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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. 
After creating and piloting a holistic vocal training program called Vocal treasures, the aims and objectives of this study are:
1.To evaluate the effects of a holistic vocal training program on this group of singers. 
2.To evaluate if there is a change in MPA, confidence, technical vocal ability and overall spiritual well-being after the intervention. 
3.To contribute valuable knowledge to the field of vocal pedagogy in the unique area of worship singing.
4.Ensure these methods are accessible and available to worship singers from all denominations of Christianity.
Worship singers have an incredibly unique role that transcends beyond their technical ability (Robinson, 2011), this may include spiritual and leadership responsibilities within the church environment, careful selection of songs, musically directing a band as well as the responsibility to create an authentic worship atmosphere through singing (O.O.Odewole, 2018). The Biblical precedent in the Old Testament portrays the worship singer as a responder, (Psalm 29:2)  encourager, (Psalm 34:1) exhorter, (Romans 12:8) consoler, ( Psalm 42:4) teacher, (1 Corinthians 15:58) and spiritual warfare militant ( 2 Corinthians 10:4-5) (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 obstacle. 
· Technical limitations- A lack of adequate vocal training  (Neto, 2016)  for techniques prevalent in the three main genres of worship singing which are Contemporary Christian Music, American Gospel and African praise and worship. This 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 as worship singing should be the result of hearing and meditating on the word of God (O.O.Odewole, 2018). 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 combines 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 topic of a holistic vocal program for worship singers is currently under underdeveloped within literature creating a gap. In addition to this, the topic of worship singers presenting with MPA is non-existent in literature and only focus on classical musicians including some singers in their candidates (Ajhriahna Henshaw, 2022). 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).
Therefore 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 narrative 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. I first analyse the data from Likert scale questionnaires to gain the average and difference in scores. I will then transcribe statements from focus group interview before using inductive thematic coding to identify the common themes within the participants answers.
Through experimental design, I will conduct a study intervention for participants to engage in the intermediate level of my holistic curriculum Vocal treasures for 8-12 weeks. This curriculum was developed in a previous study into the curriculum design of a holistic vocal pedagogy for worship singers (Hilaire, 2025). The curriculum consists of three levels, entry level, intermediate and advanced. The study will include the intermediate level as it ensures that the unit content is matched to the current skills and abilities of the singer in a way that is logically ordered to implement the skills and knowledge needed (Latta, 2012).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. This will be measured through an initial vocal assessment where the participant will perform a song of their choice that is observed by myself. The participant will sing the same song after the intervention to assess vocal proficiency, vocal range and pitch accuracy again. 
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 designed specifically for this project  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 increase my knowledge of strategies to overcome MPA and imbed these strategies into vocal pedagogy for worship singers.
·  Increase my knowledge of voice rehabilitation and voice building to potentially incorporate these into effective and appropriate vocal pedagogy for worship singers.
· To deepen my personal understanding of worship singing spiritually, emotionally and psychologically and how this can be conveyed in a holistic vocal pedagogy.


 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, artistic expression, resonance, endurance, and resilience (Ajhriahna Henshaw, 2022). However, emerging research suggests that the role of the worship singer incorporates far more than vocal ability alone. Creating a connection with the Holy Spirit, responding to the congregation and testifying a personal story (Lynch, 2020) forms the foundation upon which the singer is required to sing. As worship songs are created to ‘minister’ to the congregation and not for entertainment, the singer must include 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). 
The worship singer’s role also involves 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. Therefore, this research project is about evaluating how effective Vocal treasures is in meeting the needs of worship singers with their multifaceted roles.
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 seen research into effective training programmes that integrate these areas holistically. Moreover, the prevalence of Musical Performance Anxiety (MPA) among worship singers appears to be underreported and insufficiently addressed within existing vocal education frameworks. MPA refers to both physical and psychological effects that have the potential to negatively impact a performers work (Barefield, 2012). Musical performance anxiety is not just limited to on- stage performances (Senyshyn, 1999) but often sets in before a musicians performance (Lee, 2002). Physical symptoms include palpitations, shaking and sweating (Juncos, 2018) and trepidation (Heather Winter Hunnicutt, 2011). Psychological effects include fear, negative and fearful thoughts (Harris, 1986), perfectionist concerns (J Stoeber, 2012) and avoidance (Harris, 1986).

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 narrative 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.
 I began by pulling together the previous literature on the causes and symptoms of MPA, best practice for vocal pedagogy, and identified the gaps in literature that needed to be filled. Literature was found through online searches on google scholar and Academia. This included literature on the Kenny music performance anxiety inventory known as (K-MPAI). When reviewing the literature on K-MPAI, the theory of Flow was mentioned and I was able to berry-pick via footnote-chasing (Bates, 1989) to review further literature on Flow.
My literature review appeared to focus on research outcomes while also addressing research methods and theories that would result in the application to practices (Randolph, 2009) and ultimately support the interpretation of my data and allowing flexibility in analysis.


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). 
Worship singing
Worship can be expressed in many forms however, Worship singing should be the result of hearing and meditating on the word of God. (O.O.Odewole, 2018). In modern culture, the experience of worship is generated through music and songs of praise to God (O.O.Odewole, 2018), and authentic worship generally involves a lot of singing to construct an atmosphere of praise and worship (O.O.Odewole, 2018).
The first documented act of Praise and worship through singing was recorded in (Exodus 15:1-21) as a spontaneous expression of worship by Miriam, the sister of Aaron and Moses after they had crossed the Red Sea while being chased by the Egyptian army of Pharoah. (Robinson, 2011). This act of Worship was accompanied by musical instruments and dancing. Today, corporate worship singing is often led by one singer, known as the worship leader, with supporting backing vocalists and musicians identified as the Worship team. Most worship singers are volunteers within their church (Robinson, 2011).
(Robinson, 2011) states that the distinction between entertainment and ministry establishes the value and worth of the worship experience. Moreover, the positive result of the Worship service is placed on the worship singer’s ability to personify a maximum performance (Robinson, 2011).
Historical, Cultural and spiritual features
The historical context of singing in the Christian community, began in the Catholic church in the 4th century. As music developed, new musical devices such as polyphony (multiple voices and harmonies) emerged (Kovalsky, 2021). Harmonies are commonly used in most worship songs today. The emergence of new singing styles like Jazz, gospel, folk, blues, pop, and rock known as CCM required techniques such as Belting, Belt-Mix, Vibrato and the use of separate voice registers to induce breathiness in styles like CCM (Kovalsky, 2021). 
[bookmark: _Hlk176982443]Specific vocal techniques have been described as distinctly African American musical devices and is further supported by Beverly Chinn’s experiment ‘Vocal Self-Identification, Singing Style, and Singing Range in Relationship to a Measure of Cultural Mistrust in African-American Adolescent Females’ (Chinn, 1997). The study reveals that specific vocal techniques are important to the African American culture (Lynch, 2020). These Traditional African American techniques, referred to as TAATs, emerged in popular media during the 1920’s (Lynch, 2020). They are used to express oneself as a valued technique in this style and are the foundation of the construction of African diasporic music (Lynch, 2020). Techniques such as raspiness, chest voice (shouts), and glottal stops are a part of gospel music aesthetics and play a vital role in the performance of gospel music. Drawing from responses to a questionnaire in chapter 4 ‘The Voice God Gave Me Conversations with 7 Gospel singers’ (Lynch, 2020), participants disclose that a raspy voice shows that the singer believes and connects to what they are singing (Lynch, 2020). The technique of storytelling is essential in gospel music through creating a connection with the Holy Spirit, responding to the congregation and testifying a personal story (Lynch, 2020). The utilisation of TAAT’s is to convey the message in the music in a way that touches the listener (Jordan, 2021). 
In the paper ‘Ministry through Musical Performance Establishing Biblical, Historical and Pedagogical Precedent for the Christian Performing Artist’ (Graham, 2018) begins by describing the Christian performing artist as one set apart for service to God and has a ministry through performance. Most songs sang in worship services are indeed sung by popular Christian performing artists. The main role of the Christian performing artist is the communication of psalms, hymns and songs from the spirit however they are ultimately subject to the equivalent biblical qualifications as the pastor (Graham, 2018). In essence, the worship singer will need to be trained in a way that develops complex skills of personal being, communication and demonstration as the Biblical precedent in the Old Testament portrays the worship singer as a responder, encourager, exhorter, consoler, teacher and spiritual warfare militant (Graham, 2018). As the worship singer tends to switch through these roles during a worship service, they would need to apply the appropriate vocal techniques to communicate the message of the song effectively.

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). Most importantly, MPA among worship singers is extremely underrepresented in literature.
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). In a UK setting, it appears that some worship singers have had some form of training however, it is yet to be investigated if this training was adequate or appropriate to their singing experiences. 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. 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.
 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 research project was 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.
Using Cronbach’s alpha, (α) statistical measure of internal consistency the PerfAIM demonstrated an excellent consistency score of =0.93 suggesting that the items within the questionnaire were highly consistent to measure MPA (Barbeau, 2011). In addition to this, the Intraclass Correlation Coefficient test-retest reliability score was (ICC = 0.89) with a confidence interval of (95% CI) (Barbeau, 2011). The PerfAIM was compared with another performance anxiety inventory, The Kenny music performance anxiety inventory also known as K-MPAI. Although this provided a satisfactory concurrent criterion-related validity and convergent validity (Barbeau, 2011), the PerfAIM is designed for popular musicians to assess themselves however, for the purposes of this research project, a suitable measurement tool was needed for me to assess students from various cultures and populations before proceeding with the course resulting in my decision to use the K-MPAI. 

