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[bookmark: _Toc241699925]Project Proposal

Project Title: How can a brief, teacher-led, psychologically informed intervention support Portuguese musical theatre voice students in understanding and managing music performance anxiety?

[bookmark: _Toc241699926]Context of the Work and Position of the Proposed Project

Music Performance Anxiety (MPA) has been widely documented as a significant psychological concern among musicians and performers, affecting cognitive, emotional, and physiological functioning in performance contexts (Steptoe and Fidler, 1987; Kenny, 2011). International research demonstrates that MPA can negatively impact performance quality, wellbeing, and long-term career sustainability, particularly among students and early-career performers.
In Portugal, recent studies confirm that MPA is prevalent among musicians and performing arts students (Damas, 2017; Barros et al., 2022). Parallel research on artistic labor highlights the persistent precarity of the Portuguese cultural sector, characterized by unstable employment, limited opportunities, informal networks, and weak institutional support (Conde, 2009; Campanela, 2023; Oliveira, 2019). However, despite the coexistence of high anxiety and structural instability, very little research has examined how these two dimensions interact in practice.
A recent pilot study conducted by the researcher explored the relationship between MPA and professional precarity among Portuguese performing arts students and professionals. That study identified a clear association between perceived precarity and higher levels of MPA, suggesting that performance anxiety in Portugal is shaped not only by individual psychological factors but also by broader socio-economic and educational conditions.
Building directly on these findings, the proposed project will move beyond descriptive analysis and focus on practical pedagogical responses to MPA. Specifically, it will examine the potential role of voice teachers as first-line supporters in addressing performance anxiety through low-intensity, teacher-led strategies embedded within regular training contexts.

[bookmark: _Toc241699927]Justification
	Voice teachers in Portugal often occupy a central role in students’ artistic, emotional, and professional development. Research suggests that students frequently rely on teachers for emotional support as well as technical guidance (Boyett, 2020) yet most teachers receive little or no training in recognizing or responding to anxiety (MacAfee and Comeau, 2023). This creates a structural gap between students’ needs and institutional capacity.
A growing body of intervention research suggests that cognitive and behavioural approaches can reduce Music Performance Anxiety (MPA). Workshop-based and group interventions have demonstrated consistent reductions in self-reported anxiety and improvements in confidence (Boyett, 2020; Osborne et al., 2007; Osborne et al., 2013; Braden et al., 2015; Kenny et al., 2018; Spahn et al., 2016). Meta-analytic evidence further supports the effectiveness of such approaches, with medium overall effect sizes reported (Faur et al., 2022), and randomized controlled trials indicating that treatment conditions outperform controls(Nicholl and Abbott, 2025). However, improvements in objectively rated performance quality remain inconsistent, and systematic reviews highlight methodological weaknesses across studies, including small samples and heterogeneous intervention designs (Kinney et al., 2025).
Importantly, most intervention research has been conducted in well-resourced international settings, with limited attention to contexts characterized by professional precarity. Given the high prevalence of MPA and the low rates of professional help-seeking identified in the pilot study, there is a clear need to explore feasible, ethical, and context-sensitive interventions embedded within existing pedagogical structures. A brief, teacher-led cognitive-somatic intervention represents a realistic and ethically appropriate response, positioned between inaction and formal clinical treatment.
This project is justified as a necessary next step in developing applied, practice-based knowledge that reflects the realities of Portuguese performing arts education while critically extending current intervention research.
The study therefore focuses on the experiences of voice students participating in a brief, teacher-led, psychologically informed intervention. By exploring students’ experiences of MPA and their responses to a range of educational strategies, the study aims to examine how such an intervention may support greater understanding and more flexible approaches to managing performance anxiety.
[bookmark: _Toc241699928]Intended Impact

The intended impact of this study is primarily pedagogical, focusing on how Music Performance Anxiety may be addressed within voice and musical theatre education. By exploring students’ experiences of a brief, teacher-led, psychologically informed intervention, the project aims to provide insight into practical approaches that can be integrated into performance training.
The study may contribute at three levels. First, it provides insight into how students experience and understand MPA within a performance education context. Second, it explores the perceived usefulness of a range of cognitive, physiological, attentional and acceptance-based strategies introduced within a brief educational intervention. Third, the findings may contribute to the development of pedagogical approaches that support performer wellbeing while maintaining appropriate boundaries between educational support and clinical intervention.
More broadly, the study aims to contribute to discussions around the role of psychologically informed practice within voice and musical theatre education, particularly in contexts where students may experience significant performance-related pressure.
[bookmark: _Toc241699929]Outlined Intention 

The study will adopt a pragmatic mixed-methods approach, combining quantitative and qualitative data to explore students’ experiences of Music Performance Anxiety and their responses to a brief educational intervention. Quantitative and qualitative data will be considered alongside one another to provide a more comprehensive understanding of the intervention and its perceived relevance to students’ performance experiences.
Participants
The participants will be voice students enrolled in a musical theatre training programme in Portugal. Purposive sampling will be used to recruit students with experience of performance and relevant exposure to voice training. Participation will be voluntary. 
Intervention
A brief, teacher-led, psychologically informed intervention will be delivered across four sessions. The intervention will address different dimensions of MPA through:
· Psychoeducation and normalization of MPA. 
· Body awareness and physiological regulation strategies. 
· Cognitive approaches to self-judgement, performance-related thinking and perfectionism. 
· Acceptance, cognitive defusion and self-compassion. 
· Attentional strategies and performance focus. 
· Reflection and development of personalized strategies for managing performance anxiety. 
The intervention will be clearly framed as educational support rather than therapy or clinical treatment.

Data Collection
Quantitative data will be collected using the Kenny Music Performance Anxiety Inventory (K-MPAI), administered prior to the intervention to provide an indication of participants’ experiences of MPA at baseline.
Qualitative data will be gathered throughout the intervention through written reflections, open-ended questionnaires, group discussions and other reflective activities undertaken during the sessions. These data will provide insight into participants’ experiences of the intervention, their understanding of MPA and their perceived usefulness of the strategies introduced.
Data Analysis
Quantitative K-MPAI data will be analyzed descriptively to provide an overview of participants’ reported MPA.
Qualitative data will be analyzed using reflexive thematic analysis, following Braun and Clarke’s approach, to identify patterns and themes within participants’ experiences and reflections.
Quantitative and qualitative findings will subsequently be considered together to explore areas of convergence and complementarity between participants’ reported MPA and their qualitative experiences of the intervention.

[bookmark: _Toc241699930]Expected Learning Outcomes (Researcher-Focused)

Through this project, the researcher expects to:
· Develop an advanced understanding of Music Performance Anxiety within pedagogical and socio-cultural contexts. 
· Gain practical experience in designing and evaluating a brief, low-intensity educational intervention. 
· Critically reflect on the ethical boundaries of teacher involvement in supporting student wellbeing. 
· Strengthen skills in mixed-methods research design, data collection and analysis. 
· Develop greater reflexive awareness of researcher positionality within an educational setting. 
· Critically reflect on the role of voice teachers in supporting students experiencing Music Performance Anxiety. 
· Enhance the ability to translate research findings into pedagogical practice.

[bookmark: _Toc241699931]Ethics and Insider Research Considerations

The study will adhere to institutional ethical guidelines, ensuring informed consent, confidentiality and voluntary participation. Given the sensitive nature of discussions around anxiety and performance experiences, participants will be clearly informed that the intervention is educational rather than therapeutic. Appropriate boundaries between educational support and clinical intervention will be maintained, with signposting to appropriate professional support where necessary.
As the researcher is a Portuguese voice teacher working within the educational context in which the study was conducted, particular care will be taken to manage the potential dynamics associated with insider research. Not all participants had a pre-existing teacher–student relationship with the researcher. Participation will be voluntary, and participants will be informed that their decision to participate or withdraw would have no impact on their educational experience. Reflexive practices will be used throughout the research process to consider potential power dynamics, assumptions and researcher influence on data generation and interpretation.

