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Project proposal form.
The project title: A study into the effect of a holistic vocal training program on worship singers in live performance settings.


The Context:  As a vocal coach, Gospel artist and worship leader, I have observed and experienced the significant impact that effective vocal training can have on a singer's performance and confidence. Worship singers have an incredibly unique role that transcends beyond their technical ability (Robinson, 2011) .The Biblical precedent in the Old Testament portrays the worship singer as a responder, encourager, exhorter, consoler, teacher, and spiritual warfare militant (Graham, 2018) therefore, the worship singer will need to be trained in a way that develops complex skills of personal being, communication and demonstration. Considering this, many worship singers face challenges that hinder their ability to demonstrate their worship through singing without hinderance. 
Technical limitations- A lack of adequate vocal training  (Neto, 2016)  for techniques prevalent in the three main genres of worship singing can lead to inconsistent and misplaced vocal delivery, particularly during demanding live worship sessions.
Musical performance anxiety- Results from my previous study into worship singers and MPA (Hilaire, 2023) confirmed the extent to which MPA-type symptoms are present in this population and the contributing factors. Limited vocal skills and lack of confidence affect the worship singer's ability to facilitate the worship experience. 
Physical and emotional strain- Singing for extended periods of time can lead to vocal fatigue, burnout, or a loss of vocal health without adequate care and training (Sharma, 2021)
Connection and Expression: Worship singing requires an engaging connection with the congregation and the message being delivered. However, some singers find it hard to balance their technical skill with emotional and spiritual authenticity. The singer would need to master emotional intensity and sincerity through their voice which can be achieved through multi-functions of the chest voice including belting  (Wendy DeLeo LeBorgne, 2010), shouts and screams  (Lynch, 2020).

Through identifying and acknowledging these challenges and vocal demands, I developed a holistic vocal programme for worship singers called Vocal Treasures. This course of study merges mental and emotional preparation, the establishing of spiritual requirements and technical vocal exercises to address the multifaceted needs of worship singers. Thus, equipping them to excel in live worship settings, maintain vocal health, spiritual focus, and authenticity. Worship singers can access the programme in three ways;
1. Through 1.1 coaching sessions with myself.
2. Through targeted workshops delivered to worship teams by me.
3. Through leaders purchasing the course content and working through the units as a worship team.
Justification: The purpose of this study is to evaluate the efficiency of this program by investigating its impact on worship singers' technical abilities, confidence, and overall performance quality in live worship settings. Through conducting this study, my hope is to contribute valuable knowledge and insights into the benefits of an integrated approach to vocal training and equip worship singers to carry out their roles with ease, authenticity, confidence, and excellence. The outcomes are twofold, to meet the needs of worship and gospel singers and to access the effectiveness of the curriculum.
This research is extremely meaningful to me as it lines up with my passion to nurture and support singers, assisting them in their spiritual, personal, and technical growth. Ultimately resulting in them being able to minister effectively through music.

The intended impact: The impact of this study is to equip worship singers with the required tools to enhance their vocal techniques and confidence. Through a holistic vocal pedagogy, worship singers will be able to engage in worship singing with authenticity, excellence and without hinderance. This study may further impact and benefit this specific group of singers by providing suitable vocal pedagogy  in place of the often wide range of vocal pedagogical concepts that are available. This provides experience and knowledge from a singing teacher within the Christian worship culture (Robinson, 2011) Suitable vocal pedagogy will ensure that worship singers are adequately trained while also assisting in minimising the triggers, symptoms and effects of MPA. The study will highlight the importance and necessity for vocal health particularly when using TAATS (Traditional African American techniques)  (Lynch, 2020) like the raspy voice techniques that have often been referred to as leading to vocal fatigue, hoarseness and loss of upper range (Cleveland, 1999). In addition to this, the study will impact the emotional and spiritual implications of worship singing by encouraging singers to connect with the message through creating a connection with the Holy Spirit, responding to the congregation and testifying a personal story (Lynch, 2020) thus fulfilling their role of encourager, exhorter, consoler, teacher and spiritual warfare militant (Graham, 2018). This study will also demonstrate the effectiveness of the holistic approach and design of the curriculum in reducing MPA in worship singers, reducing fear and redirecting the focus on ministry. The intended impact is to bridge the gap and facilitate balance between technical vocal ability and ministry. Due to some worship singers lacking formal training (Robinson, 2011), this can lead to a hinderance in worship singers ability and confidence in singing. The study aims to demonstrate how this holistic curriculum can incorporate technical skills with the essence of spiritual ministry. This research will aim to set a new standard for worship singer training, providing evidence into the benefits of a holistic vocal curriculum, possibly encouraging vocal coaches, music ministries and churches to embrace this approach.

The outlined intention:  I will first engage in a literature review on methodologies for spiritual well-being as well as literature on the delivery of vocal pedagogy, and experimental design. This project is a mixed-method approach allowing me to analyse both quantitative and qualitative data. 
Through experimental design, I will conduct a study intervention for participants to engage in the intermediate level of my holistic curriculum for 8-12 weeks. The study will involve 10-15 participants from the Evangelical Christian community. Participants will be given information on the intentions and process of the study and given a consent form to sign. (Mid-February 2025). Quantitative methods will include a pre- and post-assessment to measure participants’ vocal proficiency using objective criteria such as pitch accuracy and vocal range. The Kenny Music Performance Anxiety Inventory (K-MPAI) will be distributed as a survey to participants via social media platforms, email and WhatsApp to measure MPA and the Likert-scale survey will be used measure participants confidence levels, spiritual connection during worship and perceived skill improvement. These surveys will collect quantitative and qualitative data, allowing time for the participants to consider the answers to the questions and providing the opportunity for deeper reflection and understanding (Laverty, 2003). The surveys will include a question asking participants if they are willing to be interviewed for the second part of the research study (End of May 2025). Qualitative methods will consist of semi-structured zoom interviews to gather rich data into the participants’ experiences with the curriculum, how they think they have developed and the spiritual and emotional impact of the curriculum, further enriching the qualitative data deriving from the interpretation of human lived experiences (Laverty, 2003). During the study, Video performance observations will be conducted to analyse live worship performances before and after the implementation of the curriculum. This is to observe changes in vocal technique, emotional expression, and stage presence. Participants will be asked to complete a weekly progress log to document their experiences. The statistical methods of paired t-tests will be used to compare the pre and post study intervention scores on vocal proficiency and musical performance anxiety, while thematic analysis will be used to identify themes in interviews, progress logs and performance observations. This will start to take place (end June 2025) providing content for a summarised report that will be made available to participants.

Ethics and Insider research: Particularly in qualitative research, it is common for the researcher to take on the role of the insider researcher by conducting a study into a group that they ultimately belong to (Unluer, 2012). As a worship singer who also delivers vocal training to the singers in the worship team that I am a part of, I am aware that there are advantages and disadvantages of being an insider researcher. One advantage is having a better or deeper understanding of the nature of the research and an awareness of the institutional policies and general functioning of the group to be studied however, having this knowledge and insight may result in making incorrect assumptions about the research or influencing the participants which can be considered bias, and ultimately effecting the analysis and interpretation of the data collected (Unluer, 2012). For this reason, I will not be conducting this survey on worship singers in my own worship team but will take a sample from anonymous worship singers from the wider community. The project will be approved by the University Wales Trinity Saint David before research takes place ensuring that ethical guidelines are adhered too. This includes informing participants about the study and providing them with a consent form.

Personal Learning Outcomes:
· To contribute valuable knowledge to the field of vocal pedagogy in the unique area of worship singing.
·  Increase my knowledge of voice rehabilitation and voice building to potentially incorporate these into effective and appropriate vocal pedagogy for worship singers.
· Ensure these methods are accessible and available to worship singers from all denominations of Christianity.



 Project report
Project title: A study into the effect of a holistic vocal training program on worship singers in live performance settings.

 Introduction
At first glance, the task of a worship singer may appear synonymous with that of any other vocalist: to sing with technical proficiency and artistic expression. However, emerging research suggests that the role of the worship singer incorporates far more than vocal ability alone. It involves the conversations of theological convictions, spiritual identity, emotional vulnerability, and the often complex dynamics of church subcultures and worship teams (Robinson, 2011). As such, the worship singer exists in a unique space within the broader landscape of vocal performance—simultaneously functioning as a musician, spiritual leader, and facilitator of communal worship.
Having served as a worship singer in my church for over 16 years and as a worship leader for the past 8 years, alongside a parallel career as a professional vocalist and vocal coach, I have gained first-hand insight into the multifaceted demands placed upon those who lead worship through song. Through these experiences, I became increasingly aware of a recurring issue: while worship singers are expected to perform consistently at a high standard, they are often left without the tailored vocal training, psychological preparation, and spiritual alignment needed to sustain such demands. This gap in training has led me to question whether traditional vocal pedagogy adequately meets the needs of worship singers—particularly when it comes to preparing them for live performance contexts.
A review of current literature reveals that while some attention has been given to the technical, emotional, and spiritual dynamics of worship singing, there is still limited empirical research into effective training models that integrate these domains holistically. Moreover, the prevalence of Musical Performance Anxiety (MPA) among worship singers appears to be underreported and insufficiently addressed within existing vocal education frameworks. 
This study seeks to address this gap by evaluating the effectiveness of a holistic vocal training program specifically designed for worship singers. The program integrates vocal techniques, emotional and mental resilience-building, spiritual reflection, and performance strategies within live worship settings. Through this research, I aim to assess whether such an approach can significantly enhance vocal confidence, reduce symptoms of performance anxiety, and better equip worship singers to carry out their roles with authenticity, consistency, and joy.




