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ABSTRACT 

 

 

In the last two decades, the link between emotions and performance has received 

increased attention (Hanin, 2000a). While competitive anxiety has been examined in the domain 

of sport, performance anxiety has also been investigated in the performing arts (Kirchner, 2002; 

Tamborrino, 2001; Wilson, 1997). Researchers have attempted to identify effective coping 

strategies to manage these symptoms to prevent negative behavioral consequences (Salmon, 

Schrodt, & Wright, 1989; Steptoe, 1989; Wolfe, 1990). Although there is a great deal of research 

considering coping with emotions in sport and exercise (Fenz, 1976; Holt & Hogg, 2002; Marks, 

2000; Yoo, 2001), studies considering performing artists have been poorly designed and 

implemented (Brodsky, 1996). Relatively few investigators have examined a performer’s 

experience with anxiety beyond a description of the phenomenon. Lazarus’ (1999) cognitive-

motivational-relational (CMR) theory of emotion is applicable to stressful situations, such as 

performance. The CMR theory was used as a framework to study emotions, cognitions, self-

control, and coping strategies during solo and ensemble performance timelines in a college-aged 

sample. This study addressed previously identified needs in the current literature such as the 

timeline for study, differences between experience levels, and gender differences. This study was 

intended to examine temporal patterns of emotions, cognitive appraisals, and coping strategies in 

musicians within a larger conceptual framework. 

 A mixed methods design was utilized to employ qualitative interview data as well as 

quantitative analysis. The study included questionnaires given a week, a day, an hour, 5 minutes 

before, immediately after, and one week after a solo and ensemble performance. The 

questionnaires included: Demographic Information, Competitive State Anxiety Inventory-2 

revised version, Affect Grid, Perceived Performance Questionnaire, The Multiple Situations’ 

Behaviors Questionnaire, and the Emotion Identification Inventory. These questionnaires 

measured the constructs of anxiety, arousal, pleasure, perceived performance, self-control, and 

emotions. A qualitative interview was conducted a week after performance to assess the above 

mentioned constructs, coping strategies, and as a method of triangulation. 

 As expected, solo performance elicited more cognitive anxiety, somatic anxiety, 

emotional intensity, and negative emotions than ensemble performance. Debilitative emotions 
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were also experienced with greater intensity for solo performance than for ensemble 

performance. Furthermore, less pleasantness, positive emotions, and self-confidence were 

reported for solo performance. Performers also reported utilizing more problem-focused and 

emotion-focused coping strategies to manage their emotional state prior to and during solo 

performance. However, there was only a significant increase in arousal in the week before 

performance. The quantitative results of the current study revealed few differences in experience 

level. The significant differences, however, were not in the hypothesized direction. For example, 

HEP consistently experienced less pleasantness than LEP. However, interview analysis revealed 

that HEP reported more negative emotions than LEP throughout both solo and ensemble 

performance timelines, but utilized less coping strategies. Interestingly, LEP reported 

experiencing mixed emotions, and more coping strategy utilization. 

 Differences between males and females were in line with previous research. Males 

reported more self-confidence, more pleasantness, and higher perceptions of performance than 

females. They also experienced less negative emotions and emotional intensity. As predicted, 

females reported utilizing primarily emotion-focused coping strategies. However, males 

employed both types of strategies equally. There were no differences in self-control use between 

experience levels or genders. All performers utilized a combination of problem-focused and 

emotion-focused coping strategies, reflecting the closed system of self-control. 
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INTRODUCTION AND CURRENT STATE OF RESEARCH 

 

Emotions are felt by all performers regardless of domain or expertise level. In the last 

decade, the link between emotions and performance has received increased attention (Hanin, 

2000a). Most research has focused almost exclusively on negative emotions. Frederickson 

(1998) suggested several reasons for this tendency. He stated that there are greater quantities of 

negative emotions, less differentiation between positive or pleasant emotions, and greater 

concern with the individual’s problems, which are caused by negative emotions. Also, the 

construction of theoretical models has been based on the prototypic emotions of anger and 

anxiety. While competitive anxiety has been examined in the domain of sport, performance 

anxiety has also been investigated in the performing arts (Kirchner, 2002; Tamborrino, 2001; 

Wilson, 1997). Research on the experience of emotions and coping strategies in the performing 

arts is vast, but very limited in scope and depth, and the studies have been poorly designed and 

implemented (Brodsky, 1996). Further, relatively few investigators have examined a performer’s 

experience with anxiety beyond a description of the phenomenon.  

In domains involving high-level performance, emotions such as anxiety have been shown 

to adversely affect performance (Juslin & Sloboda, 2005). A large number of college-aged and 

professional musicians have experienced anxiety before a performance (Tamborrino, 2001) as 

well as during a performance (Kirchner, 2002; Tamborrino, 2001; Wilson, 1997). Additionally, 

symptoms of performance anxiety are experienced by adolescents as well as adults (Kenny & 

Osborne, 2006). Musical performance anxiety increases in the week prior to performance 

(Tartalone, 1993) where physiological symptoms of shaking, temperature fluctuations, and 

muscle reactions are commonly felt (Kirchner, 2003). Under such conditions, cognitive 

processes of attention and focus can be disturbed. For example, Kirchner’s (2003) findings 

revealed that performers have an altered sense of reality when experiencing performance anxiety.  

It is clear that performers continue to struggle with the symptoms of performance anxiety. 

Treatment options such as pharmacotherapy and psychotherapy have been identified as effective 

in treating performance anxiety (Kenny, 2005). However, the majority of musicians do not seek 

professional help for the treatment of musical performance anxiety. In a 1997 Federation 

Internationale des Musiciens (FIM) survey, only 11% had sought out a psychologist, psychiatrist, 

or counselor over the past year. Further, of these consultations, few focused on performance 

anxiety. It is possible that musicians view consulting a psychologist or psychiatrist negatively, 
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and that to seek outside help is indicative of mental illness. Additionally, some musicians may 

believe that anxiety is motivating, and do not wish to completely alleviate it. It is also possible 

that musicians are not aware that effective interventions are available. These possibilities may 

explain the extremely high occurrence of debilitating performance anxiety, and the continuing 

problem that musicians face when preparing for a performance. 

Although there are treatment options available for performers, it is important to prevent 

debilitating performance anxiety. There is a multitude of research on performers’ experiences of 

performance anxiety, however, research in the performing arts has not focused on the 

interactions among cognitions, emotions, and coping strategies. Additionally, research is lacking 

on identifying both negative and positive emotions that interact during the performance timeline. 

Thus, a study is needed to examine performer’s emotional experiences, beyond a description of 

the phenomena. It is important to identify an individual’s patterns of emotional development and 

coping strategies. In doing this, it may be possible to educate others on the emotional experience 

that musicians face prior to, during, and after an important performance. 

In investigating emotions, cognitions, and coping strategies I relied on Lazarus (1999) 

cognitive-motivational-relational (CMR) theory of emotion. Lazarus posited that emotion is 

generated by relationships between the individual and the environment. When an individual is in 

a stressful situation, he/she engages in the appraisal process, which consists of primary and 

secondary appraisal. Primary appraisal refers to what an individual has at stake, and his/her 

judgments about the eventual outcome of the situation. Secondary appraisal refers to the options 

for coping. Coping mechanisms are then employed, which can change the person-environment 

interaction and, therefore, shape emotion. Problem-focused coping involves planful, direct 

actions to change the person-environment relationship; for example, persuading a coworker in 

the next cubicle over to turn down his radio due to distractions caused by the loud music. 

Emotion-focused coping is aimed at changing the way an individual attends to or interprets what 

is happening; for example, changing the affective experience by deploying attention elsewhere 

(Lazarus, 2000).  

The CMR theory of emotion is applicable to the study of performer’s emotions and 

affectivity. A musical performance is often perceived as a stressful situation. Some performers 

appraise these situations as challenging, while most view them as threatening. In these instances, 

primary and secondary appraisals elicit anxiety. Primary appraisal determines a potential loss of 
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personal value, and secondary appraisal concludes that there are limited coping resources 

available. Coping strategies are then employed to change the person-environment interaction and 

appraisals of threat or harm. Evidently, this framework of emotions, cognition, and coping is 

influential when considering performers.  

 Researchers in the performing arts have not adequately identified cognitive processes that 

underpin emotional experiences relevant to musical performance. While performance anxiety has 

been identified as a major threat to a performer’s career (Juslin & Sloboda, 2005), relatively few 

studies have considered the interplay between cognition and emotion. The following chapter 

introduces a conceptual scheme modeled after Lazarus (1999) CMR theory of emotion. Research 

relevant to performers in both the sport and performing arts domain is introduced. The review 

concludes with the outline of the study based on recent and valid theories. The hypotheses of the 

study propose that anxiety, arousal, and debilitative emotions would increase in the week before 

solo and ensemble performance while pleasantness and facilitative emotions would decrease. 

Further, solo performance would elicit more anxiety, arousal, and debilitative emotions than 

ensemble performance. During both performances, musician’s emotions would fluctuate. 

However, low experienced performers (LEP) should experience more anxiety, arousal, and 

emotional intensity than high experienced performers (HEP) throughout the performance 

timeline. HEP were predicted to utilize different coping strategies than LEP prior to, during, and 

after performance. Additionally, they would report different self-control strategy use. HEP 

should also report higher performance perceptions than LEP. Finally, it was hypothesized that 

males and females will report different emotions, coping and self-control strategies, and 

performance perceptions.  
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CHAPTER 1 

 

LITERATURE REVIEW AND CONCEPTUAL FRAMEWORK 

 

 

 

 

Cognition, Emotion, and Performance 

Athletic and musical performance is a rich environment for research on cognitive 

processes. The range of situations to which performers have to adjust in order to optimize 

performance demands constant analysis of a vast amount of information. For example, a soccer 

player revaluates his options before he strikes the ball, or a flute player is continuously 

monitoring intonation with her accompanist, and is picking up on cues from her audience. 

Furthermore, this cognitive processing can take place under stressful conditions that can interfere 

with cognition (Smoll & Smith, 1990; Kirchner, 2002). Several theories have posited models that 

explain the emotion-cognition relationship (Bower, 1981; Forgas, 1991; Lang, 1979; Lazarus, 

1966; Lazarus & Folkman, 1984, Schachter & Singer, 1962; Schwartz & Clore, 1983).Three 

main topics have been identified in the cognition field: information processing, 

attribution/judgment, and arousal and motivation. Although the theories are similar in some 

respects, they differ in several aspects in accounting for the emotion-cognition relationship. The 

conceptual framework for this literature review will focus on Lazarus (1999) CMR theory of 

emotion. 

CMR Theory of Emotion 

 The CMR theory of emotion holds that emotion is generated by relationships between 

the individual and the environment (Lazarus, 1999). Individuals evaluate the status of their goals 

by taking cues from the environment. Emotions are elicited when an individual appraises or 

perceives a situation’s significance. Therefore, motivations and cognitions play an important role 

in an individual’s interaction with the environment. The theory is useful in situations which 

evoke stress. When an individual is in a stressful situation, he/she engages in the appraisal 

process. Coping mechanisms are then employed, which can change the person-environment 

interaction and shape the emotion. A summary of this relationship is presented in Figure 1.  
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Primary and Secondary appraisals. Lazarus (1999) postulates that there are two types of 

appraisals: primary and secondary. Primary appraisal refers to what an individual has at stake 

and his/her judgments about the eventual outcome of the situation. The three primary appraisals 

are goal relevance, goal congruence, and goal content. Goal relevance provides the basis for 

whether the situation has potential for eliciting any emotion. If something is at stake, there is a 

greater likelihood that emotion will be evoked. Goal congruence concerns an appraisal of benefit 

or harm. This determines whether the resulting emotion will be negative or positive. Lastly, goal 

content (ego-involvement) distinguishes among the many emotions that could develop. 

If a situation is perceived as stressful, appraisals of threat or challenge may develop. If an 

individual perceives a situation as threatening, he/she considers possible harm or loss of personal 

value. Conversely, if an individual perceives a situation as challenging, he/she feels excited or 

encouraged by the impending obstacle. Thus, an individual utilizes primary appraisal to judge 

whether the situation is regarded positively or negatively.  

 

 

 

Figure 1. Lazarus’ CMR theory of emotion  

Personality 
Goals 
Beliefs 
Knowledge 

Situation 

Appraisal/Reappraisal 

Action Tendencies       Subjective  
(behav./physiol.)             
Experience or ‘affect’ 

Coping 

EF Coping PF Coping 
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Secondary appraisal refers to perception of options for coping. The three secondary 

appraisal decisions are blame or credit, coping potential, and future expectations (Lazarus, 

1999). Blame or credit depends on whether an individual feels a sense of accountability or 

responsibility for the harm or benefit. The direction of blame (inward or outward) influences the 

type of emotion that will develop. Coping potential refers to how the situation can be positively 

altered. Future expectations refer to how an individual feels the situation will progress for the 

future. The combination of these three decisions determines what type of emotion will develop, 

and whether an individual feels that he/she is capable of managing the situation. 

Secondary appraisal does not reflect the coping process itself (Lazarus, 1999). 

Individuals judge whether they have the resources to complete a task. Further, they are 

evaluating whether they can adequately meet the demands of the task and be successful. If an 

individual perceives a situation as exceeding her/his resources, she/he will appraise the situation 

as threatening. If an individual feels that she/he can adequately manage the situation without loss 

of personal value or meaning, she/he will appraise the situation as challenging.  

Both primary and secondary appraisals determine the development and course of an 

emotion. Further, for each emotion, there is a different pattern of appraisal. For example, if an 

individual appraises a situation as threatening, and perceives the demands to be greater than 

his/her resources, anxiety may develop. Therefore, primary and secondary appraisal should not 

be viewed as two different constructs. One form of appraisal is not more important than another, 

and there is no specified order. Most often, primary appraisal alerts an individual to a potential 

stressful situation. Secondary appraisal then focuses on how an individual can cope. However, 

rather than being two separate entities, there is an active interplay between these concepts. 

Coping. Another idea central to Lazarus’ theory is coping. Coping is a mechanism, that 

helps the individual to regulate his/her emotions (Lazarus, 2000). Similar to emotions, it is 

dynamic and continuous. Furthermore, Lazarus states that in order to effectively cope, it is 

important to transition from one coping strategy to another as required. However, if a single 

strategy solves the problem multiple strategies may not be needed. 

Coping is a key mechanism when managing emotions, especially negative ones. It not 

only follows the development of emotion, but also shapes emotion. Coping can shape emotion in 

one of two ways. Problem-focused coping involves planful, direct actions to change the person-

environment relationship; for example, persuading a coworker in the next cubicle over to turn 
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down his radio due to distractions caused by the loud music. Emotion-focused coping is aimed at 

changing the way we attend to or interpret what is happening; for example, changing the 

affective experience by deploying attention elsewhere (Lazarus, 2000). Terms such as avoidance 

coping have also been added to represent other dimensions of coping strategies (Endler & 

Parker, 1990). 

Individuals have been found to utilize a combination of problem and emotion focused 

coping. Carver and Scheier (1994) examined dispositional coping style before an exam. Students 

utilized problem-focused coping strategies prior to the exam, but strategies of avoidance were 

predominant while waiting for exam grades. Further, students who received poorer grades 

reported utilizing emotion-focused coping strategies more than the students who did well. It was 

noted that that problem-focused coping strategies may be more effective than emotion-focused 

coping strategies when managing test-related anxiety (Marks, 2000). However, more conclusive 

research is needed to substantiate this observation.  