[bookmark: _Toc241699932]Project Report
[bookmark: _Toc241699933]1. Introduction
Music Performance Anxiety (MPA) is a significant concern within musical performance, affecting performers’ cognitive, emotional, physiological and behavioural experiences before and during performance (Kenny, 2011; Barros et al., 2022). Although some degree of arousal may be a natural component of performing, MPA becomes problematic when anxiety is experienced as excessive, persistent or disruptive to performance and wellbeing. Research has demonstrated that MPA can affect musicians across different levels of training and professional experience, including students and early-career performers, and may influence both their performance experiences and longer-term engagement with music (Kenny, 2011; Barros et al., 2024). In the context of singing, these experiences may be particularly significant because the voice is simultaneously the performer’s musical instrument and a highly embodied form of personal expression.
The relevance of MPA is not limited to professional performance. It is also an important issue within music and performing arts education, where students are repeatedly exposed to auditions, examinations, assessments and public performances. Portuguese research has identified MPA among students and performers and has highlighted challenges in addressing it within educational settings (Damas, 2017; Moura and Serra, 2021; Barros et al., 2024). 
My interest in MPA developed through the intersection of my experience as a performer and my professional practice as a voice teacher. Having experienced performance anxiety myself, I became increasingly attentive to the ways anxiety could manifest in students’ physical responses, behaviour, self-confidence and relationship with singing. At the same time, I recognised a limitation in my own pedagogical knowledge: although I could identify when students were experiencing significant performance anxiety, I did not initially feel sufficiently equipped to respond appropriately. This raised a broader question concerning the role of the voice teacher: what forms of support can appropriately be offered within a pedagogical relationship without positioning the teacher as a mental-health professional?
This question motivated a series of previous investigations into MPA. An earlier literature-based study examined the origins, manifestations and implications of MPA, with particular attention to singing education and the role of teachers in supporting students experiencing performance anxiety. It contributed to a broader understanding of MPA as not only an individual psychological concern, but also a pedagogical issue with implications for how performers are trained and supported (Silva, 2026a).  
A subsequent pilot study extended this investigation into the Portuguese performing arts context by exploring the relationship between MPA and professional precarity among performing arts students and professionals. That study identified an association between perceived professional precarity and higher levels of MPA, suggesting that performance anxiety may also be shaped by wider socio-economic and professional conditions rather than by individual psychological factors alone (Silva, 2026b). Although this previous research is not part of the present study’s dataset, it informed the development of the current intervention by shifting the focus from understanding and contextualising MPA towards exploring a possible pedagogical response. Rather than focusing exclusively on symptom reduction, the intervention was designed to support students in understanding MPA, recognising its manifestations and developing practical and more flexible ways of responding to performance-related thoughts and physiological experiences. The present study therefore builds on this earlier research while addressing a different question.
A growing body of intervention research suggests that cognitive, behavioural and acceptance-based approaches may be useful in addressing MPA. A meta-analysis of cognitive and behavioural interventions found a medium overall effect in reducing MPA symptoms, although the included studies were heterogeneous in intervention characteristics and participant populations (Faur et al., 2023). Similarly, a systematic review of 40 intervention studies identified promising findings across CBT, ACT, mindfulness, biofeedback and multimodal approaches, while highlighting methodological limitations including small samples, heterogeneous programmes and limited follow-up (Kinney et al., 2025). However, the translation of such approaches into routine music education remains less developed. Blair and Sluis (2022) found that relatively few interventions could be readily embedded within higher music education, while Mazzarolo, Burwell and Schubert (2023a) found that teachers already employ strategies such as preparation, simulated performance, breathing and positive reframing but may require further training in supporting students with MPA.
The present study therefore explores a brief, teacher-led, psychologically informed intervention designed specifically for voice students experiencing or concerned about MPA. The intervention combines psychoeducation with cognitive, somatic, attentional and reflective strategies, while maintaining a clear distinction between pedagogical support and psychological treatment. Rather than assuming that the goal of intervention should be the elimination of anxiety, the study explores whether providing students with knowledge, experiential strategies and opportunities for reflection can support them in developing a more informed and individualized relationship with performance anxiety.
The study is guided by the following research question:
How can a brief, teacher-led, psychologically informed intervention support Portuguese Musical Theatre voice students in understanding and managing Music Performance Anxiety?
The overall aim is to explore participants’ experiences of a brief educational intervention addressing MPA, including their pre-intervention experiences, responses to cognitive, somatic and attentional strategies, and perceptions of how these strategies may support greater agency and preparedness for future performance situations.
By positioning MPA at the intersection of psychological experience, voice pedagogy and performer wellbeing, this research contributes to discussion surrounding the role of teachers in supporting students experiencing performance anxiety. Its contribution is not to establish the clinical efficacy of a particular intervention, but to explore the pedagogical possibilities, perceived usefulness and practical boundaries of psychologically informed support within voice education.
[bookmark: _Toc241699934]2. Literature Review
[bookmark: _Toc241699935]
2.1 Defining and Conceptualizing Music Performance Anxiety
Music Performance Anxiety (MPA) is a complex phenomenon involving emotional, cognitive, physiological and behavioural responses to musical performance. Although performance-related nervousness is common among musicians, MPA is generally distinguished from ordinary performance arousal when anxiety becomes persistent, distressing or disproportionate to the performer’s level of preparation and ability. Kenny’s influential conceptualization describes MPA as marked and persistent anxious apprehension related to musical performance, which may involve combinations of affective, cognitive, somatic and behavioural symptoms and is particularly intensified in situations involving high personal investment, evaluative threat and fear of failure (Kenny, 2011). 
This distinction is important because anxiety is not necessarily dysfunctional in itself. Some degree of physiological arousal or heightened attention may accompany performance without impairing the performer and may even be experienced as facilitative. MPA therefore exists within a broader continuum of performance experiences rather than representing an automatically pathological response to performing. Contemporary discussions have consequently questioned approaches that conceptualize all performance anxiety through a clinical or deficit-based framework, arguing for greater attention to the context, meaning and function of anxiety for individual performers (Herman and Clark, 2023). 
MPA is also multidimensional. Research has identified physiological symptoms such as increased heart rate, muscular tension, dry mouth and altered breathing alongside cognitive experiences including worry, difficulties with concentration, fear of negative evaluation and self-critical thinking. Behavioural responses may include avoidance, excessive preparation or attempts to control performance, while emotional responses can include apprehension, insecurity and fear (Kenny, 2023; Borges et al., 2026). This multidimensionality is particularly relevant to educational interventions because it suggests that MPA cannot necessarily be addressed through a single form of regulation. Different strategies may target different aspects of the performer’s experience.
The evaluative dimension of MPA is particularly significant. Musical performance places performers in situations where their abilities may be observed and judged, creating the possibility that a performance error becomes connected to broader evaluations of competence or self-worth. Kenny’s model explicitly incorporates fear of negative evaluation, attentional shifts between task and self-evaluative focus, physiological arousal and anxiety-related cognitive processes (Kenny, 2023). This conceptualization is consistent with the present study, in which participants were encouraged to examine not only the physical manifestations of anxiety but also the thoughts, expectations and self-evaluative processes associated with performance.
The present study therefore adopts a multidimensional and educational understanding of MPA, rather than treating it exclusively as a clinical disorder. This distinction is important given that the intervention was designed for students within a musical-theatre education context and aimed to increase awareness, develop practical coping strategies and broaden participants’ perceived options for responding to anxiety. MPA was consequently understood as an experience that may involve physiological arousal, cognitive and emotional responses, attentional changes and behavioural tendencies, with the significance and impact of these responses varying between performers.
The use of the Kenny Music Performance Anxiety Inventory (K-MPAI) further reflects this multidimensional conceptualization. The K-MPAI was developed to assess theoretical constructs underlying MPA, including anxiety-related cognitions, fear of negative evaluation, attentional processes and physiological arousal, and has subsequently been validated across different musical populations and languages (Kenny, 2023). A Portuguese-language validation of the K-MPAI also provides an established basis for assessing MPA within Portuguese-speaking populations (Dias et al., 2022).
[bookmark: _Toc241699936]2.2 Psychological and embodied approaches to Music Performance Anxiety
Because MPA involves interacting cognitive, emotional, physiological and attentional processes, intervention research has examined a range of psychological, physiological and behavioural approaches. These include cognitive-behavioural interventions, acceptance- and mindfulness-based approaches, breathing and relaxation, biofeedback, imagery, exposure and performance preparation. A recent systematic review of 40 intervention studies involving 1,365 participants found promising results across several approaches, including CBT, ACT, mindfulness, yoga, biofeedback, imagery and multimodal interventions. However, the authors also identified substantial methodological limitations, including small samples, heterogeneous intervention programs, limited follow-up and few randomized controlled designs, making it difficult to establish the relative efficacy of individual approaches (Kinney et al., 2025). 
Cognitive and behavioural approaches
Cognitive-behavioural approaches have received particular attention within MPA research. These interventions commonly address performance-related worry, negative self-evaluation, catastrophic thinking and avoidance, while behavioural components may include exposure and performance preparation. A meta-analysis of 14 studies involving 392 musicians found a medium overall effect of cognitive and behavioural interventions on MPA (d = 0.53), although substantial heterogeneity remained across studies and intervention characteristics (Faur et al., 2023). 
The relevance of cognitive approaches extends beyond replacing negative thoughts with positive ones. Performance-related interpretations may influence how musicians respond to mistakes, physiological arousal and anticipated evaluation. Cognitive strategies may therefore support greater flexibility in responding to difficult performance-related thoughts. Within an educational context, this distinction is particularly relevant because the objective may be to increase awareness and develop alternative responses rather than provide formal psychological treatment.
Acceptance, mindfulness and self-compassion
Acceptance- and mindfulness-based approaches offer a related but distinct perspective by focusing less on changing the content of anxious thoughts and more on changing the performer’s relationship with them. Rather than requiring anxiety to disappear, these approaches encourage performers to notice thoughts, emotions and bodily sensations without necessarily attempting to suppress or control them. Recent intervention research identifies ACT, mindfulness and related mind–body approaches as promising areas within MPA research, although the evidence base remains heterogeneous (Bakhtiari, Nikanmajd and Ghasemi Shayan, 2025a; Kinney et al., 2025). 
This perspective is particularly compatible with the present intervention. Participants were encouraged to consider whether they could continue performing while experiencing nervousness, uncertainty or self-critical thoughts. Acceptance, cognitive defusion and self-compassion were consequently introduced as possible ways of responding to difficult internal experiences rather than as techniques intended simply to eliminate anxiety.
Although cognitive-behavioural and acceptance-based approaches can both inform work with MPA, they are underpinned by different assumptions about the role of performance-related thoughts. Cognitive-behavioural approaches generally seek to identify and evaluate unhelpful patterns of thinking, with cognitive restructuring offering opportunities to develop alternative interpretations. Acceptance and Commitment Therapy (ACT), by contrast, does not necessarily treat the content of anxious thoughts as something that needs to be corrected. Instead, acceptance and cognitive defusion aim to alter the individual's relationship with thoughts and internal experiences, allowing them to be present without automatically determining behaviour. These approaches therefore represent a productive theoretical tension: one emphasises examining and potentially modifying the content of cognition, while the other emphasises flexibility in responding to cognition without requiring its elimination. The present intervention incorporated elements of both approaches, reflecting the multidimensional nature of MPA and the practical realities of educational work with performers.
Physiological and embodied approaches
Physiological approaches address the bodily dimension of MPA through strategies such as breathing, relaxation, mindfulness, progressive muscle relaxation and biofeedback. These approaches are particularly relevant to vocal performers because breathing, muscular organization and vocal production are closely interconnected. The recent systematic literature identifies relaxation, breathing, yoga, mindfulness and biofeedback among the approaches investigated for MPA, with some evidence of reductions in physiological and subjective anxiety (Zhukov, 2019; Kinney et al., 2025). 
Breathing and preparation are also prominent within music educators’ existing practices. A systematic review of teachers’ approaches found preparation, simulated performance, positive outlook and breathing among the most frequently reported strategies, suggesting that some MPA-management practices can be integrated into ordinary music teaching rather than requiring a separate clinical intervention (Mazzarolo, Burwell and Schubert, 2023b). 
Imagery and performance preparation
Mental imagery provides another approach relevant to musical performance because performers can rehearse aspects of performance situations without being physically present in the performance environment. Imagery has been examined both as an independent strategy and as part of broader interventions, frequently alongside relaxation or other psychological skills (Finch and Moscovitch, 2016a). However, the combination of techniques in many interventions makes it difficult to determine whether imagery itself represents the active component responsible for observed changes. This supports treating imagery as one element within a broader repertoire rather than as a standalone solution.
Performance preparation and simulated performance are similarly relevant from an educational perspective. Rather than avoiding evaluative situations entirely, repeated and appropriately structured exposure can allow performers to become more familiar with the demands of performing. These approaches are particularly prominent in research examining teachers’ practices, where preparation and simulated performance appear among the most commonly reported strategies (Mazzarolo, Burwell and Schubert, 2023a). 
Towards a multimodal educational approach
Taken together, the literature suggests that MPA is unlikely to be addressed adequately through a single universally applicable technique. Current research encompasses psychological, physiological, attentional and behavioural approaches, while systematic reviews continue to highlight both promising findings and significant heterogeneity between interventions (Bakhtiari, Nikanmajd and Ghasemi Shayan, 2025b; Kinney et al., 2025). A multimodal approach may therefore be particularly appropriate where the aim is not to eliminate anxiety, but to provide performers with a range of possible responses that can be adapted to individual needs and performance contexts. 
The present study builds on this perspective by combining physiological regulation, cognitive and acceptance-based strategies, attentional redirection, imagery, self-compassion and performance preparation within a brief teacher-led educational intervention. The purpose was not to establish the efficacy of individual techniques, but to explore how students experienced and engaged with a varied repertoire of evidence-informed strategies within their performance education.
[bookmark: _Toc241699937]2.3 MPA and Music Education: The Role of Teachers
Although much of the MPA intervention literature has developed within psychological or specialist contexts, music educators may have an important role in supporting students’ experiences of performance anxiety. A systematic review by Mazzarolo et al. (2023) found that music teachers already employ a range of strategies to support students with MPA, including preparation, simulated performance, positive outlook and breathing. The review also suggested that many of these strategies can be embedded within ordinary teaching practices, although teachers frequently reported a need for further training and resources. 
However, the evidence also points to a gap between knowledge about MPA and its practical integration into music education. Blair and van der Sluis (2022), reviewing interventions applicable to higher education teaching, found relatively few approaches that could be readily embedded within typical educational practice, with many interventions remaining difficult to generalize to everyday teaching contexts. 
This distinction is particularly relevant to the present study. Rather than positioning the teacher as a substitute for psychological treatment, a teacher-led approach may provide an opportunity to introduce evidence-informed strategies within the context in which performance preparation already occurs. Such an approach may also allow MPA to be addressed proactively rather than only when anxiety becomes sufficiently severe to require specialist intervention.
Evidence from Portugal further supports the relevance of this educational perspective. Interviews with teachers and students in Portuguese higher music education identified limitations in teachers’ strategies for addressing MPA and highlighted participants’ perceptions that anxiety should be discussed more openly within educational contexts (Barros, Marinho and Pereira, 2024). Similarly, interviews with Portuguese specialist arts-education teachers have highlighted the potential value of integrating coping strategies into pedagogical practice while also identifying practical obstacles to implementation (Moura and Serra, 2021). 
Taken together, the literature suggests that teachers occupy a potentially important but underdeveloped position in MPA management. This provides a rationale for investigating whether a brief, psychologically informed intervention can be incorporated into teacher-led performance education while remaining distinct from clinical treatment.
[bookmark: _Toc241699938]2.5 MPA in the Portuguese Educational Context and Vocal Performance
Research conducted in Portugal suggests that Music Performance Anxiety (MPA) is increasingly recognized within music education, although research focusing specifically on singers and vocal performance remains comparatively limited. Damas (2017), in a study of 188 classical musicians including singers, instrumentalists and conductors, found a high prevalence of self-reported MPA. More specifically, Almeida and Hiney (2023), examining an academic choir in a Portuguese higher education institution, highlight the scarcity of research addressing MPA among singers and choral performers.
Research in Portuguese higher music education has also begun to examine how MPA is understood and addressed pedagogically. Barros, Marinho and Pereira (2024), drawing on students and teachers from four Portuguese higher music education institutions, found that teachers employed a range of strategies to support students experiencing MPA, while also identifying the importance of institutional culture and support. This suggests that MPA is relevant to everyday pedagogical practice, but that approaches to its management may remain dependent on individual teachers and contexts.
Intervention research in Portugal remains limited, with available work largely consisting of small-scale studies conducted in specific educational contexts. Portuguese postgraduate research has explored cognitive-behavioural and biofeedback-based approaches to MPA (Barros, 2018; Carvalho, 2023; Silva, 2025). Internationally, Mahony, Juncos and Winter (2022) provide a particularly relevant example, piloting a six-session Acceptance and Commitment Coaching course with six undergraduate dance and musical theatre students experiencing MPA. The course was delivered by a singing teacher who received brief training from a clinical psychologist, and participants reported improvements in psychological flexibility and their relationship with performance anxiety. However, the small sample and absence of a control group limit the conclusions that can be drawn. 
Taken together, these studies indicate a growing recognition of MPA within music education, while also pointing to a limited evidence base concerning brief, teacher-led and psychologically informed interventions for vocal students, particularly within Portuguese musical theatre education. This provides a rationale for the present study, which explores how such an intervention may support students in understanding and managing MPA.
.
[bookmark: _Toc241699939]3. Methodology & Methods
[bookmark: _Toc241699940]3.1 Research Paradigm and Methodological Approach
This study adopted a pragmatist research paradigm and a mixed-methods methodological approach. Pragmatism was considered appropriate because the research was primarily concerned with addressing a practical educational problem: how a brief, teacher-led, psychologically informed intervention could support Portuguese voice students in understanding and managing MPA. Rather than requiring the study to adopt a single epistemological position, a pragmatic approach allows methodological decisions to be guided by the research question and by the types of evidence required to address it (Johnson and Onwuegbuzie, 2004). Pragmatism has consequently been identified as a particularly compatible philosophical orientation for mixed-methods research, where qualitative and quantitative approaches may be combined according to their contribution to the research problem. 
This orientation was relevant because MPA encompasses both measurable and subjective, contextual and embodied dimensions. The use of quantitative and qualitative evidence therefore reflected a pragmatic decision to examine the research problem from complementary perspectives.
Mixed-methods research involves the intentional integration of quantitative and qualitative evidence within a single study (Fetters, Curry and Creswell, 2013). In the present study, quantitative data provided a structured overview of participants’ pre-intervention MPA profiles, while qualitative data offered contextual insight into their experiences of the intervention. Integration occurred primarily at the interpretation stage.
[bookmark: _Toc241699941]3.2 Research Design
The study employed a small-scale, teacher-led educational intervention using a pragmatist mixed-methods approach with convergent features. The intervention consisted of four consecutive psychoeducational and experiential sessions addressing different cognitive, physiological, attentional and emotional dimensions of MPA. Quantitative data were collected through the pre-intervention questionnaire, including the K-MPAI and additional questions concerning previous MPA-management strategies and confidence, while qualitative data were generated throughout the intervention through discussions, Mentimeter responses, written reflections and post-session activities.
The quantitative and qualitative strands were analysed separately before being brought together during interpretation to identify convergence, complementarity and expansion (Fetters, Curry and Creswell, 2013). This approach was appropriate to the present study because the qualitative findings could provide contextual and experiential depth to patterns identified quantitatively, while the quantitative data could provide a structured profile against which participants' qualitative accounts could be considered.
However, the study is not characterized as a conventional convergent design alone. The mixed-methods component was embedded within a brief educational intervention, meaning that qualitative data were generated throughout the intervention itself rather than being collected solely as a separate qualitative strand alongside a quantitative survey. Mixed-methods methodological literature recognizes intervention studies as more complex or hybrid designs in which a core mixed-methods structure can be incorporated into an intervention framework.(Fetters, Curry and Creswell, 2013; Creswell and Inoue, 2025). The present study can therefore be understood as a small-scale mixed-methods intervention study with convergent features, rather than as a purely parallel survey-and-interview design.
The design was also intentionally exploratory rather than evaluative in a clinical sense. The study did not employ a control group, randomization or clinical diagnostic assessment of MPA. Nor was it designed to establish the clinical efficacy of any individual intervention technique. Instead, the purpose was to explore participants' experiences of a brief, teacher-led, psychologically informed intervention and to examine how participants described their understanding of and responses to MPA across the four sessions.
This distinction is important in relation to the research question: How can a brief, teacher-led, psychologically informed intervention support Portuguese voice students in understanding and managing Music Performance Anxiety?
The wording “how can” reflects the exploratory and pedagogical orientation of the study. The research therefore sought to examine the potential contribution and perceived usefulness of the intervention, rather than to make causal claims regarding reductions in MPA.
The integration of the two forms of evidence was undertaken following separate analysis of the quantitative and qualitative datasets. Areas of convergence, complementarity and expansion were then considered in relation to the research question. This approach reflects the principle that the value of mixed-methods research lies not merely in collecting different types of data, but in bringing them into meaningful dialogue to generate a more comprehensive interpretation than either strand could provide independently (Fetters, Curry and Creswell, 2013; Lorenzini et al., 2024).
[bookmark: _Toc241699942]3.3 Participants and Sampling
Fifteen students enrolled in a Musical Theatre programme were initially recruited. One student was absent from the first session and was therefore excluded from the final analytic sample, resulting in 14 participants. Recruitment was purposive, targeting students situated within the relevant musical theatre and vocal training context who were interested in or experienced MPA (Palinkas et al., 2015a). Clinically diagnosed MPA was not an inclusion criterion, as the intervention was educational rather than clinical.
The sample was not intended to be statistically representative of Portuguese voice students, limiting the generalisability of the findings.
[bookmark: _Toc241699943]3.4 Description of the Educational Intervention
[bookmark: _Toc241699944]3.4.1 Intervention rationale and structure
A four-session psychoeducational and experiential intervention was developed to provide participants with opportunities to understand and explore practical approaches to MPA within the context of vocal performance. The intervention was designed from a pedagogical rather than clinical perspective and aimed to increase participants' awareness of MPA, introduce strategies relating to physiological and attentional regulation, explore cognitive and emotional responses to performance anxiety, and support the development of individual approaches to managing performance-related experiences.
This educational orientation was informed by literature suggesting that MPA can involve interacting cognitive, emotional, physiological and behavioural components and that prevention and education may have an important role within music training (Spahn, 2015). Existing intervention research with young musicians has also incorporated psychoeducation, cognitive restructuring, relaxation, imagery and related strategies within educational interventions addressing MPA (Braden, Osborne and Wilson, 2015) 2015). 
The intervention comprised four consecutive sessions, each combining psychoeducation, experiential exercises, group discussion and individual reflection. Rather than presenting MPA management as the elimination of anxiety, the intervention was structured around developing greater awareness of participants' responses to performance situations and expanding the range of possible responses available to them. This orientation was particularly relevant to the later sessions, where participants were encouraged to consider alternative ways of relating to difficult thoughts, emotions and physiological experiences.
The intervention incorporated complementary approaches addressing physiological regulation, attentional focus, cognitive processes, acceptance, self-compassion, embodiment and performance preparation. Such a multimodal approach is consistent with the broader MPA literature, in which cognitive, behavioural, body-oriented and mental techniques have been incorporated into interventions and prevention approaches (Spahn, 2015). 
The four sessions were progressively structured, moving from understanding and identifying MPA, through experiential regulation and cognitive and emotional strategies, towards consolidation, individualization and future application.

[bookmark: _Toc241699945]3.4.2 Session 1 — Understanding Music Performance Anxiety
The first session focused on developing a shared understanding of MPA and increasing participants’ awareness of how performance anxiety manifested in their own experiences. Participants explored their existing associations with MPA through Mentimeter and group discussion, followed by psychoeducation concerning its cognitive, physiological and behavioral manifestations. Perfectionism, comparison and performance expectations were also introduced as relevant cognitive patterns and provided a foundation for the cognitive work developed in Session 3.
Primary aim: to increase awareness and understanding of MPA, support recognition and normalization of individual anxiety responses, and establish a shared vocabulary for discussing participants’ experiences.

[bookmark: _Toc241699946]3.4.3 Session 2 — Body and Voice Regulation
The second session focused on physiological regulation, bodily awareness, attentional regulation and the relationship between body and voice. Activities included anxiety mapping, a singer-specific body scan, breathing-based strategies, SOVT exercises, grounding, movement and attentional redirection. Participants were also encouraged to identify strategies they found useful and to develop an individual pre-performance regulation routine. A brief voluntary performance component allowed participants to experiment with some strategies in a low-stakes context. The purpose was not to evaluate performance quality, but to explore the relationship between bodily state, attentional focus and vocal performance.
Primary aim: to increase bodily awareness and provide opportunities to explore physiological, attentional and embodied approaches to self-regulation during performance.

[bookmark: _Toc241699947]3.4.4 Session 3 — Performance Thinking and Self-Compassion
The third session focused on the cognitive and emotional dimensions of MPA. Building on patterns identified during Session 1, participants explored performance-related thoughts and their relationships with emotions and behavior. Strategies included mental imagery, cognitive restructuring, acceptance, cognitive defusion, self-compassion and attentional focus. Cognitive restructuring was informed by CBT approaches, while acceptance and cognitive defusion drew on ACT principles concerning psychological flexibility and changing one’s relationship with internal experiences. Self-compassion activities encouraged participants to consider alternative responses to self-critical thoughts.
The combination of approaches was intended to offer different ways of responding to difficult performance-related thoughts and emotions rather than assuming that one strategy would be equally suitable for all participants.
The cognitive work included identifying performance-related thoughts, considering alternative perspectives and using cognitive defusion to create distance from difficult thoughts rather than becoming dominated by them. Acceptance-based work similarly emphasized allowing difficult internal experiences to be present rather than attempting to suppress or eliminate them. These elements were informed by principles of Acceptance and Commitment Therapy (ACT), particularly its emphasis on psychological flexibility and changing one’s relationship with internal experiences (Hayes et al., 2006).
Self-compassion was explored through an exercise adapted from Kristin Neff’s work, encouraging participants to identify their internal critical voice and consider more compassionate and constructive responses. Neff conceptualizes self-compassion through self-kindness, common humanity and mindfulness, providing a framework for responding to personal difficulty, mistakes and perceived inadequacy without reinforcing harsh self-judgement (Neef, 2003)
Together, these approaches offered participants different ways of responding to difficult performance-related thoughts and emotions, without assuming that cognitive restructuring, acceptance, defusion or self-compassion would be equally suitable or effective for every participant.
Primary aim: to develop awareness of performance-related thinking patterns and introduce alternative ways of responding to difficult thoughts, emotions and self-evaluations.