 Literature review
This literature review analyses the existing research and methodology around measuring MPA, methodologies for spiritual well-being as well as literature on the delivery of vocal pedagogy, and experimental design. 

Musical performance anxiety
Musical performance anxiety has been described  as “stage fright” (Harris, 1986) or “nerves” however it is something that one may encounter when working with musicians, and even public speakers. When it is presented in public speakers, it is known as public-speaking anxiety (L. Anderson, Elana Zimand, Larry F. Hodges, Barbara O.Rothbaum, 2005). The results of performance anxiety display themselves through both physical and psychological effects that have the potential to negatively impact a performer's work (Barefield, 2012). It refers to the cognitive, physiological and behavioural effects of anxiety experienced before, during and after a performance (Kirsner, 2022). Performance anxiety is not just limited to on-stage performances (Senyshyn, 1999) but often sets in before a musician's performance (Lee, 2002). MPA presents itself because of fear (Barefield, 2012) and Perfectionism (J Stoeber, 2012), and singers are especially troubled with the effects of fear because their instrument is within their body, essentially, leaving them open to personal vulnerability each time they are about to sing (Barefield, 2012). Perfectionism can often be viewed as having both positive and negative results in someone's character, (J Stoeber, 2012) yet the difference and correlation between the two main dimensions of perfectionism, perfectionist strivings and perfectionist concerns, produce differences in relation to performance (J Stoeber, 2012). Music performance anxiety effects a diverse range of musicians from classical to popular music artists (Kenny, 2011). Kenny refers to the widespread drug and alcohol abuse among popular musicians, suggesting its use as a form of managing MPA and interestingly highlights the lyrics of the song ‘Stage Fright’ by The Band 1970 as depicting the essence of MPA (Kenny, 2011). See (Figure 1)

Figure 1
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MPA in vocalists
Although there is research on the presence and treatment of MPA in musicians, vocalists are often under-represented with limited evidence of the extensiveness of MPA in this group of musicians (Glen A. Heinrichs, 2017). The experience of MPA in vocalists is yet to be clarified because studies on vocalists do not include MPA and the samples are a combination of both vocalists and musicians (Glen A. Heinrichs, 2017). In these studies, the type of singer is predominantly classical with the suggestion that they are more likely to be exposed to MPA than Jazz, Pop or Folk singers, yet the lack of research into other types of singers provides no evidence for this suggestion (Ajhriahna Henshaw, 2022).
As singers rely on both their vocals and breathing mechanisms to perform, it is important to understand that both function differently when anxious in comparison to when calm (Glen A. Heinrichs, 2017). This poses a unique challenge for vocalists experiencing MPA as the act of singing calls for an exceptionally high degree of proficiency in a variety of skills including memory, attention, and fine motor coordination (Arneson, 2010).
A lecture presentation and panel discussion at Griffith University, explored the encounters of singers in the areas of Musical theatre, classical and Contemporary Commercial music (Ajhriahna Henshaw, 2022). It was identified that firstly, each area are different genres of music that require independent stylistic vocal techniques (Ajhriahna Henshaw, 2022). A flawless technique is required in classical voice training, increasing the expectations of vocal clarity, resonance, endurance and resilience (Ajhriahna Henshaw, 2022) while contemporary commercial music style of singing that includes pop, jazz, folk and blues, focus on unique timbre, and a variety of vocal sounds that are acceptable for adding character and emotion to a singing performance (Ajhriahna Henshaw, 2022). It is important to note here that the musical idioms of Contemporary Commercial Music are also among the wide genre of styles sung by the worship singer (Robinson, 2011).
Although there is no known studies investigating if the differences in vocal demands across these genres add to and affect the singer's experiences with MPA, the worship singer can be clearly identified as experiencing high levels of perfectionism, crossing genres vocally, and encountering MPA.

MPA in worship singers
A study in Australia began on the belief that the worship singer generally has a lack of training and experience outside of their role in the church, as well as limited practical understanding of their vocal duty (Robinson, 2011). It appears that this lack of adequate training can possibly add to the insecurities and anxieties of the worship singer resulting in MPA. When analysing the role of the worship singer, traits of perfectionism are identified through the setting of high goals (J Stoeber, 2012), such as the responsibility of creating an authentic worship experience without focus on the process, self, or the audience (Roland, 1997), (Carson 2002) (Robinson, 2011). It also includes singing with little vocal training and experience (Robinson, 2011). This can magnify the “fear” of potentially making mistakes, judgment from others, and comparison between the expectations and the performance.
Because of this, I conducted a study into whether worship singers experience MPA and the contributing factors (Hilaire, 2024). Data from this study confirmed the presence of MPA with 75% of participants experiencing MPA as shown in (Figure 2).
Figure 2[image: ]




Further analysis produced themes of fear, pressure, expectations, comparisons, judgement, and inadequate preparations. 
Fear- A healthy amount of fear is essential in protecting us from potential danger (Barefield, 2012) however issues may arise when a singer becomes trapped in a cycle of fear (Barefield, 2012). This fear could be the result of unresolved trauma (Dianna T Kenny, Jeremy Holmes, 2015) resulting in poor technical delivery like singing out of tune.
 Pressure/ Expectations- As the role of the Worship singer gathers more interest, the expectations have been raised with a request for more refined performances (Robinson, 2011). The preference for more refined singing is held by what is known as the Clergy of the Church, the church congregation and the worship singer themselves (Robinson, 2011). 
Comparisons/judgement- In classical voice training, the normalised tradition of singing classical pieces previously sang by what is considered the most accomplished singers can only add to the pressure of maintaining and producing a clear and stable sound (Ajhriahna Henshaw, 2022).
 Inadequate preparations- The worship singer is susceptible to a wide range of vocal pedagogy from a singing teacher who may not necessarily have experience and knowledge within the Christian Worship culture (Robinson, 2011). (Robinson, 2011) study suggests that those who train the worship singer have limited specific resources to develop their vocal performance effectively, often drawing from a wide range of contemporary vocal pedagogy, and or directing the worship singer to gain vocal training from professional singing teachers outside of the church. 



Symptoms of MPA
 MPA presents as a multifaceted clinical problem involving cognitive, physiological, and behavioural symptoms (Juncos, 2018). These include, worry, apprehension, perceived threats, shallow breathing, heart palpitations, shaky hands and feet, and sometimes  avoidance of the performance (Juncos, 2018). Further analysis of the literature revealed thoughts of catastrophe, inadequacy, and fear in anticipation of the performance as additional symptoms of MPA as well as gastrointestinal discomfort (Heather Winter Hunnicutt, 2011). Hyperventilating and sweating also appeared as symptoms (Arneson, 2010). Participants from my previous study confirmed experiencing most symptoms of MPA before, during and after a worship service and the effects that these symptoms have on their ability to sing as seen in (figures 3 and 4).
Figure 3
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 Once the definition, description and symptoms of MPA were established, it was imperative to locate a suitable tool in assessing MPA.
The Performance Anxiety Inventory for Musicians (PerfAIM)
The Performance Anxiety Inventory for Musicians known as PerfAIM is a tool used to measure self-perceived levels of MPA. It was created to allow popular musicians to develop introspection of the various presentations of MPA (Barbeau, 2011). The literate states that the Through a research project to to establish the reliability and validity of the questionnaire, it was found that the PerfAIM is designed to allow participants to assess their own levels of MPA through a set of supporting statements related to their own lived experiences

The Kenny music performance anxiety inventory
The Kenny music performance anxiety inventory, referred to as K-MPAI is a 40-item inventory that is used as an assessment tool for emotion-based theory of anxiety (Kenny, 2023). The items address each of Barlow’s theoretical constructs that underpin anxiety. These constructs are a set of triple vulnerabilities, a generalised biological vulnerability, a generalised psychological vulnerability based on early experiences in developing a sense of control over important events, and a more specific psychological vulnerability in which one learns to focus anxiety on specific objects or situations (Barlow, 2000). Items are evaluated using a seven-point Likert scale, with higher scores specifying more extreme MPA and psychological distress (Kenny, 2023).
It was developed following research into opera chorus artists from Opera Australia in 2004 and a new definition of music performance anxiety was proposed in 2009 before a revised item content of the K-MPAI from 26 to 40 in 2011 (Kenny, 2023). The validity of the K-MPAI has been tested and proven resulting in it being translated in 22 languages and used in over 400 studies (Kenny, 2023). Further evidence suggests that the elemental design continues to be consistent across cultures and diverse populations of musicians, with an exceptional ability and usefulness for diagnostic purposes (Kenny, 2023). Barlow’s theoretical constructs allow for participants to gain a holistic insight into their perceived anxieties through lived experiences supporting the claim that it is consistent across cultures and populations. This suggests that it would be suitable for this study. In addition to this, it was equally important to review methodologies for spiritual well-being because of the group of singers the study is based on. 