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? 
When analysing the correlation between Roland’s four levels of attention and Carson’s four levels of Worship performance, it suggests that if the worship singer focuses on self, they may become consumed with worshipping God that they do not notice anything else around them. The focus on the audience implies the concern of whether or not the audience can engage and have a successful worship experience, resulting in a performance. This ultimately raises concern about the worship singer's authentic worship (Robinson, 2011). Primary focus on the process can draw attention to the worship singer’s insecurities, lack of adequate vocal training, experience, and practical understanding of their vocal task, (Robinson, 2011) leading to the worship singer merely singing. Mainly focusing on the ‘big picture’ which is to lead the congregation into authentically expressing worship through singing as a result of hearing and meditating on the word of God (O.O.Odewole, 2018), results in transparent Worship. 
This can be observed in the resemblance between Roland's four levels of attention and Carson's four levels of Worship performance in Figure 1 (Robinson, 2011).
Figure 1.
	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 six 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, delivery and effects 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. 

Methodology
My philosophical approach for this study is the constructivist paradigm. This consists of action research which includes cycles of action and reflection, inviting the subjects of research as co-researchers (Reason, 2008). Because of the element of coaching needed in vocal pedagogy for singers presenting with MPA (P.Gill, n.d.), this methodology aligns itself with my own practice as it emerges out of a need to address a specific problem within a community (Reason, 2008). The theoretical approach of interpretivism (reality needs to be interpreted) involves Phenomenology and Hermeneutics which are popular research methodologies (Laverty, 2003). Phenomenology-the study of lived experience- presents the question ‘What is this experience like?’ (Laverty, 2003). The basis of Phenomenology seeks to reconstruct and discover new meanings by going deeper into reality (Laverty, 2003). Hermeneutics is also concerned with human lived experiences with interpretation being essential for the process of understanding that every experience and interpretation is influenced by the individual’s circumstances (Laverty, 2003). Action research include the participation with people 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 (Reason, 2008). Essentially the aim of action research is to create new ways of understanding and work towards obtaining feasible results (Reason, 2008).
I will be taking a mixed method approach of blending quantitative and qualitative methods. Qualitative methods focus on meaning in context and therefore will be conducted in a way that is intuitive to the interpretation of underlying connotations in the collected data (Tisdell, 2016). As a researcher investigating the experiences of worship singers during the intervention, my interest and focus would be on the process, meaning, and understanding of these experiences, positioning myself as the main instrument of data collection and analysis (Tisdell, 2016). The product of qualitative research is highly descriptive supporting the notion of interpretation and meaning (Tisdell, 2016). Words and descriptions will be used and analysed to present my findings (Tisdell, 2016). The process of qualitative research is inductive, meaning that there may be no existing or limited theory around that which the researcher wishes to investigate (Tisdell, 2016).
The quantitative method uses a system of mathematical functioning to investigate and interpret data (Walliman, 2005). Often resulting in statistics which means the science of collecting and analysing numerical data (Walliman, 2005). Quantitative research is essential and valuable for the explanation, prediction, or control of relationships between that which the researcher discovers (Walliman, 2005). While surveys seek to present a quantitative representation of trends or opinions of a population through a sample of that population, experimental research is more aligned with discovering if a specific method impacts the outcome (John W Creswell, 2018).
Combining qualitative and quantitative research in a mixed-method approach aims to stabilise the unreliability that may lie in each type of data (John W Creswell, 2018). For this study, I will be conducting a convergent mixed method approach where the researcher collects both types of data (quantitative and qualitative) simultaneously and merges the data in the results.

Delivery of vocal pedagogy
It became apparent through my previous research that the 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 that the voice coach has the necessary skills and knowledge to demonstrate the techniques and facilitate learning effectively (Latta, 2012). My project will require participants to take part in a series of sessions designed to reduce symptoms of MPA and increase a sense of flow in singing.
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). The complexity of worship singing includes a variety of vocal techniques found in Contemporary Christian music (CCM), American Gospel (AG) and African praise and worship (APAW) (Hilaire, 2024). These three genres were identified as the main styles of music being performed in worship services through a document analysis of the top ten worship songs in 20024 (Hilaire, 2024). Each genre is accompanied by its vocal styles, methods and techniques to achieve the required sound and effect. Further analysis of 3 songs from each genre determined the range of techniques used.
 Because of the diverse range of vocal techniques found in these three genres, further literature revealed the importance of recognising and incorporating the use of specific vocal techniques that are important to the African American culture (Lynch, 2020).Traditional African American techniques, referred to as TAATs, emerged in popular media during the 1920’s (Lynch, 2020). They are used to express oneself as a valued technique in worship singing and are the foundation of the construction of African diasporic music (Lynch, 2020). 
Techniques such as raspiness, chest voice (shouts), and glottal stops are a part of gospel music aesthetics and play a vital role in the performance of gospel music (Hilaire, 2024). Participants responses to a questionnaire disclosed that a raspy voice demonstrates that the singer believes and connects to what they are singing (Lynch, 2020), thus validating the singer aesthetically and spiritually. However, Lynch states that standard pedagogy declines the use of TAATs and supports this through vocal health studies that speak out against the use of these techniques. 
The results of A study conducted on 44 African American female singers enrolled in choral music classes, raised some points that I needed to take into consideration when delivering the Vocal treasures course. It suggests that African American singers mistrust pedagogues of Caucasian heritage that teach them to sing with a tonal quality adjacent to their own natural and cultural tones (Chinn, 1997). Nonetheless, singers should be taught to sing ‘appropriate’ techniques healthily and singing teachers are to be aware that ‘hard vocal attacks’ are due to the music style in their ethnic group, encouraging a more balanced onset with these singers (Chinn, 1997). 
For my own study, worship singers came from a variety of ethnic groups and are still performing songs from numerous music styles. Essentially, the essence of 1:1 coaching through functional training demonstrates that each singer is treated prescriptively and uniquely according to their current strengths and abilities (P.Gill, n.d.).
‘Functional training is any technique that allows a vocalist to gradually develop mechanical control over any sung sound without sacrificing freedom or authenticity. It conditions the muscles of the vocal mechanism, over time, indirectly, through exercises, to respond automatically’ (Vetri, 2013).
This literature review revealed that it is vitally important for me 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) would be an effective pedagogical approach to adopt when working with worship singers as well as the flexibility to adapt to their strengths, weaknesses, abilities and lived experiences. 
Ensuring I have acquired the knowledge of vocal pedagogy, psychology, physiology, clarity of vision and purpose (Naseth, n.d.), while consistently developing my methodologies in voice training may provide the appropriate support for my 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).
Research design
The methodology consists of pre and post-tests that participants will complete before and after the intervention to allow for comparison and analysis over a period of time. 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). 
Using The Kenny music performance anxiety inventory, referred to as K-MPAI I first discovered the presence and level of MPA in each singer including the sub-categories of underlying anxiety, then a probability and purposive questionnaire created via google forms was sent out to discover their sense of well-being and spiritual understanding. Probability is used to raise and increase validity of the research 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). A practical singing assessment was used to find out their technical proficiency in worship singing. I gathered this information using e-mail questionnaires from a medium-sized sample of worship singers within the church community collecting quantitative and qualitative data. During the intervention, participants completed progress logs documenting their thoughts, feelings and areas for development that was used as qualitative data. At the end of the intervention, the K-MPAI and spiritual e-mail questionnaires were sent out again to ascertain if there had been a change. Finally, I conducted a focus group on Zoom to gather more qualitative data reflecting the epistemology of a constructivist using action research to gather descriptions of the life-word of the participants (Kvale, 1983). Participants were informed of the focus group in the initial information and consent forms. The use of questionnaires allowed time for the participants to consider the answers to the questions 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 consent forms for them to sign before taking part in the study. Participants responses from the questionnaires were kept anonymous and the transcribed focus group was kept confidential adhering to the consideration and care of sensitive information and the handling and storing of data (Walliman, 2005). 
The K-MPAI and questionnaire was sent out to participants emails. Participants were informed prior to the study that they will be required to take part in a focus group at the end of the intervention. The focus group was 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).

Presentation of Findings
Questionnaire responses
Average level of MPA in worship singers
The K-MPAI and worship singing experience questionnaire was made available for two weeks and gained six participants responding for the K-MPAI and one participant for the worship singing experience. Limitations to the study included a small sample size for both the questionnaires and focus group. Initially there was to be five participants from a worship team and four solo participants but four participants from the worship team dropped out from the study. Because of this I could only use the initial data from the K-MPAI to analyse the average score and level of performance anxiety present.
Participants answered the K-MPAI 40-item inventory that is used as an assessment tool for emotion-based theory of anxiety (Kenny, 2023). Following this, the scores of each participant is added up to give a total score of which each score falls into a level of performance anxiety as depicted below.
240 – 200 Extremely High performance anxiety
 200 – 160 High performance anxiety 
160 – 120 Above Average performance anxiety 
120 – 80 Average performance anxiety
 80 - 40 Low performance anxiety
Once this has been established, scores from specific questions are added up to give the total of a sub-category of performance anxiety. 
These sub-categories are;
 1. Somatic Anxiety/Worry about Performance
 2. Worry Focused on Self/Other Scrutiny
 3. Depression/Hopelessness
4. Parental Empathy
5. Memory
6. Trait Anxiety
7. Anxious Apprehension
 8. Biological Vulnerability
The average score for all six participants was 147 indicating an above average level of performance anxiety. This supports data from my previous studies that worship singers do experience MPA. Out of the six participants, two participants answered the K-MPAI after the intervention which allowed for more quantitative and qualitative data to be extracted and analysed. These participants will be referred to as participant D and participant E.
Before the intervention.
Before the intervention, participant D scored a total of 126 and participant E scored a total of 135 indicating above average performance anxiety giving both participants an average score of 130.5. The sub-categories scores were as follows with the three categories with the highest percentages highlighted in blue.