[bookmark: _Toc241699948]3.4.5 Session 4 — Integration and Personal Strategy Development
The final session focused on consolidating learning and supporting participants in translating the strategies explored across the previous sessions into individually meaningful approaches. Participants developed a personal “toolkit” of strategies relating to body, thoughts, self-compassion and attention, and considered how these might be applied to performance-related scenarios. A “letter to my future self” activity encouraged reflection on learning, future performance situations and strategies participants wished to continue exploring.
Primary aim: to consolidate learning, promote individual ownership and selection of MPA-management strategies, and encourage consideration of how these strategies might be transferred to future performance situations.

[bookmark: _Toc241699949]3.4.6 The intervention as a whole

Overall, the intervention followed a progressive structure from understanding MPA to experimentation and cognitive and emotional exploration, and finally to individual integration and future application. Session 1 established a shared framework for understanding MPA; Session 2 focused on bodily and attentional regulation; Session 3 addressed performance-related cognitions, acceptance and self-compassion; and Session 4 focused on consolidation, personalisation and future application. Experiential activities were combined with psychoeducation and reflective discussion, consistent with literature supporting multimodal approaches to MPA (Spahn, 2015). The intervention was not designed to test the independent efficacy of individual techniques, but rather to provide participants with opportunities to encounter different strategies, reflect on their experiences and identify approaches that might be personally relevant. This progression aligned with the study’s exploratory and pedagogical purpose and with its focus on supporting students in understanding and managing MPA rather than establishing clinical efficacy.

Table 3. Overview of the educational intervention
	Session
	Primary aim
	Main content / activities
	Underpinning approach
	Intended mechanism
	Data generated

	1. Understanding MPA
	Increase awareness and understanding of MPA and encourage recognition of individual anxiety responses
	Psychoeducation about MPA; identification of cognitive, physiological and behavioural manifestations; Mentimeter; group discussion; reflection on personal experiences of MPA
	Psychoeducation; self-awareness; reflective practice
	Recognition and normalisation of MPA; identification of individual patterns and triggers; development of shared language around MPA
	Mentimeter responses; participant reflections/discussion; post-session questionnaire

	2. Body & Voice Regulation
	Explore physiological, attentional and embodied approaches to responding to performance-related arousal
	Anxiety mapping; singer-specific body scan; breath awareness; extended exhalation; breathing exercises; rib-expansion awareness; SOVT/humming; grounding; walking/humming; weight shifting; gesture and phrase work; object-focus singing; individual pre-performance routine
	Physiological self-regulation; grounding; attentional regulation; embodied vocal practice
	Increased bodily awareness; exploration of physiological regulation; redistribution of attention; identification of individually useful regulation strategies
	Participant reflections/discussion; individual strategy/routine development; session transcript; post-session questionnaire

	3. Performance Thinking & Self-Compassion
	Increase awareness of performance-related cognitive patterns and explore alternative responses to difficult thoughts and emotions
	Thought–emotion–behaviour cycle; mental imagery; cognitive flexibility/restructuring; acceptance; cognitive defusion; self-compassion; attentional focus; performance simulation
	CBT-informed cognitive strategies; ACT-informed acceptance and defusion; self-compassion; mental imagery; attentional regulation
	Exploration of alternative interpretations and responses; increased distance from difficult thoughts; development of more compassionate self-talk; rehearsal of possible responses to performance challenges
	Written/reflection exercises; participant discussion; session transcript; post-session questionnaire

	4. Integration & Personal Strategy Development
	Consolidate learning and support individual selection and future application of strategies
	Review of previous learning; personal MPA-management toolkit; performance scenarios; reflection on changes in perception of MPA; letter to future self
	Self-regulation; reflective practice; strategy individualisation; transfer of learning
	Consolidation and personalisation of strategies; increased perceived agency; consideration of context-appropriate responses; future application
	Personal strategy toolkit; scenario responses/reflections; final reflections; session transcript; post-session/final questionnaire



The presentation materials and supporting resources used throughout the four sessions are provided in Appendix E, F and G.
Written exercises used during the intervention are provided in Appendix H.
[bookmark: _Toc241699950]3.5 Data Collection
Data were collected across the four-session intervention using a combination of quantitative questionnaire data and qualitative material generated through participants’ engagement with the intervention. The use of multiple sources was consistent with the mixed-methods design and allowed participants’ pre-intervention MPA profiles to be considered alongside their experiences and reflections throughout the intervention.
[bookmark: _Toc241699951]3.5.1 Pre-intervention questionnaire
Before the first intervention session, participants completed a pre-intervention questionnaire designed to establish an initial profile of their experience of MPA and their existing approaches to managing performance anxiety.
The questionnaire included the Kenny Music Performance Anxiety Inventory (K-MPAI), a 40-item measure developed to assess a range of cognitive, emotional, behavioural and physiological dimensions associated with MPA (Kenny, 2009). Participants responded to the K-MPAI items using the instrument's specified response scale with higher total scores indicating greater levels of music performance anxiety. The K-MPAI and the scoring procedure used in the present study are provided in Appendix I.
The decision to administer the K-MPAI prior to the intervention only was primarily pragmatic and consistent with the exploratory scope of the study. The K-MPAI was used to establish a baseline indication of participants’ reported MPA rather than as a measure of intervention efficacy. Repeating the full inventory after the four-session intervention was considered likely to increase participant burden within an already intensive educational context and could have shifted the focus of the study towards measuring symptom change. The study instead prioritised participants’ qualitative accounts of their experiences, perceived usefulness of the strategies and developing understanding of MPA.
The questionnaire also included additional questions developed for the purposes of the present study. These addressed participants' previous experience of MPA, strategies they already used to manage performance anxiety, their perceived confidence in managing MPA, and their previous exposure to education or information relating to performance anxiety.
The questionnaire therefore served two purposes within the study. First, the K-MPAI provided a structured quantitative indication of participants' MPA profiles prior to the intervention. Second, the additional questions provided contextual information concerning participants' previous knowledge, experiences and perceived preparedness in relation to MPA.
The questionnaire was administered before participants were exposed to the intervention content, allowing the quantitative data to provide a pre-intervention reference point for the subsequent qualitative exploration.
[bookmark: _Toc241699952]3.5.2 Qualitative data generated during the intervention
Qualitative data were generated throughout the four intervention sessions rather than being collected exclusively through a final interview. This approach reflected the experiential and pedagogical nature of the intervention and enabled participants' responses to be documented at different stages of the process.
The qualitative dataset comprised:
· Mentimeter responses generated during interactive activities; Selected Mentimeter responses are provided in Appendix J.
· group discussions and verbal contributions during the sessions; 
· written reflections produced during experiential and cognitive exercises; 
· post-session questionnaires; All questionnaires are provided in Appendix K
· participants' responses to the performance scenarios; 
· final reflections concerning participants' perceptions of MPA and their experience of the intervention. 
These sources provided different forms of participant-generated material. Some captured immediate reactions to particular exercises, while others encouraged more considered reflection on participants' experiences of MPA and the potential applicability of strategies beyond the intervention setting.
The qualitative data were therefore treated as a multi-source dataset, rather than as a single homogeneous form of evidence. This was particularly relevant to the reflexive thematic analysis, as the different forms of material allowed recurring patterns to be considered across the intervention while retaining the contextual specificity of individual activities and sessions.
[bookmark: _Toc241699953]3.5.3 Relationship between data collection and the intervention
Data collection was embedded within the intervention rather than positioned as an entirely separate research activity. This was consistent with the study's pragmatic and educational orientation but also required careful distinction between pedagogical activities and research data.
Not every activity undertaken during the workshops was treated as research data. Activities were considered part of the qualitative dataset where they generated participant reflections, written responses, discussions or other material relevant to the research question. This distinction was important in maintaining an appropriate boundary between the teacher's pedagogical role and the researcher's subsequent analysis of participants' experiences.
The combination of pre-intervention quantitative data and intervention-generated qualitative material enabled the study to examine both participants' initial MPA profiles and how they described their experiences of the intervention over time. The two forms of data were subsequently analysed separately and brought together during the integration of findings.
[bookmark: _Toc241699954]3.6 Quantitative Data Analysis
The quantitative data were analysed descriptively to establish an initial profile of participants’ Music Performance Anxiety (MPA) prior to the intervention. Given the small sample size (N = 14) and the exploratory nature of the study, the quantitative analysis was primarily concerned with describing patterns within the participant group rather than testing the efficacy of the intervention or making population-level claims.
K-MPAI responses were scored according to the established scoring procedure for the instrument, with individual item scores summed to produce a total K-MPAI score for each participant. Higher total scores represented higher levels of reported MPA. Descriptive statistics were then calculated to examine the distribution of participants’ total scores, including the minimum and maximum scores, mean and standard deviation.
The analysis also considered participants’ responses to the additional pre-intervention questionnaire items concerning previous use of MPA-management strategies, confidence in managing performance anxiety, and previous exposure to information or education relating to MPA. These responses were examined descriptively to identify broad patterns within the sample and to provide contextual information for the subsequent qualitative analysis.
The quantitative findings were not interpreted as evidence of clinical diagnosis or treatment effectiveness. In particular, the study did not employ inferential statistical testing to determine whether the intervention produced a statistically significant change in MPA. The quantitative data were instead used to establish a pre-intervention profile and subsequently considered alongside the qualitative findings during the mixed-methods integration.
This approach was consistent with the exploratory purpose and small-scale nature of the study. Rather than seeking statistical generalisation, the quantitative analysis provided a structured account of variation within the participant group, which could then be contextualised through participants’ qualitative accounts.
[bookmark: _Toc241699955]3.7 Qualitative Data Analysis

Qualitative data were analysed using Reflexive Thematic Analysis (RTA) following  Braun and Clarke (2006, 2019, 2021). RTA was selected because it provides a flexible approach to identifying and interpreting patterns of meaning across qualitative material, while recognising the active and interpretative role of the researcher in the development of themes. This was particularly appropriate to the present study, which sought to explore participants’ experiences of and responses to a brief educational intervention rather than establish an objectively measurable outcome from their accounts (Braun and Clarke, 2019).
The use of Reflexive Thematic Analysis within a pragmatic mixed-methods design also requires an acknowledgement of differing epistemological assumptions. While pragmatism prioritises the methodological approach most useful for addressing the research question, Reflexive Thematic Analysis recognises that themes are not simply discovered within the data but are actively constructed through the researcher’s interpretative engagement with participants’ accounts (Braun & Clarke, 2019, 2021). In the present study, these positions were not treated as fully interchangeable. Rather, pragmatism provided the overarching methodological framework, while Reflexive Thematic Analysis was used as an interpretative approach appropriate to the qualitative component of the research. Reflexivity was therefore maintained throughout analysis, recognising the researcher’s positionality and theoretical engagement with the data.
Analysis involved repeated familiarisation with the qualitative material, generation of initial codes, development and review of candidate themes, and refinement and naming of the final themes. The process was iterative rather than strictly linear, with codes and themes repeatedly reconsidered in relation to the wider dataset and research question (Braun and Clarke, 2019, 2021).
The analysis resulted in four overarching themes: (1) MPA as a Threat to Self-Evaluation; (2) Developing New Ways of Relating to Anxiety; (3) Reorienting Attention from Self-Monitoring Towards Performance; and (4) From Control to Personalised Agency. These themes were developed across the dataset rather than corresponding directly to the four intervention sessions, allowing the analysis to identify broader patterns in participants’ experiences.
The researcher’s dual position as teacher and researcher was also considered throughout the analytic process. Rather than attempting to remove researcher subjectivity, reflexivity involved acknowledging how professional experience, familiarity with voice pedagogy and involvement in the intervention could shape interpretation (Braun and Clarke, 2019)
The final thematic map developed through this process is provided in Appendix L.
[bookmark: _Toc241699956]3.8 Integration of Quantitative and Qualitative Data
The quantitative and qualitative data were initially analysed separately and subsequently brought together during interpretation. Integration was used to identify areas of convergence, complementarity and expansion between participants’ pre-intervention MPA profiles and their experiences of the intervention. The quantitative data provided a structured overview of participants’ reported MPA and existing approaches to managing performance anxiety, while the qualitative data provided contextual insight into how participants experienced and made sense of MPA and the strategies introduced. This approach reflects the purpose of mixed-methods integration, in which different forms of evidence are brought into dialogue to develop a more comprehensive interpretation of the research problem (Fetters, Curry and Creswell, 2013). The integrated findings are presented in Section 4.6, where quantitative patterns are considered alongside the qualitative themes.

[bookmark: _Toc241699957]3.9 Ethical Considerations
Ethical considerations were integrated throughout the design and implementation of the study. Participation was voluntary, and all participants provided written informed consent before taking part in the research (see appendix B). As two participants were under 18 years of age, parental/guardian consent was additionally obtained through a separate consent form, alongside the participants’ own consent (See appendix C). Participants were provided with information about the purpose and nature of the research and informed of their right to withdraw in accordance with the study’s ethical requirements (See appendix A).
Given the potentially sensitive nature of discussing anxiety, self-criticism and performance-related difficulties, particular attention was given to maintaining a supportive and non-clinical environment. The intervention was explicitly positioned as educational rather than therapeutic or diagnostic, and participants were not assessed or treated for a mental health condition. Activities involving personal reflection were designed to allow participants to determine the extent to which they wished to disclose their experiences.
Confidentiality and anonymity were considered in the handling and presentation of participant data. Identifying information was not included in the reporting of findings, and participant quotations were presented without information that could reasonably identify individual participants.
The dual role of teacher and researcher also required attention to issues of voluntary participation and power relationships, particularly given the existing educational relationship with participants.
The study received institutional ethical approval prior to data collection (see Appendix D).

[bookmark: _Toc241699958]3.10 Insider Research and Researcher Positionality
The researcher occupied a situated and partially overlapping insider-outsider position within the research context. As a voice teacher within the institution where the intervention took place, the researcher was familiar with the educational environment, performing arts context and pedagogical practices relevant to the study. However, not all participants were taught by the researcher, meaning that the nature of the researcher–participant relationship varied across the group. Some participants therefore had an existing teacher-student relationship with the researcher, while others interacted with the researcher primarily in the context of the intervention.
This position is consistent with literature questioning a rigid distinction between insider and outsider status. Researcher positionality may shift according to the relationships, contexts and roles occupied during a study (Dwyer and Buckle, 2009). The researcher’s familiarity with voice pedagogy and the educational context potentially supported contextual understanding and rapport, while the existing institutional and, for some participants, teacher-student relationships also created potential power dynamics and the possibility of participants adapting their responses according to their perception of the researcher (Berkovic et al., 2020). 
These considerations were particularly relevant when interpreting participants’ positive responses to the intervention. Such responses were not automatically treated as evidence of effectiveness. The researcher instead maintained reflexive awareness of how professional experience, expectations and relationships with participants could influence both data generation and interpretation. The researcher’s position was therefore treated as an integral feature of the research context rather than something that could be entirely separated from the research process.
[bookmark: _Toc241699959]3.11 Methodological Limitations
Several methodological limitations should be considered when interpreting the findings. First, the study involved a small, purposively recruited sample of 14 participants, drawn from students who expressed an interest in the topic and/or experience of MPA. Purposeful sampling is appropriate for identifying participants with relevant experience of a phenomenon, but the resulting sample does not support broad population-level generalization (Palinkas et al., 2015b). The findings should therefore not be considered representative of Portuguese Musical Theatre voice students more broadly, and their transferability to other educational or professional contexts remains limited.
Second, the study did not include a control or comparison group. The absence of a comparison condition limits the extent to which observed changes can be attributed causally to the intervention, as causal inference requires consideration of what would have occurred in the absence of the intervention (Shadish, Cook, & Campbell, 2002). Consequently, changes described by participants across the intervention cannot be attributed causally to the intervention itself. This is particularly relevant given the brief duration of the programme and the absence of a longer-term follow-up measure. The study therefore provides insight into participants’ experiences of and responses to the intervention rather than evidence of sustained intervention efficacy.
The quantitative component also has important limitations. The K-MPAI was administered prior to the intervention, providing a profile of participants’ existing MPA, but no equivalent post-intervention measure was used to assess change in K-MPAI scores. Quantitative findings therefore cannot demonstrate a reduction in MPA following the intervention.
Finally, the researcher’s dual role as teacher and researcher may have influenced participants’ responses and the interpretation of qualitative data, particularly where pre-existing teacher-student relationships existed. This was addressed through ongoing reflexive awareness but cannot be assumed to have been fully eliminated.

[bookmark: _Toc241699960]4. Results
[bookmark: _Toc241699961]4.1 Overview of the intervention findings
The qualitative findings presented in this chapter explore how participants experienced and made sense of the four-session, teacher-led, psychologically informed intervention addressing Music Performance Anxiety (MPA). The analysis focused on participants’ verbal and written reflections throughout the intervention, including group discussions, Mentimeter responses, written reflections, post-session questionnaires and the final session activities.
Rather than evaluating the intervention in terms of clinical efficacy or statistically significant reductions in MPA, the analysis examined participants’ experiences of the intervention, their developing understanding of performance anxiety, their responses to the strategies introduced, and the extent to which they perceived these strategies as relevant or applicable to their own performance contexts.
A reflexive thematic analysis was conducted across the qualitative material generated during the four sessions. The analytical process involved repeated familiarisation with the dataset, generation of initial codes, development and review of candidate themes, and refinement of themes in relation to the research question. The analysis was informed by a reflexive approach in which themes were understood as interpretative patterns constructed through engagement with the data rather than as objectively existing categories within participants’ accounts.
Four overarching themes were developed:
1. MPA as a Threat to Self-Evaluation 
2. Developing New Ways of Relating to Anxiety 
3. Reorienting Attention from Self-Monitoring Towards Performance 
4. From Control to Personalised Agency 
Together, these themes represent a progression evident across participants’ accounts, from understanding the evaluative and self-critical dimensions of MPA, through experimenting with alternative ways of relating to anxious experiences, towards developing more personalised approaches to attention and regulation.