The coping process is based on individuals’ appraisals of a situation. To implement the 

coping process, an individual evaluates what is at stake (i.e., primary appraisal), and availability 

of resources to manage the situation (i.e., secondary appraisal). However, coping skills have the 

power to adequately change the appraisal of a stressful situation. For example, an individual is 

preparing for a recital performance. He/she initially appraises the situation as threatening and 

experiences anxiety. After identifying a problem-focused coping strategy of additional hours of 

practice, he/she reappraises the situation as a challenge. The situation has new relational 

meaning; thus, different emotions will be elicited (Folkman & Lazarus, 1990).  

A Conceptual Scheme 

Lazarus (1999) CMR theory of emotion is applicable to performing artists. Individuals 

often perform in a stressful, competitive environment where emotions are experienced, 

reappraisals are made continuously, and coping strategy use is necessary. Thus, I have developed 

a conceptual scheme that applies the CMR theory to musical performance (See Figure 2). In the 

following review of literature, each variable is explained with relation to the performing arts. 
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Figure 2. A Conceptual scheme of concert-related and dispositional dominance antecedents, 

emotional and cognitive reactions, cognitive appraisals, coping strategies before and during a 

performance, and perceived performance. 

 

Antecedents of Performance Anxiety 

Barlow’s (2000) model of anxiety is applicable to musicians’ experience of performance 

anxiety. His model proposes a set of triple vulnerabilities that can influence the development of 

anxiety. These include a generalized biological (heritable) vulnerability, and a generalized 

psychological vulnerability based on early experienced in developing a sense of control over 

salient events. Additionally, a more specific psychological vulnerability is included whereby 

anxiety comes to be associated with certain environmental stimuli through learning processes 

such as respondent or vicarious conditioning.  

Barlow (2000) argues that a genetic predisposition and early life experiences may predict 

a general anxiety disorder. However, the third set of vulnerabilities produces specific anxiety 

disorders such as panic disorder or phobias. Once anxiety is triggered, an individual shifts into a 

self-evaluative state. The focus narrows to catastrophic cognitive self-statements that disrupt 

performance. For example, in the case of a young musician high in trait anxiety (biological 

vulnerability), who came from a home environment where expectations for excellence were high 

but support for achieving excellence were low (generalized psychological vulnerability), 

exposure to early and frequent evaluations of performances in competitive environments 

(specific psychological vulnerability) may be sufficient to trigger music performance anxiety.  
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Cognitive appraisals prior to the development of anxiety can also determine whether the 

performance will suffer. Jin, Obert, Siivola, and Leblanc (1997) postulated that performance 

would suffer under increased audience presence due to negative cognitive appraisals. They 

hypothesized that when performers were under important evaluation, they would appraise the 

situation as highly threatening. Three levels of audience presence were utilized. One group 

performed alone in a practice room, another performed with one researcher present, and the last 

performed with all researchers present, a peer group, and a tape recording being made. Results 

indicated that performers had the highest self-report and physiological indicators of anxiety in 

the condition consisting of a large number of observers. In addition, performing alone in front of 

an audience has been shown to elicit anxiety in itself (Hoshino, 1997). Thus, when performers 

perceive themselves as being in a highly threatening situation, anxiety is experienced more 

intensively. 

In addition to negative perceptions about threatening conditions, Sinden (1999) sought to 

explore a number of factors that may contribute to performance anxiety. Various psychological 

self-reports were collected from university instrumental music students. Results revealed that 

low self-efficacy, low self-esteem, and perfectionism, among others, predicted performance 

anxiety. Also, Kee (1993) demonstrated that performers who strive for a perfect performance are 

likely to experience performance anxiety. Therefore, negative self-beliefs, as well as 

perfectionism, are likely to predict performance anxiety. 

Additional cognitive processes that may predict performance anxiety have been 

identified. For example, musicians are shown to have a tendency to catastrophize. Catastophizing 

is described as “dwelling on the worst possible outcome of any situation in which there is a 

possibility for an unpleasant outcome” (Beck, Emery, & Greenberg, 1985, p. 25). For example, a 

musician may be preoccupied with the possibility of missing a note in a recital and being kicked 

out of the school of music. Liston, Frost, and Mohr (2003) investigated the predicting variables 

of musical performance anxiety. Results indicated that the two main characteristics of 

catastrophizing and self-efficacy were powerful predictors of performance anxiety. Further, the 

most powerful predictor overall was the tendency for musicians to catastrophize. Steptoe et al. 

(2005) found similar results when examining stage fright in actors. Negative thoughts centered 

on panic or loss of control and thoughts concerning physical collapse were associated with stage 
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fright. These results suggest that performing artists who catastrophize may have the tendency to 

experience performance anxiety.  

Osborne and Franklin (2002) examined performance anxiety as a social phobia variant. 

Results indicated two main predictors of performance anxiety: consequences of negative 

evaluations, and likelihood of such evaluations in formal situations. These are the same cognitive 

processes that are critical in the generation of social phobia. Authors conclude that individuals 

who suffer from social phobia experience negative thoughts and in this respect, performance 

anxiety is very similar. Thus, reducing the fears of negative evaluation and perceptions of 

consequences that follow may be helpful when treating performance anxiety. 

Experienced, competitive musicians who perform alone may experience anxiety due to 

cognitive factors, not enough support in early years, or various other aspects of performance 

(Hoshino, 1997; Jin, et al., 1997; Liston, et al., 2003). Additionally, they may suffer a “fear of 

failure” (Atkinson, 1978). However, performers may also possess a “fear of success,” which 

allows them to utilize performance anxiety as a defense mechanism (Nagel, 1990). A career in 

the performing arts is extremely competitive. Once one attains his/her potential as a performer, 

he/she is evaluated constantly in order to acquire and maintain employment. While it may be true 

that the symptoms of anxiety are experienced, he/she relies on these experiences to account for 

possible poor performance. Consequently, if he/she fails or is turned down by a potential 

employer, it is not due to lack of talent, but the effects of a debilitating condition he/she does not 

have control over.  

While most research has focused on college-aged and professional musicians, there have 

been studies examining the experience of younger musicians. Kenny and Osborne (2006) 

investigated the experience of performance anxiety in adolescent musicians. A review of 

literature indicated that the development of the tendency to experience performance anxiety may 

begin at a young age. Ryan (2005) also found that young performers experience anxiety in the 

same way as older musicians. Specifically, anxiety was found to increase immediately before 

performance. However, there are few performance anxiety measures designed specifically for 

adolescents. Consequently, the Music Performance Anxiety Inventory for Adolescents (MPAI-

A) was developed and validated (Osborne & Kenny, 2004). It was developed specifically for 

adolescents, hoping to identify and treat performance anxiety at an early age. It was hoped that 
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this measure will enhance and promote treatment of performance anxiety in adolescence before 

this issue progresses into adulthood. 

Emotions 

There are a number of definitions for the term “emotion” due to its complexity. 

Additionally, the lack of agreement concerning the concept of emotion has been attributed to 

difficulty in defining it. While emotions are sometimes considered motives, other times they are 

associated with feelings or physiological changes occurring within the individual. Although 

difficult to define, Deci (1980) constructed a working definition:  

An emotion is a reaction to a stimulus event (either actual or imagined). It involves change in 

the viscera and musculature of the person, is experienced subjectively in characteristic ways, 

and is expressed through such means as facial changes and action tendencies, and may 

mediate and energize subsequent behaviors. (p. 85)  

This definition emphasizes the perceived experience of the person when emotions are evoked. 

Emotion is frequently used synonymously with other affective concepts. While the 

concepts are similar, it is important to differentiate between affective phenomena such as 

emotions, feelings, moods, emotional traits, and temperaments (Vallerand & Blanchard, 2000). 

These concepts differ to some degree on their temporal patterning (see Table 1). Additionally, 

they differ with regard to their conceptualization. Affect includes both components of feelings 

and emotions. Given that it is more generic, most emotional phenomena are referred to as 

“affective phenomena” (Vallerand & Blanchard, 2000). Affect can be of a state or trait type, and 

does not include physiological changes. Emotions, however, are short-term responses to a 

stimulus, and can result in physiological and behavioral changes (Levenson, 1992; Levenson, 

Ekman, & Friese, 1990). Furthermore, feelings result from emotions, and do not typically 

involve physiological or behavioral changes. Moods can last anywhere from hours to a lifetime, 

and are non-intentional (Vallerand & Blanchard, 2000), and do not have a direct relationship 

with a specific stimulus. For example, and individual is upset, but cannot identify what the 

source of the problem is. Moods are also linked to affective traits that can include emotional 

traits and temperaments, which are innate tendencies for an individual to experience certain 

moods or emotions. 
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Table 1 

Temporal Patterns of Different Affective Phenomena  

               Time 

Phenomena  

Seconds Minutes Hours Days Weeks Months Years Life 

Emotions         

Feelings         

Moods         

Emotional 

Traits 

        

Temperaments         

Note. Adapted from Vallerand and Blanchard (2000, p. 8) 

 

Throughout the centuries, different primary or basic emotions have been identified 

(Plutchik, 2003). There are a wide array of emotions, and many different combinations. Lazarus 

(1993) identified emotions of shame, envy, jealousy, pride, anxiety, relief, hope, love, and 

compassion. These emotions vary in several respects. However, in spite of this variability, seven 

basic emotions are identified: disgust/contempt, fear, happiness, interest, sadness, and surprise 

(Vallerand & Blanchard, 2000). 

Different cultures have been observed to examine primary emotions. Individuals of 

different cultures have been able to identify emotions in other individual’s facial expressions. 

Thus, primary emotions have been considered innate (Vallerand & Blanchard, 2000). Secondary 

emotions, such as pride and trust, develop from primary emotions (Plutchik, 2003; Vallerand & 

Blanchard, 2000). These emotions result from associations drawn from prior experiences.  

Positive and Negative Emotions. Positive and negative emotions have often been 

associated with “good” and “bad” connotations respectively. Positive emotions, such as joy and 

happiness, have been thought to be pleasant, while negative emotions, such as anger and fear, are 

unpleasant. However, as stated by Plutchik (2003), “all emotions play an adaptive role in human 

life and from that point of view are essentially positive” (p.8). At times, negative emotions may 

be just as functional as positive emotions.  
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Most research has focused almost exclusively on negative emotions. Frederickson (1998) 

suggested several reasons for this tendency. He stated that there are greater quantities of negative 

emotions, less differentiation between positive or pleasant emotions, and greater concern with 

the individual’s problems, which are caused by negative emotions. Also, the construction of 

theoretical models has been based on the prototypic emotions of anger and anxiety. Unlike 

negative emotions, positive emotions are believed to have a role in successfully developing 

solutions to problems (Frederickson, 1998). Performance enhancement results from the 

expansion of attentional focus and cognitive processes, the expansion of action possibilities, 

intellectual resources, and social resources. Additionally, positive emotions can cancel out the 

negative consequences of experiencing negative emotions.  

Negative emotions are not always detrimental to performance. At times, they can 

motivate an individual to adapt to a specific event, depending on their expectancies for coping 

(Carver & Scheier, 1988). Further, elite performers have been shown to have a greater tendency 

than non-elite performers to interpret negative emotions as facilitative to their performance 

(Jones, Hanton & Swain, 1994; Jones & Swain, 1992). However, performers often report high 

levels of anxiety, which can disturb cognitive processing and increase physiological activation, 

resulting in poor performance (Juslin & Sloboda, 2005; Kirchner, 2002; Tartalone, 1997; Wolfe, 

1990). 

Thoughts/Appraisals 

According to Lazarus (1999) if a situation is perceived as stressful, appraisals of threat or 

challenge may develop. Cognitive appraisals of either threat or challenge result from an 

individual’s perception of the situation’s significance. Research findings illustrate the anxiety 

evoking antecedents of competitive performance, such as evaluation, low self-efficacy, low self-

esteem, performing alone, and perfectionism (Henderson, 1985; Jin, Obert, Siivola, & Leblanc, 

1997; Kee, 1993; Sinden, 1999). Appraisals of threat indicate an individual’s perception of 

danger to one’s well being, and a lack of confidence in coping resources (Lazarus, 2000). These 

appraisals often result in negative emotions, such as anxiety. However, appraisals of challenge 

indicate an excitement and readiness for the event, which results in positive emotions. Thoughts 

and appraisals are typically continuous. Specifically, an individual is constantly evaluating and 

reappraising the situation. These reappraisals change what emotions eventually develop. For 

example, prior to an important performance, an individual may appraise the situation as a threat, 



 

 14

and the emotion of fear is experienced. However, during performance the performer utilizes 

coping strategies and reappraises the situation as a challenge, and experiences the emotion of 

excitement. 

Emotional Regulation/Coping 

Due to the emotional nature of performance, it seems that regulatory processes are 

needed to maintain stability. Previous theorists have viewed emotions as troublesome deviations 

from proper functioning that need to be controlled (Seneca, 1963; Ryle, 1949). They have also 

been viewed in a positive light, and less in need of strict regulation (Hume, 1739/1969). 

However, some degree of control is needed to maintain a “cool head” when in a performance 

situation.  

Emotional regulation refers to the “processes by which individuals influence which 

emotions they have, when they have them, and how they experience and express these emotions” 

(Gross, 1998, p. 275). According to the psychoanalytic tradition, there are two dimensions of 

anxiety regulation. The first consists of avoiding anxiety provoking situations in the future, after 

situational demands overwhelm an individual’s ego. The second consists of inhibiting impulses 

that the ego judges will influence anxiety responses in the future. These two regulatory processes 

are also sometimes referred to as “ego defense” (Gross, 1998). Ego defenses are typically 

unconscious, and differ in regard to individual’s characteristic defensive styles. 

Gross (2002) conceptualized emotion regulation as involving three main aspects. First, there is 

more to emotional regulation than managing negative emotions. Second, many examples of 

emotion regulation are conscious, such as changing the topic of conversation when it is 

upsetting. However, individuals may not always be aware that regulation is taking place. Third, 

emotional regulation is not necessarily good or bad. For example, performers may stifle their 

emotions in order to perform successfully. This can have unfortunate consequences, such as 

limited emotional expressiveness during an important piece.  

Coping as emotional regulation. Coping strategies have often been included as emotional 

regulation strategies. While the coping literature is very well connected to the emotional 

regulation tradition, it is conceptually different (Gross, 1998). Coping strategies are conscious 

and adaptive strategies, which focus on situational rather than person variables. Further, 

emotional regulation researchers have emphasized that both positive and negative emotions may 

be regulated. Coping strategies have primarily been considered to regulate negative emotions 
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alone (Gross, 2002). Consequently, negative emotions have been a major focus of research in 

performance domains.  

Limited research has been devoted to coping with debilitating performance anxiety. An 

even smaller number of studies have examined methods of preventing it from developing. 

Henderson (1985) explored external factors, which may prevent the onset of performance 

anxiety. Questionnaires were administered to professional performers who had wide experience 

as solo performing artists. Ninety-three questions assessed the effect of home environment and 

parental attitude, influence of music teachers, attitude toward performance, and characteristics of 

performance anxiety. Results revealed that parents and teachers influenced the performer’s 

attitude early in the performing stages. For example, a supportive teacher with knowledge of the 

prevalence of performance could provide outside resources to the student. Consequently, positive 

attitudes and knowledge early on could affect how the performer views himself/herself and the 

audience. Given the difficulty of changing attitudes late in performing years, it is imperative for 

parents and teachers to provide a supportive and non-threatening environment early on. 

The research investigating coping mechanisms in musicians is limited and outdated. 

Studies have suggested that informal methods of coping prior to performance include deep 

breathing, relaxation, reading, and distraction (Steptoe, 1989; Wolfe, 1990). Musicians also 

report taking proactive measures to control emotions prior to performance. Salmon, Schrodt, and 

Wright (1989) examined musicians’ levels of anxiety prior to and during a solo performance. 