Flow
According to Kenny (Kenny, 2011), musicians can experience performance anxiety and something referred to as a ‘flow experience’ simultaneously. The Flow experience was introduced by (Csikszentmihalyi, 1990) and described as an autotelic experience, a time where a participant becomes completely immersed and involved in the activity at hand. This state produces an effortless execution of the task creating a feeling of satisfaction and self-confidence (Spahn, 2021). Within the flow experience sits the paradox of control, where it can be described as having a sense of control or more precisely the lack of worry about losing control in specific situations (Csikszentmihalyi, 1990). In performance anxiety, the singer can become dependent on the ability to control an enjoyable task and end up losing ultimate control which is freedom (Csikszentmihalyi, 1990). This freedom is demonstrated during a state of flow by total immersion in the activity, effortless performance without hindrance from any external factors. However, (Kenny, 2011) argues that being in a state of flow is a paradox that relies on the peak of dedication, discipline, practice and perseverance of sufficient skills matched with challenges to accomplish expertise. This paradox coincides with the description of Perfectionism as having both positive and negative results in someone's character (J Stoeber, 2012).The association between the two main dimensions of perfectionism, perfectionist strivings and perfectionist concerns, produce differences in relation to performance (J Stoeber, 2012). This appears to support the claim that Flow and Musical performance anxiety (MPA) can occur simultaneously, yet the occurrence of one reduces the other, implying that facilitating the state of flow may subsequently reduce MPA (Spahn, 2021). Monson states that the original flow model indicated that flow is a state between worry and boredom (Csikszentmihalyi, 1990) when someone attempts something beyond their current skills or ability they experience a form of anxiety. It feels overwhelming for them, and they’d rather stop or even avoid doing it altogether (Monson, 2012). This further supports the notion of flow and MPA co existing and one cancelling out the other.
Monson further explains that spiritual encounters have been investigated under the terminology of ‘mystic’ experiences and include similar structure and characteristics as flow (Monson, 2012). This poses the question; can flow be likened unto the facilitation of an authentic worship experience through worship singing? This can be observed in the resemblance between Roland's four levels of attention and Carson's four levels of Worship performance in Figure 2. (Robinson, 2011)

Figure 2.
	Roland's four levels of Attention (1997)
	Carson’s four levels of Worship Performance (2002)

	Primary focus on self
	Some are engrossed in the Worship of God

	Primary focus on the audience
	Some merely perform

	Primary focus on the process
	Some merely sing

	Primary focus on the 'big picture
	Some transparently worship God

	
	



Although flow and mysticism share similar characteristics, mysticism relates specifically with a ‘holy’ being. The concept of Intrinsic motivation is one of the most fundamental principles in the psychology of religion and very similar to the concept of an autotelic experience that is found in flow (Kenny, 2011). This autotelic experience is generally attained when worship singers focus on the big picture and transparently worship God. In order for Flow to take place, the characteristics involved create a complex structure that are; 1) clear goals, 2) a balance of skills and challenge, 3) complete concentration, 4) sense of control, 5) loss of self-consciousness, 6) altered sense of time, and 7) activities/ experiences which are autotelic (Monson, 2012).  For the worship singer, transparently worshipping God is the clear goal while balancing skills with challenge appears to be part of the contributing factors for MPA (Hilaire, 2024) The addition of immediate feedback is also considered to be condition of creating flow (Monson, 2012) however for the worship singer, this appears to rely on the engagement of the congregation, the creation of a tangible worship experience generated from their authentic worship (O.O.Odewole, 2018) and the presence of the Holy spirit during worship services. This indicates that a lack of the very basic understanding of the primary goal and how to accomplish this is more likely to result in anxiety or boredom (Monson, 2012).
A qualitative study by Antonini Philippe (Philippe, 2022) that interviewed exceptional musicians to gain their perspectives on what assists the occurrence of flow found a number of elements. This includes social support, preparing for the performance, connection with one’s body, intrinsic motivation, awareness of skills and self-confidence, attentional focus, and transcendence (Spahn, 2021). The social support included being encouraged by loved ones, peers, professional recognition, and a positive performance environment (Spahn, 2021). These elements directly coincide with cognitive restructuring (Harris, 1986) that improves the cognitive and physiological processes that vocalists go through when experiencing MPA. Preparing for the performance referred to long and short term preparation but also performance stress management. The connection with the body suggests the importance of identifying and acknowledging symptoms of MPA and perhaps applying autogenic training as developed by Dr. Johann Schultz and Wolfgang Luthe in the 1930’s. This involves six exercises to enable athletes to reduce anxiety with each exercise starting with deep diaphragmatic breathing (Riley, (March 2012)). According to Martha Elliot (Elliott, September/October 2010) observing the breath as it comes in and out of the body is a great way to practice mindful awareness. The intrinsic motivation consists of the desire to play/sing and enjoy it, commitment to the performance and the goal of mastery while awareness of skills and self-confidence was one of the most important elements to a successful performance (Philippe, 2022). Finally, attentional focus related to concentration on the task at hand and awareness of bodily sensations and music however, elements of transcendence emerged as two themes; the meaning of what one is doing and the spiritual dimensions (Philippe, 2022). These 7 elements appear to play a foundational and important role in the development and delivery of a holistic vocal pedagogy for worship singers as the meaning of what they are doing is to lead others in worshipping God in which there are spiritual dimensions. 

Delivery of vocal pedagogy
It became apparent through my previous research that delivery of Vocal Treasures would need to be carried out in a sequential way following the careful structure that allows each lesson to build upon the previous skills, knowledge, techniques and reflective practices from the last lesson. As the curriculum design is based on experiential and experimental learning, it relies on the transfer of practical knowledge and skills from the voice coach to the student. Recognising key techniques that are essential to worship singing as well as the application of foundational healthy singing is integral to the success of the curriculum therefore, It is crucial the voice coach has the necessary skills and knowledge to demonstrate the techniques and facilitate learning effectively (Latta, 2012) as this promotes best working practices.
Implementing a repertoire-based approach through a conceptual model of musical pedagogy, (Latta, 2012) ensures that learning occurs through direct relationships. It also provides a systematic strategy for teaching vocal instruction by using repertoire to teach certain concepts (Latta, 2012). The five variables of a conceptual model, teaching, learning, administration, curriculum, and systematic musicology that describes the instruction of the vocal techniques (Estelle, 1980) determine the type of experience a repertoire-based approach provides for the singer (Latta, 2012). The objective of Vocal treasures is to assist the singer in conveying the message in the music in a way that touches the listener (Jordan, 2021), creating a connection with the Holy Spirit, responding to the congregation and testifying a personal story (Lynch, 2020).  Essentially, the essence of 1:1 coaching demonstrates that each singer is treated prescriptively and uniquely according to their current strengths and abilities (P.Gill, n.d.). 
It is important to note that although there is controversy between those who teach by ear and those who teach by scientific methods, each style complements the other (Naseth, n.d.). Furthermore, Naseth goes on to state that it is vitally important for the vocal coach to understand how the body works and how to use it, guiding students through analysis of what they are doing, and feeling while singing and comparing the action to physiological function as well as assessing the outcome with the intended desired outcome (Naseth, n.d.).The concept of functional training for any technique that allows a vocalist to gradually develop mechanical control (Vetri, 2013) sounds like the perfect pedagogical approach for the vocal coach to adopt when working with worship singers. In addition, they would need to acquire knowledge of vocal pedagogy, psychology, physiology, clarity of vision and purpose (Naseth, n.d.), while consistently searching for the best methodologies in voice training to assist their students. Knowing the stylistic differences and characteristics of CCM, AG and APAW used in worship singing is necessary for training this group of singers to perform the vocal techniques effectively and healthily (Chandler, 2014)