[bookmark: _Toc241699962]4.2 Theme 1 — MPA as a Threat to Self-Evaluation
The first theme concerned the extent to which participants experienced MPA through processes of self-evaluation, fear of failure and performance-related self-criticism. Across the intervention, participants described anxiety not only in terms of physiological arousal, but also through thoughts concerning mistakes, judgement, comparison and expectations of performance. These accounts suggested that performance situations could become closely connected with participants’ perceptions of their own competence and adequacy as performers.
This pattern was already evident during the first session, in which participants were introduced to cognitive, physiological and behavioural manifestations of MPA and invited to identify how anxiety presented in their own experiences. The initial exploration specifically included thoughts such as fear of failure, self-criticism, frustration and shame, while perfectionism, comparison and performance-related expectations were subsequently identified as relevant cognitive patterns. 
The participants’ accounts therefore positioned MPA as more than a transient physiological response to performing. For some, anxious experiences appeared to become embedded within a cycle in which negative thoughts contributed to physiological and behavioural responses, while difficult performance experiences could subsequently reinforce the original thoughts. This cyclical relationship was explicitly discussed during Session 1, when participants were introduced to the relationship between negative thoughts, physical symptoms and performance experiences. 
[bookmark: _Toc241699963]4.2.1 Performance as Self-Evaluation
Participants’ descriptions indicated that the perceived threat of performance extended beyond the immediate act of singing to concerns about how the performance might be evaluated. This was particularly evident in one participant’s description of singing as “an enormous act of vulnerability, as if others had access to a large part of us.” This suggests that performance could be experienced not simply as the presentation of a musical skill, but as an exposure of the self to external evaluation.
One participant described performance anxiety as “anxiety associated with moments of performance, exposure, or evaluation”, linked to the fear of failing to meet “one’s own expectations or those of others”. This account illustrates how performance could become experienced not simply as a musical task, but as a situation in which personal and external expectations were perceived as being evaluated.
The cognitive material introduced during Session 1 included fear of failure, self-criticism, frustration and shame, and participants were encouraged to consider the ways in which such thoughts could influence both their emotional and physiological responses. The discussion of the thought-emotion-behaviour cycle further highlighted the anticipatory nature of these processes. Participants were introduced to the possibility that performance-related thoughts could occur before the performance itself, with behavioural changes such as restlessness, excessive stillness, changes in eating or sleeping habits, or avoidance emerging in advance of the performance situation.
Within this framework, performance anxiety was therefore understood as extending beyond the moment of singing. Anticipatory thoughts and expectations could begin to shape participants’ experiences before they entered the performance context, potentially increasing attention to the possibility of failure and its perceived consequences.
[bookmark: _Toc241699964]4.2.2 From Performance Error to Self-Judgement
A related pattern concerned the significance attributed to performance errors. Within the intervention, mistakes and perceived failures were discussed not simply as technical or musical events, but as experiences that could trigger broader negative self-evaluations. When the thoughts collected during the first session were revisited in Session 3, participants’ statements included fears that making an error would lead others to think less of their abilities, as well as more global self-evaluations such as “I am not good enough”, “the problem is me”, “people will think I sing badly” and “I am a fraud”.
These accounts suggest that the perceived threat of an error extended beyond the immediate musical consequence. A mistake could become interpreted as evidence of insufficient ability, inadequacy or not belonging within the performance context. This was particularly evident in the recurring distinction between the specific performance event and the global judgement of the self. Rather than remaining at the level of “I made a mistake”, participants’ thoughts frequently moved towards “I am not good enough” or “the problem is me”.
This pattern was also evident in participants’ discussion of the teacher-student relationship. One participant described becoming concerned about disappointing their teacher after making an error, reporting that they would immediately apologies and experience an internal pressure that they “have to do it well” and “cannot make a mistake”. The participant also described experiencing singing as a vulnerable activity in which mistakes could affect how they perceived themselves in relation to others.
At the same time, participants recognized that this response was not necessarily determined by the actual consequences of making a mistake. One account described learning through experience that, after making an error, “nothing bad happened”, which allowed the participant to reconsider the situation and try again. This distinction between the anticipated consequences of error and the consequences actually experienced became relevant to the subsequent intervention work on cognitive flexibility and alternative ways of responding to performance-related thoughts.
This distinction between the anticipated consequences of error and the consequences actually experienced became relevant to the subsequent intervention work on cognitive flexibility and alternative ways of responding to performance-related thoughts. This shift was reflected in one participant’s later reflection: “It is normal to feel performance anxiety. It does not mean that I am not good enough.”

[bookmark: _Toc241699965]4.2.3 Perfectionism, Comparison and Anticipatory Failure
Perfectionism, social comparison and anticipatory fear of failure represented a further dimension of this self-evaluative experience. During Session 1, participants identified perfectionism, comparison with peers, fear of error and anticipation of failure as factors that intensified their anxiety. 
Perfectionistic self-evaluation was also explicitly recognised by participants. One participant explained the relevance of self-compassion by stating, “I am very critical. I do many things in my life and it is not possible to be perfect. That cannot be the focus.” This illustrates how perfectionism could become embedded within participants’ evaluations of their own performance.
These processes were particularly apparent in relation to technically demanding vocal tasks. Participants described anticipating difficulty with high notes and experiencing increased internal pressure before attempting them. In this context, the anticipated possibility of failure appeared capable of influencing the performer’s experience before the vocal task itself occurred. One participant expressed a wish to learn “how to avoid being afraid of making mistakes, singing out of tune, or having vocal cracks.” Such accounts illustrate how anticipated performance errors could become a source of anxiety before the performance itself.
The data therefore suggest that self-evaluation operated both retrospectively and prospectively: participants could judge themselves in response to perceived mistakes, while also anticipating possible failure and evaluating their capabilities before performing. This created a broader experience in which performance was not simply an opportunity to sing, but a situation in which competence, adequacy and perceived belonging could feel at stake.

[bookmark: _Toc241699966]4.3 Theme 2 — Developing New Ways of Relating to Anxiety
[bookmark: _Toc241699967]4.3.1 From Identifying Thoughts to Questioning Them
A second pattern concerned participants’ experimentation with alternative ways of responding to performance-related thoughts. In Session 3, participants revisited thoughts identified during the earlier sessions and explored whether these thoughts were accurate, useful, and helpful in relation to continued performance. In one example, a participant described the situation of making a vocal error and identified the associated thought as “I am not good enough”. When asked whether this thought helped them to continue singing, the participant recognised that it instead created further doubt. 
The exercise subsequently focused on developing an alternative formulation that did not deny the original event. Rather than replacing the error with an unrealistically positive statement, the participant was encouraged to distinguish between the specific event and the broader self-judgement. The alternative formulation became: “I didn’t sing that note as I wanted, but I will continue singing and communicating the message of the song.” 
This distinction appeared important within the participants’ reflections. The aim was not necessarily to convince themselves that the negative thought was untrue, but to consider whether another interpretation could allow them to continue performing. The accompanying formulation, “I can be nervous and continue. I can make a mistake and continue and sing well”, illustrates a shift from treating anxiety or error as a reason to stop towards viewing continued performance as possible despite these experiences. 
[bookmark: _Toc241699968]4.3.2 When Positive Reframing Does Not Feel True
Importantly, participants did not uniformly experience cognitive reframing as immediately convincing or authentic. One participant expressed difficulty with replacing a highly critical thought with a more positive statement, explaining that simply telling herself that everything was fine did not feel “true”. 
This response introduced an important limitation to the use of positive cognitive reframing within the session. For some participants, replacing a negative thought with a more positive statement risked feeling disconnected from their actual experience. Rather than indicating resistance to cognitive work, this appeared to highlight the importance of finding alternative responses that participants themselves experienced as credible and usable.
[bookmark: _Toc241699969]4.3.3 From Changing Thoughts to Changing the Relationship with Thoughts
The cognitive work subsequently moved beyond the question of whether a thought was accurate and towards considering how participants might relate to difficult thoughts without being controlled by them. Cognitive defusion was introduced as an alternative to becoming dominated by performance-related thoughts, while acceptance was presented as allowing difficult internal experiences to be present rather than attempting to suppress them. 
This distinction became particularly relevant when participants discussed the function that some difficult thoughts might serve. Rather than treating anxious or self-critical thoughts simply as irrational statements to be replaced, the discussion explored the possibility that such thoughts could represent attempts to protect the individual from disappointment or emotional pain. One example concerned lowering expectations in anticipation of failure as a possible way of reducing the impact of subsequent disappointment. 
The intervention therefore introduced participants to a broader conception of cognitive regulation: rather than requiring the complete removal of difficult thoughts, regulation could involve noticing, questioning, accepting or creating distance from them.
Self-compassion extended this shift in perspective to participants’ relationship with themselves. The exercise invited participants to identify their internal critical voice and consider a more compassionate and constructive response, drawing on the perspective of what a supportive friend might say in the same situation. Although the available data do not support claims of a sustained change in participants’ levels of self-compassion, its inclusion broadened the intervention’s approach to difficult performance experiences beyond cognitive evaluation alone. In this sense, self-compassion was presented as another possible way of responding to perceived failure and inadequacy without reinforcing the harsh self-evaluative processes identified earlier in the intervention.

[bookmark: _Toc241699970]4.4 Theme 3 — Reorienting Attention from Self-Monitoring Towards Performance
[bookmark: _Toc241699971]4.4.1 Attention, Self-Monitoring and Vocal Control
A third theme concerned the role of attentional focus in participants’ experiences of performance anxiety. Across the intervention, attention was explored not only as a cognitive process but as something that could be deliberately redirected during performance. In particular, participants were encouraged to consider the difference between directing attention towards internal aspects of singing, such as vocal technique, errors and bodily sensations, and directing attention towards external aspects of performance, such as musical meaning, communication and character. 
This distinction was relevant to the participants’ earlier descriptions of MPA, in which heightened awareness of vocal and physical processes could become associated with anxiety. The intervention therefore introduced attentional redirection as a possible way of interrupting excessive self-monitoring and reconnecting attention with the communicative and expressive purpose of performance.
[bookmark: _Toc241699972]4.4.2 Experiencing the Difference Through Embodied Exercises
Participants were also given opportunities to experience changes in attentional focus through embodied and vocal exercises. In one exercise, a participant first sang while accompanying each phrase with an expressive gesture and subsequently repeated the passage without physically producing the gesture, while attempting to retain the internal sensation associated with it. When asked about the difference between the two experiences, the participant described imagining more, connecting more strongly with the lyrics and the emotional experience of the song, and ultimately experiencing the performance as “more true”. 
This reflection suggests that attentional redirection was not experienced solely as a strategy for reducing anxiety. It could also influence how participants experienced musical meaning and expression. By providing an alternative attentional anchor, the exercise appeared to move attention away from conscious monitoring of the mechanics of performance and towards the emotional and communicative dimensions of singing.
[bookmark: _Toc241699973]4.4.3 External Focus as an Alternative to Technical Self-Monitoring
A particularly clear example of this process emerged during the discussion of an external-focus exercise in which participants were asked to complete a simple task while singing. The exercise was discussed as a way of deliberately occupying attention with an external task rather than with vocal technique. One participant described the experience as markedly different from usual performance monitoring, stating: “eu não estava a pensar na técnica, eu estava só a cantar a música com uma missão” [“I wasn’t thinking about technique; I was just singing the song with a mission”]. 
The participant’s reflection is particularly relevant because it describes a shift not only in where attention was directed, but also in the experience of performing itself. The external task appeared to reduce conscious attention to technical monitoring and instead provided a concrete purpose for the performance. This suggests that attentional strategies were understood by participants as potentially useful not simply for distracting themselves from anxiety, but for changing the quality and focus of their engagement with singing.
[bookmark: _Toc241699974]4.4.4 From External Focus to Performance Meaning
The relevance of external attentional focus was also discussed in relation to the participants’ experience of musical theatre and character-based performance. Participants reflected that performing in character can naturally provide an external focus, as attention becomes directed towards communicating and giving life to the character rather than monitoring the technical aspects of singing. One discussion suggested that this may partly explain why performance can sometimes feel less anxiety-provoking when the performer is strongly engaged with character and communication. 
This observation positioned attentional focus within the specific performance contexts of the participants. Rather than treating external focus as a generic attentional technique, participants were encouraged to consider how musical intention, character, communication and expressive purpose might themselves provide meaningful attentional anchors during performance.

[bookmark: _Toc241699975]4.5 Theme 4 — From Control to Personalised Agency
[bookmark: _Toc241699976]4.5.1 From Learning Strategies to Choosing Strategies
The final theme concerned the development of individual agency through the selection, adaptation and anticipated application of MPA-management strategies. Rather than concluding the intervention with a single recommended technique or routine, the final session invited participants to review the strategies explored across the four sessions and identify those they considered personally relevant. This process had already been introduced during Session 2, when participants were asked to consider which strategies felt most useful or comfortable and which they might use before auditions or performances. 
In Session 4, this process was consolidated through the development of an individual MPA-management toolkit. Participants organised strategies across areas including body, thoughts, self-compassion and attention, creating a personalised repertoire rather than adopting a single universal approach to anxiety management. 
This represented a shift from learning about MPA-management strategies to considering how and when those strategies might be selected according to individual needs and performance circumstances.
[bookmark: _Toc241699977]4.5.2 From General Strategies to Context-Specific Application
The scenario-based activities further encouraged participants to move from general awareness of strategies towards context-specific application. Participants were presented with realistic performance situations, including heightened physiological arousal immediately before an audition, forgetting a lyric and receiving negative feedback, and were asked to consider which strategies they might draw upon in each situation. 
This activity was significant because it positioned MPA management as a process of decision-making rather than as the application of a fixed technique. Different performance situations could require different responses, and participants were encouraged to consider the relationship between the nature of the difficulty and the strategy selected. In this sense, the intervention supported the development of a more flexible repertoire of responses that could potentially be adapted to future performance contexts.
[bookmark: _Toc241699978]4.5.3 From Controlling Anxiety to Continuing Despite It
An important aspect of this developing agency was a shift away from understanding MPA management solely in terms of controlling or eliminating anxiety. The intervention was deliberately framed around increasing awareness of participants’ responses and expanding their repertoire of possible responses to performance-related experiences, rather than requiring anxiety to disappear. 
This perspective was reinforced through the cumulative progression of the sessions. Physiological regulation strategies provided participants with ways of responding to bodily activation; cognitive and acceptance-based strategies provided alternative ways of relating to difficult thoughts and emotions; and attentional strategies offered ways of redirecting focus during performance. By the final session, these approaches were brought together as resources that participants could select according to their own needs and circumstances.
The development of agency therefore did not necessarily mean that participants expected to perform without anxiety. Rather, it involved expanding their perceived options for responding when anxiety occurred.
[bookmark: _Toc241699979]4.5.4 Imagining Future Application
The “letter to my future self” activity provided a further opportunity for participants to project the learning from the intervention into future performance situations. Rather than focusing exclusively on what had occurred during the four sessions, participants were invited to consider what they wanted to remember, how they wished to treat themselves in future performance situations, and which strategies they intended to continue experimenting with. 
This activity reinforced the emphasis on transfer that characterised the final session. The intervention was therefore positioned not as a self-contained experience within the workshop setting, but as an opportunity to develop resources that participants could continue to adapt and explore beyond the sessions.
[bookmark: _Toc241699980]4.5.5 Changing the Relationship with MPA.
Finally, the final reflections invited participants to consider whether their perception of MPA had changed across the four sessions and to reflect on their current relationship with performance anxiety. These reflections provided an opportunity to consider the intervention at a broader level, moving beyond the usefulness of individual techniques towards participants’ developing understanding of anxiety and their perceived capacity to respond to it.
Taken together, the findings suggest that the intervention’s perceived value lay not in establishing a single method for managing MPA, but in broadening participants’ awareness of possible responses and supporting them in developing a more individualised repertoire of strategies. The final stage of the intervention therefore represented a movement from externally provided strategies towards greater personal ownership and agency.
[bookmark: _Toc241699981]4.6 Integration of Quantitative and Qualitative Findings
[bookmark: _Toc241699982]4.6.1 Overview of the integrated findings
The integration of quantitative and qualitative findings provided a more comprehensive account of participants’ experiences of MPA and their engagement with the intervention. The quantitative data provided an overview of participants’ pre-intervention MPA profiles, existing coping strategies, perceived confidence in managing performance anxiety, and perceptions of MPA education, while the qualitative data provided greater depth regarding how participants understood, experienced and responded to MPA throughout the four sessions. Rather than treating the two forms of data as separate accounts, the findings were examined for areas of convergence, complementarity and expansion.
The pre-intervention quantitative profile is presented in Table 1. Participants demonstrated considerable variability in overall MPA, with K-MPAI scores ranging from 70 to 189 (M = 107.50, SD = 35.18, N = 14). Participants also reported relatively limited confidence in their ability to manage MPA (M = 2.43, SD = 0.85) and in the perceived effectiveness of their existing strategies (M = 2.57, SD = 0.94). In contrast, participants reported relatively high awareness of how anxiety affected their body and voice (M = 3.79, SD = 0.89), and a particularly strong perception of the importance of MPA education within voice training (M = 4.71, SD = 0.61).
	Measure
	N
	Mean
	SD
	Minimum
	Maximum

	Understanding
	14
	2.43
	0.76
	1
	4

	Confidence managing MPA
	14
	2.43
	0.85
	1
	4

	Self-awareness
	14
	3.79
	0.89
	2
	5

	Strategies effectiveness
	14
	2.57
	0.94
	1
	4

	Perceived support
	14
	3.14
	1.03
	2
	5

	Importance of MPA education
	14
	4.71
	0.61
	3
	5


Table 1. Pre-intervention quantitative profile of participants
The variability in K-MPAI scores is further illustrated in Figure 1. Participants’ scores extended across the available K-MPAI categories, with five participants classified within the Low range, two within the Average range, two within the Above Average range, four within the High range and one within the Extremely High range.
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Figure 1. Pre-intervention K-MPAI scores by participant
This variation was consistent with the qualitative data, which demonstrated that participants did not experience MPA in a uniform manner. Although common patterns emerged around fear of judgement, self-evaluation, perfectionism and performance-related worry, participants described different triggers, manifestations and responses to anxiety. The qualitative findings therefore complemented the quantitative results by providing contextual detail to the variation observed in participants’ K-MPAI scores.