They concluded that anxiety peaked before performance, but performers were able to attain a 

calm control during performance. Strategies of systematic rehearsal, positive self-statements, 

mental imagery, and relaxation therapy were recommended for coping with performance 

anxiety. Likewise, Kendrick, Craig, and Lawson (1982) utilized therapy sessions to determine 

that replacing self-degrading, negative thoughts with positive, task-oriented self-talk was 

effective in combating performance anxiety. Other coping strategies such as self-distraction, 

deep breathing, muscle relaxation, and realistic situation appraisals have been utilized by 

performers (Steptoe, 1989). Coping strategies aimed at healthy living have also been reported 

such as regular exercise, sufficient sleep, healthy diet, and avoidance of alcohol or drugs (Kenny, 

David, & Oates, 2003). Although these studies do not provide conclusive evidence on how 

musicians cope, they do suggest potential coping methods. 
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Research has also been conducted on musicians’ use of problem-focused and emotion-

focused coping strategies. Wolfe (1990) examined performing musicians to determine 

perceptions of effective coping strategies. Of the 478 strategies utilized, 63% were emotion-

focused, and 37% were problem-focused. Musicians who utilized emotion-focused coping 

reported feeling more confident and competent. Additionally, they were found to be more 

focused and less distracted. Kane, Roehrig, and Tenenbaum (in review) investigated the anxiety 

patterns and coping mechanisms of seven musicians. Results revealed that high experienced 

musicians (HEP) utilized both problem-focused and emotion-focused coping strategies more 

than low experienced performers (LEP). Some problem-focused strategies used were deep 

breathing, practice, and relaxation techniques. Emotion-focused strategies utilized were social 

support and emotional release, such as crying. High experienced performers also utilized more 

problem-focused coping strategies overall, such as relaxation strategies and practice. Low 

experienced performers utilized fewer strategies, although the strategies they engaged in were 

similar to high experienced performers. While most performers seem to utilize coping strategies 

to some extent, experience level may influence the type (problem-focused or emotion-focused) 

of coping strategy utilized.  

Research has revealed that musical performance anxiety is positively correlated with 

coping efforts (Lehrer, Goldman, & Strommen, 1990; Steptoe & Fidler, 1987). More anxious 

musicians tend to utilize more coping strategies than their less anxious counterparts. Further, 

more anxious musicians tend to proactively seek out methods of anxiety reduction. It is possible 

that some of the strategies utilized by these individuals are maladaptive, so that highly anxious 

musicians are unable to reduce their levels of anxiety. Consequently, they seek out additional 

coping strategies. For example, musicians may take part in rituals that they believe to be helpful, 

but are actually maladaptive. Many performers eat the same foods, take part in the same 

activities, and may even not speak prior to an important performance. The problem arises when 

the routine is disrupted, causing the performer to be more disturbed than other performers, 

leaving them with higher levels of anxiety.   

It is clear that musicians are affected by their emotions during competitions, 

performances, and even rehearsals (Kirchner, 2002; Tamborrino, 2001; Van Kemenade, Van 

Son, Van Heesch, 1995; Wilson, 1997). Several coping strategies utilized by musicians have 

been identified. However, limited research presents the most effective strategies. Instead, 
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research in the performing arts has focused on the experience of performing with anxiety and its 

consequences on musicians’ careers.  

Self-Control 

Self-control behavior is often utilized by individuals to regulate emotional development. 

Self-control is defined as a “conscious or volitional behavior aimed at overcoming any of a wide 

range of self-generated impediments to a desired target behavior” (Kanfer & Gaelick-Buys, 

1991, p. 308). Rosenbaum (1988) posited three functions of self-control behaviors. Redressive 

self-control occurs when an individual attempts to reduce the effects of emotional reactions when 

attempting to attain a goal. For example, an individual with speech anxiety may use positive self-

statements to transform their anxiety. Reformative self-control is directed at changing specific 

habits to avoid disruptions to their long term well being. For example, an individual quits 

smoking to prevent lung cancer in the future. Whereas redressive self-control is directed at 

resuming normal functioning, reformative self-control attempts to replace one set of habits with 

another (Rosenbaum, 1988). Lastly, experiential self-control refers to an individual’s attempt to 

experience life holistically, uncritically, and emotionally to enjoy life and learning experiences 

(Rosenbaum, 1993). It includes skills such as relaxation, openness to experience, meditation, and 

the experience of flow (Rosenbaum, 1999, 2000). According to Rosenbaum (1988), the closed 

system of self-control includes the redressive and reformative self-control strategies which are 

characterized by problem-solving and cognitive reframing strategies. The open system includes 

experiential strategies which are marked by acceptance and mindfulness. 

Rosenbaum (1999) posits that in order to cope with the emotions that develop from 

appraisals of a stressful situation, an individual needs to employ both open and closed self-

controlled responses. The closed system of self-control is similar to Lazarus’ (1999) description 

of coping strategies. Lazarus describes problem-focused coping as involving planful, direct 

actions to change the person-environment relationship. He describes emotion-focused coping as 

changing the way we attend to or interpret what is happening. The closed system of self-control 

includes problem-focused strategies of planning and problem-solving. It also includes emotion-

focused strategies such as cognitive reframing. Although both self-control systems should be 

used, the control of the psychological state is mostly achieved through the employment of 

closing responses (Rosenbaum, 1999). The open system encourages acceptance of the experience 

without making modifications. 
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In research conducted with athletic performers, the closed system (redressive and 

reformative) of self-control skills was used more by those individuals who experience 

competitive anxiety as facilitative compared with debilitative (Eubank & Collins, 1997). Elite 

performers tend to view competitive anxiety as more facilitative than non-elite athletes (e.g. 

Jones & Swain, 1992; Jones, Swain, & Hardy, 1993; Jones, Hanton & Swain, 1994; Perry & 

Williams, 1998). Consequently, elite performers may have a tendency to utilize the closed 

system of self-control more than the non-elite athletes. Further, previous research has suggested 

that elite performers utilize a wide variety of problem-focused and emotion-focused coping 

strategies when performing in a highly competitive task (Holt & Hogg, 2002; Lee, 2002). The 

closed system of self-control includes many problem-focused and emotion-focused strategies. 

Therefore, elite performers may tend to rely on reformative or redressive self-control rather than 

experiential self-control. Although there are parallels between Lazarus’ (1999) CMR and 

Rosenbaum’s (1988) categories of self-control, no studies exist which investigate differences in 

self-control utilization between elite and non-elite performers.  

Perceived Performance/Post Performance Emotions 

Very few studies exist that consider performers or blind judges’ evaluations of 

performance. Although adjudicators have been used to rate musicians performance (Hamann, 

1982), it is important to determine musicians’ perceptions of their own performance. Kane et al. 

(in review) determined that performance perceptions differ between high and low experienced 

musicians. Furthermore, performance perceptions can change from immediately after to a week 

after performance. More research needs to be conducted that considers musicians perceptions of 

performance.  

Emotions have been investigated prior to and during an important performance 

(Tamborrino, 2001; Kirchner, 2002; Wilson, 1997). None have examined emotions after 

performance. Although negative emotions, specifically anxiety, are expected to decrease after an 

individual is no longer in a stressful situation such as performance, it is possible that they may 

still exist. Further, studies, which consider mechanisms individuals use to cope with positive 

emotions, are lacking. Thus, emotions need to be considered throughout the entire performance 

timeline. 
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Gender Differences  

Research findings revealed that women consistently score higher than men on self-report 

measures of trait anxiety (Costa, Terracciano, & McCrae, 2001; Feingold, 1994). Furthermore, 

females have higher levels of explicit anxiety (consciously or controlled) and implicit anxiety 

(unconsciously or uncontrolled) than males (Egloff & Schmukle, 2004). Explicit anxiety is 

considered a personality disposition, and is often measured by questionnaires such as the State 

Trait Anxiety Inventory (STAI). Conversely, implicit anxiety is assessed indirectly, through 

measures such as the Thematic Apperception Test (TAT), because it operates in an automatic 

(nonconscious) mode (Egloff & Schmukle, 2002). While women consistently yield higher scores 

than males in explicit anxiety, there are, to date, few studies available that examine gender 

differences in implicit anxiety (Egloff & Schmukle, 2004). Thus, gender differences in implicit 

anxiety require additional attention. 

Women are also shown to exhibit higher anxiety sensitivity than males. Stewart, Taylor, 

and Baker (1997) examined participant’s anticipated fears of physical, psychological, and social 

consequences of anxiety. They found that while females scored higher than males only on the 

component of anticipated physical consequences of anxiety, they also had higher global anxiety 

sensitivity. As a potential consequence from these conclusions, females at age 6 are already 

twice as likely as men to develop an anxiety disorder (Lewinsohn, Gotlib, Lewinsohn, Seeley, & 

Allen, 1998). 

Men and women also differ in coping strategies used to manage negative emotions. 

Women tend to seek social support and have greater emotional expressiveness than men (Ptacek, 

Smith, & Dodge, 1994; Hunter, 1999). In addition, men have been shown to rely on problem-

solving strategies to control their anxiety responses (Karanci, Alkan, Aksit, Sucuoglu, Balta, 

1999). Thus, while women tend to report greater numbers of daily life stressors, they utilize 

different coping strategies than men to manage them. 

Specifically in performers, researchers have postulated that patterns of anxiety and self-

confidence have been found to differ between genders. Jones, Swain, and Cale (1991) found 

males to have different patterns of pre-competitive anxiety and self-confidence than females. 

Cognitive anxiety, somatic anxiety, and self-confidence were assessed using male and female 

university athletes prior to an important competition. Males showed no increase in cognitive 

anxiety across time while females showed a progressive increase as the competition approached. 



 

 20

In addition, males and females showed similar patterns in somatic anxiety with increases 

occurring only on the day of competition. However, the male’s overall levels of somatic anxiety 

were lower. Female athletes also exhibited a greater decrease in self-confidence. Thus, males and 

females have differing temporal patterns of multidimensional anxiety and self-confidence. 

Research on coping differences between males and females has suggested that while 

males utilize problem-focused coping, females employ emotion-focused coping (Anshel, Porter, 

& Quek, 1998; Anshel, Williams, & Hodge, 1997; Yoo, 2001). Results indicate that competitive 

male athletes had a greater tendency than females to seek information in response to acute 

stressors, while female athletes relied on social support. Since males have been described as 

using coping strategies that enhance controllability of stressful situations, they may use them to 

regain control over the situation. Therefore, gender should be considered when studying coping 

processes under stressful conditions.  

Experience  

In the field of sport and exercise psychology, it has been demonstrated that elite, 

competitive performers tend to perceive anxiety as facilitative to their performance (Jones & 

Swain, 1992; Jones, Swain, & Hardy, 1993; Jones, Hanton & Swain, 1994; Perry & Williams, 

1998). In early research, Fenz (1976) studied parachutists coping mechanisms prior to a jump. 

Novice and expert parachutists were monitored through a sequence of events leading up to a 

jump. Results revealed that while indicators of anxiety were apparent in both novice and expert 

jumpers, only the experts exhibited skills of control over emotions. Expert jumpers demonstrated 

external, task oriented coping strategies, while novices ruminated about internal fears. Thus, it is 

possible that attending to the situation instead of focusing internally may lead a performer to 

effectively manage anxiety levels. 

Recent research has indicated that elite level athletes use a wide variety of coping 

strategies when performing in a highly competitive task. Holt and Hogg (2002) examined 

sources of emotions and coping strategies in preparation for the 1999 women’s soccer world cup 

finals. Using a case study approach, results revealed athletes used several types of coping 

strategies. Some important themes were reappraisal, use of social resources, and blocking. 

Likewise, supporting research has indicated that performers who experience high levels of 

arousal, intensity, self-confidence, and competence used a wide range of coping methods (Lee, 
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2002). These findings indicate that implementing several coping mechanisms may be beneficial 

when experiencing intense emotions prior to a performance. 

Yoo (2001) explored coping strategies used by expert and novice athletes as well as 

individual and team sport athletes. Korean athletes completed a culturally adapted coping scale 

in response to various stressors commonly experienced in sport. Yoo found that elite athletes 

reported a greater use of problem focused coping methods than novice athletes. In addition, 

individual sport athletes exhibited higher scores on avoidance coping than the athletes competing 

in team sports. Although these results occur within a different cultural context, there is similar 

research using American subjects. Marks (2000) compared perceptions of both problem-focused 

and emotion-focused (avoidance) methods of coping. Results revealed that problem-focused 

techniques were rated as more effective at managing anxiety than emotion-focused techniques. 

Consequently, research indicates that across cultures, elite level athletes may employ problem-

focused techniques as opposed to emotion-focused techniques to effectively cope with 

interfering thoughts and elevating level of emotions.  

Very few studies have examined the difference between novice and expert performing 

artists. In a recent study involving distinguished performers, Huston (2001) compared elements 

of social phobia with performance anxiety. Although results were inconclusive, implications for 

performance anxiety were uncovered. Analyses revealed that numerous years of playing an 

instrument was correlated with lower rates of performance anxiety. In additional, as professional 

status rose, performance anxiety was found to decrease. Performance anxiety reductions could 

not be reached by increasing the number of performances in relatively short period of time, but 

had to occur with long years of experience. Unfortunately it is possible that many careers may 

end due to performance anxiety long before years of experience are accumulated. Teaching 

performers how to cope with anxiety and other negative emotions may reduce the drop out rate 

of young artists from their area of interest and development. 

Kane, et al. (in review) examined musician’s affectivity prior to, during, and after a solo 

and ensemble performance. Results revealed that prior to performance, high experienced 

performers (HEP) reported utilizing emotion-focused and problem-focused coping strategies 

more than their low experienced (LEP) counterparts. Interestingly, during performance, LEP 

reported more coping strategies than HEP. It is possible that HEP viewed performance as a 

challenge, and had developed coping routines that help to further their performance preparation. 
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Thus, there were numerous HEP reports of coping prior to performance due to their routines. 

LEP did not have a set pre-performance routine and did not utilize an adequate amount of coping 

prior to performance. Consequently, LEP were forced to cope a great deal during performance in 

order to maintain a functional anxiety state. 

It is apparent that experience level is an important variable to consider when examining 

emotions and coping strategies before, during, and after performance. However, few studies in 

the performing arts exist, which adequately explain the differences between low and high 

experienced performers. Thus, there is a need for a study to be conducted, which addresses these 

differences.  

Performance Setting 

The majority of research being conducted in the performing arts has focused on solo 

performance (e.g. Henderson, 1985; Hoshino, 1997; Jin et al., 1997; Salmon, Schrodt, & Wright, 

1989; Tamborrino, 2001; Tartalone, 1993). Ensemble performance has received much less 

attention when considering performance anxiety. Although performing alone has been shown to 

elicit performance anxiety (Hoshino, 1997), performing with others may also produce negative 

emotional states. For example, in a recital performance, a musician may miss a note, but 

improvise and cover his/her error. However, if in a small ensemble a musician misses a note and 

disrupts a crucial phrase in a piece, recovery is more difficult. Although the audience may not be 

able to identify who made the error, the performance may not be perceived as successful overall.  

While solo performance may evoke the most negative emotions, it is important to 

investigate patterns of emotional development within less threatening environments such as 

ensemble performance. Future studies conducted should consider both ensemble and solo 

performance. In doing so, insight may be gained on why solo performance is often perceived as 

more threatening than ensemble performance. Further, coping strategies may be identified that 

are being utilized by musicians to maintain low anxiety levels. 