 Methodology
This work-based project consists of a mixed-method approach to gain an insight to the experiences of worship singers with MPA. As the existing research suggests that MPA may be present in this unique group of singers (Robinson, et al., 2011, 1997, 2002), the investigation needs to be suitable to address a specific problem within a community (Reason, 2008). Singers presenting with MPA benefit from treatments including cognitive restructuring through coaching (Harris, 1986), therefore in this instance, I will need to use strategies specific to the experiences of the individual singer, bearing in mind that MPA presents itself for a variety of reasons including perfectionism (J Stoeber, 2012) and fear (Barefield, 2012). Because each experience may differ from the other, this supports the epistemological intention of understanding the world of human experience through developing theories or patterns of meanings (Cohen, 2007). 
To first to discover if MPA presents itself in predominantly male or female worship singers, secondly if worship singers experience the same effects of MPA as other groups of singers, and thirdly what effect this has on their identity and ability to sing effectively. I will gather this information using e-mail questionnaires from a medium-sized sample of worship singers within the church community collecting quantitative and qualitative data, before conducting Zoom interviews for more qualitative data. This reflects the epistemology of a constructivist using action research because the use of an e-mail questionnaire  not only gathers descriptions of the life-word of the participants (Kvale, 1983), but also allows time for the participants to consider the answers to the questions. Thus providing the opportunity for deeper reflection and understanding (Laverty, 2003).
This mixed methods approach of quantitative and qualitative research, deriving from a constructivist position stabilises the unreliability that may lie in each type of data (John W Creswell, 2018). Hermeneutics is used to interpret human lived experiences with the understanding that every experience and interpretation is influenced by the individual’s circumstances (Laverty, 2003).
Because I am also a worship singer and vocal coach to worship singers, naturally I would take on the role of the insider researcher by conducting a study into a group that I ultimately belong to (Unluer, 2012). However, for this study I chose not to have participants from my direct worship team. To avoid issues regarding ethics as I may be seen as someone with power and authority (Unluer, 2012) first as a worship leader and as a vocal coach. Therefore, ethical considerations were meticulously planned storing all data on a password protected mac computer. Participants were informed of the study and provided with a consent form for them to sign before taking part in the study. Participants responses from the questionnaires were kept anonymous and transcribed interviews were kept confidential adhering to the consideration and care of sensitive information and the handling and storing of data (Walliman, 2005).   The questionnaire was a mixed method of probability and purposive sampling created via google forms and sent out on Instagram. Probability is used to raise and increase validity of the research problem in relation to other groups of singers and purposive sampling is then used to increase transferability of the interpreted data to the reader (Yu, 2007). Participants were asked if they were willing to be interviewed during the questionnaire and the responses to that question enabled me to request interviews from those particular respondents.  The interviews were held online via zoom allowing me to pick up on social cues (Opdenakker, 2006)  thus providing opportunity to interpret, reconstruct and discover new meanings by going deeper into reality (Laverty, 2003). Participants were presented with a table displaying Roland’s four levels of attention and Carson’s four levels of Worship performance in Appendix3. (Roland, 1997), (Carson 2002) (Robinson, 2011) and asked where they thought their own focus and experience lies. After this, open ended questions were asked specific to the participants experiences to create spaces for communication, which is based on values that aim to address issues concerning the development of humans and changes as those involved gain a deeper understanding of those issues, creating new ways of understanding and working toward obtaining feasible results  (Reason, 2008).




Presentation of Findings
Questionnaire responses
Confirmation of MPA in worship singers
The email questionnaire was made available for two weeks and gained sixteen participants responding. Limitations to the study included a small sample size for both the questionnaire and online zoom interviews. Questions regarding the validity and experiences of worship singers presenting with MPA included the symptoms of MPA already found in previous literature like palpitations, shaking and sweating (Juncos, 2018) and trepidation (Heather Winter Hunnicutt, 2011). It also included the contributing factors like fear (Barefield, 2012) and perfectionism (J Stoeber, 2012).  The pie chart below (figure 1) displays the percentage of female worship singers in comparison to male worship singers, while the pie chart (figure 2) displays the percentage of worship singers that experience MPA.
(Figure 1)
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(Figure 2)
[image: ]

The ratio of 87.5% of female worship singers in comparison to 12.5% of male worship singers and the correlation of 75% experiencing anxiety supports the already existing data that women have considerably more generalised anxiety then men that leads to a presentation of MPA and intensity of symptoms (Heather Winter Hunnicutt, 2011). Only four female participants stated that they do not experience anxiety.




The table below, (figure 3) presents the findings of when participants experience anxiety.

(Figure 3)
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Causes of MPA in worship singers

Inductive thematic coding was then used to identify the common themes within the participants answers around the causes of anxiety before, during and after singing. The initial coding supports the existing data that MPA is not just limited to on-stage performances (Senyshyn, 1999) but often sets in before a musician's performance (Lee, 2002). Figure 3 highlights the notion that it is before the performance that singers experience the most anxiety.
 



Initial codes (Table 1)
	Initial codes
	Number of participants contributing.
	Sample quote

	Causes of anxiety 
	Twelve
	‘Fear of singing out of key, people staring at me, people thinking bad thoughts about my singing, not being good enough like the other singers’.

	Causes of anxiety before singing
	Twelve
	‘Mainly nervousness, wanting to stay on key whilst being in the spirit and worshiping. Wanting for people to be able to flow with me and worship God without distraction’.

	Causes of anxiety during singing
	Eight
	‘Singing a particular song or note watching people’s faces worrying in my head if I’m doing ok’.

	Causes of anxiety after singing
	Six
	‘Feeling of not going the extra mile to perfection’.



The sample quote used to code the causes of anxiety after singing directly verifies previous studies on the two dimensions of perfectionism (J Stoeber, 2012), specifically perfectionist concerns by means of setting high goals for themselves (J Stoeber, 2012). Perfectionist concerns appear to be directly associated with MPA. (Osamu Kobori, Michiko Yoshie, Kazutoshi Kudo, Tatsuyuki Ohtsuki, 2011). As perfectionism is linked to extremely high levels of anxiety, those with perfectionist traits often yield themselves to high stress through the inability to accomplish high goals (Heather Winter Hunnicutt, 2011).
The sample quote used to code the causes of anxiety before singing, appears to verify the pressure that worship singers experience from the responsibility of creating a tangible worship experience generating from their own authentic worship (Kraft 2015)  (O.O.Odewole, 2018).
This is required to be achieved without focus on the process, self, or the audience (Roland, 1997), (Carson 2002) (Robinson, 2011) however, the sample quotes for both causes of anxiety and causes of anxiety during singing suggests the challenges that worship singers with MPA face in relation to the correlation between Roland’s four levels of attention and Carson’s four levels of Worship performance. (Appendix 3)
Following the initial coding process, thematic codes were then assigned to specific words and phrases by the participants used. These codes were, Fear, Pressure, expectations, comparisons/judgement and inadequate practice. This is displayed in table 2 below.
Grouping of initial codes (Table 2)

	Themes.
	Number of participants contributing.
	Frequency of themed responses.

	Fear
Seeing people come into church.
People
Overthinking
Knowing I have to sing
Stage fright
nerves

	Twelve
	Eleven

	Pressure
Not feeling good enough
Wanting to stay on key
Wanting the congregation to be able to flow and worship God
Lateness
Someone not doing their part 
	Twelve
	Eleven

	Expectations
Wanting the congregation to be able to flow and worship God
Proving myself
Connection with the congregation
Singing a particular song
Did I lead effectively

	Twelve
	Nine

	Comparisons/judgement
Thoughts of what the congregation expects
Not being good enough like other singers
People judging me
	Twelve
	Seven

	Inadequate preparations
My vocals not carrying the song
Lack of practice
Singing out of key
Forgetting the words
	Twelve
	Eleven



The thematic codes produced further validates the presence of MPA in worship singers and the contributing factors as to why MPA presents itself among this unique group of singers (Robinson, et al., 2011, 1997, 2002). The themes are consistent with existing literature on MPA among other groups of singers and musicians.

Existing symptoms of MPA found in worship singers.
Participants were asked if they experienced any of the existing symptoms of MPA found among other groups of singers (Juncos, 2018) and the results displayed below in (figure 4) confirm that worship singers experience all of these symptoms. With change in heart rate and worry gaining ten responses from thirteen participants again supports the claim that a female’s exceptional responses to stress causes them to become anxious quicker than males (Heather Winter Hunnicutt, 2011).
(Figure 4)



Effect of symptoms on singing ability and strategies used to manage MPA in worship singers.
In addition to the questions around the experiences and contributing factors to MPA in worship singers, further questions included the effect of MPA symptoms on the participants singing ability (Figure 5) and if the participants used any strategies to assist with managing their MPA. Inductive coding was used in the same way to search for themes in the participants responses.(Table 3)

(Figure 5)

The percentages in the pie chart show that out of fourteen responses, 64.3% stated that they feel these symptoms effected their ability to sing effectively during a worship service. Among the strategies used, prayer and breathing were the most frequent responses mentioned five times each out of twelve responses. No strategy used was mentioned twice, rehearsal once and focusing on what they are doing for God was also mentioned twice. This correlates with Roland’s four levels of attention (Roland, 1997) (Appendix 3).