[bookmark: _Toc241699983]4.6.2 MPA, self-evaluation and performance-related worry
One area of convergence concerned the evaluative and cognitive dimensions of MPA. The quantitative data provided an overall indication of participants’ experience of performance-related anxiety, while the qualitative analysis illustrated how this anxiety was experienced through concerns about mistakes, judgement, comparison and personal adequacy.
As illustrated in Theme 1, participants could move from evaluating a specific performance event towards making broader judgements about themselves as performers. A vocal error, for example, could become interpreted not simply as an isolated event but as evidence of insufficient ability or competence. This qualitative pattern provided greater contextual understanding of the quantitative K-MPAI scores, demonstrating some of the cognitive and interpersonal processes through which performance anxiety was experienced.
The qualitative findings therefore expanded the quantitative profile by illustrating the processes underlying participants’ experiences of performance-related worry and self-evaluation. Rather than anxiety being described solely as a physiological or emotional state, participants’ accounts demonstrated how cognitive evaluation could become intertwined with their perception of themselves as singers. This convergence was particularly relevant to the subsequent cognitive work undertaken in Session 3, where participants were encouraged to identify, question and reframe performance-related thoughts.

[bookmark: _Toc241699984]4.6.3 Existing coping strategies versus confidence in managing MPA
A second important point of integration concerned the relationship between participants’ existing coping strategies and their perceived confidence in managing MPA. Although participants reported some existing use of strategies to manage performance anxiety, their perceived confidence in managing MPA was comparatively limited, with a mean rating of 2.43 out of 5. The perceived effectiveness of their existing strategies was similarly modest (M = 2.57, SD = 0.94).
The distribution of confidence ratings further illustrates this pattern. Two participants rated their confidence as Very Poor, five as Poor, six as Moderate and one as Good; no participant selected Very Good.
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Figure 2. Pre-intervention confidence in managing MPA

This pattern suggests that having access to coping strategies did not necessarily correspond to a strong sense of confidence in using them effectively. The quantitative findings therefore provided an important baseline for understanding the subsequent focus of the intervention on experimentation, strategy selection and personalization.
The qualitative findings provided further insight into this distinction. Across the intervention, participants were not simply introduced to additional techniques; they were encouraged to experiment with different strategies and consider how these might function in different performance situations. This culminated in the development of personalized toolkits and scenario-based exercises in Session 4. The qualitative data therefore complemented the quantitative findings by suggesting that the intervention provided opportunities for participants to move from simply possessing strategies towards developing greater awareness of when, why and how different strategies might be used.
This distinction is particularly relevant to the pedagogical nature of the intervention. Rather than positioning the teacher as providing a single solution to MPA, the intervention encouraged students to develop an individualized repertoire of responses that could be adapted to different performance circumstances.

[bookmark: _Toc241699985]4.6.4 Attentional Processes and Experiential Learning
The qualitative data expanded the quantitative profile by providing experiential insight into attentional processes that were not directly captured by the pre-intervention questionnaire.
The K-MPAI provided information concerning anxiety-related dimensions of participants’ experiences, including concentration, worry and self/other scrutiny, but did not directly assess participants’ use of internal or external attentional focus during singing. The qualitative intervention data therefore provided an additional layer of understanding by illustrating how participants experienced attentional shifts during embodied and vocal exercises.
As described in Theme 3, participants were able to reflect on differences between internally monitoring vocal technique and directing attention towards musical meaning, communication, character or an external task. These accounts suggested that attentional strategies were experienced not simply as methods for reducing anxiety, but as potentially influencing the quality and purpose of participants’ engagement with performance.
This represents an example of expansion within the mixed-methods design: the quantitative measure provided information about anxiety-related experiences, while the qualitative data introduced a dimension of experiential learning and attentional flexibility that was not directly assessed by the pre-intervention questionnaire.

[bookmark: _Toc241699986]4.6.5 From perceived need to personalized agency
Finally, the quantitative and qualitative findings converged around the perceived relevance of MPA education within vocal training. Participants reported a particularly strong perception of the importance of MPA education, with a mean rating of 4.71 out of 5 (SD = 0.61). Eleven of the fourteen participants (78.6%) rated its importance as Very Good, while no participant selected Poor or Very Poor.
This quantitative finding provided an important context for the qualitative findings concerning participants’ engagement with psychoeducation, experimentation and strategy development throughout the intervention.
The final session was particularly important in this respect. Through the personal toolkit, scenario-based activities and future-self-reflection, participants were encouraged to consider how the strategies explored during the four sessions might be transferred to future performance situations. The qualitative findings therefore provided further insight into how participants engaged with the perceived need for MPA education identified quantitatively.
The findings do not demonstrate that participants’ MPA was reduced as a result of the intervention. Rather, they suggest that the intervention created opportunities for participants to develop a broader understanding of MPA, experiment with different responses and consider how these responses could be adapted to their own performance contexts.
Taken together, the integrated findings suggest that the potential contribution of a brief, teacher-led, psychologically informed intervention may lie less in eliminating performance anxiety and more in supporting students to recognize its cognitive, physiological and attentional dimensions, experiment with different responses, and develop greater ownership over how they approach future performance situations.
	Quantitative finding
	Qualitative evidence
	Interpretation

	Considerable variability in pre-intervention K-MPAI scores
	Participants described different triggers, manifestations and responses to MPA
	MPA was experienced heterogeneously across the group

	Limited confidence in managing MPA
	Participants experimented with multiple strategies across the intervention
	The intervention provided opportunities to expand perceived response options

	Modest perceived effectiveness of existing strategies
	Personalized toolkit and scenario-based activities
	Participants were encouraged to consider when and how different strategies might be applied

	High perceived importance of MPA education
	Strong engagement with psychoeducation, reflection and experimentation
	Findings support the perceived relevance of MPA-related education within voice training

	K-MPAI did not directly assess external attentional focus
	Participants described experiential changes in attention during singing exercises
	Qualitative findings expanded the quantitative profile



[bookmark: _Toc241699987]5. Conclusion
This study explored how a brief, teacher-led, psychologically informed intervention could support Portuguese voice students in understanding and managing Music Performance Anxiety (MPA). Drawing on quantitative and qualitative data, the findings suggest that the intervention supported students in developing a more differentiated understanding of their anxiety, experimenting with alternative ways of responding to it, and developing greater awareness of strategies that could be adapted to their individual needs. Rather than indicating that MPA can simply be reduced or eliminated through a short intervention, the findings point towards the value of helping students develop a more flexible and informed relationship with performance anxiety.
Four interconnected themes emerged from the qualitative analysis. First, students described MPA as closely connected to self-evaluation, particularly through fear of failure, comparison and perceived expectations. Second, the intervention appeared to encourage a shift in how students related to anxiety, moving beyond an exclusive focus on controlling or eliminating anxious responses. Third, students reported greater awareness of attentional processes and the possibility of redirecting attention away from excessive self-monitoring and towards the performance itself. Finally, the development of personalised strategies highlighted the importance of agency: rather than identifying one universally effective technique, students began to recognise which approaches were useful for them in different performance situations. Together, these findings support a multidimensional and individualised understanding of MPA within performance education.
The integration of quantitative and qualitative findings further demonstrates the value of approaching MPA through complementary methods. The K-MPAI provided an indication of the range and multidimensionality of performance anxiety within the participant group, while the qualitative data offered insight into how students experienced and made sense of these processes during the intervention. Importantly, because the K-MPAI was administered only before the intervention, the quantitative findings cannot be interpreted as evidence of a reduction in MPA. Instead, the qualitative findings provide evidence of changes in awareness, understanding, attentional processes and perceived ability to manage performance-related anxiety. This distinction is important when considering the contribution of a short educational intervention.
The findings also have implications for the role of the teacher. Supporting students with MPA does not require teachers to assume a clinical or therapeutic role. Rather, teachers can contribute through psychoeducation, the normalisation of performance anxiety, the introduction of practical regulation and attentional strategies, the creation of psychologically safer performance experiences, and the encouragement of reflection and individual experimentation. Such approaches may allow psychological preparation to become a more integrated component of performance training, while maintaining appropriate boundaries around the teacher's role and the need for referral when more specialised support is required.
An important development arising from this study is the subsequent integration of MPA into the musical theatre curriculum at the institution where the research was conducted. As described in Section 5.5, the researcher will deliver a dedicated six-session module on performance anxiety, with each session lasting 90 minutes and taking place over a two-month period. This represents a progression from a brief, stand-alone intervention towards a more sustained and curriculum-embedded approach to psychological preparation. Although this module is not part of the evaluated intervention reported in this thesis, its development demonstrates how the present research has informed pedagogical practice beyond the immediate study.
[bookmark: _Toc241699988]5.1 Development of Practice: Integrating MPA into the Musical Theatre Curriculum
An important development arising from this study is the further integration of Music Performance Anxiety (MPA) into the musical theatre curriculum at the institution where the research was conducted. Building on the knowledge, materials and pedagogical approaches developed through the present intervention, the researcher will deliver a dedicated module on performance anxiety as part of the musical theatre programme. The module will consist of six 90-minute classes delivered over a two-month period.
This development represents a shift from addressing MPA as a short-term, stand-alone intervention towards recognizing psychological preparation and anxiety management as part of ongoing performance education. The module will extend the approaches explored in the present study, providing students with greater opportunities to develop awareness of anxiety responses, experiment with regulation strategies, examine performance-related thoughts and expectations, and develop personalized approaches to managing performance demands.
The decision to incorporate MPA more explicitly into the curriculum also responds to the pedagogical implications identified through the study. Previous research has highlighted the potential role of music educators in supporting students with MPA, while also identifying the limited availability of approaches that can be readily embedded within everyday teaching practice (Blair & van der Sluis, 2022; Mazzarolo et al., 2023).
Although the future module does not form part of the evaluated intervention reported in this thesis, its development represents an important practical outcome of the research. It demonstrates how a small-scale educational intervention can inform broader curricular development and contribute to a more sustained approach to MPA within performance training. Future evaluation of this module could provide an opportunity to examine whether longer-term, curriculum-embedded approaches can further support students’ understanding, confidence and management of MPA.
More broadly, the findings invite consideration of the wider educational and professional context in which MPA is experienced. The experiences described by participants cannot be understood entirely as individual difficulties to be managed through coping strategies. Performance training takes place within environments characterized by evaluation, competition, high expectations and, ultimately, entry into a professional sector in which opportunities may be uncertain and employment conditions may be precarious. The researcher’s previous work identified a relationship between perceived professional precarity and MPA, suggesting that the experience of performance anxiety may also be shaped by conditions extending beyond the immediate performance situation.
This has implications for how MPA is positioned within performer education. If anxiety is understood partly in relation to the demands and uncertainties surrounding performance careers, interventions directed solely at individual regulation have necessarily limited scope. They can provide students with resources for responding to anxiety, but cannot remove the structural conditions that may contribute to it. The role of performance education may therefore be not to promise the elimination of anxiety, but to equip students with greater psychological awareness and a broader repertoire of ways of responding to the demands of their training and future professional contexts.
This also has implications for professional practice. Integrating psychologically informed approaches into the curriculum may provide a more sustainable way of acknowledging MPA than relying on individual teachers to respond informally when difficulties arise. At the same time, the present study does not investigate institutional provision or teacher preparedness directly, and therefore cannot make claims about the extent to which such support is currently available. Rather, it points towards the value of further considering how responsibility for performer wellbeing can be shared between students, teachers and educational institutions, while maintaining appropriate boundaries between pedagogical support and clinical intervention.

[bookmark: _Toc241699989]5.2 Limitations and Future Research
Several limitations should nevertheless be considered when interpreting these findings. The small purposive sample, absence of a control or comparison group, short duration of the intervention, and lack of long-term follow-up limit the extent to which the findings can be generalised or attributed causally to the intervention. Furthermore, the researcher's position as a voice teacher within the institution, and the pre-existing teacher–student relationships with some participants, may have influenced both participant responses and the interpretation of the qualitative data. Future research could therefore examine longer-term, curriculum-embedded interventions with larger and more diverse samples, appropriate comparison groups, repeated quantitative measures and follow-up assessments.
Overall, this study suggests that MPA can be approached not only as a problem to be reduced, but also as an experience that students can learn to understand, navigate and respond to more effectively. A psychologically informed approach within performance education may therefore contribute to developing performers who are not simply better prepared to perform, but better prepared to work with the psychological demands of performing.
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Participant Information Sheet
Study Title
Exploring Music Performance Anxiety and Performance Wellbeing in Portuguese Voice Students: A Pilot Pedagogical Intervention

Researcher
Margarida Silva
Master's Candidate in Voice Pedagogy
Voice Study Centre, University of Wales Trinity Saint David
Email: margarida.tbs@hotmail.com

What is the purpose of this study?
This study aims to explore Music Performance Anxiety (MPA) among Portuguese voice students and to investigate the potential value of a brief educational intervention focused on performance wellbeing, self-awareness, and anxiety-management strategies within voice training.
The research forms part of a Master's degree in Voice Pedagogy at the Voice Study Centre, University of Wales Trinity Saint David.

Why have I been invited to participate?
You have been invited because you are currently studying singing, musical theatre, or a related performing arts discipline and may have experience of performance-related anxiety or an interest in performance wellbeing.
Participation is entirely voluntary.

What will participation involve?
If you choose to participate, you will be asked to:
· Complete an initial questionnaire (approximately 15–20 minutes); 
· Attend four group workshop sessions; 
· Complete a short final questionnaire following the workshops. 
The sessions will focus on:
· Understanding Music Performance Anxiety; 
· Body, breath, and voice awareness; 
· Self-judgement and performance thinking; 
· Reflection and integration of learning. 

Will the sessions be recorded?
Group discussions may be audio-recorded for research purposes.
Recordings will be used only for research analysis and will be stored securely. Any information used in the dissertation will be anonymised so that participants cannot be identified.

Are there any risks?
Some discussions may involve experiences of anxiety, stress, or difficult performance situations.
You are free to skip any question, choose not to contribute to discussions, or withdraw from the study at any time without penalty.
This study is educational in nature and is not intended to provide psychological treatment or therapy.
If participation raises any concerns about your wellbeing, information about appropriate support services can be provided.

What are the possible benefits?
Although individual benefits cannot be guaranteed, participants may:
· Increase their understanding of Music Performance Anxiety; 
· Develop greater awareness of how anxiety affects performance; 
· Learn practical strategies that may support performance wellbeing; 
· Contribute to research aimed at improving support for performing arts students in Portugal. 

Confidentiality
All information collected during the study will remain confidential.
Questionnaire responses will be anonymised, and pseudonyms will be used where appropriate. No identifying information will appear in the dissertation, presentations, or publications arising from the research.
Data will be stored securely and accessed only by the researcher.

Do I have to take part?
No.
Participation is entirely voluntary. You may withdraw from the study at any point before data analysis begins without providing a reason.
Choosing not to participate will have no impact on your studies, training, or relationship with the researcher.

Further Information
If you have any questions about the study, please contact:
Margarida Silva
margarida.tbs@hotmail.com
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Participant Consent Form
Study Title:
Exploring Music Performance Anxiety and Performance Wellbeing in Portuguese Voice Students: A Pilot Pedagogical Intervention
Researcher:
Margarida Silva
Master's Candidate in Voice Pedagogy
Voice Study Centre, University of Wales Trinity Saint David
Please tick each box:
☐ I have read and understood the Participant Information Sheet.
☐ I have had the opportunity to ask questions about the study.
☐ I understand that participation is voluntary.
☐ I understand that I may withdraw from the study at any time before data analysis begins.
☐ I understand that group discussions may be audio-recorded for research purposes.
☐ I understand that my responses will remain confidential and anonymized.
☐ I agree to participate in this research study.
Participant Name: ____________________________
Signature: ____________________________________
Date: _________________________________________
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Parent/Guardian Consent Form
Study Title:
Exploring Music Performance Anxiety and Performance Wellbeing in Portuguese Voice Students: A Pilot Pedagogical Intervention
Researcher:
Margarida Silva
Master's Candidate in Voice Pedagogy
Voice Study Centre, University of Wales Trinity Saint David
Email: margarida.tbs@hotmail.com
Information for Parents/Guardians
Your child is invited to participate in a research study exploring Music Performance Anxiety (MPA), performance wellbeing, and educational support strategies within voice training.
The study forms part of a Master's degree in Voice Pedagogy at the Voice Study Centre, University of Wales Trinity Saint David.
Participation will involve:
· Completing an initial questionnaire about performance experiences and Music Performance Anxiety;
· Attending four group sessions focused on understanding performance anxiety, body and voice awareness, self-judgement in performance, and performance wellbeing;
· Completing a short final questionnaire at the end of the project.
The sessions are educational in nature and are not intended to provide psychological treatment or therapy.
Participation is entirely voluntary. Your child may withdraw from the study at any time without penalty.
All information collected will be treated confidentially and anonymised in any reports, presentations, or publications arising from the research.
Group discussions may be audio-recorded for research purposes. Recordings will be securely stored and used only by the researcher for analysis.
If any participant experiences discomfort when discussing anxiety-related topics, they may choose not to answer specific questions or may leave the study at any time.