Subcategories before the intervention (Figure 2)
	Sub-categories
	Participant D
	Participant E

	Somatic Anxiety/Worry about Performance

	56%
	66%

	[bookmark: _Hlk206514090]Worry Focused on Self/Other Scrutiny

	68%
	66%

	Depression/Hopelessness
	41%
	39%

	Parental Empathy
	33%
	25%

	Memory
	33%
	41%

	Trait Anxiety
	16%
	66%

	Anxious Apprehension
	77%
	61%

	Biological Vulnerability
	66%
	100 %



Following the K-MPAI scoring system, the three categories with the highest percentage underlie the performance anxiety profile and reducing them will lower performance anxiety (Kenny, 2023). It is interesting to note here that the sub-categories with the highest percentage coincide with Barlow’s theoretical constructs, 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).
During the intervention
I will now give some context to how the intervention was carried out for each participant as this gives a clearer understanding to the interpretation of the data and responds to their lived experiences through the basis of Phenomenology and Hermeneutics  (Laverty, 2003).
Participant D was the worship leader originally part of the six in the worship team to take part in the study however, the worship team dropped out of the study while participant D moved on from the church and worship team but continued with the study. Six weekly sessions were scheduled and we began the intervention. Although there was some anxiety around participant D’s departure from the church and worship team, they appeared confident  and did not express much anxiety around singing. However, the results from the K-MPAI sub-categories highlighted worry/focus on self/other scrutiny, anxious apprehension and biological vulnerability as the participant’s underlying performance anxiety profile.
 This appears to support the notion that MPA in worship singers may also derive from other contributing factors such as concerns including theological positions, identity, and subcultures within worship teams (Robinson, 2011). This major change would produce a lot of anxious apprehension about their future as a worship leader. In addition to this, halfway through the intervention, participant D suffered short term illness and hospitalised for a week. During this time, I maintained contact with them as no one visited them while they were in hospital. This appeared to be an important shift during the intervention when analysing the difference in the sub-categories score of biological vulnerability after the intervention which is depicted in table Figure(6) below. Despite this, sessions continued and were primarily focused on vocal techniques and the utilisation of TAAT’s (Lynch, 2020) as identified in the three main genres of worship singing.
The session on MPA highlighted a focus on the engagement of the congregation during worship services and participant D taking on this responsibility as their own. This correlates with the sub-category of Worry Focused on Self/Other Scrutiny scoring 68% for participant D.

Participant E was also a worship leader who had recently changed jobs and moved back home to live with their parents. Their K-MPAI score was significantly higher than participant D and their three highest sub-categories were, Biological vulnerability, Worry Focused on Self/Other Scrutiny and Somatic Anxiety/Worry about Performance. Because of this, participant E’s sessions were highly focused on performance anxiety and the spiritual requirements of worship singing. Participant E expressed a lot of anxiety around where they were in life displaying symptoms of perfectionist concerns (J Stoeber, 2012). 
Stoeber discusses the difference in two main dimensions of perfectionism: perfectionist strivings and perfectionist concerns (J Stoeber, 2012). Perfectionist strivings are found to be associated with positive outcomes when setting high standards and achieving them; (Osamu Kobori, Michiko Yoshie, Kazutoshi Kudo, Tatsuyuki Ohtsuki, 2011) however, the second dimension, perfectionist concerns, appears to be directly associated with MPA. (Osamu Kobori, Michiko Yoshie, Kazutoshi Kudo, Tatsuyuki Ohtsuki, 2011). According to (J Stoeber, 2012), people presenting with anxiety often display high levels of perfectionism by setting high goals for themselves (J Stoeber, 2012). 
Participant E was also confident in their singing abilities but expressed difficulties in leading authentic worship freely, lack of connection and inadequate preparation before worship services.
Both participants were asked to complete weekly progress logs to document their thoughts and feelings based on an adapted version of Gibbs's reflective cycle. One from each participant is displayed and portrays that although the intervention varied for each participant, it was beneficial to them and their own lived experience.



Participant D-Progress log Figure (3)
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Analysis of participant D’s Progress log shows increased confidence and development as they reflect on trying to find the ‘right’ vocal coach for years. The connection with purpose is evident as they relate to the sessions as ‘an investment’ in the ‘gift’ God has given to them. They describe the session as refreshing when referring an encounter with a specific song. Participant D mentions the glottis and being able to tap into this new vocal technique of glottal stops. Overall, they enjoyed the session and felt stretched and out of their comfort zone however, they appreciated the teaching style of the vocal coach and the task orientated weekly homework. Analysis of this progress log provides me with qualitative data supporting the effectiveness of the intervention in providing technical vocal training.









Participant E-Progress log. Figure (4)
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In contrast, analysis of participant E’s progress log reveals a more psychological reflection of the presence of MPA. They describe their thoughts as a lot of pressure around their current way of experiencing worship singing. They reflect on the responsibility attached to their role, overthinking and self-expectations. Despite this, they enjoyed the ability and opportunity to open up about their experiences and let go, allowing for more freedom to come in. This qualitative data supports the effectiveness of the intervention in minimising the effects of MPA in worship singers.












After the intervention
After the intervention, participant D scored a total of 125 reducing by 1 point in performance anxiety while participant E scored a total of 103 on the K-MPAI reducing by 32 points in performance anxiety. 
K-MPAI Before and after scores (Figure 5)
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This appears to be due to the individual differences and variation in the intervention according to the participants needs and experiences however, the difference in the sub-categories after the intervention showed some interesting data.
Sub-categories after the intervention Figure (6)

	Sub-categories
	Participant D
	Participant E

	Somatic Anxiety/Worry about Performance

	68%
	51%

	Worry Focused on Self/Other Scrutiny

	54%
	45%

	Depression/Hopelessness
	23%
	33%

	Parental Empathy
	37%
	29%

	Memory
	66%
	16%

	Trait Anxiety
	61%
	55%

	Anxious Apprehension
	50%
	22%

	Biological Vulnerability
	83%
	83 %



Participant D’s percentages decreased in worry by 14% depression by 18% and anxious apprehension by 27% however, somatic anxiety increased by 12%, parental empathy 4%, memory 33%, trait anxiety 45% and biological vulnerability increased by 17%. This could be a direct result of the surrounding contributing factors that were happening at that time as participant D was admitted into hospital and no family members visited them. This stressful event, paired with them leaving the church and worship team would have triggered the increase in anxiety. Although the data suggests only a slight decrease in MPA, the existing data on the worship singing experience questionnaire singing shows a significant increase in technical abilities. 
As participant D was the only one to complete this questionnaire before and after the intervention by answering a set of fifteen questions. Participant D began to show improvements through questions on handling mistakes with ease, developing breath support and gaining confidence in vibrato and belting. This is displayed in the chart below as increasing by 7 points from 64 to 71.
Worship singing experience data figure (7)[image: A graph with blue rectangles
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Participant E’s percentages for the sub-category decreased in somatic anxiety by 15%,  worry 21%, depression 6%, memory 25%, trait anxiety 11%, anxious apprehension 39% and biological vulnerability by 17%. In contrast, percentages only increased for parental empathy by 4% suggesting that the intervention assisted with decreasing performance anxiety however, because participant E did not answer the worship singing experience questionnaire, I was unable to analyse any data in relation to technical vocal ability. This does not rule out the effect of the holistic vocal pedagogy on the ability for worship singers to sing freely without hinderance as the qualitative data from the progress logs and focus groups suggest otherwise.

Focus group analysis. 
The focus was conducted on zoom and consisted of participant D, Participant E and a third participant S. Participant S is a background singer in a worship team who occasionally has the opportunity to lead a song during worship services. They completed the intervention but did not answer the K-MPAI or worship singer experience questionnaire however their experience of the intervention was still This is because participant D and E were both worship leaders while participant S was a backing vocalist therefore it was valuable to interpret the data from their lived experience to bring balance to the study.
During the focus group, participants were asked a set of questions divided into seven categories,1. Overall experience, 2. Vocal and musical development, 3. Emotional and mental well-being, 4. Spiritual and Worship experience, 5. Learning environment 6. Course effectiveness and challenges, 7. Suggestions and reflections. These included open ended questions that were specific to the participants experiences to create spaces for communication, based on values that aim to address issues concerning the development of humans gaining a deeper understanding of those issues and creating new ways of understanding and working toward obtaining feasible results  (Reason, 2008).
My methodological approach was to first transcribe the recording of the focus group using a memo voice recorder and then meticulously go through the transcript cleaning up an words that were not transcribed properly. Then, using an inductive approach, 120 initial codes were given throughout the transcript, thematic analysis was carried out and the following core themes emerged. 
Confidence and anxiety, worship and spiritual depth, vocal and technical development, emotional release and healing, safety support, mental shift and self-awareness, desire for community and continuity, and course structure and time.
The transcribed focus group was placed in a word cloud generator to ascertain how frequent the themes appeared  Below is a summary table of the frequency of the theme and the level of impact on the participants.
Figure (8)
	THEME
	Frequency
	Impact Level

	Confidence and anxiety
	High
	High

	worship and spiritual depth
	High
	High

	vocal and technical development
	Medium
	High

	emotional release and healing,
	High
	High

	safety and support
	High
	High

	mental shift and self-awareness
	Medium
	High

	community and continuity
	Medium
	Medium

	course structure and time
	Medium
	Medium




Confidence and anxiety, the main insights found were that participants initially entered into the course with some notable MPA that is rooted in past lived experiences  (Cohen, 2007) and comparisons (Hilaire, 2024).
The key words that arose were: anxiety, fear, nervousness, safe space, vulnerability, healing.
Sample quotes for this theme include;
 “I used to get so anxious and so nervous that I'd get headaches…”
 “I felt stretched… out of my comfort zone…”
 “I always felt the Glory of God when I walked in… healing atmosphere…”

Worship and spiritual depth the main insights was that the intervention assisted and helped participants to reconnect with the spiritual purpose of singing worship by shifting their focus from performing. This insight in itself could be compared to the theory of flow (Csikszentmihalyi, 1990) eventually reaching that autotelic experience.
The key words that arose were: worship, heart, God, spiritual, purpose, offering.
Sample quotes for this theme include;
 “Going into the different levels of worship… helped me go back to why I worship God.”  
“It’s not about me… it’s between them and God.”
 “Just focus on worshipping God… that’s the ultimate most important thing.”