Initial codes (Table 3)
	Strategies used to help with anxiety.
	Number of participants contributing.
	Sample quote

	Prayer
	Five
	‘Prayer and reciting scriptures’

	Breathing
	Five
	‘Breathing deeply and slowly to relax myself’

	Power of thought
	Two
	‘The power of thought, I think about what I am about to do for God's glorification not my own’

	Nothing
	Two
	‘Nothing I just go on,



Grouping of initial codes (Table 4)
	Themes.
	Number of participants contributing.
	Frequency of themed responses.

	Cognitive restructuring
Prayer and reciting scriptures
Prayer and committing it all to him
pray asking the Holy spirit to take the fear away


	Twelve
	Five

	ACT Theory
Nothing I just go on
No
	Twelve
	Two

	Autogenic training
Deep breathing
breathing techniques
Breathing deeply and slowly to relax myself
Try to breathe
	Twelve
	Five

	Scratch pad and pop up model
The power of thought, I think about what I am about to do for God's glorification not my own


	Twelve
	Two



Cognitive restructuring can be used as an effective treatment for MPA, by identifying the negative and fearful thoughts in the worship singers mind and replacing them with positive and realistic self-statements (Harris, 1986).This improves the cognitive and physiological processes that vocalists go through when experiencing MPA. In this instance, the use of prayer can be likened to cognitive restructuring in the form of the worship singer coaching themselves.  (Harris, 1986) provides a great example of how a singer can begin to coach themselves before the performance. Instead of thinking “I’m not good enough, the whole thing is going to be a disaster”, they can replace these thought with “This is for God and he thinks I am good enough’”. Harris goes on to say. “Understanding the nature of underlying attitudes (such as an excessive need for approval or for perfection) and challenging these ideas is an important part of the process psychologists refer to as "cognitive restructuring”. (Harris,1986) 
Acceptance and Commitment Theory referred to as ACT in literature has become popular in the last 20 years and belongs to the “third-wave” of behaviour therapies (Juncos, 2018). The goal of ACT therapy is not to eliminate the symptoms and feelings that come with MPA, but to enable individuals experiencing anxiety to develop and practice psychological flexibility in the presence of those experiences (Juncos, 2018). This flexibility is the ability to persevere with the task at hand despite experiencing the symptoms of MPA. 
Autogenic training developed by Dr. Johann Schultz and Wolfgang Luthe in the 1930’s, involves six exercises to enable athletes to reduce anxiety. Each exercise begins with deep diaphragmatic breathing that can be Incorporated into vocal pedagogy for singers presenting with MPA (Riley, (March 2012)). According to Martha Elliot (Elliott, September/October 2010)      observing the breath as it comes in and out of the body is a great way to practice mindful awareness. “Mindfulness can be thought of as moment-to-moment, non-judgmental awareness, cultivated by paying attention in a specific way, that is, in the present moment, and as non-reactively, as non-judgmentally, and as open-heartedly as possible” (Kabat-Zinn, 2005) (Elliott, September/October 2010).
Scratch pad and pop up model includes the visual aid of the scratch pad used as an effective strategy to identify the thoughts that go through the singer’s mind and ensure that only the necessary thoughts needed for the desired task are present. The Scratch pad, (mind) is not very big to begin with and as it becomes crowded, some instructions should be removed otherwise it will cause confusion (Eisensmith, 2010). Once something has been achieved, e.g., Sing the first note, that thought will disappear unless the singer continues to think about it. Pop-ups are likened to computer pop-ups that appear on our screen, especially when you don't want them too. As these pop-ups appear on the scratch pad,(the worship singers mind) ultimately the singer will need to ignore them. (Eisensmith, 2010). In relation to the worship singer, Pop-ups may include thoughts such as, ‘is the congregation engaged in Worship?’ or ‘does it look like I am just performing?’ However, the outcome of using the scratch pad and pop-up metaphors can assist the worship singer in sharpening their Focal attention on what they are singing, minimising the frequency of pop-ups (Eisensmith, 2010). 
It appears that the participants may already be applying these existing strategies to manage MPA without knowing that they are. Nonetheless, an appropriate vocal pedagogy for worship singers may benefit from the incorporation of these strategies. 

Accessing appropriate pedagogy.
When participants were asked if they thought there was appropriate vocal pedagogy available for the worship singer with MPA, the results were varied with 56.3% (9 respondents) saying no, 25% (4 respondents) saying maybe and 18.8% (3 respondents) saying yes (Figure 6). This clearly supports the belief that the worship singer generally has a lack of training and experience outside of their role in the church, as well as limited practical understanding of their vocal duty (Robinson, 2011). In addition to this, the results in (Figure 7) show that out of 15 responses 8 respondents (53.3%) would access an appropriate training course if one was available. 6 respondents (40%) said maybe and 1 respondent (6.7%) said they would not access it.








(Figure 6)
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(Figure 7)
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Zoom online Interviews
Participants were first shown the table displaying Roland’s four levels of attention and Carson’s four levels of Worship performance in Appendix3 (Roland, 1997), (Carson 2002) (Robinson, 2011) and asked where they thought their own focus and experience lies when singing for a worship service. Inductive thematic coding was used to search for and Identify common themes within the participants responses. The themes produced were participants having a self-critical view of themselves, as well as focusing on judgement from the congregation. They revealed that participants often engaged in vocal crossing of multiple music genres, experiencing limitations in their vocal ability due to a lack of technical vocal skills. There is a need for balance between their vocal duties and their spiritual duties as worship singers as well as reducing the pressure of the responsibility they bear. These codes are displayed in the tables below (Table 5) and (Table 6). 
Initial coding (Table 5) Zoom interviews.
	Initial codes
	Number of participants contributing.
	Sample quote

	Primary focus 


	Two
	‘If I have to lead worship for example my primary focus is on myself and on the audience because I’m thinking about if I have chosen the right songs to sing’

	Musical genres

	Two
	‘I am definitely more contemporary and Americanised and traditional styles of worship’

	Impact on vocal ability
 

	Two
	‘I suppose it does in a sense because sometimes it’s the language that is spoken, if you sing it a particular way it is more powerful and more strong my spirit connects to the songs, language is not a barrier for me but being able to deliver it with the language is difficult. There is a particular type of way it is sung’


	Vocal duty vs spiritual duty
	Two
	‘I have a basic understanding of my vocal duty, I am still learning and I think that is what makes me anxious I know I need to sing in key in the right tone those are the things that frighten me. Spiritual duty yes I have more understanding of my spiritual duty than my vocal duty’

	Authentic worship
	Two
	‘By creating that connection with God myself then I am able to create an authentic worship experience, I am not worrying about anyone else or what’s going on. The anxiety can hinder my vocal ability, if its not there then I sing better. When it is there I’m thinking about if I can hit that note’



Grouping of initial codes (Table 6) Zoom interviews.
	Themes.
	Number of participants contributing.
	Frequency of themed responses in transcript

	Self-critical/audience judgement.
Focusing on them selves and if they are good enough to complete the task. Worrying about what the congregation thinks about them.
	Two
	22

	Vocal crossing
Worship singers are singing different genres and concerned about the songs they choose to sing. Singing in different languages is challenging.
	Two
	12

	Vocal techniques/ limitations
Worship singers may not access appropriate pedagogy in and outside of church settings. Sometimes limiting themselves vocally.
	Two
	29

	Balance
The need for a balance between vocal training and spiritual maturity.
	Two
	21

	Responsibility
Feelings of such a responsibility to sing effectively and create an authentic worship experience.
	Two
	12



Self-critical/audience judgement.
Participant one revealed that their primary focus was on self and on the audience because they think about if they have chosen the right songs to sing, if they will sing the song correctly and that they need to get it right. They are anxious about on how they will bring the song across and the expectations of the audience and leading worship. Participant two revealed similar thoughts and anxieties however, identified that they were being “self-critical” about themselves. Participant one stated that they felt they went through a process when singing worship and this process was related to Roland’s four levels of attention (Roland, 1997), (Carson 2002) (Robinson, 2011). It began with primary focus on self before moving to the audience (congregation), then focus on the technical process of singing and at times focusing on the big picture. Both participants expressed the need to focus on the big picture which is ultimately to worship God, and allow his presence to take over. 
Balance
When asked if participants had a practical understanding of their vocal duty and spiritual duty as worship singers, both participants stated that they had a basic understanding of their vocal duty (Robinson, 2011), and more understanding of their spiritual duty. Themes emerged on the notion that there was an imbalance of knowledge between vocal training and spiritual maturity however, if they had more knowledge, skill and technical training in their vocals it will reduce their anxieties around worship singing. Both participants did not access any vocal training outside of their church for financial reasons but agreed that it is something that they need and would like to do. 