Parent/Guardian Consent
I confirm that:
☐ I have read and understood the information provided above.
☐ I understand the nature and purpose of the study.
☐ I understand that participation is voluntary and that my child may withdraw at any time.
☐ I understand that group discussions may be audio-recorded for research purposes.
☐ I understand that all data will be treated confidentially and anonymised.
☐ I give permission for my child to participate in this research study.
Participant Name:

Parent/Guardian Name:

Parent/Guardian Signature:

Date:
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APPLICATION FOR ETHICAL APPROVAL


	RESEARCH STUDENTS
This form is to be completed by the student within SIX months for full-time students and TWELVE months for part time students, after the commencement of the research degree or following progression to Part Two of your course. 

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

This document is also available in Welsh.


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


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




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

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

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

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

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

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

SECTION A: About You (Principal Researcher)
	1
	Full Name:
	Margarida Teixeira Batista e Silva

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

	
	Undergraduate Student
	☐	Taught Postgraduate Student
	☒	Postgraduate Research Student
	☐


	3
	Institute/Academic Discipline/Centre:
	WAPPAR


	4
	Campus:
	Carmarthen

	5
	E-mail address:
	margarida.tbs@hotmail.com


	6
	Contact Telephone Number:
	00351967385038


	
	For students:

	7
	Student Number:
	2030461

	8
	Programme of Study:
	MA in Professional Practice (Voice Pedagogy)

	9
	Director of Studies/Supervisor:
	Louise Emanuel/Julie Crossman/Debbie Winter





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

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

	
	
	Institute Research Committee
	☐	

	
	
	Other (WAPPAR Ethics Board Representative)

	☒	



SECTION C:  Internal and External Ethical Guidance Materials
	
	Please list the core ethical guidance documents that have been referred to during the completion of this form (including any discipline-specific codes of research ethics, location-specific codes of research ethics, and also any specific ethical guidance relating to the proposed methodology).  Please tick to confirm that your research proposal adheres to these codes and guidelines. You may add rows to this table if needed.

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

	3
	https://mec-anticorrupcao.pt/wp-content/uploads/2025/02/referencial-de-educacao-para-transparencia-e-integridade.pdf

https://www.allea.org/wp-content/uploads/2018/11/ALLEA-European-Code-of-Conduct-for-Research-Integrity-2017-Digital_PT.pdf


	☒



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

	2
	Contact person name
	N/A


	3
	Contact person e-mail address

	N/A

	4
	Is your research externally funded?
	YES
	☐
	NO
	☒

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

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

	7
	
	Employed
	YES
	☐
	NO
	☒

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

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




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

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




SECTION E: Details of Research Activity
	1
	Indicative title:
	How does a brief, teacher-led cognitive-somatic intervention influence Music Performance Anxiety among Portuguese voice students?

	2
	Proposed start date:
	10-02-2025
	Proposed end date:
	01-10-2026 

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

	3
	Purpose of Research Activity

The purpose of this study is to investigate how Music Performance Anxiety (MPA) can be addressed within Portuguese voice training contexts through a practical, teacher-led intervention. Building on previous research that identified a relationship between MPA and professional precarity in Portugal, this project seeks to move from description to application by exploring pedagogical strategies that may support students’ emotional regulation and performance wellbeing. The study aims to position voice teachers as key facilitators of anxiety awareness and coping, without replacing clinical psychological care.

(this box should expand as you type)

	4
	Research Question
How can teacher-led strategies address Music Performance Anxiety within Portuguese voice training contexts, and how do teachers perceive their role in this process?
(this box should expand as you type)

	5
	Aims of Research Activity

This study aims to:
· Evaluate the feasibility and potential effectiveness of a brief, teacher-led cognitive-somatic intervention in reducing Music Performance Anxiety (MPA) among Portuguese voice students;
· Explore how students experience and interpret the use of cognitive and somatic strategies within a voice training context;
· Investigate voice teachers’ awareness, attitudes, and current practices in relation to MPA 
· Identify opportunities and limitations of integrating anxiety-support strategies within existing pedagogical frameworks;
· Contribute to the development of context-sensitive, ethically appropriate approaches to supporting performance anxiety in Portuguese performing arts education


(this box should expand as you type)

	6
	Objectives of Research Activity

To achieve these aims, the study will:
- measure changes in MPA levels before and after the intervention using a validated assessment tool;
- collect qualitative data on participants’ perceptions of the intervention’s usefulness, limitations, and relevance;
- analyse how cognitive and somatic strategies are received within voice pedagogy; and
- reflect critically on the feasibility and ethical boundaries of teacher-led anxiety support in Portuguese performing arts education.
- Gain practical experience designing and evaluating low-intensity educational intervention
- Critically reflect on the role of voice teachers in supporting student wellbeing


(this box should expand as you type)

	
	Proposed methods (maximum 600 words)
Provide a brief summary of all the methods that may be used in the research activity, making it clear what specific techniques may be used. If methods other than those listed in this section are deemed appropriate later, additional ethical approval for those methods will be needed. You do not need to justify the methods here, but should instead describe how you intend to collect the data necessary for you to complete your project.

	7
	
To achieve the objectives of this study, a mixed-methods approach will be adopted, combining both qualitative and quantitative data collection. This will enable a more comprehensive understanding of how Music Performance Anxiety (MPA) manifests in Portuguese Performing Arts students and professional performers, and how therapeutic interventions may be relevant and effective in addressing it. The following practical activities will be undertaken:

1. Participant Recruitment
A purposive sampling strategy will be used to recruit participants from two key groups:
· Performing Arts students enrolled in Musical Theatre, Singing or similar programs within Portuguese artistic educational institutions or one to one classes as well.
· Professional performers, including singers and performing artists actively or that have previously worked in the Portuguese artistic sector.

1. Questionnaire Distribution
A standardized questionnaire will be administered to gather quantitative data on the prevalence, severity, and characteristics of MPA symptoms. This will include:
· A validated scale such as the Kenny Music Performance Anxiety Inventory (K-MPAI) or Performance Anxiety Questionnaire (PAQ).
· Custom questions addressing the specific realities of the Portuguese artistic and educational sectors.
· Demographic questions to support contextual analysis.
· This instrument will be distributed to participants that want to attend be part of this research and it will be make available online. Data gathered from the questionnaire will also be used to inform the qualitative phases of the study.

- Teacher Questionnaire (Exploratory Strand)
An anonymous online questionnaire will be distributed to Portuguese singing teachers to explore:
- Awareness and understanding of MPA
- Perceived responsibility in addressing anxiety
- Current strategies used in teaching practice
- Perceived usefulness and limitations of addressing MPA within lessons
- Training background and institutional constraints
This strand will provide contextual insight into pedagogical readiness and feasibility.


1. Semi-Structured Interviews
In-depth semi-structured interviews will be conducted with participants to explore their personal experiences with Music Performance Anxiety (MPA), perceived causes, coping mechanisms, and the role of institutional or sector-specific pressures. These interviews will also explore participants’ attitudes toward, and experiences with, therapeutic or psychological support. 
Each participant may be part of two different interviews. One before and one after the workshop/focus group to understand the benefits of different strategies.

1. Focus Groups or Workshops
Interactive group sessions (focus groups or workshops) will be designed and facilitated to explore how different therapeutic interventions (e.g., breathing techniques, mindfulness, CBT strategies) are received and perceived by participants. These sessions may also serve as short pilot interventions.  

A brief, teacher-led cognitive–somatic intervention will be implemented over a short period. The proposed group sessions will be conducted over a defined period of approximately 3 to 6 weeks (3 to 6 sessions). These sessions are designed as structured, time-limited interventions aimed at exploring and applying strategies for managing Music Performance Anxiety (MPA). Two implementation options are being considered: (1) sessions involving only Performing Arts students, or (2) mixed-group sessions that include both students and professional performers who self-identify as experiencing MPA symptoms and who express an interest in actively engaging with therapeutic strategies. The choice between these two formats will depend on participant availability, institutional support, and the potential for peer learning across different stages of artistic development.
The intervention will be clearly framed as educational support within a voice pedagogy context, and not as therapy or clinical treatment.

Clarification of Intervention Scope and Researcher Role
Although the intervention draws on cognitive and somatic techniques commonly referenced in performance psychology and anxiety management, it is strictly educational in nature and does not constitute clinical or therapeutic treatment. The activities are designed to support participants’ awareness and self-regulation within a pedagogical context, consistent with standard voice teaching practices.
The researcher is not acting as a clinician or therapist and will not provide psychological diagnosis, counselling, or treatment. Clear boundaries will be maintained at all times between educational support and clinical intervention.
If participants experience distress or disclose difficulties beyond the scope of the study, they will be encouraged to seek appropriate professional support. Information about relevant support services (e.g., institutional wellbeing services or external mental health professionals) will be made available to all participants.
Participation in all activities will remain voluntary, and participants may pause or withdraw at any time without consequence.

1. Observation and Reflective Journaling
Where appropriate, participants may be invited to engage in a short-term application of selected techniques, followed by reflective journaling or discussion. This would provide insight into the practical impact of the interventions on performance anxiety symptoms over a brief period.
Qualitative data will be gathered through short written reflections or open-ended questionnaires exploring participants’ experiences, perceived usefulness, and limitations of the intervention.

1. Data Analysis
Quantitative data will be analysed descriptively to explore changes in anxiety levels. 
All collected qualitative data (interviews, workshop transcripts, reflections) will be thematically analyzed to identify key patterns, recurring concerns, and potential areas for institutional or curricular improvement in supporting students with MPA.


(this box should expand as you type)

	

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

	8
	
EDSAE – Escola de Dança e Teatro Musical - Lisbon, Portugal 
Stagedoor – Escola de Teatro Musical – Lisbon, Portugal 

(this box should expand as you type)

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

	9
	
This research will be conducted in Portugal, where the researcher is based and professionally active within the performing arts education sector.
The study will comply with local legal and ethical requirements in Portugal, particularly in relation to:
· Data protection, in accordance with the General Data Protection Regulation (GDPR), which applies in both Portugal and the UK 
· Safeguarding of minors (aged 13–17), including obtaining parental or legal guardian consent and ensuring that all research activities involving minors take place in appropriate, supervised educational settings 
· Institutional permissions, where required, from participating schools, conservatoires, or training organisations 
As the researcher is working within established educational environments, local norms regarding teacher–student relationships, safeguarding responsibilities, and professional conduct will be respected at all times.
All data collection procedures (e.g., interviews, recordings, workshops) will be conducted in line with Portuguese ethical expectations for working with students and young people, ensuring respect, confidentiality, and participant wellbeing.
Where necessary, participants will be signposted to appropriate local support services (e.g., institutional wellbeing services or Portuguese public health services such as SNS psychological support).
The researcher confirms familiarity with the local context and will ensure that the study adheres to both UWTSD ethical requirements and relevant Portuguese regulations, with no procedures that conflict with local legal or cultural expectations.


(this box should expand as you type)



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

	NO
	☒

	
	
	YES
	☐

	11
	If Yes, please provide details here of how you will gain access to specific documentation that is not in the public domain and that this is in accordance with the current data protection law of the country in question and that of England and Wales.

(this box should expand as you type)



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

	12
	A prosperous Wales
	☐
	☒

	13
	A resilient Wales
	☐
	☒

	14
	A healthier Wales
	☐
	☒

	15
	A more equal Wales
	☐
	☒

	16
	A Wales of cohesive communities
	☐
	☒

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

	18
	A globally responsible Wales
	☐
	☒

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

	
	


(this box should expand as you type)



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

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

	2
	Use of interviews?
	☒
	☐

	3
	Use of focus groups?
	☒
	☐

	4
	Use of participant diaries? 
	☒
	☐

	5
	Use of video or audio recording?
	☒
	☐

	6
	Use of computer-generated log files?
	☐
	☒

	7
	Participant observation with their knowledge?
	☒
	☐

	8
	Participant observation without their knowledge?
	☐
	☒

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

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

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

	12
	Investigation of participants involved in illegal activities?
	☐
	☒

	13
	Use of procedures that involve deception?
	☐
	☒

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

	15
	Working with live vertebrate animals?
	☐
	☒

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

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

	
	Details of any other primary data collection method:



(this box should expand as you type)
	
	


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

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

SECTION G: Intended Participants
If there are no participants then do not complete this section, but go directly to section H.

	
	Who are the intended participants:
	
YES
	
NO

	1
	Students or staff at the University?
	☐
	☒

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

	3
	Vulnerable adults?
	☐
	☒

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

	5
	Prisoners?
	☐
	☒

	6
	Young offenders?
	☐
	☒

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

	8
	People engaged in illegal activities?
	☐
	☒

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

	☐
	☒

	
	Details of any other participant groups:

Parental / Guardian Consent
As part of this study, some participants may be aged between 13 and 17. In these cases, informed consent will be obtained from both the participant and their parent or legal guardian prior to participation.
Parents/guardians will receive a detailed Participant Information Sheet outlining the purpose of the study, procedures involved (including questionnaires, interviews, and workshops), potential risks, and data handling procedures. A written consent form will be provided and must be signed by the parent/guardian before the participant is included in the study.
In addition, young participants will be given an age-appropriate information sheet, and their assent will be obtained to ensure they understand their involvement and agree voluntarily. Participants will be informed that they may withdraw at any time without consequence.

Safeguarding Procedures (Participants aged 13–17)
Given the involvement of participants under the age of 18, appropriate safeguarding measures will be implemented throughout the research process.
All interactions with minors will take place in appropriate educational settings or supervised environments (e.g., schools, studios, or institutional spaces), and, where required, in the presence or awareness of a responsible adult (e.g., teacher or guardian).
The researcher will ensure that professional boundaries are maintained at all times, and that the study remains within the scope of educational practice rather than therapeutic intervention.
Any discussions that may raise emotional discomfort (e.g., relating to anxiety) will be handled sensitively, and participants will be reminded that they may pause or withdraw at any time. Where necessary, appropriate support pathways (e.g., school support services or external professional services) will be signposted.
The researcher will comply with all relevant safeguarding regulations and confirms that appropriate background checks (e.g., DBS / equivalent Portuguese certification) are in place prior to data collection.

Dependent Relationship and Voluntariness
Some participants may be known to the researcher through existing professional or educational contexts (e.g., current or former students, or professional colleagues). This creates a potential power imbalance and perceived pressure to participate.
To mitigate this, several measures will be implemented to ensure that participation is fully voluntary:
· Participation will be explicitly stated as voluntary, with no impact on teaching, assessment, professional relationships, or future opportunities. 
· Recruitment will be conducted, where possible, through general invitations (e.g., email lists, institutional contacts, or open calls) rather than direct individual requests. 
· Participants will be informed that they may decline or withdraw at any time without giving a reason, and without any negative consequences. 
· Data collection (e.g., questionnaires) will be anonymous where possible, and all responses will be treated confidentially to reduce perceived pressure to respond in a particular way. 
These steps are designed to minimize coercion and ensure that all participants are able to make a free and informed decision about their involvement.




(this box should expand as you type)
	
	



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

	10
	How many participants are expected?

	
The study aims to involve approximately 5 to 20 participants in total, across both the quantitative and qualitative phases.

Questionnaire Phase:
Participants will be recruited to complete the standardized Music Performance Anxiety (MPA) questionnaire. And also a more broad questionnaire including life context questions, precarity perceptions and specific symptoms.


(this box should expand as you type)

	11
	Who will the participants be?

	
For both Qualitative Phase (Interviews and/or Focus Groups) and for the pilor Intervention Group Sessions:

· 5 to 10 Performing Arts students from music, theatre, or musical theatre or any performing art involving singing programs. Age groups 13 - 25

· 5 to 10 professional performers, such as singers, or performing artists actively working in the Portuguese artistic sector. Age groups 20 - 60



(this box should expand as you type)

	12
	How will you identify the participants?
	

Participants will include Singing and Performing Arts students 
and professional performers that are or were studying / working within the Portuguese artistic industry who self-identify as experiencing MPA or related performance anxiety symptoms. A willingness to share experiences related to MPA  and interest in engaging with therapeutic tools will also be part of the inclusion criteria

Contact will be made with relevant Portuguese educational institutions, conservatoires, and performing art schools. 
Recruitment will also occur through social media, professional networks, theatre and music associations, and arts organizations. Public calls for participation may be shared via relevant mailing lists and digital platforms.

(this box should expand as you type)




	
	Information for participants:
	
YES
	NO
	
N/A

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

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

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

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

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

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

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

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

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

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

	
	


(this box should expand as you type)



	
	Information for participants:
	
YES
	NO
	
N/A

	24
	Will participants be paid?
	☐
	☒
	☐

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

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

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

	28
	If YES to any question, please provide full details 

	
	
I will be using a camera and my phone’s voice recorder to record students Interviews. 