Vocal and technical development, analysis of the data showed that participants learned new vocal techniques and awareness particularly in breathing, projection and harmonies. This supports my previous study into the vocal demands, characteristics and techniques performed in worship singing, where the application of TAAT’s (Lynch, 2020) and specific vocal techniques were found to be highly valuable in vocal pedagogy for worship singers.
Knowing the stylistic differences and characteristics of CCM, AG and APAW used in worship singing was necessary for training this group of singers to perform the vocal techniques effectively and healthily (Chandler, 2014).
The key words that arose were: breathing, glottal stops, harmonies, vibrato, technique.
Sample quotes for this theme include;
  “You taught me how to breathe properly… I was always breathing through my nose.”
  “The glottis… I never knew I had one!”
  “I can project better… open my mouth when I sing…”

Emotional release and healing, participants felt the sessions offered a therapeutic space to process pasts experiences and release some emotional burdens they were carrying in connection to singing. This further supports the claim that the vocal coach would need to have acquired knowledge of vocal pedagogy, psychology, physiology, clarity of vision and purpose (Naseth, n.d.).
The key words that arose were: healing, release, breakthrough, emotional, tears, therapy.
Sample quotes for this theme include;
  “I felt a release… I came into alignment with my voice.”
  “I’ve carried that since 2007… I wasn’t allowed to be too big.”
 “I just had to release them…”

Safety and support, participants consistently described the sessions and environment as safe, spiritually nurturing, calm and peaceful, enabling vulnerability and growth. This is an essential key to the effectiveness of the intervention, to assist in minimising any fear of potentially making mistakes, judgment from others, (Barker, 2002) and comparison between the expectations and the performance. In essence, this creates a trust between the vocal coach and student. 
The key words that arose were: safe, supported, peaceful, non-judgmental, encouragement.
Sample quotes for this theme include;
  “You’re the first safe person I felt safe to be around… not judged.”
  “I felt the peace of God… healing atmosphere.”
  “You gave me flexibility, leeway… empowered me.

Mental shift and self-awareness, the data showed that participants experienced cognitive shifts around perfectionism, responsibility and self-worth, minimising the potential of moving into the Second-dimension of perfectionist concerns (J Stoeber, 2012). This impact validates the use of cognitive restructuring (Harris, 1986) as a strategy for MPA.
The key words that arose were: perfectionism, responsibility, judgement, control, self-consciousness.
Sample quotes for this theme include;
  “Letting go of the perfectionism… just sing out of tune if I need to.”
  “I always thought anything that went wrong was my fault.”
 “It’s not about doing everything right… it’s about being present.”

Desire for community and continuity, there was a unified and strong longing for ongoing support, shared learning and safe communal worship spaces. These themes further highlighted the gap in worship singing pedagogy and the need for interventions like Vocal treasures to be readily accessible. Because of the constructivist paradigm of cycles of action and reflection, participants became co-researchers (Reason, 2008) engaging in the need to address a specific problem within their community (Reason, 2008).
The key words that arose were: community, support, journey, continuation, safe space.
Sample quotes for this theme include;
  “We need something like that… to feel like it’s a safe place.”
  “It’s a journey… not that we do a course and it just ends.”
 “I would have been in a position to do this every week…”

Course structure and time, participants appreciated the balance between practical sessions and theory but expressed a preference for longer and frequent sessions. This theme directly supports the impact of the vocal coach, planning and delivery and effective training by balancing expectations, skill sets and knowledge of worship singers (Hendricks, 2012).
The key words that arose were: longer sessions, more time, continuation, structure.
Sample quotes for this theme include;
  “I wish there was longer…”
  “Maybe a longer session… doing more in one space.”
 “I’d like to do the remaining units I didn’t get to do…”







Conclusions and recommendations
The aim of this research study was to test the effectiveness and impact of my own developed holistic vocal pedagogy for worship singers, Vocal Treasures.
Limitations of the study included a small sample size as initially a worship team were to participate in the study but dropped out. This meant I was unable to pilot the intervention via the workshop and worship team methods. Another limitation of the study was finding suitable time to conduct the 1.1 sessions with each participant. Due to busy schedules, this meant that the intervention was delivered at three different time periods for each participant, causing the study to run longer than expected. Even though these limitations occurred, I think the study managed to meet the aims and objectives and in turn, answer my research question of the effectiveness of a holistic vocal training program for worship singers in live performance settings. 
The aims and objectives were;
1.To evaluate the effects of a holistic vocal training program on this group of singers. 
2.To evaluate if there is a change in MPA, confidence, technical vocal ability and overall spiritual well-being after the intervention. 
3.To contribute valuable knowledge to the field of vocal pedagogy in the unique area of worship singing.
4.Ensure these methods are accessible and available to worship singers from all denominations of Christianity

The vision statement for Vocal treasures that was formed previously is:
“At Vocal Treasures Studios, we envision a transformative course of training where worship singers are empowered to express their faith through holistic and nurturing pedagogy. Our mission is to cultivate not only vocal excellence but also emotional resilience, equipping singers to overcome performance anxiety and embrace their unique gifts. By including the multifaceted vocal techniques used in the three main genres of worship music we aspire to inspire heartfelt worship that resonates deeply within and beyond the sanctuary."
It is apparent to see from the responses in the focus group that participants were deeply impacted by the shortened six week intervention. The key findings validify the effectiveness of the course in meeting its core aims and vision statement.
Confidence was built through emotional safety by creating a safe and nurturing environment.  Although participants entered with existing MPA, Vocal treasures fostered a safe, and non-judgemental space for emotional vulnerability. Participants were able to freely share their experiences of insecurities, criticism and comparison, allowing them to process these feelings and apply strategies that were gained during the intervention. This was imperative to their growth and development as they often referred to the tears they shed during sessions and describing these moments as therapeutic.
Importantly, spiritual connection was predominant as Vocal treasures assisted participants in reframing and refocusing worship singing from performance to purpose. Participants described a renewed and deeper understanding of worship singing which effectively renewed their relationship with God. 
Keeping in line with the holistic structure and content of Vocal treasures, technical vocal development was achieved despite various levels of previous vocal training present among participants. The introduction of breath control through the unit on vocal health and warmups  ensured that phonation, respiratory control, pitch and flexibility in singing formed the basic understanding and importance of performing all techniques safely.  Glottal stops and vibrato as identified as TAAT’s (Lynch, 2020) proved eye-opening and empowering for participants, giving them confidence as they moved forward with their journeys in reclaiming both their voice and identity.  
The understanding and practical applications of MPA strategies like the scratch pad and pop-up model  (Eisensmith, 2010),cognitive restructuring  (Harris, 1986), Acceptance and Commitment Theory (ACT)  (Juncos, 2018) and Autogenic training developed by Dr. Johann Schultz and Wolfgang Luthe in the 1930s  were vital to the overcoming of MPA in participants. The use of a repertoire based curriculum proved effective also as participants referred to the song choices taking them out of their comfort zone and stretching their vocal abilities.
Throughout this study, I have met my personal learning outcomes by increasing and developing my knowledge of strategies to overcome MPA. I will continue to imbed these strategies into vocal pedagogy for worship singers.  I aim to increase my knowledge of voice rehabilitation and voice building as following this study, I gained a student who was recovering from vocal nodules and noticed that this knowledge was missing from my training program. My personal understanding of worship singing spiritually, emotionally and psychologically has been deepened as I continue to be amazed by the different and similar experiences of worship singers and wish to support them through my holistic vocal pedagogy.

An important point to note is the role of the vocal coach was deeply valued. As it was important for me to be able to support participants vocally, emotionally and spiritually. Providing experience and knowledge from within the Christian worship culture (Robinson, 2011) appeared to be a huge contributing factor to the delivery of Vocal treasures and ultimately the participants experiences and development. Participants left the intervention more confident, however the topic of ongoing community and support by continuing the journey beyond the course opened up the question of what would this type of support look Like? The desire for a space to continue growing, sharing and supporting each other directly echoes the last line of Vocal treasure’s vision statement, ’we aspire to inspire heartfelt worship that resonates deeply within and beyond the sanctuary’. 
Even though some participants expressed slight anxiety at the thought of singing in front of other participants, the willingness to engage in a post intervention, workshop was positive and unanimous. Therefore, further recommendations include a voice building and voice rehabilitation unit within the vocal programme, longer sessions and the possibility of regular post training workshops to maintain healthy spiritual well-being, minimise MPA and create a safe space for community and support.
Focus group word cloud Figure (9)
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Appendix 1
Participant information sheet
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Participant information sheet.
A study into the effect of a holistic vocal training program on worship singers in live performance settings.

Thank you for your interest in participating in this study. This research explores how a holistic vocal training program—which includes vocal techniques, emotional expression, and performance anxiety management—impacts the overall performance of worship singers.
As a participant, you will engage in vocal training sessions designed to enhance your technique, strengthen your confidence, and improve your ability to connect spiritually while singing. The study will examine how this curriculum affects your vocal ability, emotional well-being, and experience in live worship settings.
Your participation will involve:
· Engaging in structured vocal training sessions
· Completing short surveys or reflections on your experience
· Participating in possible interviews or feedback discussions

The goal of this study is to develop an effective training model that supports worship singers in delivering their best performances while feeling confident and spiritually connected. Your insights and experiences will be invaluable in shaping this curriculum for future worship singers. During the focus group or interview there will be a mix of open-ended, reflective, and experience-based questions that explore the impact of the holistic vocal curriculum on worship singers.
Participation is entirely voluntary, and your personal information will be kept confidential. If at any point you wish to withdraw, you are free to do so without any consequences.
If you have any questions, feel free to ask. Thank you for being part of this journey
Appendix 2
Consent form
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A study into the effect of a holistic vocal training program on worship singers in live performance settings.