Vocal techniques/ limitations 
Participant one went on to reveal that because of this basic understanding, at times they limit themselves with what they are singing as the do not have the confidence and skill to achieve things with their voice that they want too.
Vocal crossing
 In addition to this, thoughts about song choices and genres were evident as participant one revealed that songs from West Africa were often sang resulting in singing in a different dialect. This also caused anxiety as there was a lack of confidence in delivering the songs in the same way. Participant two revealed thoughts of feeing that particular songs were “too big for them” and that they did not want to “ruin” the song  (Barker, 2002) .
Responsibility
 Another common theme was judgement from the audience (congregation)  (Barker, 2002) and comparison to other worship singers. Participant one revealed that they are married to the Bishop of the church therefore holding an important role/position. They felt the responsibility to not only sing effectively but deliver an authentic worship experience (Kraft 2015)  (O.O.Odewole, 2018) caused immense pressure and anxiety. In contrast, participant two expressed thoughts and anxieties around comparison to other worship singers who may be seen by the congregation as more skilled and/or having more “anointing”. In the Christian community, the anointing is used to describe someone who has been chosen and called by God, anointed with Gods power to accomplish supernatural things (Swift, 2019). This could explain the emphasis on more understanding of spiritual duty in relation to vocal duty. However, both participants expressed that in order for the congregation to connect and engage in worship there needs to be a balance of vocal and spiritual duty. During worship services, the strategy that both participants used was to try and shut of their thoughts, focus on God and what they were doing for God as opposed to worrying about their vocal ability and judgement from the congregation. By doing this, they would eventually reach primary focus on the big picture, transparently worshipping God (Roland, 1997), (Carson 2002) (Robinson, 2011) and creating an authentic worship experience (O.O.Odewole, 2018). This emerged as the most important goal of the worship singer, supporting existing research that people presenting with anxiety often display high levels of perfectionism by setting high goals for themselves(Burns,1980;) (Pacht,1984) (J Stoeber, 2012).This can magnify the “fear” of potentially making mistakes, judgement from others and comparison between the expectations and the performance (J Stoeber, 2012).
Both participants mentioned fear during the interview and were asked where they think this fear comes from? Participant one revealed that it was from not feeling good enough not just in worship singing but other areas of their life. Participant two revealed that the fear was from low self-esteem from child hood and being compared to their sibling the majority of their life. These themes support the existing research that this fear could be the result of unresolved trauma (Dianna T Kenny, Jeremy Holmes, 2015).

Conclusions and recommendations.
The aim of this research project was to validify if worship singers experience MPA and to ascertain if an appropriate vocal pedagogy can be developed, using existing strategies or adapting them to close the gap. It is clear to see from the responses that worship singers do experience MPA from a variety of contributing factors. (See the tables and figures above) While the contributing factors and experiences of worship singers with MPA are somewhat identical to existing causes of MPA among other groups of singers (Ajhriahna Henshaw, 2022), interpretation is essential for the process of understanding that every experience and interpretation is influenced by the individual’s circumstances (Laverty, 2003). Although some worship singers attempt to apply their own strategies to help reduce their anxieties in the form of prayer, breathing, eliminating negative thoughts and acceptance, they could benefit from a more focused vocal pedagogy incorporating Acceptance Commitment Therapy, (Juncos, 2018) Autogenic training, (Riley, (March 2012)) Cognitive restructuring (Harris, 1986) and the use of the scratch- pad and pop- up model (Eisensmith, 2010). These therapies would need to be adapted to suit to the individual needs of the worship singer, with knowledge and training in specific styles and genres, (Rooney, 2014) and experience and knowledge within the Christian Worship culture (Robinson, 2011). This will need to be applied without questioning the authenticity of the worship singer’s identity, beliefs and the role that their faith/religion plays when it comes to MPA. The key word is to bring a balance to the worship singer’s vocal duty and spiritual duty in order to assist with reducing the anxiety as the responses revealed that worship singers had a basic practical understanding of their vocal duty(Robinson, 2011). Although more emphasis was made on the spiritual duty with focus on being more “anointed”, it is clear to see that the lack of appropriate vocal training creates room for anxiety to surface through inability to deliver songs in a way that the congregation can connect and engage. This then feeds thoughts of inadequacy, self-criticism, limitations, fear and comparison. 
Some further areas of study have surfaced from embarking on this project that can lead to future investigations:
· Do worship singers experience burnout from their role? How can the vocal coach prevent this?
· An experiment into an alternative way to set up of a worship service in order to reduce Musical performance anxiety.
· What are the expectations of the congregation from a worship singer?
I expected this research project to be quite challenging however, I have been able to reflect on my practice. Proceeding with caution and within boundaries (Moon, 2004) to avoid causing offence or opening an argument for theological debate was always in the back of my mind. However, the topic of MPA and vocal pedagogy for worship singers cannot be investigated without the connection to the word of God and the belief system of Christianity. Because of previous study into musical performance anxiety, its causes, symptoms and strategies, connecting each area together with worship singers was not as challenging as I had found when initially conducting my literature review. However, the process of inductive thematic coding was extremely time consuming particularly when transcribing the online interviews. This research project has uncovered a need to address a specific problem within a community (Reason, 2008), appropriate vocal pedagogy for the worship singer with MPA which I am excited to embark upon.
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Appendix 1
Sabrina Hilaire Ajebon research project November 2023
This study is being done as part of my MA in Vocal Pedagogy. I will be looking at the feelings that worship singers experience around anxiety in order to further develop my vocal pedagogical approaches to MPA.
If you agree to participate, this questionnaire will take no longer than approximately 10 mins.
 All data will be encrypted and kept in a password protected personal MAC laptop that 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. Participants names will not be collected. The data will be stored until the project is concluded and then deleted. In accordance with the Data protection Act 2018, all participants will have the right to ask to view what data is held in relation to them, and if the participant requests it will be deleted and not used in the project.
If you have any questions you can contact me, Sabrina Hilaire Ajebon via email- hilaire266@gmail.com
Or you can contact my research supervisor, Kerrie Obert via email- kerrie@voicestudycentre.com
 Consent form.
By clicking yes, you consent to take part in this research.
 I understand that even if I agree to participate now, I can withdraw at any time
I understand that I can refuse to answer any question involved during the research process without any consequences of any kind.
 I have had the purpose and nature of the study explained to me in writing and I have had the opportunity to ask questions about the study.
 I understand that participation involves filling out a questionnaire.
 I understand that I will not benefit directly from participating in this research.
 I understand that all information I provide for this study will be treated confidentially.
I understand that in any report on the results of this research my identity will remain anonymous.
 This will be done by changing my name and disguising any details of my questionnaire which may reveal my identity or the identity of people I speak about.
 I understand that if I inform the researcher that myself or someone else is at risk of harm they may have to report this to the relevant authorities - they will discuss this with me first but may be required to report with or without my permission.
Appendix 2

Are you male or female?*
Male
Female
How long have you been a worship singer?*

Your answer
How often do you sing during a worship service? 
*
Once a week
Fortnightly
once a month
Other:

Do you experience any anxiety
Yes
No
If answered yes, what do you feel causes this anxiety?
Your answer

   When do you experience anxiety? 
Before singing
During singing
After singing
All three
If you experience anxiety before singing, what do you feel brings this on?
Your answer

If you experience anxiety during singing, what do you feel brings this on?
Your answer

If you experience anxiety after singing, what do you feel brings this on?
Your answer

Do you use any strategies to help with this anxiety?
Your answer

  Do you experience these symptoms? Tick all that apply.
Change in heart rate
Rapid or deep breathing.
Hot or cold extremities.
Nausea.
Gas.
Bloating.
Shaking.
Sweating.
Shame.
Worry.
Procrastination.
Thoughts of catastrophe.
Dry mouth.
Do you feel these symptoms effect your ability to sing effectively during a worship service?
Yes
No
Do you think there is appropriate vocal training available for worship singers who experience Musical performance anxiety?
Yes
No
Maybe
If a training course was available, would you access it?
Yes
No
Maybe
Would you be willing to be interviewed as part of this research study?
Yes
No
Maybe

Appendix 3
	Roland’s four levels of attention (1997)
	Carson’s four levels of Worship Performance (2002)