(this box should expand as you type)



SECTION H: Anticipated Risks

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

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

	[bookmark: _Toc240120424][bookmark: _Toc240198623][bookmark: _Toc241699555][bookmark: _Toc241699864][bookmark: _Toc241699997]1
	[bookmark: _Toc240120425][bookmark: _Toc240198624][bookmark: _Toc241699556][bookmark: _Toc241699865][bookmark: _Toc241699998]Full risk assessment completed and appended? 
	[bookmark: _Toc240120426][bookmark: _Toc240198625][bookmark: _Toc241699557][bookmark: _Toc241699866][bookmark: _Toc241699999]Yes 
	☐

	
	
	[bookmark: _Toc240120428][bookmark: _Toc240198627][bookmark: _Toc241699559][bookmark: _Toc241699868][bookmark: _Toc241700001]No
	☒

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

	
	Risk to participants:
1. Considering that I will be recording and taking notes of the observations as well as transcribing the data, there will be the risk of some personal data disclosure.
1. Concerns relate to psychological wellbeing, informed consent, and power dynamics. As the study addresses Music Performance Anxiety, there is a risk that discussing anxiety-related experiences may evoke discomfort or emotional distress. 
(this box should expand as you type)
	How you will mitigate the risk to participants:
1. I will mitigate this risk by ensuring I use a code for all the participants and having all data stored on my password secured computer of which only I have access. 
Emotional Distress Protocol
Given that the study involves discussion of Music Performance Anxiety (MPA), there is a possibility that participants may experience emotional discomfort or distress during interviews or workshops.
To manage this, the researcher will:
· Clearly inform participants in advance about the nature of the topics discussed 
· Monitor participants’ wellbeing during sessions and remain attentive to signs of discomfort 
· Remind participants that they may pause, skip questions, or withdraw at any time without consequence 
· Immediately stop or redirect the activity if a participant becomes distressed 
If distress occurs, participants will be signposted to appropriate support services, including:
· Institutional student wellbeing or counselling services (where available) 
· Relevant external mental health services in Portugal (e.g., SNS psychological support services or licensed professionals) 
The researcher will not attempt to provide therapeutic intervention but will ensure that participants are supported in accessing appropriate help if needed.

Management of Dual Roles and Power Imbalance
As the researcher may have existing professional relationships with some participants (e.g., as a voice teacher or colleague), there is a risk of perceived pressure to participate or respond in a particular way.
To address this:
· Participation will be clearly communicated as entirely voluntary, with no impact on teaching, assessment, or professional opportunities 
· Any current students of the researcher will be excluded from situations where there is a direct evaluative relationship, or additional care will be taken to minimise coercion 
· Data will be anonymised to ensure that responses cannot be linked to individuals within existing professional contexts 
· Reflexive practice will be maintained throughout to monitor potential bias and power dynamics in data collection and interpretation 
These measures aim to ensure that participation is based on free and informed choice, and that professional boundaries are maintained at all times.

(this box should expand as you type)

	3
	If research activity may include sensitive, embarrassing or upsetting topics (e.g. sexual activity, drug use) or issues likely to disclose information requiring further action (e.g. criminal activity), give details of the procedures to deal with these issues, including any support/advice (e.g. helpline numbers) to be offered to participants. Note that where applicable, consent procedures should make it clear that if something potentially or actually illegal is discovered in the course of a project, it may need to be disclosed to the proper authorities

	
	
N/A

(this box should expand as you type)

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

	
	Risk to the investigator:

Mishandling or loss of participant data (e.g., lost devices, unsecured files) could lead to breaches of confidentiality.

There may be a risk of emotional investment in the research outcomes; 

For the investigator, ethical concerns primarily involve insider positionality, dual roles, and reflexivity. As a Portuguese voice teacher, the researcher occupies a position of authority that may influence participants’ willingness to engage or respond openly. activity, ensuring that the study does not overstep into psychological intervention beyond the scope of the researcher’s training.

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

This risk will be mitigated by storing data on encrypted or password-protected devices. And back up data will be securely and comply with GDPR/data protection laws. 
Sure‑transfer procedure for recordings ( moved within 24 hours and deleted from phone/camera).


The researcher will maintain a reflective and critical approach to ensure objectivity in data collection, analysis, and interpretation. And is aware of the possible emotional stress and will seek professional help if necessary.


To address this participation will be framed clearly as independent of assessment or professional evaluation. Ongoing reflexive practice will be employed to monitor potential bias in data collection, interpretation, and reporting. The researcher will also maintain clear boundaries between pedagogical practice and research.




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

	
	Risk to the University:

The risk to the University will be of data protection


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

This will be mitigated by all data being coded to ensure anonymity and securely stored in my computer which has a password and is only accessed by myself. All data will be destroyed at the end of the project.

moved within 24 hours and deleted from phone/camera



(this box should expand as you type)

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

	
	Risk to the environment:

N/A


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



(this box should expand as you type)



	
	Disclosure and Barring Service

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

	NO

	N/A


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

	8
	If YES, please give the certificate number. If the certificate number is not available please write “Pending”; in this case any ethical approval will be subject to providing the appropriate certificate number.
	DBS Certificate corresponds to the Certificado do Registo Criminal in Portugal 




SECTION I: Feedback, Consent and Confidentiality

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

	
	I will provide my contact details to the participants and provide my final report for them to read.


(this box should expand as you type)

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

	
	
I will inform all participants prior to gaining formal consent via email and give details of their time involvement and what information I am seeking and its purpose. I will send a formal consent form via email for them to sign. 


(this box should expand as you type)

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

	
	
I will use a code for each participant, the key to which will be stored in a password secured file on my computer. I will not name participants or the organisations to which they are affiliated.


(this box should expand as you type)



SECTION J: Data Protection and Storage

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

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

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

	2
	
Personal data that will be collected includes the email addresses, phone numbers, names of participants, the online consent forms, questionnaire answers and the audio/visual recordings made and the respective transcriptions. 


(this box should expand as you type)

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

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

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

	4
	


(this box should expand as you type)



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

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

	6
	University computers?
	☐
	☒

	7
	Private company computers?
	☐
	☒

	8
	Home or other personal computers?
	☒
	☐

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

	10
	“Cloud” storage or websites?
	☒
	☐

	11
	Other – specify:

	☐
	☒

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

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


(this box should expand as you type)



	
	Data Protection

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

	13
	Electronic transfer of data in any form?
	☒
	☐

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

	15
	Sharing of data with other organisations?
	☐
	☒

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

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

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

	19
	Use of data management system?
	☐
	☒

	20
	Data archiving?
	☒
	☐

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

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


(this box should expand as you type)

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

	
	
Only myself, the principal researcher.


(this box should expand as you type)

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

	
	
Only myself, the principal researcher.


(this box should expand as you type)

	24
	Give details of data storage arrangements, including security measures in place to protect the data, where data will be stored, how long for, and in what form. Will data be archived – if so how and if not why not.  

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



(this box should expand as you type)

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

	
	 
N/A


(this box should expand as you type)

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

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





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

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

	1
	Signature of applicant:
	Margarida Silva
	Date: 09-06-2025




For STUDENT Submissions:
	2
	Director of Studies/Supervisor:
	Christian Felices
	Date:
29-04-26

	3
	Signature:
	
Christian Felices

	



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

	5
	Signature:
	

	



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

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

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

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

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

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

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



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


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


	STUDENTS ON UNDERGRADUATE OR TAUGHT MASTERS PROGRAMMES should submit this form (and receive the outcome) via systems explained to you by the supervisor/module leader.
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[bookmark: _Toc241700004]Appendix H – Written Exercises
SELF COMPASSION EXERCISE: 

Exercício : Transformar o discurso interno crítico – original de Kristin Neff
Este exercício deve ser realizado ao longo de várias semanas e pode tornar-se uma base importante para mudar, a longo prazo, a forma como te relacionas contigo próprio.
Algumas pessoas consideram útil trabalhar o seu crítico interno através da escrita num diário. Outras sentem-se mais confortáveis a fazê-lo através do diálogo interno. Se és uma pessoa que gosta de escrever e revisitar mais tarde aquilo que escreveu, manter um diário pode ser uma excelente ferramenta de transformação. Se, pelo contrário, tens dificuldade em manter um diário de forma consistente, utiliza a estratégia que funcionar melhor para ti: podes falar contigo próprio em voz alta ou simplesmente refletir internamente.
Identificar uma situação má que te aconteceu, que te causou dor ou mal-estar de alguma forma:




O primeiro passo para mudar a forma como te tratas é reconhecer quando estás a ser autocrítico.
Pode acontecer que, como acontece com muitas pessoas, a tua voz autocrítica seja tão habitual que já nem repares quando ela aparece.
Sempre que te sentires mal em relação a alguma situação, tenta observar o que acabaste de dizer a ti próprio. Procura ser o mais preciso possível, identificando as palavras exatas do teu diálogo interno. Que palavras utilizas quando és autocrítico? Existem expressões que se repetem frequentemente? Qual é o tom dessa voz? É duro? Frio? Irritado? Essa voz faz-te lembrar alguém do teu passado que tenha sido particularmente crítico contigo? 
O objetivo é conhecer bem o teu crítico interno e aprender a reconhecer quando ele está ativo.
Por exemplo, se acordaste tarde e perdeste um compromisso importante, a tua voz interna poderá dizer algo como: "És um desastre." "Nunca fazes nada bem." "És incompetente." Tenta identificar com clareza a forma como falas contigo próprio.
Identifica o teu crítico interno com as palavras exatas que usas:




O passo seguinte é fazer um esforço consciente para suavizar essa voz crítica, mas com compaixão e não com julgamento.
Ou seja, evita criticar o teu próprio crítico interno (por exemplo, dizendo "és horrível por pensares assim").
Em vez disso, tenta dizer algo como:
"Percebo que estás preocupado comigo e que estás a tentar proteger-me, mas esta forma de falar está a causar-me sofrimento desnecessário. Será que podemos deixar a minha voz compassiva falar durante alguns momentos?"

Reformula as observações do teu crítico interno de forma construtiva e gentil.
Se tiveres dificuldade em encontrar palavras, imagina o que um amigo muito compreensivo e compassivo te diria nesta situação.
Por exemplo:
"Sei que te sentiste muito mal por teres falhado esta situação. Foi um erro que poderia acontecer a qualquer pessoa. Tens andado cansado e sob muita pressão. Talvez possas pensar em formas de cuidar melhor de ti próprio. Quero que estejas bem e que consigas dar o teu melhor."
Voz compassiva / O que um amigo me diria:




Enquanto praticas este diálogo interno mais compassivo, pode ser útil acrescentar um pequeno gesto físico de cuidado, por exemplo: colocar a mão no peito; segurar suavemente as próprias mãos; pousar as mãos no rosto de forma delicada; ou outro gesto que te transmita conforto e segurança. 
Os gestos físicos de cuidado e afeto podem ajudar a ativar os sistemas biológicos associados ao cuidado e à segurança, mesmo quando inicialmente é difícil sentir emoções de gentileza ou compaixão.
O mais importante é começar por agir de forma mais gentil consigo próprio. Com o tempo, sentimentos mais genuínos de calor humano, aceitação e compaixão tendem a surgir naturalmente.

Exemplo: 
Situação: "A minha audição correu pior do que esperava."
Crítico interno: "Nunca vou conseguir. Toda a gente percebeu que não estava preparado."
Voz compassiva: "Percebo que te sintas desapontado. Esta performance era importante para ti. Um momento difícil não define o teu valor enquanto cantor nem todo o teu percurso artístico. O que poderás aprender desta experiência para a próxima vez?"
Parte superior do formulário


Podes encontrar mais exercícios em:
https://self-compassion.org/exercises/exercise-5-changing-your-critical-self-talk/
Parte inferior do formulário


Reframing Thoughts Exercise
	Situação
	Pensamento
	O que este pensamento tenta fazer por mim?
	Ajuda-me a aproximar-me dos meus objetivos como performer?
	Que pensamento ou foco gostaria de experimentar?

	


	
	
	
	

	


	
	
	
	

	


	
	
	
	

	


	
	
	
	

	
	
	
	
	



Exercise – Personal toolkit 

O Meu kit de estratégias pessoal

Corpo
Que estratégia corporal levo comigo? Exercícios de – Respiração, Enraizamento, Humming, Movimento, Outra..







Pensamentos
Que estratégia cognitiva me ajudou mais? Reestruturação, Aceitação, Desfusão, auto-compaixão, Outra..




Auto-compaixão
O que quero lembrar-me quando cometer um erro ou algo não correr como queria?




Atenção
Onde quero colocar o meu foco durante uma performance?



Antes de entrar em palco quero lembrar-me de...






Exercise Leter to future me

Carta para o "eu do futuro" 

"Da próxima vez que sentir ansiedade antes de cantar..."

Escrevem:
· o que aprenderam;
· o que querem lembrar;
· como querem tratar-se;
· que estratégias querem experimentar.
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Selected Mentimeter Responses: Session 1
Note: The Mentimeter responses were originally collected in Portuguese. The English translations below preserve the meaning and wording of the participants’ responses as closely as possible.
[image: ]

2

Figure H1. Initial associations with Music Performance Anxiety
Question:
What words come to mind when we talk about Music Performance Anxiety?

Responses:
· Muscle tension 
· Generalised anxiety 
· Acceleration 
· Frustration 
· Not being myself 
· Fear of judgement 
· I am not capable 
· Tremors 
· Clumsiness 
· Fear of failure 
· Nerves 
· Insecurity 
· Racing heart 
· Stress 
· Shame 
· Failure 
· Distress 
· Mistakes 
· Pressure 
· Fear of evaluation 
· Self-criticism 
· Evaluation 
· Sweating 
· Self-sabotage 
· Panic 
· High larynx 
· Debilitating insecurity 
· Uncontrolled breathing 
· Perfectionism 
· Loss of concentration 
· Nervousness 
· Judgement 
· Mental fog 
· Agitation 
· Disruption 
11 of 13 participants responded.


[image: ]
Figure H2. Area most affected by MPA
Question:
In which area does MPA affect you the most?
· Thoughts — 6 responses
(fear of failure, self-criticism, frustration, shame, etc.) 
· Body — 3 responses
(muscle tension, tremors, dry mouth, uncontrolled breathing, etc.) 
· Behaviour — 2 responses
(restlessness, excessive immobility, changes in eating habits, avoidance of performance, lack of expressiveness, etc.) 
11 of 13 participants responded.

[image: ]
Figure H3. Impact of performance anxiety on the voice
Question:
From 0 to 10, how much does performance anxiety affect your voice?
[image: ]
Figure H4. Perceived causes of performance anxiety
Question:
What do you think are the causes of your performance anxiety?

Responses included:
· Perfectionism 
· Comparison 
· Expectations 
· Fear of failure 
· Insecurity 
· Wanting to impress 
· Wanting to feel special 
· Fear of judgement 
· External evaluation 
· Wanting validation 
· Wanting to receive praise 
· Self-criticism 
· Difficulty of the music 
· My own expectations 
· Evaluation / grades 
· Anticipation 
· Preparation


[image: ][image: ]
Figures H5–H6. Current relationship with Music Performance Anxiety
Question:
In one sentence, how would you describe your current relationship with Music Performance Anxiety?
English translations:
“Uncontrolled.”
“I don't have control. Sometimes it dominates, other times it doesn't, but I don't know what I did differently.”
“Anxiety and I agree to disagree. I want it to disappear, but I know it will exist, and the important thing is knowing how to manage it. We are on a journey.”
“I feel that it is less pronounced, but it continues to affect my well-being and performance. I would like to know how to control it better.”
“I've already been able to control it more, but I still have a lot to resolve.”
“I have quite a lot of it, but it doesn't become completely incapacitating. I think I can manage it a little, but it really affects my performance, especially the quality of my singing and my memory.”
“Controllable.”
“It seems that I don't know well what I am feeling or how to control it.”
“A challenge that I want to learn to manage, but I know it won't be easy.”
“A complicated relationship, because I feel a great lack of control over my own feelings.”
“Terrible, I feel that it prevents me from learning as much, I become frustrated and it makes me feel quite bad.”
“I know how to control it better than when I started studying musical theatre, but it affects my performance. The feeling that I have failed stays with me even after finishing a performance.”

[image: ][image: ]

Figures H7–H8. Main conclusion / insight from Session 1
Question:
What is your main conclusion or “insight” from today?
English translations:
“That I'm not alone.”
“That I'm not alone, I'm not the only one who feels this.”
“Sharing helps.”
“Performance anxiety doesn't have to be a seven-headed beast; it is possible to control it and build a healthy and balanced relationship with it.”
“It is important to know that we are not the only ones who feel performance anxiety. It is essential to be aware that it does not disappear; we can learn to live better with it.”
“Performance anxiety exists even in professional life; it may happen throughout the rest of our lives, but there are tools to control it.”
“No matter how much of a struggle it sometimes is, we are not the only ones who have it.”
“Performance anxiety has different levels. And it is not necessary to have a lot of it to want to learn how to control it.”
“Performance anxiety is super natural and recurrent, even among professionals. The important thing is to manage it so that it does not have an impact on our work and our well-being.”
“We are not alone, and most of the things that go through our heads also go through other people's heads. Most of the things we feel, others feel too.”
“Realising that performance anxiety is more common than I imagined and that I don't need to eliminate it completely in order to give a good performance.”