Summary 

In this review of literature, a need was identified for using the CMR theory as a 

theoretical basis for studying performer’s emotions, cognitions, and coping strategies in a 

performance setting. It has been demonstrated that personality traits such as perfectionism, 

negative self-beliefs, and catastrophizing coupled with situational characteristics influence the 

emotional response (Henderson, 1985; Jin, et al., 1997; Kee, 1993; Sinden, 1999). Further, 
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coping strategies have been found to be utilized by performers. The transactional relationship 

postulated by the CMR model is extremely useful when considering performance situations. 

Specifically, musicians appraise a situation, experience emotions, and cope with these emotions. 

Further, appraisals can change throughout a performance leading to new emotions and different 

coping strategy usage.  

The current literature on emotions in the performing arts has not considered the full 

performance timeline for measuring emotion-related variables. Most studies only consider a 

portion of the performance timeline (Hoshino, 1997; Jin, et al., 1997). These studies demonstrate 

the physiological and psychological symptoms of high levels of anxiety. However, it is necessary 

to examine the patterns of affect development to investigate how emotions develop. Further, it is 

important to include other negative emotions as well as positive emotional development. A study 

is needed that measures emotional development and coping strategies beginning the week prior 

to performance and progressing until after performance. Using a broader timeline allows for a 

more in-depth view of emotional development and coping processes. 

Studies examining differences between high experienced and low experienced performers 

are lacking in the performing arts. The research that does exist concludes that high experienced 

performers experience anxiety and cope with it differently than low experienced athletes 

(Huston, 2001; Kane et al, in review). Findings in the field of sport and exercise have pointed out 

that elite level athletes perceive anxiety as more facilitative than non-elite athletes (Jones & 

Swain, 1992; Jones, et al., 1993; Jones, et al., 1994; Perry & Williams, 1998). These results 

demonstrate the differences in anxiety attributed to experience level. However, it is necessary to 

elaborate on where the differences exist in cognitions, emotional development, and coping 

strategies.  

Findings demonstrate the need for a more in depth view of performers experience with 

emotions and coping. Further, the CMR model is extremely applicable to the performance 

experience. Timelines for investigation should be broadened to include the week prior to 

performance, and after performance. Finally, differences between high and low experienced 

performers should be examined with relation to emotions, cognitions, and coping strategies. 
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Purpose and Hypotheses of the Present Study 

Research involving emotions, cognitions, and coping strategies is limited in the 

performing arts. While researchers have concentrated on the experience of anxiety reactions, few 

have sought to determine the relationship among cognitive appraisals, emotions and the coping 

process. This study addresses previously identified needs in the current literature such as the 

timeline for study, differences between experience levels, and gender differences. Further, self-

control strategies were examined within the Lazarus’ (1999) CMR framework. This study was 

intended to examine temporal patterns of emotions, cognitive appraisals, and coping strategies in 

musicians within a larger conceptual framework. 

A mixed methods design was utilized to employ qualitative interview data as well as 

quantitative analysis. Five questionnaires pertaining to emotions were accompanied by 

retrospective interviews. Consequently, the questionnaires along with qualitative interview 

techniques provided for an in-depth examination of emotional reactions, cognitive appraisals, 

and coping mechanisms. The aims of the present study were five-fold. First, I investigated to 

what degree cognitive anxiety, somatic anxiety, and self-confidence changed throughout the pre-

performance timeline. Further, differences between performance settings, experience levels, and 

genders were examined. 

It was hypothesized that 

a) Cognitive and somatic anxiety would increase in the week prior to both 

performances, more for solo than ensemble performance. Anxiety would be at 

higher levels prior to solo performance.  

b) Self-confidence would decrease in the week prior to both performances, more for 

solo than ensemble performance. It would be at lower levels prior to solo 

performance. 

c) LEP would experience more anxiety and less self-confidence than HEP. In the 

week before performance, LEP would experience a greater increase in anxiety and 

decrease in self-confidence than HEP.   

d) Females would experience a higher level of anxiety a week and a day before 

performance than males. 
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 Second, it was aimed to examine changes in arousal and pleasantness throughout the 

performance timeline. Further, differences between performance settings, experience levels, and 

genders were examined. 

It was hypothesized that 

a) Arousal would increase and pleasantness would decrease in the week prior to both 

performances, more for solo than ensemble performance. Arousal would be at 

higher levels and pleasantness would be at lower levels prior to solo performance.  

b) LEP would experience more arousal and less pleasantness than HEP. In the week 

before performance, LEP would experience a greater increase in arousal and 

decrease in pleasantness than HEP.   

c) Females would experience more arousal and less pleasantness than males during 

the entire timeline. 

 The third aim of the proposed study was to identify musician’s emotions throughout the 

performance timeline. Further, differences between solo and ensemble performance in HEP and 

LEP were examined. 

 It was hypothesized that 

a) Emotional intensity would increase in the week prior to performance, more for 

solo than ensemble performance. 

b) HEP would experience less emotional intensity than LEP prior to both 

performances. 

c) Females would experience greater emotional intensity than males during 

performance. 

 The fourth aim of the proposed study was to determine musicians’ solo and ensemble 

performance perceptions. Specifically, if HEP and LEP perceived their performances differently. 

Further, how perceptions change during the week after performance was examined. Differences 

between performance settings were also investigated. 

It was hypothesized that 

a) HEP would have higher performance perceptions than LEP. Performance 

perceptions would increase in the week after performance for all musicians.  
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 The fifth aim of the proposed study was to determine coping and self-control strategies 

used by the musicians. Specifically, HEP and LEP use of different strategies during the 

performance timeline was examined. 

It was hypothesized that 

a) HEP would use more coping strategies than LEP and would use a combination of 

problem-focused and emotion-focused strategies.  

b) HEP would utilize more redressive (closed system) self-control strategies and 

LEP would utilize more experiential (open system) self-control strategies. 

c) Coping use would change as emotional reactions fluctuated during the 

performance timeline. 

d) Females would utilize emotion-focused coping strategies and males would utilize 

problem-focused coping strategies. 

e) Females would report a higher level of experiential self-control strategies and 

males would report using more redressive self-control strategies in general. 
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CHAPTER 2 

 

METHOD 

 

 

 

 

Participants 

A sample of 12 high experienced musicians (HEP) and 15 low experienced musicians 

(LEP) was obtained from a large Northeastern university symphony in the United States. A 

summary demographic statistics including age, gender, year in school, ethnicity, number of solo, 

and ensemble performances by skill-level (HEP vs. LEP) and gender (males vs. female) is 

presented in Table 2. HEP primarily performed in graduate recitals and jury performances 

whereas LEP participated in recitals with other individuals in their instrumental group. It was not 

required that all musicians performing were music majors. Therefore, some performers may have 

been students taking lessons and participating in group ensembles as extracurricular activities or 

for credits in addition to their major of study. 

 

Table 2 

 

Demographic statistics by skill-level and gender 

 

Group Age Year in 

School 

Ethnicity Number of 

Solo 

Performances 

Number of 

Ensemble 

Performances 

HEP (n=12) 27.4 4 Caucasian 27.4 41.7 

LEP (n=15) 19.3 2.3 Caucasian 6.5 23.3 

Male (n = 11) 26.9 3.3 Caucasian 12.1 30.9 

Female (n = 16) 20.2 2.9 Caucasian 18.4 31.9 

Year in School: 1 – freshman, 2 – sophomore, 3 – junior, 4 – senior, 5 – graduate 

  

Musicians were selected based on their participation in an ensemble performance and a 

solo recital. Their experience level was based upon their solo and ensemble performance 

experience as demonstrated by Kane et al. (in review). They were classified by experience level 

using self-reported number of solo performances. High experience performers (HEP) were 
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regarded as more than 20 solo performances, and low experienced performers (LEP), less than 

20 solo performances. All participants were informed of the intentions and procedures of the 

study and agreed to sign an informed consent before beginning the study. 

Measures 

Several questionnaires were administered to the participants: Demographic Information, 

Competitive State Anxiety Inventory-2 revised version, Affect Grid, Perceived Performance 

Questionnaire, The Multiple Situations’ Behaviors Questionnaire, and the Emotion Identification 

Inventory. 

Demographic Information Questionnaire (Appendix A). Participants were asked to 

indicate their age, gender, years in college, and number of solo and ensemble performances in 

the past 5 years. 

Competitive State Anxiety Inventory-2 (CSAI-2, Martens, Burton, Vealey, Bump, & Smith, 

1990; Appendix B). The CSAI-2 is a 27-item self-report test designed to measure three relatively 

independent competitive states: cognitive state anxiety, somatic state anxiety, and confidence. 

Each of these three states is assessed by participants’ responses to nine items using a 4-point 

Likert scale. An example of a cognitive A-state item is, “I am concerned about losing.” An 

example of a somatic A-state item is, “I feel jittery.” An example of a state self-confidence item 

is, “I feel secure.” Item averages for each subscale ranges from 1 (not at all) to 4 (very much so). 

Given that the participants in the study are musicians who are performing and not competing, the 

word “competition” has been replaced with the term “performance.” This questionnaire has been 

utilized previously in a study using performers as participants (Kane et al., in review). In 

addition, the final version of the CSAI-2 includes a set of antisocial desirability instructions to 

prevent social desirability. 

Cronbach alpha reliability coefficients ranged from .79-.83 for the cognitive A-state, 

from .82-.83 for the somatic A-state, and from .87-.90 for the state self-confidence scale. 

Concurrent validity was demonstrated by showing that responses of three independent samples 

of athletes to the CSAI-2 correlated as hypothesized with their responses to the Sport 

Competition Anxiety Test (cognitive subscale = .45, somatic subscale r = .62, self-confidence 

subscale r = -.55), general state and trait anxiety scales (cognitive subscale r = .47-.74, somatic 

subscale r = .37-.82, self-confidence subscale r = -.77- (-.40), Rotter’s Internal-External Locus of 

Control Scale (cognitive subscale r = .09, somatic subscale r = .06, self-confidence subscale r = -
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.17), the Zuckerman Affect Adjective Checklist (cognitive subscale r = -.35 – (-.22), somatic 

subscale r = .04 - .06 , self-confidence subscale r = -.34 - .33) and Alpert and Haber’s 

Achievement Anxiety Test (cognitive subscale r = .-.63, somatic subscale r = -.66, self-

confidence subscale r = .66) (Martens, et al., 1990). 

Research by Gould, Petlichkoff, Simmons, and Verera (1987) supported the predictive 

validity of the somatic A-state and state self-confidence subscales (but not the cognitive A-state 

scale) in relation to pistol shooting performance. Furthermore, Burton (1988) found support for 

the inverted U relationship between somatic A-state and swimming performance among 33 

collegiate swimmers and 70 swimmers chosen to compete at the 1982 National Sports Festival. 

There was a negative linear relationship between cognitive A-state and swimming performance, 

and a positive linear relationship between state self-confidence and swimming performance.  

Affect Grid (Russell, Weiss, Mendelsohn, 1989; Appendix C). The affect grid is a scale 

devised to assess an individual’s affect at one instance in time. The grid measures affect along 

two dimensions: pleasantness and arousal. The scale was designed to quickly measure affect for 

the components of pleasure-displeasure and high arousal-sleepiness. The grid measures pleasure 

along the horizontal axis, and is performed by placing an X in the corresponding box. The 

amount of pleasantness is measured by counting the boxes of the grid across from left to right. 

Accordingly, pleasantness is quantified from 1(unpleasant) to 9 (pleasant). The arousal 

dimension is measured along the vertical axis and is assessed by counting the boxes upwards 

starting at the bottom with 1 (sleepiness) to 9 (high arousal). In view of the fact that the grid only 

requires the participant to place one mark inside the grid (corresponding to the two axes), it can 

be filled out very quickly, and thus is a good instrument to be used in a repeated manner (Russell 

et al., 1989). Additionally, this questionnaire was used previously to assess performer experience 

of arousal and pleasantness (Kane et al., in review). 

Psychometric properties of the affect grid are limited due to the nature of the scale. As a 

consequence, item analysis and internal consistency estimate cannot be calculated. However, 

there is sufficient evidence supporting the independence of the two dimensions and the validity 

of the grid itself (Russell et al., 1989). Russell and Mehrabian (1977) studied 42 self-report affect 

scales and showed that affect could be predicted on nearly all scales by the subjects’ scores on 

the dimensions of pleasure-displeasure, arousal-sleepiness, and dominance-submissiveness. The 
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last dimension counted for the least amount of variance, thus supporting the use of only two 

dimensions in the affect grid. 

Russell et al. (1989) assessed the reliability of the grid by having subjects use the affect 

grid to rate external stimuli. By comparing the scores on the affect grid to other scales, the 

researchers were able to show adequate convergent and divergent validity. In a fourth study, the 

researchers assessed convergent, divergent, and predictive validity by comparing scores with 

Watson, Clark, and Tellegen’s Positive and Negative Affect Schedule (PANAS; 1988) and 

Mehrabian and Russell’s (1974) scales of pleasure and arousal. Results provided strong evidence 

of convergent validity, however, the affect grid showed slightly lower predictive power than 

Mehrabian and Russell’s scales (the higher predictability of Russell and Mehrabian was 

hypothesized to be due to the longer questionnaire possibly being more reliable). Furthermore, 

discriminant validity was supported by the dimensions of pleasure and arousal in that all 

correlations were below .2. 

Perceived performance survey (Appendix E). Performers’ perceptions of their solo and 

ensemble performance were gathered by using a survey constructed by the researcher. 

Participants were asked to rank from 1 (the worst) to 9 (the best) the quality of different 

components of their performance. These components included dynamics, tempo, tone, rhythm, 

expression, overall performance, and a comparison to a best past performance. Item averages for 

the scores on the components yield a score range from 1 - 9. The higher the score, the better the 

performance perception and vice-versa. This questionnaire has been utilized previously to 

evaluate musician’s perceptions of their performances (Kane et al., in review). 

The Multiple Situations Behaviors Questionnaire (Rosenbaum & Ben-Mordechai, 1999, 

OC-7; Appendix H). Redressive and Experiential self-control skills were examined using this 

scale. This self-report questionnaire consists of 10 stress-related life situations. Following the 

situations, there are 4 possible responses: 2 represent redressive self-control skills, and 2 

represent experiential self-control skills. For example, a situation included in the questionnaire 

is, “Good friends of mine have decided to travel to a nice place, which I have visited many times 

in the past, and even though I prefer travelling to new and unfamiliar places, I decide to join 

them.” The responses that follow are: “I tell myself in order to keep good relationships with my 

friends sometimes I need to do things that are interesting to me; I see that every time that I return 

to this place it is a new experience for me; I go on the trip thinking that next time my friends will 
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travel to a new place; I can see myself experiencing the same excitement as my friends who are 

visiting the place for the first time.” On a 6-point Likert scale, participants are asked to rate the 

extent to which a certain response characterized them. The scale ranges from -3 (very atypical of 

me) to 3 (very typical of me). The item averages range from -3 to 3 for each subscale (redressive 

and experiential). Using 387 men and 839 women, Cronbach alpha reliability coefficients of .73 

and .80 for the experiential and redressive scales respectively have been reported (Rosenbaum & 

Ben-Mordechai, 1999). The validity of the questionnaire has also been tested and established in 

several studies. For example, high scores on this questionnaire have were related to lower stress 

levels among submariners (Harel, Lacoua, & Rosenbaum, 2003), and to better emotional 

adjustment among new immigrants in Israel (Rishinski & Rosenbaum, 2003). 