	Primary focus on self
	Some are engrossed in the Worship of God

	Primary focus on the audience
	Some merely perform

	Primary focus on the process
	Some merely sing

	Primary focus on the ‘big picture’
	Some transparently worship God




Appendix 4
1. Where do you feel your focus is and why? Do you agree/ disagree with this correlation?
2. How do you feel about the genre of songs that you sing during a worship service?
3. Does it have an impact on your ability to sing songs effectively?
4. Do you access any vocal training outside of church, why/why not?
5. Do you feel you have a practical understanding of your vocal duty vs spiritual duty? If so what is this?
6. Do you feel you have any personal anxieties around creating/demonstrating authentic worship?
Appendix 5
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If answered yes, what do you feel causes this anxiety?12 responses
People judging me or comparing me to others
Expectation of the audience
The pressure of leading worship where everyone can connect
I initially experienced anxiety but it has lessened over the years however when entering in a new space this is something that begins to happen again.
People
Fear
My vocals and being afraid of carrying the song
Pressure put on by others not doing what they are suppose to do
Nervousness of possible messing up.
Not to sing out of tone and lack of adequate practice.
Lack of practice
Fear of singing out of key, people staring at me , people thinking bad thoughts about my singing , not being good enough like the other singers
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If you experience anxiety before singing, what do you feel brings this on?12 responses
Not feeling good enough
Expectation
Seeing people come into the church
Mainly nervousness, wanting to stay on key whilst being in the spirit and worshiping. Wanting for people to be able to flow with me ans worship God without distraction.
People
Stage fright
Depends on where I sing
My thoughts of what the congregation expects of me
Lateness or a change in direction caused by someone not turning up or doing what they are suppose to do.
Overthinking
Forgetting some of the words/feeling of proving myself to the congregations instead of being confident in myself.
Knowing I have to sing , or if I haven't had enough rehearsal

If you experience anxiety during singing, what do you feel brings this on?
8 responses
People
Not keeping in tune
Nerves
Singing a particular song or note ,wathung peoples faces worrying in my head if im doing ok
Connection with the congregation, some disengaged for whatever reason
Lack of confidence/ practice
Forgetting the words
Standing up infront of everyone, if I get a note wrong or sing in the wrong place

If you experience anxiety after singing, what do you feel brings this on?
6 responses
People
Mistakes made
Did i lead effectively
N/A
Feeling of not going the extra mile to perfections.
If I sang the song wrong or out of key


Do you use any strategies to help with this anxiety?12 responses
Pray
Deep breathing, hot drink
The power of thought, I think about what I am about to do for God's glorification not my own
Nothing I just go on
No
Rehearsal
Prayer and reciting scriptures
Prayer and committing it all to him
Prayer and breathing techniques
Breathing deeply and slowly to relax myself
Take a deep breath
Try to breathe and pray asking the Holy spirit to take the fear away
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Appendix 6
Transcript of interviews.

Interviewer- Take a look at his table, this is the correlation between Roland’s four levels of attention and Carson’s four levels of worship performance. Let me know where you think you fit in the four levels of attention.

Participant one- Do I have to pick one?
Participant two- Can it be one of each or pick one?
Interviewer -How ever you feel

Participant one-From Rolands for levels there is three on there I would say.
Participant two- I would say my primary focus is on self.
Interviewer-Why would you say that

Participant one-If I have to lead worship for example my primary focus is on myself and on the audience because im thinking about if I have chosen the right songs to sing, if I will sing the song correctly and I need to get it right, I am anxious on how I will bring the song across and the expectations of the audience and leading worship. Will I be able to bring them into worship.I know the focus in my heart is to worship God but when I’m up there it becomes oh my gosh I need to deliver, oh my gosh I need to get the people going so yeah.
My first initial thoughts and process is I just need to get up there and sing it. It makes me more anxious because of the different steps in my head. Just need to do it and get off, its still like oh my gosh bringing in the audience. 
Participant two- Because I am worrying about the performance side of things, am I gonna sound good, remember the lyrics, transitions of the song, getting the tempo right, There is always a lot going on in my head. I say self because I feel I am being self-critical, I know what the process is but focused on if I get it right. Its changed over the years, I think I probably would have been more focused on the process before, its kind of interrelated as I want it to go well. There are times when I am not worrying about anything but focus on self is the more critical aspects.
Interviewer-So you are saying that your process is to go through each level in the Roland’s four levels of attention? 
Participant one -Yes
Interviewer- At some point do you ever feel like you get to this last one, primary focus on the big picture?
Participant one- yes towards the end. While I am doing it there are so much thoughts going through my head like I’m screaming inside come on God, God God, come on God I’m not relaxed in that sense. I,m more anxious about how people are gonna perceive and receive me.
Interviewer- When you are saying come on God, what exactly are you asking for?
Participant one- I just want God to take over but sometimes what I have realised is it is just about me relaxing and focusing on the bigger picture, this is about God and so I will say the process starts, I get on the stage and im like ok God im singing this song throughout the song as I start to sing the words of the song that’s when it starts to resonate and that’s when that focus comes this is all about God and I am able to shut in and connect with the song regardless if the people are just looking at me, regardless if they are not engaging.
Interviewer- How do you feel about the genre of songs that are sang in your specific worship services?

Participant one-I like different genres and don’t like to stick to one thing, it hones in on the differences that God has created. In my church, Bishop is Nigerian so there is more focus on songs coming from west Africa or east Africa which is fine but when you try to sing different songs its difficult because you are used to one genre.
Participant two- I have learned that I pick song based on how they have ministered to me or I just like the song, lyrical content or musicality without thinking about how it will translate to the congregation, generally speaking I am happy with the types of songs I pick, I am definitely more contemporary and Americanised and traditional styles of worship.

Interviewer-Do you feel the genres that are sang in your church impact your ability to sing effectively.
Participant one-I suppose it does in a sense because sometimes it’s the language that is spoken, if you sing it a particular way it is more powerful and more strong my spirit connects to the songs, language is not a barrier for me but being able to deliver it with the language is difficult. There is a particular type of way it is sung.
Participant two- yeah there are definitely songs that I will stay away from im not that confident in I don’t feel my performance would be able to carry it. If it’s a genre I am not comfortable with then rehearsals are really important. When I am singing BV’s I am more conscious as a I don’t want to ruin the sound and it also depends on the worship leader. Certain worship leaders who are more experienced you feel that you don’t have to do as much to support them but the one who are less experienced I feel that there is more weight to what I am adding cos I am trying to support them and I want it to go well.
Interviewer- Do you access any vocal training outside of your church?
Participant one- No, I need too.  I think its more about affordability. I have tried you-tube but I find 1-1 better having someone see you and pull it out of you for me it builds more confidence.
Participant two- At the moment no, I have in the past. Its because of the cost, it is definitely something I would love to do.
Interviewer- Do you feel you have a practical understanding of your vocal duty vs spiritual duty? If so what is this?
Participant one- I have a basic understanding of my vocal duty, I am still learning and I think that is what makes me anxious I know I need to sing in key in the right tone those are the things that frighten me. Spiritual duty yes I have more understanding of my spiritual duty than my vocal duty and the spiritual side I think helps me to navigate through the worship even if I feel my voice has failed I know spiritually it’s all about the bigger picture about God, me connecting to his spirit and allowing him to have his way. Again they work hand in hand. I just realised as I am talking to you that they work hand in hand. To engage and help the congregation to follow and connect it’s got to be done properly.
Participant two- There is levels, on a basic level yes I know the difference between the two and that’s where your song choices, the key, all of that comes in and putting into practice breathing and timing. As a worship leader my vocal duty is too be able to allow the congregation to be able to sing a song with ease, understand the song and connect, if they are not connecting is it because of the way I am singing it, wrong key, too high can impact how they receive and connect on a spiritual level understanding its not about me, its about lifting up the name of Jesus and the focus on him and not self. The more knowledge I have of singing will enhance what I am doing. There is not enough knowledge in relation to singing in church and this is where the struggle is because I am told its not about your vocal ability but about the anointing so that pressure is there of is the anointing flowing today, its in the back of your mind at the same time if I am not singing right then they are not going to connect and enjoy. There are anxieties because you cant help but compare if there is more than one worship leader. You are making a comparison as certain worship leaders are perceived as more anointed or more skilfull in certain areas so there is definitely a pressure there and that is where the performance anxiety comes in because ai love to sing and worship but at the same time I’m like people are watching me, I want it to go well , I have a responsibility I want the holy spirit to move all of this added pressure.

Interviewer- Do you think if you were confident in your vocal ability that it would help reduce your anxieties?
Participant one-100% and it will even help with the spiritual duty because sometimes I block myself from going in, its connected to the voice.

Interviewer- Break that down for me

Participant one-Sometimes I can feel the presence of God but if I am off in my vocals I just stop and don’t know how to rescue myself.
Interviewer- So what I am hearing is that in your head you can hear that you want to do something with your vocal but you don’t feel you can do that so you pull back and limit it? 