Consent to take part in research
· I……………………………………… voluntarily agree to participate in this research study.
· I understand that even if I agree to participate now, I can withdraw at any time
· I understand that I can refuse to answer any question involved during the research process without any consequences of any kind.
· I have had the purpose and nature of the study explained to me in writing and I have had the opportunity to ask questions about the study.
· I understand that participation involves completing, progress and self-evaluation logs, six one hour vocal coaching sessions, survey questionnaires before and after the course sessions and a focus group. 
· I understand that I will not benefit directly from participating in this research.
· I agree to my interview being audio-recorded.
· I understand that all information I provide for this study will be treated confidentially.
· I understand that in any report on the results of this research my identity will remain anonymous. 
· This will be done by changing my name and disguising any details of my interview which may reveal my identity or the identity of people I speak about. 
· I understand that disguised extracts from my interview may be quoted in assignments, presentations, published papers and articles.
· I understand that if I inform the researcher that myself or someone else is at risk of harm they may have to report this to the relevant authorities - they will discuss this with me first but may be required to report with or without my permission. 
· I understand that signed consent forms and original audio recordings will be retained in and stored on a password protected Mac laptop kept at the researchers home in Croydon until the exam board confirms the results of the assignment.
· I understand that a transcript of my interview in which all identifying information has been removed will be retained for two years from the date of the exam board.
· I understand that under freedom of information legalisation I am entitled to access the information I have provided at any time while it is in storage as specified above.
· I understand that I am free to contact any of the people involved in the research to seek further clarification and information.
Sabrina Hilaire
Hilaire266@gmail.com
07949015019
Signature of research participant
----------------------------------------- ----------------
Signature of participant Date
Signature of researcher
I believe the participant is giving informed consent to participate in this study
------------------------------------------ ----------------------
Signature of researcher Date
Appendix 3
K-MPAI 

I generally feel in control of my life
*
Strongly agree
0
1
2
3
4
5
6
Strongly disagree
I find it easy to trust others
*
Strongly agree
0
1
2
3
4
5
6
Strongly disagree
  Sometimes I feel depressed without knowing why.  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  I often find it difficult to work up the energy to do things   
*
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  Excessive worrying is a characteristic of my family  
*
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  I often feel that life has not much to offer me .  
*
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
Even if I work hard in preparation for a performance, I am likely to make mistakes  
*
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  I find it difficult to depend on others  
*
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  My parents were mostly responsive to my needs  
Strongly agree
0
1
2
3
4
5
6
Strongly disagree
  Prior to, or during a performance, I get feelings akin to panic  
*
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  I never know before a concert whether I will perform well  
*
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  Prior to, or during a performance, I experience dry mouth
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  I often feel that I am not worth much as a person   
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  During a performance I find myself thinking about whether I’ll even get through it   
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  Thinking about the evaluation I may get interferes with my performance  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  Prior to, or during a performance, I feel sick or faint or have a churning in my stomach  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  Even in the most stressful performance situations, I am confident that I will perform well .  
Strongly agree
0
1
2
3
4
5
6
Strongly disagree
  I am often concerned about a negative reaction from the audience  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  Sometimes I feel anxious for no particular reason  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  From early in my music studies, I remember being anxious about performing  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  I worry that one bad performance may ruin my career  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  Prior to, or during a performance, I experience increased heart rate like pounding in my chest  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  My parents almost always listened to me  
Strongly agree
0
1
2
3
4
5
6
Strongly disagree
  I give up worthwhile performance opportunities   
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  After the performance, I worry about whether I played well enough  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  My worry and nervousness about my performance interferes with my focus and concentration  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  As a child, I often felt sad   
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  I often prepare for a concert with a sense of dread and impending disaster  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  One or both of my parents were overly anxious  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  Prior to, or during a performance, I have increased muscle tension…  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  I often feel that I have nothing to look forward to  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  After the performance, I replay it in my mind over and over  
Strongly disagree
0
1
2
3
4
5
6
Strongly agree
  My parents encouraged me to try new things   
Strongly agree
0
1
2
3
4
5
6
Strongly disagree
  I worry so much before a performance, I cannot sleep   
Strongly disagree
0
1
2
3
4
5
6
strongly agree
  When performing without music, my memory is reliable…  
Strongly agree
0
1
2
3
4
5
6
strongly disagree
  Prior to, or during a performance, I experience shaking or trembling or tremor  
Strongly disagree
0
1
2
3
4
5
6
strongly agree
  I am confident playing from memory  
Strongly agree
0
1
2
3
4
5
6
strongly disagree
  I am concerned about being scrutinized by others   
Strongly disagree
0
1
2
3
4
5
6
strongly agree
  I am concerned about my own judgement of how I will perform  
Strongly disagree
0
1
2
3
4
5
6
strongly agree
  I remain committed to performing even though it causes me great anxiety  
Strongly disagree
0
1
2
3
4
5
6
strongly agree

Total Score: Add up all numerical scores for each of the 40 questions 
for a sum total score and apply the total score to the categories below 
to determine your level of performance anxiety. 
YOUR SCORE: _______.
 
240 – 200 Extremely High performance anxiety
200 – 160 High performance anxiety
160 – 120 Above Average performance anxiety
120 – 80 Average performance anxiety
 80 - 40 Low performance anxiety 
 
Sub-Categories of Performance Anxiety 
Add up scores for each category for a sum total: 
 
1. Somatic Anxiety/Worry about Performance 
 
 Questions: 10 ____ 12 ____ 14 ____ 
 16 ____ 22 ____ 26 ____ 28 ____ 
 30 ____ 34 ____ 36 ____ 40 ____ 
 
 Total Score ____ Percentage (out of 66) ____ 
 
 2. Worry Focused on Self/Other Scrutiny 
 
 Questions: 7 ____ 15 ____ 18 ____ 
 21 ____ 25 ____ 32 ____ 38 ____ 
 39 ____ 
 
 Total Score ____ Percentage (out of 48) ____ 
 
3. Depression/Hopelessness 
 
 Questions: 1 ____ 2 ____ 3 ____ 
 4 ____ 6 ____ 8 ____ 13 ____ 
 31 ____ 
 
 Total Score ____ Percentage (out of 56) ____ 
 
 
 4. Parental Empathy 
 
 Questions: 9 ____ 23 ____ 27 ____ 33 ____
 
 
 Total Score ____ Percentage (out of 24) ____ 
 
 5. Memory 
 
 Questions: 35 ____ 37 ____ 
 
 Total Score ____ Percentage (out of 12) ____ 
 
 6. Trait Anxiety 
 
 Questions: 5 ____ 19 ____ 29 ____ 
 
 Total Score ____ Percentage (out of 18) ____ 
 
 7. Anxious Apprehension 
 
 Questions: 11 ____ 17 ____ 24 ____ 
 
 Total Score ____ Percentage (out of 18) ____ 
 
8. Biological Vulnerability 
 
 Question: 20 ____ 
 
 Total Score ____ Percentage (out of 6) ____ 
 
List the three categories with the highest percentages: 
 
1. _________________________________________ 
 
 
2. _________________________________________ 
 
 
3. _________________________________________ 
 
These categories underlie your performance anxiety 
profile. Reducing them will lower performance anxiety.
Appendix 4
Worship singing experience survey

I feel confident in my ability to lead worship through singing.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I am comfortable singing in front of an audience.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I believe my vocal skills are strong enough to support a worship experience.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I feel self-assured when singing with a worship team.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I handle mistakes or imperfections in my singing with ease.
*
Strongly disagree
1
2
3
4
5
Strongly agree
When I sing in worship, I feel deeply connected to God.
*
Strongly disagree
1
2
3
4
5
Strongly agree
Singing helps me express my faith and devotion.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I experience a strong emotional or spiritual response when I sing in worship.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I feel that my singing enhances the worship experience for others.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I sense the presence of God more deeply when leading worship.
*
Strongly disagree
1
2
3
4
5
Strongly agree
My vocal range and control have improved through practice and training.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I have developed better breath support and vocal stamina.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I have gained confidence in using techniques such as vibrato, runs, or belting
*
Strongly disagree
1
2
3
4
5
Strongly agree
My ability to harmonise with others has improved.
*
Strongly disagree
1
2
3
4
5
Strongly agree
I feel that my overall worship singing skills have grown over time.
*
Strongly disagree
1
2
3
4
5
Strongly agree
Please share any thoughts about your worship singing experience, including areas where you feel improvement or challenges you face.
Thank you for your time and feedback!
*
 
Would you be open to a focus group or interview after this research study?
*
Appendix 5
Transcript of focus group
Researcher: I will jump to the questions if that's ok I can find them. Just give me a second so the first section is about your overall experience of the course.
‘ what were your initial expectations before joining the course ?

Participant E:  um I expect it to be helpful I didn't really know exactly what it was. Once you sent some of the information there was a bit more detail around stuff that might be covered. I thought it would help me in my sort of worship journey and as a singer just to be able to be more confident and have a kind of sense of what is this really about okay.

Participant S: I think very similar I think cause obviously knowing you as my sister and I know what this course was, is a battle. I was just really looking forward to sort of overcoming huge anxiety that I had when it came to singing and then just really sort of focusing on what worship was do you know what I mean? And why we're doing it and it yeah that was literally what I was expecting on the course.

 Participant D: my expectation Yeah I expected the voice training and getting a deeper understanding of  what worship is  and technicalities behind it like preparation of a public performance. 

Researcher: how would you describe your overall experience of the course 

Participant E: yeah really good it was quite deep in the end for me in terms of the stuff that was uncovered,  things that I was able to share about like my personal experience of worship and how I understood my my role which is great I thought it was a good length for me like my experience was more way less about vocal training and technique because I had a lot of that before more than the anxiety and like what is it  doing in Work and in my life. 100%  yeah safe space which was great thank you thank you very much 

 
Researcher:And also guys if there's anything you know that's not so positive please feel free to say that because I'm open to development of the course you know. I mean don't just think you have to  just say nice stuff you know you can give it to me yeah. How would you describe your overall experience?