Emotion Identification Inventory (EII, A revised version of Hanin (2000) IZOF-Based 

Emotion-Profiling Step-wise Procedures and Forms, p. 304; Appendix J). The survey consists of 

a list of emotions. There are 2-4 emotions per line. For example, the emotions of cheerful, merry, 

and happy are grouped together as synonyms. The performer is instructed to select 10 words, but 

only one word per line. Additionally, the performer is asked to rate from 0 (not at all) to 10 (very 

much so) the degree to which he/she experienced the emotion at that time. They are also asked to 

rate from -3 (very debilitative) to 3 (very facilitative) how helpful or harmful the emotion was to 

their performance at that time. The emotions are recorded, and separate scores are summed for 

facilitative, debilitative, and neutral emotions. More specifically, the responses on the 

questionnaire are assessed by determining facilitative, debilitative, and neutral emotions selected 

by the musician are separated, and their respective intensity scores are averaged.  

The emotions are compiled through revision of items from positive-negative (PNA) 

scales described by Watson and Tellegen (1985). Interscale comparisons have been conducted, 

and have shown that the stimulus list includes items similar in content to 17 (85%) State-Trait 

Anxiety Inventory (STAI), 12 (60%) PANAS items, and 16 (37.2%) POMS items. Tentative 

emotion profiles were validated either by recalls or by assessment of emotional states in practice 

or competition. Three to five actual or recalled assessments enable performers to gain awareness 

of their emotions. Repeated assessments also check the content validity of the emotion scales. 

Reliability of individualized emotion scales like the EEI has been established by 

calculating Cronbach alpha coefficients for individual athletes based on repeated assessments 

across several performances (Hanin, 2000). In a sample of 17 Olympic athletes, Cronbach alphas 
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ranged from .76 - .90 with the highest internal consistency observed in positive and negative 

optimal items (Hanin & Syrja, 1996). Additionally, emotion profiles in each athlete revealed that 

highly skilled athletes accurately recalled and predicted emotions.  

Qualitative Interview (Appendix F). An open-ended, semi-structured, in-depth interview 

was used to examine participant’s perceptions of anxiety, cognitive appraisals, and coping 

strategies. The aims of the interview were two fold. First, it served as a method of triangulation. 

Specifically, combining retrospective reports and quantitative data allowed for greater accuracy 

when studying the performance experience. Second, the retrospective report investigated the 

performers coping strategies, which are not examined within the quantitative methods of data 

collection.  

An interview guide (See Appendix F) was devised to ensure consistency across 

interviews (Patton, 2002). The questions were created based on Lazarus and (1999) CMR theory 

of emotion. According to the model, when in a stressful situation, cognitive appraisals assess the 

threat as well as personal resources for managing the situation. Coping strategies are then 

elicited. The outcome of the stress, appraisal, and coping process is based on the functionality of 

coping strategies.  

The interviews were divided into two segments (pre-performance, and throughout the 

performance itself) for both solo and ensemble performance. The segments addressed the three 

components (emotions, appraisal, and coping strategies) of Lazarus (1999) CMR model. 

Additionally, brief training on how to respond to the interview questions was received by all 

participants (See Appendix G). In the first segment, the principal questions elicited the earliest 

memories (within one week) of thoughts and behaviors relevant to the first performance (solo or 

ensemble). In reply to the participant’s responses, several probe questions investigated the events 

that occurred in that time period. Probe questions explored thoughts associated with events 

related to that performance, changes in emotion, and coping strategies. As the participant 

progressed through the events in the timeline that was elicited, the researcher used probe 

questions to explore thoughts, emotions, and coping strategies.  

Moving into segment two of the Interview Guide (Appendix F) and following the 

participant’s pre-performance timeline, principal questions shifted to focus on the memories of 

the first performance. Memories of the first performance setting (soloist or non-soloist) 

supplemented by video clip probed for thoughts as well as affect and coping strategies. Video 
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clips were selected based on the identified memories of the performer. The researcher selected 

specific video clips of time periods that the performer identified as remembering vividly. The 

same progression from segment one to segment two was used for the second performance (solo 

or ensemble). Principal questions were consistent across interviews. Probe questions expanded 

on responses given by participants and were identical across the sample. However, they served to 

identify patterns. 

Procedure 

 A meeting with the conductor of the symphony was arranged to determine which 

musicians would be performing in both an ensemble and solo recital performance. Verbal 

permission to use 12 HEP and 15 LEP out of that group was attained. After musicians were 

contacted, an initial meeting was scheduled with each participant one week before each 

performance (solo and ensemble). Once subjects are notified of the objectives of the study, the 

minimal risk associated with the study, their rights to withdraw at any time if they so choose, and 

what measures will be taken to ensure their anonymity, they signed the consent form (Appendix 

I). Once participants agreed to the terms, and fully understood their rights, they filled out a 

Demographic Information questionnaire, the CSAI-2, the OC-7, and the EII. The Affect Grid 

instructions (Appendix D) were utilized until the researcher felt the participant adequately 

understood its use by accurately completing practice questions. Following instructions, the 

Affect Grid wad completed by the participant. Completing the questionnaires took approximately 

10-15 minutes. One week before the second performance, this meeting only utilized the revised 

CSAI-2, Affect Grid, and EII due to the fact that the other forms had already been completed. 

Another meeting was scheduled for one day before each performance (solo and ensemble).  

 One day before each performance (solo and ensemble), another meeting took place with 

each of the participants. The revised CSAI-2, the Affect Grid, and the EII were completed. 

Participants again agreed to meet briefly one hour prior to each performance. 

 One hour before each performance, the participants each completed the Affect Grid. 

Given that the grid is an extremely brief instrument, it did not interrupt the flow of performance 

preparation. Immediately prior to each performance, the grid was again completed by each 

participant. The performances were videotaped by the researcher. 
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 Following each performance (within 10-15 minutes), participants completed the 

Perceived Performance Survey, the Affect Grid, and the EII. A meeting was scheduled for no 

more than 10 days after the last performance. 

 At the next meeting with each participant, a retrospective interview session took place 

utilizing the interview guide (Appendix F). A single researcher carried out all of the interviews to 

ensure consistency in data collection. The researcher informed the participants that the 

interviews were to be audio recorded and full verbatim transcript would be returned for 

confirmation and editing before analysis. They were informed that a coding system would be 

utilized to ensure confidentiality and any potential identifying material would be replaced or 

disguised. The participants were informed that the interview questions will refer to several past 

points in time and to try to recall the events with as much detail as possible. They received brief 

training on how to respond to the questions being asked (See Appendix G). The training 

instructed the participant how to think aloud while reporting to get the most accurate verbal 

reports. Practice questions were used and once the researcher felt the participant is ready, 

segment one of the Interview Guide (Appendix F) was utilized for the first performance. 

According to the participant’s timeline, Segment two of the Interview Guide (Appendix F) 

began. This process was repeated with the second performance. Video clips that the performer 

selected were shown from each performance setting (soloist and non-soloist) as the participant 

progressed through each performance. The affect grid and the EII were given as event related 

memories were identified by the performer. After the qualitative questioning was completed, the 

Perceived Performance Survey was completed by the participant for each performance. Upon 

completion of the study, remaining questions from the participants were answered and they were 

each thanked. The participants were asked if they would like a copy of the results upon 

completion of the study. A summary of questionnaire distribution is presented in Figure 3. 
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Figure 3. A summary of questionnaire distribution during the solo and ensemble performance 

timeline 

 

Statistical Analysis 

To test the first, second, and fourth hypotheses, a repeated measures (RM) ANOVA was 

performed for cognitive anxiety, somatic anxiety, self-confidence, arousal, pleasantness, and 

perceived performance, where time and concert (solo vs. ensemble) were used as WS factors, 

and experience level and gender were used as BS factors. 

To test the third hypothesis, a (RM) MANOVA was performed for emotions (intensity 

for facilitative, debilitative, and neutral), where time, and concert were used as WS factors, and 

experience level and gender were used as BS factors. Additionally, qualitative data analysis was 

used to examine specific emotions experienced by the performers. 

 To test the fifth hypothesis, a MANOVA was performed for redressive and experiential 

self-control, where concert (solo vs. ensemble) was used as a WS factor, and experience level 

and gender were used as BS factors. Qualitative interview analysis was performed to identify 

coping strategies used by each participant.  

Qualitative interview analysis. After each session, audio recordings of each session were 

transcribed verbatim with only name changes for confidentiality. The software program 

NUD*IST 4.0, specifically designed for the analysis of qualitative data, was used to ensure that 

data was not lost or misplaced during the analysis (Côté, Salmela, Baria, & Russell, 1993). Data 

was broken down into meaning units, and codes were assigned to particular segments of text, 
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which were continuously reorganized. Text was constantly reduced to data relevant to the 

questions being asked. Meaning units with similar codes were then compared and properties 

were developed. From these properties, higher order, more embracing categories were developed 

(Patton, 2002). Conclusions were drawn from analyzing comparable data within categories as 

well as comparisons across categories. 

 It should be noted than qualitative data analysis utilized a closed coding method. 

Specifically, the researcher used guidelines when examining interview data to look for emotions, 

thoughts, and coping strategies throughout the performance timeline. Although guidelines were 

used to organize the data, unrelated but important information was not discarded. Thus, new ides 

were discovered that were outside of the predetermined guidelines. The coding method aimed to 

organize data into the categories of emotions, thoughts, emotion-focused coping strategies, and 

problem-focused coping strategies. Data was only coded as an emotion if the actual emotion was 

mentioned. For example, “I felt very anxious before the performance.” Thoughts were coded 

only when a performer mentioned a specific thought. For example, “I was thinking about the 

upcoming performance.” Data was only coded as a problem-focused coping strategy if a planful, 

direct action to change the situation was mentioned. For example “I added 12 hours to my 

practice time this week.” Emotion-focused coping strategies were coded only if a musician 

mentioned changing the way they attended to or interpreted the situation or used others for 

support. For example, “I called my mom to tell her about the situation.” 

 Trustworthiness. Several techniques were used to ensure trustworthiness of data 

collection, and analysis including peer debriefing and member checks. For peer debriefing, a 

research assistant was presented with 25% of the meaning units and was required to place them 

under the best fitting codes that identified each item. Discrepancies between researcher and 

reviewer were discussed until an agreement was made. The research assistant then took the codes 

and placed them into the best fitting properties, then placed those properties into categories, and 

a discussion will take place until consensus was reached once again. 

 Member checks were used to ensure validity of results. After codes, properties, 

categories, and results were determined, they were presented to each participant interviewed. 

This gave interviewees a chance to correct any mistakes and ensured adequate representations. If 

any corrections were made, interview data was re-analyzed so that accurate interpretations were 

maintained. 
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RESULTS 

 

 

 

 

A mixed design incorporating both quantitative and qualitative methods of analysis was 

used to test the study’s hypotheses. The quantitative method consists of repeated measures (RM) 

ANOVAs applied to the variables of arousal, pleasantness, cognitive anxiety, somatic anxiety, 

self-confidence, and perceived performance where time and concert were the repeated measure, 

and experience-level and gender were two between subjects variables; a RM MANOVA was 

performed for the variables of facilitative, debilitative, and neutral emotions. Finally, a 

MANOVA was performed for the variables of redressive and experiential self-control. The 

qualitative data analysis consisted of recording interviews, which were transcribed verbatim with 

only name changes for confidentiality. The software program N’VIVO was used to categorize 

data and ensure it was not lost or misplaced. Data was broken down into meaning units (blocks 

of text), and 94 tags were assigned. Tags were utilized in qualitative data analyses as labels for 

large groups of meaning units. Meaning units were then compared, and 13 properties were 

developed. Four higher order categories were then derived and consisted of thoughts, emotions, 

emotion-focused coping, and problem-focused coping. Definitions of each category are 

described within the qualitative report. In order to maintain trustworthiness, member checks were 

performed both after the transcripts were completed, and when final analysis was concluded. In 

addition, peer debriefing was conducted after each round of analysis. At least 85% agreement 

rate was reached on all rounds.  

Hypothesis Testing 

Hypothesis 1 pertained to what degree cognitive anxiety, somatic anxiety, and self-

confidence changed throughout the pre-performance timeline. Further, differences between 

performance settings, experience levels, and genders were examined. It was hypothesized that 

cognitive and somatic anxiety would increase in the week prior to both performances, more for 

solo than ensemble performance. Self-confidence was hypothesized to decrease in the week prior 
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to both performances, more for solo than ensemble performance. Overall, LEP were 

hypothesized to experience more anxiety and less self-confidence than HEP. In the week before 

performance, LEP was predicted to experience a greater increase in anxiety and decrease in self-

confidence than HEP. Finally, females were predicted to experience a higher level of anxiety a 

week and a day before performance than males. Means and SD’s for cognitive anxiety are 

presented in Table 3. The RM ANOVA effects, which test the first hypothesis for cognitive 

anxiety, are summarized in Table 4. 

 

Table 3 

 

Means and Standard Deviations for Cognitive Anxiety by Gender, Experience, and Time-frame 

for Solo and Ensemble Performance 

   Solo Ensemble 

Gender HEP/LEP N Mean SD Mean SD 

One Week Before 

male HEP 4.00 1.89 0.44 2.03 0.47 

 LEP 7.00 1.92 0.53 1.49 0.42 

 Total 11.00 1.91 0.47 1.69 0.50 

female HEP 8.00 2.10 0.51 1.88 0.59 

 LEP 8.00 2.35 0.52 1.68 0.48 

 Total 16.00 2.22 0.51 1.78 0.53 

Total HEP 12.00 2.03 0.48 1.93 0.54 

 LEP 15.00 2.15 0.55 1.59 0.45 

 Total 27.00 2.09 0.51 1.74 0.51 

One Day Before 

male HEP 4.00 1.83 0.52 1.83 0.41 

 LEP 7.00 1.94 0.64 1.48 0.43 

 Total 11.00 1.90 0.58 1.61 0.44 

female HEP 8.00 2.35 0.65 2.01 0.59 

 LEP 8.00 2.53 0.95 1.36 0.26 

 Total 16.00 2.44 0.79 1.69 0.55 

Total HEP 12.00 2.18 0.64 1.95 0.52 

 LEP 15.00 2.25 0.85 1.41 0.34 

 Total 27.00 2.22 0.75 1.65 0.50 

 

 

 

 

 

 



 

 39

Table 4 

 

Summary of Repeated Measures ANOVA for Cognitive Anxiety 

Effect Wilks’ λ F Df P η2 

A. Gender  .91 2.29 1, 23 .14 .09 

B. Experience .96 .93 1, 23 .34 .04 

C. Concert .75 7.66 1, 23 .01 .25 

D. Time 1 .00 1, 23 1.0 .00 

E. A x B 1 .08 1, 23 .78 .00 

F. A x C .92 2.09 1, 23 .16 .08 

G. B x C .85 4.13 1, 23 .05 .15 

H. A x D .96 .95 1, 23 .34 .04 

I. B x D .99 .29 1, 23 .59 .01 

J. C x D .88 3.24 1, 23 .09 .12 

K. A x B x C 1 .05 1, 23 .83 .00 

L. A x B x D .91 2.31 1, 23 .14 .09 

M. A x C x D .96 1.03 1, 23 .32 .04 

N. B x C x D .98 .42 1, 23 .52 .02 

O. A x B x C x D  .95 1.31 1, 23 .27 .05 

 

 Significant effects were expected for time, concert-type, experience, gender, and the 

interaction of experience by time. The only main effect that reached significance was concert-

type (p < .05). The concert-type effect is presented in Figure 4. Cognitive anxiety was higher for 

solo performance than ensemble performance (d = .77) across gender, time frame, and 

experience level.  
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Figure 4. Mean cognitive anxiety levels prior to solo and ensemble performances across time 

frames, experience level, and gender. 
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 The interaction of experience by concert-type resulted in a trend towards significance (p 

= .05), and is presented in Figure 5. HEP reported less cognitive anxiety than LEP prior to solo 

performance (d = .46) while HEP reported more cognitive anxiety than LEP prior to ensemble 

performance (d = .63), not in full agreement with the hypothesis.  
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Figure 5. Mean cognitive anxiety levels for HEP and LEP by concert-type-type. 