Participant one -Yeah yeah. im jumping like the frog in the jar but it’s the fear I think and agin it is the vocals and being able to continue in the tone of the song or reach a certain peak in the song. You can feel the spirt wants to take it higher but im like oh no stop.
Interviewer- So is the fear, I can’t get there?
Participant one-Yes, sometimes I just want to take the song up a bit more, I can feel it and im like ok God I can feel your presence but to take it up vocally im like ooooo I don’t know about that.
Interviewer- Do you feel you have any personal anxieties around creating/demonstrating authentic worship?
Participant one- Yes I definitely do, I would say it is positioning of who I am in the church. I am the first lady, the Bishops wife. More anxious about peoples expectations of me of being perfect its also an anxiety I don’t want to fail. The worship inside of me is all about God and in my head becomes about people pleasing. I am just scared so I sit at the back. When the worship team is singing I feel a pull to go up there or when they are not in order. There is such a passion inside of we and I want things to be in order because it is important but at the same time its just that thing of can I do this?  To be honest my main anxiety is carrying the song and my vocals, those are the biggest ones. If I can feel confident in those I will be able to execute perfectly.
Participant two – Yes, I would say there is an improvement if I look back, that’s when u have to switch off and not worry about what people are thinking. By creating that connection with God myself then I am able to create an authentic worship experience, I am not worrying about anyone else or what’s going on. The anxiety can hinder my vocal ability, if its not there then I sing better. When it is there I’m thinking about if I can hit that note.
Interviewer- Do you always feel confident in your vocal ability?
Participant two- No.
Interviewer- If you were confident in your vocal ability, do u feel that would lessen you anxiety? 
Participant two- Yes its about the delivery, I can feel sometimes that the song is too big for me. Even though it may not nessasarily be too big for me its more about how I deliver that song. If I had the vocal training and felt more confident in my vocal ability it would lessen the anxiety. The authenticity of the worship experience is more important, I would put that higher, its tricky cos if you sing 5 songs off key then you won’t get that experience. 
Interviewer- How do you think you can develop those areas?

Participant one- I do need vocal training or coaching I know it will help and support me. Even if I am on my own singing in the bathroom and I go off I just stop.

Interviewer- Where do you think this fear and anxiety comes from

Participant one-From not feeling good enough and not wanting to fail. Being the Bishops wife is worse, people wont say it to your face but there is an expectation.
Participant two- Not feeling good enough like I’m not a good singer.
Interviewer- Is not feeling good enough just around your vocal ability or other areas of your life?
Participant one -Definitely other areas and it filters through to singing as well.
Participant two- It’s a self- esteem thing, it filters into my vocal ability but it comes from how I feel about myself. Its from child hood, I am a twin and have constantly been compared all my life.
Appendix 7

Initial codes (Table 1)
	Initial codes
	Number of participants contributing.
	Sample quote

	Causes of anxiety 
	Twelve
	‘Fear of singing out of key, people staring at me, people thinking bad thoughts about my singing, not being good enough like the other singers’.

	Causes of anxiety before singing
	Twelve
	‘Mainly nervousness, wanting to stay on key whilst being in the spirit and worshiping. Wanting for people to be able to flow with me and worship God without distraction’.

	Causes of anxiety during singing
	Eight
	‘Singing a particular song or note watching people’s faces worrying in my head if I’m doing ok’.

	Causes of anxiety after singing
	Six
	‘Feeling of not going the extra mile to perfection’.



Grouping of initial codes (Table 2)

	Themes.
	Number of participants contributing.
	Frequency of themed responses.

	Fear
Seeing people come into church.
People
Overthinking
Knowing I have to sing
Stage fright
nerves

	Twelve
	Eleven

	Pressure
Not feeling good enough
Wanting to stay on key
Wanting the congregation to be able to flow and worship God
Lateness
Someone not doing their part 
	Twelve
	Eleven

	Expectations
Wanting the congregation to be able to flow and worship God
Proving myself
Connection with the congregation
Singing a particular song
Did I lead effectively

	Twelve
	Nine

	Comparisons/judgement
Thoughts of what the congregation expects
Not being good enough like other singers
People judging me
	Twelve
	Seven

	Inadequate preparations
My vocals not carrying the song
Lack of practice
Singing out of key
Forgetting the words
	Twelve
	Eleven



Initial codes (Table 3)
	Strategies used to help with anxiety.
	Number of participants contributing.
	Sample quote

	Prayer
	Five
	‘Prayer and reciting scriptures’

	Breathing
	Five
	‘Breathing deeply and slowly to relax myself’

	Power of thought
	Two
	‘The power of thought, I think about what I am about to do for God's glorification not my own’

	Nothing
	Two
	‘Nothing I just go on,



Grouping of initial codes (Table 4)
	Themes.
	Number of participants contributing.
	Frequency of themed responses.

	Cognitive restructuring
Prayer and reciting scriptures
Prayer and committing it all to him
pray asking the Holy spirit to take the fear away


	Twelve
	Five

	ACT Theory
Nothing I just go on
No
	Twelve
	Two

	Autogenic training
Deep breathing
breathing techniques
Breathing deeply and slowly to relax myself
Try to breathe
	Twelve
	Five

	Scratch pad and pop up model
The power of thought, I think about what I am about to do for God's glorification not my own


	Twelve
	Two



Initial coding (Table 5) Zoom interviews.
	Initial codes
	Number of participants contributing.
	Sample quote

	Primary focus 


	Two
	‘If I have to lead worship for example my primary focus is on myself and on the audience because I’m thinking about if I have chosen the right songs to sing’

	Musical genres

	Two
	‘I am definitely more contemporary and Americanised and traditional styles of worship’

	Impact on vocal ability
 

	Two
	‘I suppose it does in a sense because sometimes it’s the language that is spoken, if you sing it a particular way it is more powerful and more strong my spirit connects to the songs, language is not a barrier for me but being able to deliver it with the language is difficult. There is a particular type of way it is sung’


	Vocal duty vs spiritual duty
	Two
	‘I have a basic understanding of my vocal duty, I am still learning and I think that is what makes me anxious I know I need to sing in key in the right tone those are the things that frighten me. Spiritual duty yes I have more understanding of my spiritual duty than my vocal duty’

	Authentic worship
	Two
	‘By creating that connection with God myself then I am able to create an authentic worship experience, I am not worrying about anyone else or what’s going on. The anxiety can hinder my vocal ability, if its not there then I sing better. When it is there I’m thinking about if I can hit that note’



Grouping of initial codes (Table 6) Zoom interviews.
	Themes.
	Number of participants contributing.
	Frequency of themed responses in transcript

	Self-critical/audience judgement.
Focusing on them selves and if they are good enough to complete the task. Worrying about what the congregation thinks about them.
	Two
	22

	Vocal crossing
Worship singers are singing different genres and concerned about the songs they choose to sing. Singing in different languages is challenging.
	Two
	12

	Vocal techniques/ limitations
Worship singers may not access appropriate pedagogy in and outside of church settings. Sometimes limiting themselves vocally.
	Two
	29

	Balance
The need for a balance between vocal training and spiritual maturity.
	Two
	21

	Responsibility
Feelings of such a responsibility to sing effectively and create an authentic worship experience.
	Two
	12
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Remote 1:1 interviews via zoom will also be used to gather qualitative data in relation to the experiences of worship singers with MPA and possible strategies to overcome this.
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SECTION F: Scope of Research Activity
	1
	Will the research activity include:
	
YES
	
NO

	2
	Use of a questionnaire or similar research instrument?
	☒
	☐

	3
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	☒
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	2
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	3
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	12
	Participant numbers and source
Provide an estimate of the expected number of participants. How will you identify participants and how will they be recruited? 

	13
	How many participants are expected?

	I am expecting to have a maximum of 10-15 participants for the surveys, questionnaires, and remote interviews. Participants will be from the Evangelical Christian community.
(this box should expand as you type)

	14
	Who will the participants be?

	
The participants will be a mixture of both male and female worship singers from the Evangelical Christian community. Some participants will be known to me, and some will not.

(this box should expand as you type)

	15
	How will you identify the participants?
	
I will identify the worship singers by my familiarity within the church community. Through Facebook gospel artists group pages, personal Instagram followers and worship singers in my own church. I will invite them to participate through social media.
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How often do you sing during a worship service?
16 responses

Once a week 11 (68.8%)
Fortnightly
once a month

Not at present
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Do you experience any anxiety
16 responses

® Yes
® No
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When do you experience anxiety?
13 responses

Before singing 10 (76.9%)

During singing 3(23.1%)
After singing

All three 2 (15.4%)
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Do you experience these symptoms? Tick all that apply.
13 responses

Change in heart rate 10 (76.9%)]
Rapid or deep breathing.
Hot or cold extremities.
Nausea.

Gas.

Bloating.

Shaking.

Sweating.

Shame.

Worry.

Procrastination.
Thoughts of catastrophe.
Dry mouth.

5 (38.5%)
4(30.8%)
3(23.1%)

3(23.1%)

4(30.8%)

10 (76.9%

)
5 (38.5%)
6 (46.2%)




image17.png
Do you feel these symptoms effect your ability to sing effectively during a worship service?
14 responses

® Yes
® No
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Do you think there is appropriate vocal training available for worship singers who experience

Musical performance anxiety?
16 responses

® Yes
® No
©® Maybe
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If a training course was available, would you access it?
15 responses

® Yes
® No
©® Maybe
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Would you be willing to be interviewed as part of this research study?
16 responses

® Yes
® No
©® Maybe
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Do you experience any anxiety
16 responses

@ Yes
® No