Participant S: honestly it was amazing for me um obviously you've known what I'm like when it comes to singing and how I tried to run from it hide from it and put all kinds of excuses to not do my offering  songs or not put songs forward or anything like that so just from the very start of the Of course it was sort of like going much deeper than I expected it to go it was sort of unearthing some of the the root causes you are exposing I guess I choose that word when you're exposing the root causes of why there was so much anxiety around singing and then again like going into the different levels of worship ,even just doing the power point it that really helped me cause it helped me to go back to the why I worship God. what are we doing what is our purpose what is the  reason why we're doing it. And not just that but what we are focusing on whilst we're doing it that was really really important and then doing other parts like the pop-ups yeah that really helped me because there was a lot of distractions that were coming up and then to be able to get to the point where obviously we have worked on my songs to do that week and just being able to work on the techniques and just little tiny suggestions that you made or things that you showed me really really helped and I felt like the most confident Ive  ever felt singing one of my own songs after part of the course so yeah it's a really really good experience.

Researcher: Thank you very much as really valuable feedback and D how would you describe your overall experience of the course.

Participant D :so my overall experience was amazing I definitely felt stretched in certain areas which was good for me there was some weeks outside my comfort zone  I know I was gonna be stretched and I was at times out of it and it was challenging but I think the biggest thing for me was and I know you gonna laugh at me when I say this but Glottal stops You know I've never heard of the glottis and  never knew I had one you certainly exposed me to that and yeah that was amazing and also like the breathing exercises and the songs that you gave me they were definitely challenging way out of my comfort zone but that was good for me I  definitely feel the growth  from that and as I said like various experiences of being on different worship teams over 20 years if I am honest  you're the 1 who taught me how to breathe properly because I never I was always breathing through my nose so you know you definitely open me up to that . yeah I just think every week it was something different and I have to say that I left feeling more confident um and I realised that because I realise that I have been in my comfort zone I just stick to 1 genre 1 type of worship songs and brought me you know to like the fast songs you know how The glottal  stops and all of that and so I definitely feel like I'm more confident in that area that if I was given a song then I  could possibly tackle that because you pushed me. you also exposed me to my bad habits and didn't realise I had you know those few bad habits you know adding my own own extra bits to you know to each line but yeah you did open me up to that was a great experience for me.

Researcher:  thank you so much guys question 3 were there any parts of the course that Surprised you and if so how did that surprise you.

Participant E: um I mean I think there were things I found sort of interesting for the first time, the 2 tables of kind of how people experience worship and what they're actually doing and I found that really interesting and those 2 different scholars and and just bringing out the thing the heart of worship rather than  performance and the pressures that we've kind of often are facing me. so I found that really interesting I was just surprised how  much I had been affected before by things that happened to me the emotional journey so it was a bit like therapy really so that was surprising but it was what I needed and it's so I wish I had more time. I was quite teary or like having those kind of vulnerable moments and I'm expecting I thought it might be more about learning  new things and actually singing  which we did do a bit of but that was  what I needed was to process an unpick some things I had already on.  my fear was saying the pop-ups and and then actually have an opportunity to apply some of those things in real life Yeah it was good.

 Participant S: I say definitely like when you sort of went through the  pop-ups  but not in the sense of like all the things that would pop up that's all distracting you but it was more the sense of how much you're thinking about and how much stuff you have to sort of do, do you know what I mean the worst thing you're not just thinking about the lyrics or you know giving your hand signals or making sure  I sing in the right key you're then thinking about the instruments and then on top of that, throughout all of that too,  it's making sure that your heart and your mind are still focused on Jesus it was that that kind of made me sort of be able to breathe a bit and be okay all right what is it,  let's go back to what the heart of worship is And  a lot of things are just out of your control it was that bit that really kind of surprised me and i had to had to really meditate on that there's a lot of things that are outside of my control and those tend  to be the things that I focused on most you know as opposed to its okay what can I control in this situation you know and that's what I can sort of work with yeah so that was that was very surprising I just always thought that  anything that went wrong was obviously my fault. 

Participant D:I think it's a bit when you taught it's where you show the difference you know in terms of perspective of worship and by the scholars and where you spoke about the qualifications about worship leader  and I was like wow it's actually a deep part than I thought also balancing I love how you  also balanced it with the practical. whilst you know we have similar qualifications to a pastor  but it's also important to know their response to how to how we lead worship has nothing to do with us.when I lead worship I always took it you know deeply when people either didn't respond as Expected or if I didn't experience  the holy spirit.  and so yeah that was a surprise to me where I'm just let off that control it's not about me it's I just have to let go of the weight because its between them and God and that's interesting because that's something that I've you know struggled with. 

Researcher: musical and vocal development in what ways do you feel your singing or vocal technique has improved 

Participant S: 
By dealing with the other stuff has improved my singing.I used to get so anxious and so nervous that I'd get headaches and then I were you know all the symptoms that I would get before having to go and sing which then just messed up my singing I wasn't able to use technique or wasn't able to do Breathing because I felt I was going to throw up  getting down to the root of certain things im able   to step on to the platform I just feel that right its just you and me God. which then helps me to remember that the word that the other lady said the glottis that thing remember that to remember to breathe the correct way but also I feel like it helped me to kind of also be a bit more confident in changing my range not being so used to just staying um you know what im used to yes I think it's definitely helped with A lot of vocal technique I can I can sing I can project better than what I used to do before  I'm able to just open my mouth when I'm sing. Like D said when your looking out at the congregation not looking into it or they're not feeling  the song or something that automatically kind of affects you and then because we're thinking about that you might forget the next word or you might go off pitch or off tone or something like that so because of all those other things that was going on that was directly affecting how I sang I think when I know a song and  I've sung it really well and confident with it again even just the whole preparation if I didn't get to rehearse with the band that will add to my anxiety if I didn't get to you know go over my song in the morning that would add to the anxiety which then would affect my singing you know and I would  get a lot like dry throat my throat will be dry so I'd feel like every note that I was singing was just cracking and all it was just wrong but if I can get onto the platform before God with all of those Things not there. then I can just focus on just worshipping God which is obviously that ultimate most important thing there.

Researcher: Excellent thank you very much same question toD in what ways do you feel your single vocal technique has improved 

Participant D: the breathing can I the breathing is definitely helped and you know with that as well I've found that that it eased them the anxiety that I felt especially when you were you know pushin me out of my confidence zone in terms of the songs when I would read the way you taught me too an immediate calm would come over over me also the harmony when you went through harmonies with me about how to harmonise because that was something that I've just really struggled with, when I had to do that I just it just never clicked until you taught me how um you did so I think those are the 2 and major things that I would say 

Researcher:Thank you very much and then I go E. we didnt really get to the vocal training part of things but is there anything that you wanted to add or share

Participant E: I think like singing wise it's just been more freedom because of the because of actually focusing or why im doing it not  am I singing well For me it's been more about letting go of the perfectionism of vocal technique or like needing to be really perfect and just so sometimes actually it's been a achievement that I've just sung out of tune in in well yeah it wouldn't know if it was on the stage but most of my singing hasn't been leading  recently so I've just had the freedom to play with my own voice and in how im feeling in my emotions and you know to connect to some of those messages around like what is worship with God and that has meant or when I'm on my own Just sing it doesn't matter if it doesn't sound perfect it doesn't matter if you re not thinking about exactly how to phase something and and so I think that's been a really important part of this time for me rather than singing really well cos that more been my focus before.

Researcher: thank you very much for that and that that was really important for you I remember just that freedom of just being able to just sing whether it's at home or you know doing worship or ever just being free with it and I think that's very important because that's one of the main things that I wanted with the course was for people to be able to worship God  freely without any hindrance you know and whether that means I need to learn vocal techniques or the correct breathing or I need to release anxiety or I just need to be free to just sing out of tune if I need to however we got there it's great so that's really really a valuable.
So we move on Emotional and mental well-being. I know we've kind of touched on it a little bit so I'm just gonna choose one question from here: did you experience any emotional release or healing through the exercises or sessions and I'm gonna go to D first.

Participant D: yes I did I think it was the last session that I had with you I cant remember what the exerciseyou were singing various  random lines and then you would just like you know you were telling me to like go higher and I mean that moment I just felt a release I felt like I came into alignment with my voice.  You said  something like you know there was  a purity in my voice  I've always kind of hid it  like I've always just try to stay safe but I never thought like I could that's it I think it was vibrato  I've always felt like I wasn't allowed to tap in like if I did I remember someone said  to me, I have never spoken about this  but that's the breakthrough i experienced with that  section.  They would always say to me your voice is too big you need to tone it down  for years and this was I think this was 2007 when they did that So from 07 till now I've carried that  I don't want to be too big  so in that moment when you did that with me it was like a no you are allowed to tap in  you are allowed to open up and sing you know explore your actual voice so yeah I just felt like that was my breakthrough like you are allowed to go deeper and you have a voice you have a beautiful voice.

Participant S: yeah there was a whole couple heap. Yeah I think a massive one was just not comparing myself being that my sister is 1 of the worship leaders in our church and  is incredible do you know what I'm saying and it's a very big voice I have A very different voice to my sister where it's quite quiet and I've had been told for years that's im very quiet that always you know I can't you  raise her mic and stuff like that but then when I go when I minister with my sister when it's just the 2 about us I've never had that issue people hear me quite clearly so I always had that that used to add to the anxiety and I don't know if that just made me sing even more quieter I mean I don't know just out of fear of being heard but there was a lot of releasing and then just understanding that God. literally has created us all unique in all of our voices are unique and it doesn't matter how different my voice is to another person or how quieter my voice is to another person god still wants to hear my voice so yeah I sing a lot at home as I picked up my guitar again my husband bought me a keyboard so you know just been a lot a lot of progression a lot more worshipping I still get like the nerves and stuff when I have to sing but it's not as bad as what I used to have and I think it's definitely because I've released and healed from a lot of things have happened over the years from childhood up to date i just had to release them.