  

 

 The interaction of concert by time showed a trend towards significance (p = .09) and is 

presented in Figure 6. Cognitive anxiety was higher a week before solo performance as opposed 

to a week before ensemble performance (d = .58). Performers also experienced more cognitive 

anxiety the day before solo performance than the day before ensemble performance (d = .77).  
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Figure 6. Mean cognitive anxiety level for performers for solo and ensemble performances 

combined throughout the time frames.  

 

Similar analysis was performed for somatic anxiety. Means and SD’s for somatic anxiety 

are presented in Table 5. The RM ANOVA effects, which test the first hypothesis for somatic 

anxiety, are summarized in Table 6.  

 

Table 5 

 

Means and Standard Deviations for Somatic Anxiety by Gender, Experience, and Time-frame for 

Solo and Ensemble Performance 

 

   Solo Ensemble 

Gender HEP/LEP N Mean SD Mean SD 

       

One Week Before 

Male HEP 4.00 1.72 0.41 1.56 0.45 

 LEP 7.00 1.62 0.50 1.41 0.26 

 Total 11.00 1.66 0.45 1.46 0.33 

Female HEP 8.00 1.61 0.44 1.60 0.48 

 LEP 8.00 1.49 0.39 1.35 0.14 

 Total 16.00 1.55 0.41 1.47 0.36 

Total HEP 12.00 1.65 0.42 1.58 0.45 

 LEP 15.00 1.55 0.44 1.38 0.20 

 Total 27.00 1.59 0.42 1.47 0.34 
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Table 5 Continued 

 

   Solo Ensemble 

Gender HEP/LEP N Mean SD Mean SD 

 

One Day Before 

Male HEP 4.00 1.58 0.36 1.42 0.42 

 LEP 7.00 1.62 0.54 1.43 0.28 

 Total 11.00 1.61 0.46 1.42 0.32 

Female HEP 8.00 1.82 0.58 1.54 0.46 

 LEP 8.00 1.54 0.57 1.31 0.10 

 Total 16.00 1.68 0.57 1.42 0.34 

Total HEP 12.00 1.74 0.51 1.50 0.43 

 LEP 15.00 1.58 0.54 1.36 0.21 

 Total 27.00 1.65 0.52 1.42 0.33 

 

  

Table 6 

 

Summary of Repeated Measures ANOVA for Somatic Anxiety  

 

Effect Wilks’ λ F Df P Η2 

      

A. Gender  .99 .01 1, 23 .92 .00 

B. Experience .96 .98 1, 23 .33 .04 

C. Concert .85 3.92 1, 23 .06 .15 

D. Time .99 .18 1, 23 .68 .01 

E. A x B .98 .40 1, 23 .54 .02 

F. A x C 1.00 .01 1, 23 .93 .00 

G. B x C 1.00 .04 1, 23 .84 .00 

H. A x D .86 3.58 1, 23 .07 .14 

I. B x D .98 .47 1, 23 .50 .02 

J. C x D .95 1.32 1, 23 .26 .05 

K. A x B x C 1.00 .00 1, 23 .98 .00 

L. A x B x D .86 3.65 1, 23 .07 .14 

M. A x C x D .96 1.57 1, 23 .22 .06 

N. B x C x D .98 .37 1, 23 .55 .02 

O. A x B x C x D  .99 .25 1, 23 .62 .01 

 

 All the effects were non-significant, thus the hypothesis was falsified. However, three 

effects showed a trend towards significance: concert-type (p = .06), gender by time interaction (p 

= .07), and the gender by experience by time interaction (p = .07). The concert-type effect is 



 

 43

shown in Figure 7. Somatic anxiety was higher for solo performance than ensemble performance 

(d = .30) across gender, time frame, and experience level. 
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Figure 7. Mean somatic anxiety levels for solo and ensemble performances across time frames, 

experience level, and gender.  

  

 The gender by time interaction is presented in Figure 8. The week before solo and 

ensemble performances, males reported higher somatic anxiety than females (d = .24), but a day 

before these performances, females reported higher somatic anxiety than males (d = .13). 
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Figure 8. Mean somatic anxiety level for performers for solo and ensemble performances 

combined throughout the time frames.  
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 Although non-significant, the gender by experience by time interaction is presented in 

Figure 9. Male HEP reported higher levels of somatic anxiety than female HEP (d = .13) a week 

before performance. Further, male HEP decreased in somatic anxiety from the week before 

performance until a day before performance (d = .51). A day before performance, male HEP 

reported lower somatic anxiety than female HEP (d = .68). In contrast, both LEP male and 

female performers remained stable across the timeline, but one week before performance, male 

LEP reported more somatic anxiety than female LEP (d = .38) and more somatic anxiety than 

female LEP one day prior to performance (d = .41). 
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Figure 9. Mean somatic anxiety for male and female HEP and LEP for solo and ensemble 

performances combined through the time frames. 

 

 

Similar analysis was performed for self-confidence. Means and SD’s for self-confidence 

are presented in Table 7. The RM ANOVA effects are summarized in Table 8. 
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Table 7 

 

Means and Standard Deviations for Self-confidence by Gender, Experience, and Time-frame for 

Solo and Ensemble Performance 

 

 

   Solo Ensemble 

Gender HEP/LEP N Mean SD Mean SD 

One Week Before 

Male HEP 4.00 2.83 0.52 3.00 0.79 

 LEP 7.00 2.87 0.86 3.57 0.30 

 Total 11.00 2.86 0.72 3.36 0.57 

Female HEP 8.00 2.25 0.60 2.76 0.76 

 LEP 8.00 2.36 0.57 3.28 0.78 

 Total 16.00 2.31 0.57 3.02 0.79 

Total HEP 12.00 2.44 0.62 2.84 0.74 

 LEP 15.00 2.60 0.74 3.41 0.60 

 Total 27.00 2.53 0.68 3.16 0.72 

One Day Before 

Male HEP 4.00 2.69 0.58 2.89 0.64 

 LEP 7.00 3.00 0.82 3.52 0.46 

 Total 11.00 2.89 0.73 3.29 0.59 

Female HEP 8.00 2.13 0.55 2.54 0.56 

 LEP 8.00 2.19 0.71 3.44 0.57 

 Total 16.00 2.16 0.61 2.99 0.72 

Total HEP 12.00 2.31 0.60 2.66 0.58 

 LEP 15.00 2.57 0.85 3.48 0.51 

 Total 27.00 2.46 0.74 3.12 0.67 

 

 

Table 8 

 

Summary of Repeated Measures ANOVA for Self-confidence 

 

 

Effect Wilks’ λ F Df P η2 

A. Gender  .89 5.94 1, 23 .02 .21 

B. Experience .82 5.02 1, 23 .04 .18 

C. Concert .66 11.86 1, 23 .002 .34 

D. Time .97 .82 1, 23 .37 .03 

E. A x B 1.00 .00 1, 23 .97 .00 

F. A x C .95 1.24 1, 23 .28 .05 

G. B x C .91 2.38 1, 23 .14 .09 

H. A x D 1.00 .10 1, 23 .76 .00 

I. B x D .94 1.40 1, 23 .25 .06 
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Table 8 Continued 

      

Effect Wilks’ λ F Df P η2 

      

J. C x D 1.00 .06 1, 23 .81 .00 

K. A x B x C 1.00 .08 1, 23 .79 .00 

L. A x B x D 1 .00 1, 23 .98 .00 

M. A x C x D .95 1.14 1, 23 .30 .05 

N. B x C x D .98 .40 1, 23 .53 .02 

O. A x B x C x D  .88 3.11 1, 23 .09 .12 

 

  

 Significant (p < .05) main effects for gender, experience, and concert-type emerged. 

However, the mean values reported were in contrast to the hypothesized direction for the effect 

of experience on self-confidence. Figure 10 presents the gender effect. Males’ self-confidence 

level across all time frames and concert-types was higher than that of females (d = .99). 
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Figure 10. Mean self-confidence levels for male and female performers across time frames, 

experience levels, and concert-types. 

 

 

 The effect of experience on self-confidence is presented in Figure 11. LEP self-

confidence level across all time frames and concert-types was higher than that of HEP (d = .90), 

in clear contrast to the hypothesis. 
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Figure 11. Mean self-confidence levels for HEP and LEP across time frames, gender and 

concert-types. 

 

 The concert-type effect is presented in Figure 12. Self-confidence was higher for 

ensemble performance than solo performance (d = .96) across gender, time frame, and 

experience level in accord with the first hypothesis. 
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Figure 12. Mean self-confidence levels for solo and ensemble performances across time frames, 

experience level, and gender. 

 

Hypothesis 2 was tested to examine changes in arousal and pleasantness throughout the 

performance timeline. Further, differences between performance settings, experience levels, and 
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genders were examined. Arousal was hypothesized to increase and pleasantness to decrease in 

the week prior to both performances, more for solo than ensemble performance. Additionally, 

arousal was predicted to be at higher levels and pleasantness at lower levels prior to solo 

performance. Overall, LEP were predicted to experience more arousal and less pleasantness than 

HEP. In the week before performance, LEP were expected to experience a greater increase in 

arousal and decrease in pleasantness than HEP. Lastly, it was expected that females would 

experience more arousal and less pleasantness than males during the entire timeline. Means and 

SD’s for arousal and pleasantness are presented in Table 9. The RM ANOVA effects, which test 

the first hypothesis for arousal, are summarized in Table 10. 

 

Table 9 

 

Means and SD’s for Arousal and Pleasantness by Gender, Experience, and Time-frame for Solo and 

Ensemble Performance  

 

 

Solo Ensemble  

Arousal Pleasantness Arousal Pleasantness 

Gender HEP/LEP N Mean SD Mean SD Mean SD Mean SD 

One Week Before 

Male HEP 4 4.75 1.50 5.50 1.29 7.00 1.63 7.50 1.73 

 LEP 7 4.00 2.52 6.00 2.38 3.43 1.72 6.71 1.50 

 Total 11 4.27 2.15 5.82 1.99 4.73 2.41 7.00 1.55 

Female HEP 8 5.25 2.05 4.38 1.60 4.00 2.45 4.63 2.07 

 LEP 8 6.63 1.77 4.00 2.39 4.25 2.05 7.38 2.00 

 Total 16 5.94 1.98 4.19 1.97 4.13 2.19 6.00 2.42 

Total HEP 12 5.08 1.83 4.75 1.54 5.00 2.59 5.58 2.35 

 LEP 15 5.40 2.47 4.93 2.52 3.87 1.88 7.07 1.75 

 Total 27 5.26 2.18 4.85 2.11 4.37 2.26 6.41 2.14 

One Day Before 

Male HEP 4 6.75 1.26 5.50 1.00 6.00 2.00 6.25 1.50 

 LEP 7 5.29 2.43 6.43 1.99 4.57 1.27 6.29 1.80 

 Total 11 5.82 2.14 6.09 1.70 5.09 1.64 6.27 1.62 

Female HEP 8 5.88 2.64 2.88 1.25 5.75 2.49 3.00 1.77 

 LEP 8 5.63 1.85 4.38 1.92 4.63 1.60 6.88 1.46 

 Total 16 5.75 2.21 3.63 1.75 5.19 2.10 4.94 2.54 

Total HEP 12 6.17 2.25 3.75 1.71 5.83 2.25 4.08 2.27 

 LEP 15 5.47 2.07 5.33 2.16 4.60 1.40 6.60 1.59 

 Total 27 5.78 2.14 4.63 2.10 5.15 1.90 5.48 2.28 

One Hour Before 

Male HEP 4 7.25 0.96 4.25 1.26 7.00 1.41 6.25 1.50 

 LEP 7 6.29 2.69 6.43 1.81 5.43 2.30 7.29 1.98 
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Table 9 Continued 

 

   Solo Ensemble 

   Arousal Pleasantness Arousal Pleasantness 

Gender HEP/LEP N Mean SD Mean SD Mean SD Mean SD 

           

 Total 11 6.64 2.20 5.64 1.91 6.00 2.10 6.91 1.81 

Female HEP 8 6.50 2.51 3.13 1.25 5.88 2.42 5.13 2.70 

 LEP 8 7.13 0.99 4.50 2.33 6.50 2.00 7.00 2.07 

 Total 16 6.81 1.87 3.81 1.94 6.19 2.17 6.06 2.52 

Total HEP 12 6.75 2.09 3.50 1.31 6.25 2.14 5.50 2.35 

 LEP 15 6.73 1.94 5.40 2.26 6.00 2.14 7.13 1.96 

 Total 27 6.74 1.97 4.56 2.10 6.11 2.10 6.41 2.26 

5 Minutes Before 

Male HEP 4 7.50 1.73 5.25 2.06 7.50 1.73 5.75 2.22 

 LEP 7 6.43 2.88 6.29 2.29 6.29 2.69 7.29 2.21 

 Total 11 6.82 2.48 5.91 2.17 6.73 2.37 6.73 2.24 

Female HEP 8 6.13 2.90 4.13 2.23 5.88 2.59 4.63 2.45 

 LEP 8 7.50 2.27 4.13 2.10 7.25 1.49 7.63 1.19 

 Total 16 6.81 2.61 4.13 2.09 6.56 2.16 6.13 2.42 

Total HEP 12 6.58 2.57 4.50 2.15 6.42 2.39 5.00 2.34 

 LEP 15 7.00 2.54 5.13 2.39 6.80 2.11 7.47 1.68 

 Total 27 6.81 2.51 4.85 2.27 6.63 2.20 6.37 2.32 

Time 1 

Male HEP 4 7.00 2.71 5.75 2.63 8.25 0.50 6.50 2.38 

 LEP 7 6.00 2.45 6.71 1.80 6.57 2.15 6.71 1.89 

 Total 11 6.36 2.46 6.36 2.06 7.18 1.89 6.64 1.96 

Female HEP 8 6.38 2.20 3.25 2.49 5.88 2.30 4.13 3.04 

 LEP 8 6.88 1.55 5.88 1.89 7.25 0.71 6.38 2.00 

 Total 16 6.63 1.86 4.56 2.53 6.56 1.79 5.25 2.74 

Total HEP 12 6.58 2.27 4.08 2.71 6.67 2.19 4.92 2.97 

 LEP 15 6.47 2.00 6.27 1.83 6.93 1.53 6.53 1.88 

 Total 27 6.52 2.08 5.30 2.48 6.81 1.82 5.81 2.51 

Time 2 

Male HEP 4 6.75 1.89 4.50 2.65 8.00 0.00 7.75 0.50 

 LEP 7 4.71 1.98 6.29 2.43 5.00 2.65 7.57 1.51 

 Total 11 5.45 2.11 5.64 2.54 6.09 2.55 7.64 1.21 

Female HEP 8 6.63 1.85 4.25 1.75 6.38 2.26 6.13 1.96 

 LEP 8 7.38 1.92 5.75 3.20 7.00 1.20 5.63 2.83 

 Total 16 7.00 1.86 5.00 2.61 6.69 1.78 5.88 2.36 

Total HEP 12 6.67 1.78 4.33 1.97 6.92 1.98 6.67 1.78 

 LEP 15 6.13 2.33 6.00 2.78 6.07 2.19 6.53 2.45 

 Total 27 6.37 2.08 5.26 2.55 6.44 2.10 6.59 2.14 

Time 3 

Male HEP 4 7.00 1.15 7.50 1.73 7.50 1.73 7.25 0.96 

 LEP 7 4.14 2.04 7.43 2.07 4.14 2.67 7.43 1.51 
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Table 9 Continued 