Selected Mentimeter Responses: Session 4
Note: The Mentimeter responses were originally collected in Portuguese. The English translations below preserve the meaning and wording of the participants’ responses as closely as possible.
[image: ][image: ]
Figure H9. Main insight from the session
Question:
What is the main insight you take away from this session?
English translations:
“Journaling is very important! External focus helps a lot during performance.”
“Think about what you would say to a friend.”
“Repeated self-compassion will reprogramme us and help us become better towards ourselves. But it takes time. Just as it took time to make us believe that everything was bad. We need to be patient.”
“It helps with cognitive flexibility.”
“The importance I should give to my thoughts, and how I can and should use them positively and as a help rather than as a weapon against myself.”
“We shouldn't push anxiety away, but rather live with it and learn mechanisms to manage it. The compassion discourse is important — but not intuitive, so initially we should ‘force ourselves’ to do it.”
“Apart from external comments, our own mind is often programmed to be our biggest critic. We should take care of ourselves and try to have more self-compassion.”
“Working on self-compassion.”
“Making fun of negative thoughts by singing them to ‘pimba’ music is great.”
“Being kinder to myself.”
“The way we treat ourselves often needs to change.”
“Words have a lot of power, a lot of strength.”
“Even thoughts that seem merely negative and unnecessary exist for a reason, and we can have a positive perspective on them.”
“It is important to experiment with strategies that create distance from very negative thoughts about our performance. This could be making fun of them or thinking that we are comforting a friend.”
“Being kinder to myself and learning to transform negative comments so that I don't suffer as much.”
“Self-critical thoughts are really deeply rooted and extremely difficult to reframe. However, repeating self-compassionate ideas can help gradually but effectively.”
[image: ]
Figure H10. Words associated with MPA after the intervention
Question:
When you think about Music Performance Anxiety today, what words come to mind?
Responses:
· Self-awareness 
· Difficult 
· Fear 
· Acceptance 
· Journey 
· It is part of it 
· Putting things into perspective 
14 of 18 participants responded.
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Figures H11–H12. Current relationship with performance anxiety
Question:
How would you describe your relationship with performance anxiety today?
English translations:
“Healthier.”
“Trying to accept that it will always exist and finding mechanisms to deal with it and enjoy myself anyway.”
“Clearer, more human, more positive.”
“A journey for two, with ups and downs, but with greater understanding.”
“Process.”
“More aware.”
“A relationship of greater understanding and with the idea that we are going to work together so that it decreases.”
“Calmer. It is a process… I just have to respect it and give it time. I look at it with a more loving/friendly perspective.”
“It hasn't changed much, but I have greater acceptance and more strategies for dealing with it :)”
“I still consider it a complicated relationship, but much more positive than before.”
“Better than it was a few years ago.”
“I understand where it comes from, how it works and which symptoms or reactions are normal to expect.”
“I feel that, although it is still difficult, it is a much more controlled relationship and I understand it much better. I also feel that I have more tools for it to become a healthier relationship.”
“Constant.”
“It is more controlled. I feel that I can identify it better and earlier.”
“Reasonable.”
“I understand where it comes from, how it works and which symptoms or reactions are normal to expect. This gives me greater understanding and compassion for myself and for the things I do or cannot do.”
“Something that I have to accept exists and that it is okay. I feel that the relationship has improved and that, little by little, I am learning to relate to it better — a long journey that I now see with different eyes.”
14 of 18 participants responded.
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Figures H13–H15. Advice to another student experiencing MPA
Question:
If you had to advise another singing student who suffers from performance anxiety, what would you tell them after these four sessions?
English translations:
“You are not alone. There are strategies that can help you.”
“Go to a session with other people who suffer from this. It will help.”
“If you have performance anxiety, you are not alone! Let's talk. I have a bunch of strategies to teach you :) The important thing is to know that everything is okay.”
“Above all, that you are not alone, that we all share these feelings. There are many strategies that can help you.”
“Sing ‘pimba’ music with your negative thoughts.”
“You are not alone! Talk about what you are feeling and accept that it exists; there are various ways of calming it down.”
“There are exercises that help you calm it down.”
“Talk to yourself with love! I would also tell you to breathe and I would teach you how to do it.”
“Try to find tools to help you deal with it! They exist.”
“Remember that you are not alone, and that feeling anxious is normal.”
“You are not alone, and there are various things you can do to reduce your anxiety, or at least to understand it and not fight against it. Don't think so badly of yourself, have compassion and believe in yourself.”
“It's normal, I feel it too. And many people do as well.”
“Do breathing exercises, they help a lot.”
“You are not alone. Learn about the different aspects of performance anxiety so that you can better understand what affects you and identify the best strategies for you.”
“What you feel is normal and there are more people feeling the same. Don't blame yourself and look for strategies that help you minimise it. Share it with your friends and accept yourself and others.”
“From time to time we learn how to deal with anxiety and it will get better.”
“Anxiety in its many forms can be very scary, but you are not alone and there are tools that allow us to live with it in a healthy way!”
“Don't keep everything to yourself; talk to people who feel the same. Nobody is alone.”
“The days will get better.”
13 of 18 participants responded.
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Questionnaire 1:
Performance Wellbeing and Music Performance Anxiety Questionnaire (Pre-Workshop Survey)
Participant Information and Consent
Thank you for taking part in this study.
This questionnaire forms part of a Master's research project in Voice Pedagogy at the Voice Study Centre, University of Wales Trinity Saint David.
The purpose of this study is to explore Music Performance Anxiety (MPA) among Portuguese Performing Arts students and to examine how educational support and performance-wellbeing strategies may contribute to students' experiences of performance anxiety.
Participation is entirely voluntary. Your responses will remain confidential and anonymous, and no identifying information will be included in any publications or research reports arising from this study. You may choose not to answer any question and may withdraw from the study at any point before submitting your responses.
The questionnaire should take approximately 15 minutes to complete.
Open-ended questions may be answered in either English or Portuguese.
Please note that some questions relate to experiences of anxiety and performance-related stress. If you feel uncomfortable at any stage, you may stop completing the questionnaire.
By proceeding to the next page, you confirm that: you have read and understood the information above and voluntarily agree to participate in this study .

If you are under 18 years of age, participation requires parental/guardian consent.
If you have any questions about the research, please contact:
Margarida Silva
margarida.tbs@hotmail.com
Section 1 – Participant Information  
To help contextualize responses
_______
Age:
Gender:
Field of study (e.g., singing, acting, dance, musical theatre) :
Years of Performance Experience:
Highest level of education/training completed (or years of training completed):
________
Section 2 - Kenny Music Performance Anxiety Inventory (K-MPAI)  
The K-MPAI is a standardized and validated questionnaire that assesses how musicians experience and manage performance anxiety. It examines emotional, cognitive, and physical responses related to performing.
(K-MPAI - APPENDIX I in pdf format)
________
Section 3 – Experiences of Music Performance Anxiety 
(symptoms, coping, impact)
Awareness and Experience  
1 -  How familiar are you with the concept of Music Performance Anxiety? 
Never heard of it
Heard of it but know little about it
Moderately familiar
Very familiar

2 - In your own words, how would you describe it? (You can answer in English or Portuguese)

3 - Have you ever received any formal education or training about MusicPerformance Anxiety? 
Yes
No

4 - If Yes, Where? 
Teacher
Conservatoire / school
Workshop
Therapy
Other

5 - Have you ever experienced MPA symptoms? 
Yes, often
Sometimes
Rarely
Never

6 - Please indicate if you experience any of the following symptoms before orduring performance (tick all that apply): 

Chose all that apply:
.• Increased heart rate
• Sweating
• Shaking or trembling
• Dry mouth
• Nausea or stomach discomfort
• Racing thoughts or mental blankness
• Difficulty concentrating
• Fear of mistakes or judgment
• Negative self-talk
Other:___

Coping
How do you manage or deal with MPA
7- Do you currently use any coping strategies to manage MPA? 
Yes
No

8 - If yes, which of the following do you use? (tick all that apply)
• Breathing techniques or relaxation exercises
• Physical warm-ups / routines
• Mental preparation (visualization, positive affirmations)
• Simulated performances (Rehearsing under realistic performance conditions)
• Medication
• Psychological support (therapy, counseling)
• Support from peers/teachers
• Avoidance (e.g., avoiding performing situations)
Other: ___

9 - How comfortable do you feel talking about performance anxiety withteachers?
Not comfortable at all
Slightly comfortable
Moderately comfortable
Comfortable
Very comfortable

10 - Have you ever sought professional help for MPA? 
Yes
No

Impact
Consequenses and responses

11- How much does MPA affect your performance?
Not at all
A little
Moderately
Significantly

12 - How much does MPA affect your daily life beyond performance? Marcar apenas uma oval.Not at allA littleModeratelySignificantly
Not at all
A little
Moderately
Significantly
_____
Section 4 - Performance Wellbeing and MPA Awareness
The following questions explore your current understanding of Music Performance Anxiety, your coping strategies, and your perceptions of support within performing arts training.

Understanding - How would you rate your understanding of Music Performance Anxiety?
1 = Very Poor
2 = Poor
3 = Moderate
4 = Good
5 = Very Good

Confidence - How confident do you feel in your ability to manage performance anxiety?
1 = Very Poor
2 = Poor
3 = Moderate
4 = Good
5 = Very Good

Self-awareness - How aware are you of how anxiety affects your body and voice?
1 = Very Poor
2 = Poor
3 = Moderate
4 = Good
5 = Very Good

Strategies - How effective do you feel your current coping strategies are?
1 = Very Poor
2 = Poor
3 = Moderate
4 = Good
5 = Very Good

Support - How supported do you feel when dealing with performance anxiety?
1 = Very Poor
2 = Poor
3 = Moderate
4 = Good
5 = Very Good

Pedagogy - How important do you believe MPA education is within voice training? 

1 = Not important at all
2 = Slightly important
3 = Moderately important
4 = Important
5 = Extremely important

What do you hope to gain from these workshop? 









Session 2 Questionnaire
Body Awareness, Physiological Regulation and Attentional Control – Usefulness and Application
1. What physical or bodily sensations did you notice during the exercises?
2. Was there any part of your body that you became more aware of?
3. Did any of the exercises help you identify tension or discomfort that you normally experience before singing?
4. Did you notice any change in your breathing, muscle tension or general sense of activation?
5. Was there any exercise that made you feel more stable, relaxed or in control?
6. Was there any exercise that seemed particularly relevant to dealing with symptoms that you usually experience before a performance? Which one(s)?
7. Which exercise or strategy made the most sense to you? Why?
8. Was there any exercise that you found less useful or less comfortable?
9. Was there any exercise that surprised you? In what way?
10. Which strategy would you consider trying before a future performance?
11. How do you imagine using this strategy in a real performance situation?
12. After this session, do you feel that you have developed new strategies for dealing with physical or bodily aspects of performance anxiety? Please explain. What was most useful to you in this session?





Session 3 Questionnaire
1. Which strategy was most meaningful to you in this session?
· Mental imagery 
· Cognitive restructuring 
· Acceptance 
· Cognitive defusion 
· Self-compassion 
· External attentional focus 
2. Why?
3. Which strategy would you consider trying in a future performance?
· Mental imagery 
· Cognitive restructuring 
· Acceptance 
· Cognitive defusion 
· Self-compassion 
· External attentional focus 
4. What was the main insight or learning that you take away from this session?






Session 4 Questionnaire
1. How did your understanding of your performance anxiety change throughout these four sessions?
2. Which strategy or strategies do you consider most useful for you? Please explain why and in which situations you imagine using them in your future performances.
3. What is the main learning that you take away from this experience?
4. Do you think that this type of session should be part of the training of singing students? Why?
5. What role do you think this type of session can play in the training of singing students?
6. Is there any further reflection on this experience that you would like to share?
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Master Thematic Map
	Theme
	Subtheme
	Central finding
	Supporting evidence
	Intervention element
	Link to RQ

	1. MPA as a Threat to Self-Evaluation
	1.1 Performance as Self-Evaluation
	Performance anxiety was experienced not only as nervousness, but as concern about judgement, competence and adequacy.
	Fear of failure, judgement, self-criticism, comparison and anticipatory thoughts identified in Session 1.
	Psychoeducation about cognitive, physiological and behavioural dimensions of MPA.
	Supports understanding MPA by making cognitive and evaluative processes more visible.

	
	1.2 From Performance Error to Self-Judgement
	Performance errors could become connected to broader judgements about the self.
	“I am not good enough”; “the problem is me”; “people will think I sing badly”; fear of disappointing the teacher.
	CBT-oriented exploration of thoughts and performance cycles.
	Helps students recognise how MPA can be maintained by self-evaluative thinking.

	
	1.3 Perfectionism, Comparison and Anticipatory Failure
	Anxiety could emerge before performance through perfectionistic expectations, comparison and anticipation of failure.
	Participants identified perfectionism, comparison and fear of error; anticipatory pressure around technically demanding tasks.
	Psychoeducation + cognitive exploration.
	Supports earlier recognition of MPA triggers and patterns.

	2. Developing New Ways of Relating to Anxiety
	2.1 From Identifying Thoughts to Questioning Them
	Participants experimented with examining whether thoughts were accurate/useful and generating alternative formulations.
	“I can be nervous and continue”; “I can make a mistake and continue and sing well.”
	CBT cognitive restructuring / flexibility exercises.
	Supports managing MPA by expanding possible cognitive responses.

	
	2.2 When Positive Reframing Does Not Feel True
	Cognitive reframing was not experienced as equally authentic by everyone.
	Participant resistance to replacing a critical thought with an overly positive statement.
	Discussion of realistic/believable alternative thoughts.
	Demonstrates the importance of individual fit rather than prescribing one cognitive strategy.

	
	2.3 Changing the Relationship with Thoughts
	The intervention broadened the focus from changing thoughts to accepting, observing and creating distance from them.
	Discussion of acceptance, cognitive defusion and the possible protective function of anxious thoughts.
	ACT-informed acceptance and defusion exercises.
	Supports management without requiring anxiety/thoughts to disappear.

	
	2.4 Self-Compassion as an Alternative Response
	Participants were introduced to a less punitive response to self-criticism, although sustained change in self-compassion cannot be claimed.
	Exercise involving the inner critic and compassionate alternative.
	Self-compassion exercise.
	Broadens the repertoire of responses to performance difficulty.

	3. Reorienting Attention from Self-Monitoring Towards Performance
	3.1 Attention, Self-Monitoring and Vocal Control
	Internal attention could become focused on technique, errors and bodily processes during anxiety.
	Discussion of internal vs external attentional focus.
	Attention psychoeducation.
	Supports understanding of attentional mechanisms within MPA.

	
	3.2 Experiencing the Difference Through Embodied Exercises
	Shifting attention could alter participants’ experience of connection and expression.
	Participant reported imagining more, feeling the lyrics more and experiencing the performance as “more true”.
	Gesture → internal sensation → singing exercise.
	Provides experiential rather than purely conceptual learning.

	
	3.3 External Focus as an Alternative to Technical Self-Monitoring
	External tasks could reduce conscious technical monitoring and provide a performance “mission”.
	“I wasn’t thinking about technique; I was just singing the song with a mission.”
	External-focus singing exercise.
	Offers a practical attentional strategy for performance contexts.

	
	3.4 From External Focus to Performance Meaning
	Character, communication and musical meaning can function as meaningful external attentional anchors.
	Discussion relating character/communication to reduced technical self-monitoring.
	Musical-theatre contextualisation of external focus.
	Makes the strategy relevant to participants’ actual performance practice.

	4. From Control to Personalised Agency
	4.1 From Learning Strategies to Choosing Strategies
	Participants were encouraged to select rather than simply adopt strategies.
	Personal MPA-management toolkit; previous identification of useful/comfortable strategies.
	Personal toolkit / strategy selection.
	Supports individualised management of MPA.

	
	4.2 From General Strategies to Context-Specific Application
	Different performance situations may require different responses.
	Scenarios: audition arousal, forgetting lyrics, negative feedback.
	Scenario-based application.
	Supports transfer from workshop to real performance contexts.

	
	4.3 From Controlling Anxiety to Continuing Despite It
	Management was framed increasingly as responding to anxiety rather than eliminating it.
	“I can be nervous and continue”; acceptance-oriented framing.
	Integration of physiological, cognitive, ACT and attentional strategies.
	Directly addresses “managing” MPA without implying elimination.

	
	4.4 Imagining Future Application
	Participants were encouraged to carry learning into future performances.
	Future-self letter; reflection on strategies to remember/use.
	Future-self exercise.
	Supports potential transfer and continued experimentation beyond the intervention.

	
	4.5 Developing Personal Ownership and Agency
	The intervention culminated in participants considering their own repertoire of responses.
	Final reflections and personalised toolkit.
	Integration and reflection.
	Connects the intervention to longer-term pedagogical application.
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Faz exercicios de respiragdo, ajuda
muito

> Endpresentation  +; Group responses (EFIS3

Nao estds sozinho. Informa-te sobre as
vérias vertentes da ansiedade de
performance para entenderes melhor
aquilo que te feta e perceber as
melhores estratégias parati

O que tu sentes é normal e haimais
pessoas a sentirem o mesmo. Nao te
culpes e procura estratégias que te
cjudem aminimiz-la. Partiiha com os
teus amigos e aceita o teu colo e o dos
outros.

e A Anciadnda nac sine

Q D o6 B

e que sentir ansiedade & normal

No estas sozinholl E algo
perfeitamente normal e que podes
controlar com vdrios exercicios.
Recomendo também falar com
pessoas que se sentem assim.
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