Participant E: yes while I did a lot of emotional releasing through my tears and talking which was great I think for me it was releasing a sort of overall responsibility that you were talking about earlier even though there is this kind of weightiness to worship leading I think for me it's really helpful to just put down that like you have to do everything right  and again that thing of judgement of what is the pastor going to say or what is the congregation doing and what is happening out there and even God like that kind of thing of am I failing God if I don't get this right if I don't do all of the things that I think worship should be. so for me it's been a lot about a mental shift you know how what actually is happening in that space and I think I'm still working that out as in like stepping into it because it's the more that you then lead or the more that you're in those spaces that I'm just recognising those those pop-ups know what I mean Hopefully see them early enough to not go down that rabbit hole or going in that space of anxiety or burden yeah and I think it has been uncomfortable but it has been freeing at the same time and so I'm just kind of looking forward to that more like joy soaring I think the thing around just enjoying being worshipping with gods people 
Researcher: being uncomfortable could you just expand a bit more

Participant E: Yeah well I suppose anytime that you're dealing with yourself and how you do things and even like the pain of rejection or of a sense of failure in the past is uncomfortable is difficult it's hard to do  so it's been very vulnerable and I think very used the word exposing earlier exposure it's stuff that's really difficult place to be. so there's been a push through I mean there was one morning that I always didn't make it to the session  because I was like I don't think I wanna go but something else had happened and I was kind of feeling the emotion of that and so I knew I kind of called it out and I called you  we had a little chat and then I still came and we just talked that through on the morning But I almost thought nah I want to retreat my house and you know maybe just do it online or not  make myself so open to that process. so I'm glad that I did and .and I think yeah just it's worth it pushing through that anything like that where you are looking into yourself is quite difficult to do and then just having that support yeah we spoke and that encouragement and that sort of well done this is this is good is important because again you can go home and just feel like oh I don't just cry why he is like is this what I want to be doing right now in my Yeah that's the that was the uncomfortable

Researcher:  Did you feel supported and safe to explore your voice and emotions in the sessions?

Participant D:yes it was definitely a very safe environment .i notice I'll say this I always felt the Glory of God when I walked in yeah that prayer room is serious. yeah but as soon as I walked In I literally  felt  the peace of God so immediately whatever guards I had up in my heart and obviously you know some of the stuff I've been going through l till now but I just felt that healing atmosphere and as soon as I walked in and it's crazy because the few times I've been to your It was house it was just after i left the office so quite tense. As soon as I walked in all of that just fell off me and I was able to focus and just go through the sessions because of the atmosphere  how peaceful and safe it was.

Participant E: I definitely agree I love the I think I've got 2 things so for me it felt the prayer room was a bit confined for conversations and learning and that morning that I came and we chatting in your front room that was like that was the right space for that day. I think where then when we were singing and it was like I need to feel safe because I'm gonna sing something I'm gonna say something I'm gonna express something it was that that was brilliant and that sense of like yeah this is a space that you use you've been Been with God in this space and at that singing time together that was great so yeah I think just and when it gets very warm in there there's that balance between when you're teaching or when we're actually singing for me in terms of the physical space.

Researcher:course effectiveness and challenges were there any parts of the course that felt less useful or engaging 

Participant D:  it's a hard question because I'd say no okay I felt like every session for me was effective and I love how you I love the balance between the theory and the practical so I felt like they were both effective yeah that I can't think of no all effective and useful I think I can  apply everything into you know my experience so wonderful

Participant E: No I think it was all it was all really relevant and good I think the only thing would be and we talked about this going through like where maybe a longer session and doing like more in one space kind of on roll with what you're what you're learning I feel like there could be more space for some of the some of the sessions to be in a chunk of time which would you know like you were saying we would do 2 hours instead of one again the sessions back-to-back in that space of rather than just for an hour  you're in that space and you relax a little bit more and you have a yeah that was just a kind of possible adaptation would have been good maybe for some of the sessions to have them to just expand them a bit

Participant S: Not really okay not one of the sessions that I actually not really no. 
oh yeah I felt I felt safe I think like there was some times it was uncomfortable you know you're kind of going back over years of something that you sort of conditioned yourself to believe in to think so just sort of going back an unearthing or You know digging them back up was was uncomfortable but yeah you were you were there you know you help me out help me realise that most of the things I was thinking was just like lies

Researcher: how well did the instructor support you vocally emotionally and spiritually 

Participant E: yeah really well you  gave me a lot of flexibility, leeway Listened really reflected back a lot of the life things that I was saying or feeling or challenged some of those things so that you could kind of support again that those truths to come out or that sense of empowering me  where I was at the time and  environment.

Participant D: yeah I think all 3 especially when you did like the theory part of the course definitely feel like Yeah I learnt a lot from you we did the practical you were very patient and even when you would give feedback you were very patient with me very respectful I felt safe I didn't feel you are undermining at any point  I felt safe to make a mistake I feel safe to not get it right because you're always there reassuring me and reaffirming  in that moment so yeah yeah I think you're an amazing Instructor and Ill even say that it on the recording that it's something I would want to do with you  in the future to have you as my vocal coach because you're the first person again from a young girl being in you know various worship teams and having various instructors you're the first safe person I felt well safe to be around to make those mistakes and not be judged I never felt not once judged by you thank you for being that safe place  thank you very much for being an effective instructor like you God bless you.

Researcher: that's really amazing. Which part of the course was the most effective or impactful for you?

 Participant S: I think when I did that PowerPoint presentation it was difficult even just trying to you know do it cause I really had to sit and think everything and think about why I was in certain things and what it meant to me and obviously then kind of cross with obviously The dance ministry that I do as well so I think that was really really helpful sometimes I do actually go back and look at the powerpoint  my laptop and using like the visuals that I put in there it reminds me of like where I kinda aim to be like not just when I'm at home when I'm at my home i can reach the holy of holies but to be able to reach like that at church as well and just obviously to remember that I when I'm at home and I'm worshiping  God what has  been stripped away it's thinking about what everybody else is thinking and what  they're gonna say even when I'm just in the house like with my daughter and husband around I'm not too fussed if they can hear me anymore you know or like they walk in the room and usually I would like either stop singing but now i keep singing and worshipping God because that is whats really important.  I think the power point helps a lot and the technique helped a lot just helping me to open up my vocals more so that I can get more power and more sort of sound coming out yeah so when I am calling like you know Mic checks and stuff like that  catch a couple of people saying wow is that you my voice sounds really good do you know what I mean you're like yeah. 

Participant D:I think the practicals I mean againall the sessions were affecttive but I think that's a practical 3 or more sessions with you I just felt like there was a build up quite definitely like the last 2 where we went through like the harmonies and the Vibrato and breathiness I felt like those were the most effective cause those were things that I hadn't really explored in fact  I probably have done this before but  didn't  know that  Having gone what through doing with you that's when I became more confident. I think I'll say the last yeah the practical sessions i think for me were the most effective.

Researcher:it's interesting because even though I have done the course with all 3 of you all the sessions have been slightly different  there've been some sessions that were generic like you know in the planning obviously the performance anxiety and stuff but how it develops with each of you has been different.

Participant E: in terms of like I'm saying that offload of around the shift of responsibility and I mean that was from 1st  session all the way through in different ways yeah. and then I think the I havent  done my PowerPoint yet and I've got my final session on Monday and im anticipating that my journaing around that has been really good to bring in some of those here things and then I think the actual the session that we did in in a singing in A Was great see more of that I think a really good first step but even like knowing that there were other people in the house I was like still a little bit restricted in how I could like you also say S you were comfortable singing around your family, but it's not my family so like I'm okay but who can hear me and those things gone are still we going on in your head but like yeah in my mind I want to do that more.

Participant E: it was just the beginning of stepping in into a new space of freedom in that but also I have to keep pushing through that uncomfortable self consciousness with things that I've learnt because I will still feel it when other people are around yeah I don't know how you're feeling about what I'm doing right now

Researcher: Were there any gaps in the course that you feel should be addressed 

Participant D:I wish there was longer

Participant S: well I mean for me it was a bit difficult because when we started it was great and you know going through the sessions and then obviously you know morning sickness kind of kicked him so I couldn't really continue so I would like to do the remaining units that I didn't get to do  and just see like how much more impact that it has on my singing like I said I can kind of push some of those thoughts away I'm finding what happens now is it's kind of like a fight or Flight mode thing so I get on to the platform and I do what I need to do and as soon as I step off its like all of the things that I pushed away just come running back into my head again and then that's when  I kind of want to get out and go home and just  wanna work on Adlibbing more like kind of looking at like leading a song yeah. 

Researcher:so that's got me thinking about you know what strategies you know I can develop for afterwards if you understand because it's like sometimes we get through it we get through those challenges and we thought I've done it and then the enemy just comes straight away to come and steal what you've just accomplished to understand and still that words I think it'd be really interesting to think about something that you can put in place afterwards. 

Participant E:yeah saying I've had a bit fomo because I was like ohh I would have loved to do that more, even though i have had vocal training I think it's always great to do and different and in the process of under as of letting go of the anxiety and you know really understanding what's going on with your voice and yeah  that would be really cool to do at some point and then I think also it's not really a gap it's just a wondering in terms of the future cause even just having this space to share and having very similar sort of um experiences a group of us who could support one another and continue to learn just sort of like having a space its a journey not that we do a course and it just ends that thing of breaking the ice with other people and going through the discomfort of singing in front of other people that is what I need more environments of safety where I can do that and I don't think I can do that in church.

Researcher: I get what you are saying.

Participant S I like what she is saying but I can feel the anxiety.  Maybe you can sing but not me look but you know that's what we need you know what to be in the same place but I know it will be a struggle for me to go to it but I think we need something like that to feel like it's a safe place like you said to make a mistake I may not get the harmony right the first time but then with the support we're building they might say  maybe try it this way do you know what I mean there'll be loads of different ideas and people coming from you know just different sort of like training and stuff like that so it could be a positive thing yeah but I can feel the anxiety rising.