    Solo  Ensemble 

   Arousal Pleasantness Arousal Pleasantness 

Gender HEP/LEP N Mean SD Mean SD Mean SD Mean SD 

           

 Total 11 5.18 2.23 7.45 1.86 5.36 2.84 7.36 1.29 

Female HEP 8 6.63 2.20 6.50 2.27 6.00 2.33 6.25 2.12 

 LEP 8 6.25 1.39 6.00 2.00 6.88 2.30 7.75 1.04 

 Total 16 6.44 1.79 6.25 2.08 6.44 2.28 7.00 1.79 

Total HEP 12 6.75 1.86 6.83 2.08 6.50 2.20 6.58 1.83 

 LEP 15 5.27 1.98 6.67 2.09 5.60 2.77 7.60 1.24 

 Total 27 5.93 2.04 6.74 2.05 6.00 2.53 7.15 1.59 

After Performance 

Male HEP 4 6.25 2.22 7.00 2.71 6.50 1.91 8.50 0.58 

 LEP 7 4.71 3.20 7.71 1.80 4.00 2.58 8.29 0.95 

 Total 11 5.27 2.87 7.45 2.07 4.91 2.59 8.36 0.81 

Female HEP 8 5.75 2.82 5.88 3.27 6.00 2.56 5.63 2.83 

 LEP 8 4.75 2.38 6.38 2.62 5.75 2.71 8.00 1.20 

 Total 16 5.25 2.57 6.13 2.87 5.88 2.55 6.81 2.43 

Total HEP 12 5.92 2.54 6.25 3.02 6.17 2.29 6.58 2.68 

 LEP 15 4.73 2.69 7.00 2.30 4.93 2.71 8.13 1.06 

 Total 27 5.26 2.64 6.67 2.62 5.48 2.56 7.44 2.06 

 

 

 

Table 10 

 

Summary of RM ANOVA for Arousal Level 

 

Effect 

 

Wilks’ λ 
 

F 

 

  Df 

 

p 

 

η2 

A. Gender  .99 .078 1, 23 .78 .01 

B. Experience .92 2.08 1, 23 .16 .08 

C. Concert .99 .23 1, 23 .63 .01 

D. Time .36 5.98 7, 23 .006 .21 

E. A x B .82 5.20 1, 23 .03 .18 

F. A x C .95 1.22 1, 23 .28 .05 

G. B x C .97  .61 1, 23 .44 .03 

H. A x D .86  .41 7, 17 .88 .14 

I. B x D .70 1.03 7, 17 .45 .30 

J. C x D .78  .68 7, 17 .69 .22 

K. A x B x C .96  .96 1, 23 .34 .04 

L. A x B x D .81  .57 7, 17 .77 .19 

M. A x C x D .57 1.80 7, 17 .15 .43 

N. B x C x D .83  .51 7, 17 .82 .17 

O. A x B x C x D  .81  .58 7, 17 .76 .19 
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To verify the second hypothesis, significant effects were expected for time, concert-type, 

experience, gender, the interaction of experience by time, and experience by time, by concert-

type. Time resulted in significant (p < .05) effect, and is presented in Figure 13. Arousal level 

increased from one week before performance until 5 minutes before the concert (d = 1.2), then 

decreased gradually from Time 1 to after performance (d = .85) in line with the hypothesis.  
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Figure 13. Mean arousal level of performers in solo and ensemble concerts combined throughout 

the time line. 

 

The interaction between experience and gender reached significance (p < .05), and is 

presented in Figure 14. Male HEP reported higher arousal than female HEP (d = .68), while 

female LEP reported more arousal than male LEP (d = .84) across the time line and concert-type. 

 

 



 

 

 52

Gender x Experience

1

2

3

4

5

6

7

8

9

HEP LEP

Experience Level

A
ro

u
s
a
l

Male

Female

 

Figure 14. Mean arousal levels for HEP and LEP by gender. 

   

Similar analysis was performed for pleasantness. The RM ANOVA results for 

pleasantness are summarized in Table11.  

 

Table 11 

 

Summary of RM ANOVA for Pleasantness Level 

 

Effect Wilks’ λ F Df P η2 

A. Gender  .73 8.68 1, 23 .01 .27 

B. Experience .79 6.02 1, 23 .02 .21 

C. Concert .69 10.27 1, 23 .004 .31 

D. Time .23 8.81 7, 23 .001 .28 

E. A x B .96 1.03 1, 23 .32 .04 

F. A x C .99  .29 1, 23 .60 .01 

G. B x C .99  .15 1, 23 .70 .01 

H. A x D .98  .48 7, 17 .86 .02 

I. B x D .95 1.23 7, 17 .29 .05 

J. C x D .94 1.52 7, 17 .17 .06 

K. A x B x C .91 2.27 1, 23 .14 .09 

L. A x B x D .76  .88 7, 17 .61 .24 

M. A x C x D .78  .93 7, 17 .68 .22 

N. B x C x D .41 3.53 7, 17 .02 .59 

O. A x B x C x D  .67  .67 7, 17 .36 .33 
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Significant (p < .05) main effects for gender, experience, concert-type and time frame 

emerged. Figure 15 presents the gender effect. Males’ pleasantness level across all time frames 

and concert-types was higher than that of females (d = .85) as expected. 
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Figure 15. Mean pleasantness levels for male and female performers across time frames, 

experience level, and concert-type. 

 

 Experience level effect on pleasantness is shown in Figure 16. HEP pleasantness levels 

were considerably lower than LEP (d = .99) across concert-type, time frame, and gender, in 

contrast to the hypothesis. 
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Figure 16. Mean pleasantness levels for HEP and LEP across time frames, gender and concert-

type. 
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 The concert-type effect is presented in Figure 17. Pleasantness was higher for ensemble 

performance than solo performance (d = .89) across gender, time frame, and experience level, in 

full agreement with the hypothesis. 
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Figure 17. Mean pleasantness levels for solo and ensemble performances across time frames, 

experience level, and gender. 

 

The time effect is presented in Figure 18. Pleasantness remained stable at moderate levels 

from one week before performance until Time 2 (d = .15), and then increased to moderately high 

levels after performance (d = .76). 
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Figure 18. Mean pleasantness level of performers through the time frames across gender, 

concert-type, and experience level. 
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One 3-way interaction effect, experience by concert-type by time resulted in a significant 

(p = .02) effect, and is presented in Figure 19. One week before solo performance, HEP 

pleasantness levels were slightly lower than LEP (d = .03). From one week before until after solo 

performance, both HEP (d = .63), and LEP (d = .85) pleasantness levels increased to moderately 

high levels. HEP experienced lower pleasantness after performance than LEP (d = .23).  

One week before ensemble performance, HEP experienced lower pleasantness levels than 

LEP (d = .47). From one week before until after ensemble performance, HEP pleasantness levels 

increased to moderately high levels (d = 40), while LEP pleasantness levels increased greatly to 

high levels (d = .76). After ensemble performance, HEP reported lower levels of pleasantness 

than LEP (d = .53).  
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Figure 19. Mean pleasantness level for HEP and LEP for solo and ensemble performance 

through the time frames. 

  

The third hypothesis pertained to musician’s emotions throughout the performance 

timeline. Further, differences between solo and ensemble performance and HEP and LEP were 

examined. It was hypothesized that emotional intensity would increase in the week prior to 

performance, more for solo than ensemble performance. HEP were expected to experience less 

emotional intensity than LEP prior to both performances. Females were hypothesized to 

experience greater emotional intensity than males during performance. Means and SD’s for 

emotional intensity are presented in Table 12. The RM MANOVA effects, which test the third 

hypothesis for emotional intensity, are summarized in Table 13. 
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Table 12 

 

Means and Standard Deviations for Facilitative, Debilitative, and Neutral Emotions by Gender, Experience, and 

Time Frame for Solo and Ensemble Performance 

 

Solo Ensemble  

Facilitative Debilitative Neutral Facilitative Debilitative Neutral 
Gender HEP/

LEP 

N Mean SD Mean SD Mean SD Mean SD Mean SD Mean SD 

               

One Week Before 

male HEP 4 6.08 1.09 4.35 3.20 3.50 2.65 6.60 0.85 3.75 3.06 2.93 3.45 

 LEP 7 5.40 2.69 2.56 2.85 3.86 3.08 7.27 1.84 1.46 2.00 3.43 3.77 

 Total 11 5.65 2.19 3.21 2.96 3.73 2.80 7.03 1.53 2.29 2.56 3.25 3.49 
Gender HEP/

LEP 

N Mean SD Mean SD Mean SD Mean SD Mean SD Mean SD 

female HEP 8 6.14 2.70 5.61 2.37 2.84 3.98 6.80 1.26 5.83 3.74 3.19 3.07 

 LEP 8 6.38 3.15 6.13 1.55 2.79 3.01 7.43 1.66 3.53 3.99 3.06 3.45 

 Total 16 6.26 2.84 5.87 1.95 2.82 3.41 7.11 1.46 4.68 3.92 3.13 3.15 

Total HEP 12 6.12 2.23 5.19 2.60 3.06 3.48 6.73 1.10 5.13 3.53 3.10 3.04 

 LEP 15 5.92 2.88 4.46 2.84 3.29 2.99 7.35 1.68 2.56 3.29 3.23 3.47 

 Total 27 6.01 2.57 4.79 2.71 3.19 3.15 7.08 1.46 3.70 3.58 3.17 3.23 

One Day Before 

male HEP 4 4.48 3.13 4.20 3.21 3.43 0.85 6.53 1.59 3.28 2.92 1.80 2.14 

 LEP 7 5.77 2.80 3.26 3.44 3.36 2.50 6.77 2.37 2.69 3.07 3.00 2.83 

 Total 11 5.30 2.84 3.60 3.23 3.38 1.99 6.68 2.04 2.90 2.88 2.56 2.56 

female HEP 8 6.31 1.06 6.06 2.58 1.38 2.56 6.14 2.65 3.35 3.78 3.74 3.27 

 LEP 8 5.59 3.57 7.00 1.21 4.06 2.64 7.31 1.07 5.81 2.78 2.78 3.26 

 Total 16 5.95 2.57 6.53 2.00 2.72 2.87 6.73 2.05 4.58 3.45 3.26 3.19 

Total HEP 12 5.70 2.05 5.44 2.81 2.06 2.32 6.27 2.28 3.33 3.38 3.09 2.99 

 LEP 15 5.67 3.12 5.25 3.09 3.73 2.51 7.06 1.75 4.35 3.24 2.88 2.96 

 Total 27 5.69 2.65 5.34 2.91 2.99 2.53 6.71 2.00 3.90 3.28 2.97 2.92 

Time 1 

male HEP 4 5.48 3.65 3.25 4.00 1.00 2.00 7.08 1.25 3.18 3.83 1.48 2.95 

 LEP 7 7.33 1.87 2.97 2.50 1.81 3.24 7.16 1.62 1.00 1.53 2.00 2.52 

 Total 11 6.65 2.64 3.07 2.93 1.52 2.77 7.13 1.43 1.79 2.65 1.81 2.55 

female HEP 8 6.53 2.80 6.54 2.87 4.63 2.97 6.39 2.33 3.94 4.32 1.63 3.02 

 LEP 8 6.98 1.28 4.99 2.70 5.00 3.30 7.36 1.45 3.69 3.53 0.88 2.47 

 Total 16 6.75 2.12 5.77 2.81 4.81 3.04 6.88 1.94 3.81 3.82 1.25 2.70 

Total HEP 12 6.18 2.99 5.45 3.50 3.42 3.15 6.62 2.00 3.68 4.01 1.58 2.86 

 LEP 15 7.14 1.53 4.05 2.72 3.51 3.56 7.27 1.48 2.43 3.03 1.40 2.47 

 Total 27 6.71 2.30 4.67 3.11 3.47 3.32 6.98 1.73 2.99 3.48 1.48 2.60 

Time 2 

male HEP 4 5.33 3.66 1.90 2.27 2.70 3.13 7.58 1.19 5.00 3.74 3.13 3.61 

 LEP 7 6.04 3.22 1.76 2.62 2.17 2.21 6.47 2.37 0.43 0.79 2.99 2.18 

 Total 11 5.78 3.22 1.81 2.38 2.36 2.43 6.87 2.02 2.09 3.14 3.04 2.61 
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Table 12 Continued 

         

    Solo   Ensemble  

   Facilitative Debilitative Neutral Facilitative Debilitative Neutral 
Gender HEP/

LEP 

N Mean SD Mean SD Mean SD Mean SD Mean SD Mean SD 

               

female HEP 8 6.43 1.44 6.68 2.97 3.13 3.60 7.23 1.32 4.56 2.94 4.20 3.62 

 LEP 8 5.34 3.62 5.39 3.58 3.00 4.14 5.21 3.32 3.20 3.50 1.94 2.76 

 Total 16 5.88 2.72 6.03 3.25 3.06 3.75 6.22 2.65 3.88 3.20 3.07 3.32 

Total HEP 12 6.06 2.29 5.08 3.54 2.98 3.31 7.34 1.23 4.71 3.06 3.84 3.49 

 LEP 15 5.67 3.33 3.69 3.59 2.61 3.29 5.80 2.89 1.91 2.91 2.43 2.48 

 Total 27 5.84 2.87 4.31 3.57 2.78 3.24 6.49 2.40 3.15 3.24 3.06 3.00 

Time 3 

male HEP 4 7.60 0.96 2.75 3.20 3.88 3.57 6.35 4.53 3.13 3.66 3.23 3.79 

 LEP 7 6.79 2.08 0.96 2.12 2.47 2.60 6.81 2.09 0.71 1.25 1.67 2.10 

 Total 11 7.08 1.75 1.61 2.57 2.98 2.89 6.65 2.97 1.59 2.54 2.24 2.75 

female HEP 8 7.01 1.17 6.08 3.19 3.63 3.96 6.14 2.61 5.88 3.81 3.23 3.51 

 LEP 8 5.53 3.56 4.23 3.83 2.75 3.15 6.94 1.29 1.88 3.48 3.69 3.47 

 Total 16 6.27 2.67 5.15 3.53 3.19 3.49 6.54 2.03 3.88 4.09 3.46 3.38 

Total HEP 12 7.21 1.10 4.97 3.46 3.71 3.67 6.21 3.15 4.96 3.84 3.23 3.43 

 LEP 15 6.11 2.93 2.70 3.48 2.62 2.80 6.88 1.65 1.33 2.66 2.75 3.00 

 Total 27 6.60 2.33 3.71 3.59 3.10 3.20 6.58 2.40 2.94 3.66 2.96 3.14 

After Performance 

male HEP 4 6.23 4.24 1.70 3.40 3.20 3.92 8.00 1.73 1.13 2.25 2.58 2.98

 LEP 7 6.53 3.28 1.89 3.32 1.86 2.35 7.01 1.85 1.00 1.73 2.43 3.15

 Total 11 6.42 3.44 1.82 3.18 2.35 2.89 7.37 1.79 1.05 1.82 2.48 2.94

female HEP 8 6.69 1.51 4.69 3.98 4.81 4.02 7.24 1.97 5.58 3.53 3.41 3.43

 LEP 8 6.10 2.85 4.40 3.80 3.60 3.12 7.64 1.50 4.38 4.69 4.54 3.90

 Total 16 6.39 2.22 4.54 3.76 4.21 3.53 7.44 1.70 4.98 4.06 3.98 3.59

Total HEP 12 6.53 2.53 3.69 3.93 4.28 3.88 7.49 1.85 4.09 3.76 3.13 3.17

 LEP 15 6.30 2.95 3.23 3.69 2.79 2.84 7.35 1.64 2.80 3.91 3.55 3.61

 Total 27 6.40 2.72 3.43 3.73 3.45 3.36 7.41 1.71 3.37 3.83 3.37 3.37

 

