?

•

What is your favourite music to sing with this choir?

•

An area that interests me about LGBTQ choirs is that they bring together people based
on sexual identities. Is there anything about desire and the erotic in relation to the choir
for you, or do you think there is for others?
Page i

•

How does that play out within a mixed-gender group?

•

The choir has a legal constitution with its purpose and aims but what do you think is
achieved by singing together?

•

How do religious, social, political issues impact the choir?

•

Can you think of a time where there’s been tension and how things have been resolved?

What does the choir contribute to Wellington, and what does it mean for the members' own
ideas about LGBTQ identity and community?
•

What difference does being in The Glamaphones make to your life?

•

Does the choir have a role in LGBTQ Wellington, and in the wider Wellington
community?

•

How has being part of The Glamaphones affected you as an LGBTQ-identified, or
supporting, person?

•

What’s the most important part of your choir experience, and what, if anything, is
difficult?

•

Is there anything you’d like to talk about that we haven’t touched upon?
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APPENDIX 2: Audience members intercept survey
Do I have your permission to record you?
Please confirm that you are over 18 years of age.
[If no, do not proceed]
Qtn 1. What words would you use to describe the choir?
Qtn 2. How did the concert on (date) make you feel?
Qtn 3. What do you think The Glamaphones choir contributes to Wellington?
Thank you for your time.
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APPENDIX 3: Semi-structured interview schedule for St. Andrew’s church
representative
•

Tell me about St. Andrew's and its community.

•

How would you describe The Glamaphones?

•

What does it mean to have The Glamaphones rehearse and perform at St. Andrew's?

•

What does St. Andrew's contribute to The Glamaphones?

•

What does The Glamaphones contribute to St. Andrew's?

•

What does The Glamaphones contribute to Wellington?
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APPENDIX 4: Concert observation schedule
Observation: Concert date and time
Location:
What is the concert theme?
How is the choir introduced?
What does the choir say? MC?
How does the MD present?
How does the Assistant MD present?
The accompanist?
How do the MD and choir engage with each other?
What is the repertoire?
What symbols are in use?
Costuming.
Choralography.
How does the choir communicate feeling to the audience? (Feelings, experiences, gestures,
postures).
Audience reaction.
What is the choir rewarded for?
Any particular representations?
What do I feel?
Other observations.
How is community, citizenship, identity expressed?
What does the performance tell me about identity, sexuality, erotics?
Whose perspectives are highlighted?
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