Participant D : it sounds like a great idea yeah and if you right now time is it yeah I mean it is so many commitments but I think it's a great idea cause I as you talk about that safe place you know for worshipers I don't think there is anything like this I mean based on conversations that are even on social media as a whole a lot of worship leaders and musicians they're really struggling yeah they are just in a position where it's like there be things have been taken from them where do they fill up. 

Participant E:Sabrina people that you already know you've worked with  and I'll be the same as you S I'll get in the space and I'll be flipping terrified it's like the feelings are there It's just it just it's just that I don't know that's what I need to do in some way yeah so yeah I definitely I would have been in a position to be like I wanna do this every week this is something that's gonna be happening and yes I can come on that day and I could yeah and maybe with a format so you're definitely gonna do something which is technical which is just around like learning about the voice yeah and then like worship yeah doesn't have to be any more than that you know just like cause I cause I also feel relationally I'm safe when I'm when I know people have my back and  they are my sisters and we're all kind of in that space together but that takes time as well we don't just fall into having that and but I feel like thats  What you started to create in the 1-1 time. 

Researcher: Thank you so much that concludes the focus group.
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Appendix 7
Tables

Figure 1.
	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




Subcategories before the intervention (Figure 2)
	Sub-categories
	Participant D
	Participant E

	Somatic Anxiety/Worry about Performance

	56%
	66%

	Worry Focused on Self/Other Scrutiny

	68%
	66%

	Depression/Hopelessness
	41%
	39%

	Parental Empathy
	33%
	25%

	Memory
	33%
	41%

	Trait Anxiety
	16%
	66%

	Anxious Apprehension
	77%
	61%

	Biological Vulnerability
	66%
	100 %










Sub-categories after the intervention Figure (6)

	Sub-categories
	Participant D
	Participant E

	Somatic Anxiety/Worry about Performance

	68%
	51%

	Worry Focused on Self/Other Scrutiny

	54%
	45%

	Depression/Hopelessness
	23%
	33%

	Parental Empathy
	37%
	29%

	Memory
	66%
	16%

	Trait Anxiety
	61%
	55%

	Anxious Apprehension
	50%
	22%

	Biological Vulnerability
	83%
	83 %
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Figure (8)
	THEME
	Frequency
	Impact Level

	Confidence and anxiety
	High
	High

	worship and spiritual depth
	High
	High

	vocal and technical development
	Medium
	High

	emotional release and healing,
	High
	High

	safety and support
	High
	High

	mental shift and self-awareness
	Medium
	High

	community and continuity
	Medium
	Medium

	course structure and time
	Medium
	Medium
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(this box should expand as you type)

	


4
	Research Question
What is the effect of a holistic vocal training program on the technical proficiency, spiritual engagement, and musical performance anxiety management of worship singers in live performance settings?



(this box should expand as you type)

	









5
	Aims of Research Activity
The aims of my research activity are;
To continue developing a holistic vocal curriculum that amalgamates technical, spiritual, and emotional elements tailored to the specific needs of worship singers.
To enhance vocal proficiency by Improving worship singers' technical skills, such as breath control, range, tone, and stylistic elements of the three main genres of worship music.
To foster spiritual connection by exploring how this holistic training can align worship singers’ spiritual engagement and enhance their ability to lead congregations in worship authentically.
To address Musical Performance Anxiety by implementing and evaluating strategies to help worship singers manage and reduce musical performance anxiety.
To contribute to academic studies by providing comprehension into the relationship between vocal training, spirituality, and musical performance anxiety psychology, offering a contribution for future research in worship and music education.


(this box should expand as you type)

	





6
	Objectives of Research Activity
The objectives of my research activity are;

To implement and pilot the curriculum with worship singers in live performance settings.
To evaluate and measure differences in technical proficiency, spiritual engagement, and musical performance anxiety management using qualitative and quantitative methods.
To Identify and analyse what features of the curriculum are most effective and the areas that need development.
To share my findings through resources for worship singers and vocal educators or through academic publications.
(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
	Mixed methods
I aim to use a mixed methods approach for my research activity as it allows me to analyse both quantitative and qualitative data to fully know the impact of my curriculum.
Experimental design
The method used for the implementation of the curriculum will be experimental design. I will conduct a study intervention for participants to engage in the intermediate level of my holistic curriculum for 8–12 weeks.
Surveys
Quantitative methods will include a pre- and post-assessment to measure participants' vocal proficiency using objective criteria such as pitch accuracy and vocal range. This will be measured using a pitch analyser app like Nail the pitch. The Kenny Music Performance Anxiety Inventory (K- MPAI) will be distributed as a survey to participants before and after the curriculum to measure musical performance anxiety and Likert-scale survey will be used to measure participants' confidence levels, spiritual connection during worship, and perceived skill improvement.

Semi structured remote interviews

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.

Video observations
Performance observations will be conducted to record and 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.
Self-reflection progress logs
In addition to this, participants will be asked to complete a weekly progress log to document them and their experiences.

Data analysis
The statistical method 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 box should expand as you type)

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

	
8
	The research will be conducted via email interviews, Surveys and remote 1:1 interview via zoom. Live performances will be recorded and analysed for data collection. Implementation of the curriculum will take place online during 1.1 sessions. All research will take place online.
(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
	

N/A
(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:


(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?
	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)

	

11
	
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)

	

12
	

How will you identify the participants?
	I will identify the worship singers through my church community and 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 or directly.
(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

	
	Audio and video recordings of remotely held interviews (Zoom).




Video recordings of performances Use of pitch accuracy app
Use of vocal range app
(this box should expand as you type)


SECTION H: Anticipated Risks

	
	Outline any anticipated risks that may adversely affect any of the participants, the researchers and/or the University, and the steps that will be taken to address them.
If you have completed a full risk assessment (for example as required by a laboratory, or external research collaborator) you may append that to this form.

	1
	Full risk assessment completed and appended?
	Yes
	☐

	
	
	No
	☒

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

	
	Risk to participants:
I will be collecting and transferring data therefore there may be a risk of personal data disclosed.


Participants will be from a religious community therefore some questions may cause discomfort because of theological positions and beliefs
Participants may feel judged during vocal assessments or performances, that could lead to self-doubt or discomfort.



Intensive vocal training may cause vocal strain or fatigue.

Participants may feel overwhelmed by the time commitment and data collection required for the research study.


As an insider researcher, participants might feel obliged to participate and or to provide positive feedback out of respect or familiarity.
(this box should expand as you type)
	How you will mitigate the risk to participants:
I will mitigate this risk by ensuring that data is stored on a computer that is password protected, and only I have access to.
Participants will remain anonymous.
I will mitigate this risk ensure that questions remain respectful to religious beliefs.

I will mitigate this risk by using encouraging and constructive feedback during evaluations.
Offer optional debriefing sessions for participants to express concerns or emotions and signpost participants to counselling or professional support.
I will mitigate this risk by including warm-up and cool-down exercises and encourage rest and vocal health practices throughout the study.
I will mitigate this risk by clearly communicating the time expectations upfront and allow participants to opt out at any point.
I will also design a flexible schedule to accommodate participants' other commitments.
I will mitigate this risk by stressing the voluntary nature of participation and the freedom to withdraw at any time.

(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:
Participants withdrawing from the study. Accusations of improper procedures.
Data protection Conflict of interest


(this box should expand as you type)
	How you will mitigate the risk to the investigator: Ensure that I send out interviews to more participants and frequent but respectful reminders.
Inform participants of the aim of the research and obtain written consent.
Ensure participants are aware they can withdraw at any time.
Ensure that I follow all ethical procedures. Ensure data protection procedures are followed. Be sure to avoid any coercion to participants.

(this box should expand as you type)

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

	
	Risk to the University:
Bringing adverse publicity or disrepute to the university
Data protection

(this box should expand as you type)
	How you will mitigate the risk to the University:
Ensure I follow the correct procedures. Ensure I follow all data protection procedures.

(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:

N/A
(this box should expand as you type)



	
	Disclosure and Barring Service

	
	If the research activity involves children or vulnerable adults, a Disclosure and Barring Service (DBS) certificate must be obtained before any
contact with such participants.
	YES
	NO
	N/A

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

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



SECTION I: Feedback, Consent and Confidentiality

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

	
	I will provide my contact details to participants by which they can request a copy of the final report if they wish.
(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 before gaining written consent via email and provide details of their involvement, the information I am seeking and its purpose. I will send a formal consent form by email for them to sign and return.

(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 not collect any names. Consent forms will be necessary, however any identifying information will be anonymised in the written report and all data will be stored securely.
(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, names of participants and the signed consent form.
(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
	The special category data will be that of religious beliefs. This data needs to be collected because I am conducting research into a group of singers that come from a religious community.
(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 stored on a personal laptop that is password protected and only accessible by myself. USB sticks will also be password protected.
(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 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.
(this box should expand as you type)

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

	
	
Myself, the principle 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:

	
	Myself, the principle 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 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.
(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:
	  Sabrina Hiliare
	Date:
27.1.25


For STUDENT Submissions:
	2
	Director of Studies/Supervisor:
	Laura James
	Date:
31.01.2025

	3
	Signature:
	  Laura James
	


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

	5
	Signature:
	
	


Checklist: Please complete the checklist below to ensure that you have completed the form according to the guidelines and attached any required documentation:

	☐
	I have read the guidance notes supplied before completing the form.

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

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

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

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

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

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



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

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

	STUDENTS ON UNDERGRADUATE OR TAUGHT MASTERS PROGRAMMES should submit this form
(and receive the outcome) via systems explained to you by the supervisor/module leader.
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TARGETS: To leam the song by Eben- Joyful Noise and master the various transitions
and glottal stops that come with this song. Work on my confidence in singing this song
exactly as it is supposed to be sung. | will complete the homework that was set by
Sabrina and highiight the lyrics and identify the glottal stops in each verse and the
chorus.
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