Table 13 

 

Summary of Repeated Measures ANOVA for Facilitative, Debilitative, and Neutral Emotions 

 

Effect Wilks’  λ F Df P η2 

A. Gender  .74 8.00 1, 23 .01 .26 

B. Experience .95 1.25 1, 23 .27 .05 

C. Concert .98 .54 1, 23 .47 .02 

D. Time .84 .74 5, 19 .60 .16 

E. Perception .28 28.24 2, 22 .001 .72 

E. A x B 1 .02 1, 23 .90 .00 

F. A x C .95 1.30 1, 23 .27 .05 
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Table 13 Continued 

      

Effect Wilks’  λ F Df P η2 

      

G. A x E .73 4.06 2, 22 .03 .27 

H. B x C .99 .36 1, 23 .56 .02 

I. B x D .61 2.44 5, 19 .07 .39 

J. A x D .84 .73 5, 19 .61 .16 

K. C x D .64 2.16 5, 19 .10 .36 

L. C x E .76 3.46 2, 22 .05 .24 

M. D x E .67 .69 10, 14 .72 .33 

N. A x B x C .99 .36 1, 23 .67 .01 

O. A x B x D .88 .50 5, 19 .77 .12 

P. A x B x E .99 .10 2, 22 .90 .01 

Q. A x C x D .72 1.52 5, 19 .23 .29 

R. A x C x E .98 .20 2, 22 .82 .02 

S. A x D x E .84 .27 10, 14 .98 .16 

T. B x C x D .70 1.64 5, 19 .20 .30 

U. B x D x E .82 .31 10, 14 .97 .16 

V. B x C x E .97 .32 2, 22 .73 .03 

W. C x D x E .75 .47 10, 14 .88 .25 

X. A x B x C x D  .89 .50 5, 19 .78 .12 

Y. A x B x D x E .80 .35 10, 14 .95 .20 

Z. A x C x D x E .69 .63 10, 14 .77 .31 

1. A x B x C x E .92 .96 2, 22 .40 .08 

2. B x C x D x E .60 .94 10, 14 .53 .40 

3. A x B x C x D x E .71 .56 10, 14 .82 .29 

 

The significant (p < .05) effects which emerged were those of gender, perception, and the 

interactions of gender by perception. The concert-type by perception interaction showed a trend 

towards significance. The effect of gender on perception is presented in Figure 20. Females’ 

emotional intensity across all time frames and concert-types was higher than that of males (d = 

1.2). 
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Figure 20. Mean intensity for male and female performers across time frames, experience level, 

and concert-type. 

 

 The perception effect is presented in Figure 21. Performers experienced higher emotional 

intensity for facilitative emotions than debilitative emotions (d = 1.1). Emotional intensity was 

also higher for debilitative emotions than neutral emotions (d = .42). Facilitative emotions were 

experienced more intensely than neutral emotions (d = 2.2).  
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Figure 21. Mean facilitative, debilitative, and neutral emotions across time frames, experience 

level, and concert-type. 

 

The interaction of gender by perception in presented in Figure 22. Males and females 

experienced similar emotional intensity for facilitative emotions (d = .01). Debilitative emotions 

were experienced more intensely by females than by males (d = 1.42). Females emotional 
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intensity was higher for neutral emotions than that of males (d = .32). These results are in line 

with the hypothesis. 
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Figure 22. Mean facilitative, debilitative, and neutral emotions for HEP and LEP across time 

frames and concert-type. 

 

The interaction of concert-type by perception is presented in Figure 23. Facilitative 

emotions were experienced more intensely prior to and during ensemble performance than solo 

performance (d = .47). Emotional intensity for debilitative emotions was higher for solo 

performance than ensemble performance (d = .47). Neutral emotions were experienced slightly 

more intensely during the solo performance timeline than the ensemble performance timeline  

(d = .19). 
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Figure 23. Mean facilitative, debilitative, and neutral emotions for HEP and LEP for solo and 

ensemble performance across time frames.  
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Emotions.  

This category consists of the range of emotions reported by musicians prior to, and 

during solo and ensemble performance. The category of emotions included three properties that 

were termed: positive, negative, and mixed emotions. Within these properties, there were a total 

of 12 sub-properties and 47 tags. The sub-properties were utilized to label when the emotions 

took place and the tags identified the specific emotions experienced. An example of an emotion 

is fear. Specific emotions prior to, and during, solo and ensemble performance are presented in 

Table 14. 

 

Table 14 

 

Summary of HEP and LEP Positive and Negative Emotions Prior to and During Solo and Ensemble 

Performance 

 

Emotion 

 

HEP 

(n=3) 

 

% E/P 

 

LEP 

(n=5) 

 

% E/P 

 

Male 

(n=5) 

 

%E/P 

 

Female 

(N=3) 

 

%E/P 

 

Positive 

 

19 

 

6.3 

 

24 

 

4.8 

 

25 

 

5 

 

18 

 

6 

Prior to Solo Performance 2 0.7 3 0.6 4 0.8 1 0.3 

• Relaxed 1 0.3 2 0.4 2 0.4 1 0.3 

• Confident 1 0.3 0 0 1 0.2 0 0 

• Excited 0 0 1 0.2 1 0.2 0 0 

During Solo Performance 7 2.3 4 0.8 6 1.2 5 1.7 

• Calm 0 0 1 0.2 0 0 1 0.3 

• Confident 1 0.3 3 0.6 3 0.6 1 0.3 

• Relieved 2 0.7 0 0 0 0 2 0.7 

• Excited 3 1 0 0 3 0.6 0 0 

• Happy 1 0.3 0 0 0 0 1 0.3 

• Proud 0 0 0 0 0 0 0 0 

Prior Ensemble Performance 3 1 9 1.8 7 1.4 5 1.7 

• Confident 0 0 2 0.4 1 0.2 1 0.3 

• Determined 0 0 1 0.2 0 0 1 0.3 

• Excited 1 0.3 2 0.4 2 0.4 1 0.3 

• Proud 1 0.3 0 0 0 0 1 0.3 

• Relaxed 0 0 1 0.2 0 0 1 0.3 

• Relieved 1 0.3 0 0 1 0.2 0 0 

• Calm 0 0 3 0.6 3 0.6 0 0 

During Ensemble Performance 7 2.3 8 1.6 8 1.6 7 2.3 

• Happy 3 1 5 1 3 0.6 5 1.7 

• Proud 1 0.3 0 0 0 0 1 0.3 
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Table 14 Continued 

 

Emotion 

 

HEP 

(n=3) 

 

% E/P 

 

LEP 

(n=5) 

 

% E/P 

 

Male 

(n=5) 

 

%E/P 

 

Female 

(N=3) 

 

%E/P 

• Relaxed 1 0.3 0 0 0 0 1 0.3 

• Excited 1 0.3 2 0.4 3 0.4 0 0 

• Confident 1 0.3 1 0.2 2 0.4 0 0 

Negative 41 13.7 42 8.4 44 8.8 39 13 

Prior to Solo Performance 10 3.3 12 2.4 8 1.6 14 4.7 

• Anxious 4 1.3 7 1.4 5 1 6 2 

• Frustrated 3 1 0 0 1 0.2 2 0.7 

• Upset 1 0.3 1 0.2 0 0 2 0.7 

• Embarrassed 2 0.7 1 0.2 2 0.4 1 0.3 

• Afraid 0 0 1 0.2 0 0 1 0.3 

• Confused 0 0 1 0.2 0 0 1 0.3 

During Solo Performance 11 3.7 11 2.2 15 3 7 2.3 

• Disappointed 3 1 1 0.2 2 0.4 2 0.7 

• Frustrated 3 1 0 0 0 0 3 1 

• Nervous 3 1 8 1.6 10 2 1 0.3 

• Scared 0 0 1 0.2 0 0 1 0.3 

• Embarrassed 2 0.7 1 0.2 3 0.6 0 0 

Prior to Ensemble Performance 9 3 13 2.6 12 2.4 10 3.3 

• Afraid 0 0 1 0.2 0 0 1 0.3 

• Confused 0 0 1 0.2 0 0 1 0.3 

• Frustrated 4 1.3 0 0 0 0 4 1.3 

• Nervous 3 1 8 1.6 9 1.8 2 0.7 

• Upset 0 0 2 0.4 0 0 2 0.7 

• Embarrassed 2 0.7 0 0 2 0.4 0 0 

• Disappointed 0 0 1 0.2 1 0.2 0 0 

During Ensemble Performance 11 3.7 6 1.2 9 1.8 8 2.7 

• Anxious 3 1 5 1 5 1 3 1 

• Confused 1 0.3 0 0 0 0 1 0.3 

• Frustrated 3 1 0 0 0 0 3 1 

• Startled 0 0 1 0.2 0 0 1 0.3 

• Fear 1 0.3 0 0 1 0.2 0 0 

• Bad 1 0.3 0 0 1 0.2 0 0 

• Self-conscious 2 0.7 0 0 2 0.4 0 0 

Mixed 1 0.3 4 0.8 1 0.2 4 1.3 

Prior Solo Performance 0 0 1 0.2 1 0.2 0 0 

During Solo Performance 0 0 2 0.4 0 0 2 0.7 

Prior Ensemble Performance 1 0.3 0 0 0 0 1 0.3 

During Ensemble Performance 0 0 1 0.2 0 0 1 0.3 

% E/P = # of emotions per performer per experience level 
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Prior to solo performance. Mainly, negative emotions such as anxiety were experienced 

prior to solo performance (See Table 14). HEP reported 3.3 passages per person while LEP 

reported 2.4. For HEP, negative emotions stemmed from performance related worries, #6: “I was 

nervous, really nervous. It was almost like I just want to get this over with. And you know, it was 

the last violin session and like everyone's just really tired and we just wanted everything to end.” 

LEP reported slightly less negative emotions. The most reported negative emotion reported by 

LEP was anxiety. Their anxiety stemmed from practice related issues, #8: “I was aggravated and 

I was upset. I wanted to practice, but every time I practiced I was just making myself more upset, 

because it didn't work out.” Additionally, LEP reported anxiety due to fear of the audience 

associated with the upcoming solo performance. Although few positive emotions were reported, 

they consisted of relaxation, confidence, and excitement. 

Females reported overwhelmingly more negative emotions than males prior to solo 

performance (See Table 14). Females averaged 4.7 passages per person while males averaged 

only 1.6. Both males and females reported anxiety more than any other negative emotions. 

Females reported anxiety due to uncertainty of performance preparation. They were concerned 

about the possibility of mistakes during solo performance, #6: “So when I was practicing I was 

nervous about the other piece, so I was messing it up and I was freaking out. Just spazzing out a 

little bit.” Additionally, females reported frustration and being upset overall. Males reported 

feeling anxiety due to the pressure of a solo performance, #27: “well, just a little bit like the 

pressure of performing to because it's a solo. Just if I can get it now alone, can I do it with a lot 

of people watching?” Additionally, they experienced frustration with the performance music. 

Although few positive emotions were reported, they consisted of relaxation, confidence, and 

excitement. 

During solo performance. All performers experienced more negative emotions than 

positive emotions during solo performance (See Table 14). Performers reported 2.8 passages per 

person reflecting negative emotions and 1.4 passages per person reflecting positive emotions. 

HEP reported more negative emotions than LEP, which included being disappointed with 

mistakes that were made, frustration, and nervousness about performing, #26: “But like if I got 

nervous I didn't know if I would forget something.” LEP reported the emotion of nervousness 

more than any other negative emotion. They tended to report getting nervous immediately prior 

to starting their piece, #27: “Well, it's like you're really nervous when you first go out there.” 
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HEP reported less positive emotions, which included excitement. Additionally, they reported 

feeling relief at the end of the performance. LEP reported less positive emotions, which consisted 

of confidence, and feeling calm. 

Males reported more negative emotions than females during solo performance (See Table 

14). Males reported 3 passages per person and females reported 2.3 passages per person. The 

most often reported negative emotion by males was nervousness. Making a mistake or the fear of 

mistakes was reported as the source of this emotion, #30: “Obviously, when I started I still had 

those nerves, because I knew I messed up my scales.” Females reported feeling frustrated and 

disappointed during performance, #6: “I was disappointed in how I did on that.” Although less 

positive emotions were reported, males and females reported similar amounts. However, males 

reported feeling confident and excited whereas females reported the emotions of calmness, 

confidence, excitement, and relief towards the end of performance.  

Prior to ensemble performance. For all performers, negative emotions were reported 

more often than positive emotions prior to ensemble performance (See Table 14). Performers 

averaged 2.8 negative passages per person and 1.5 positive passages per person. HEP reported 

more negative emotions than LEP that included mainly frustration and nervousness, #5: 

“Anxiety. Everyone knows how they sounded in the films when they were played by the studio 

players, I was afraid I wouldn’t be able to recreate the emotion and passion I remembered.” 

These emotions stemmed from concern about the ensemble music. LEP primary emotion 

reported was nervousness. Like HEP, LEP was concerned about the ensemble performance 

music, #3: “I felt a little nervous because I was too busy to be able to practice enough to be able 

to play the entire piece perfectly.” Although fewer positive emotions were reported, LEP 

experienced more than HEP. LEP reported feeling confident and excited whereas HEP reported 

feeling excited, proud, and relieved towards the end of the performance. 

Females reported more negative emotions than males prior to ensemble performance (See 

Table 14). Females reported 3.3 passages per person and males reported 2.4. Males reported 

feeling nervous, and females reported feeling frustrated, #6 (female): “I was little frustrated and a 

little annoyed. I think also frustrated at myself because I never make enough time to actually 

practice.” #30 (male): “And so it was still a week away, but I knew I was nervous about some of 

the parts.” Males and females reported similar amounts of positive emotions. However, males 
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reported feeling a mix of positive emotions, whereas females reported feeling mainly calm but 

excited about the performance.  

During ensemble performance. Performers reported experiencing similar amounts of 

positive and negative emotions during ensemble performance (See Table 14). Positive emotions 

were reported 1.9 times per person, and negative emotions were reported 2.1 times. HEP 

experienced more positive emotions than LEP, which consisted primarily of happiness, #18: “So 

during the performance of <name removed>, one of my students from the community <name 

removed> was in the audience, because I invited her. And I was really excited that she was there. 

I was very happy.” LEP also reported feeling happy during ensemble performance. #26: “I'd say 

it just made me happy really. I felt like I accomplished something.” HEP reported more negative 

emotions than LEP that consisted of anxiety and frustration. LEP also reported experiencing 

anxiety, #26: “I was kind of anxious to get it done, because like I knew I could do it I just wanted 

to make sure it came out as good as it did in practice.” 

Females reported slightly more positive emotions than males (See Table 14). Females 

reported 2.3 passages per person and males reported 1.6. Males reported feeling happy, excited, 

and confident, #3: “So I was really excited to play it right in the concert.” Females reported 

feeling happy with how the concert was progressing, #8: “…just being overall pleased with the 

concert. It was a fun one compared to other ones.” Females reported slightly more negative 

emotions than males. Females reported 2.7 passages per person and males reported 1.8. Males 

reported feeling anxious and self-conscious due to the possibility of mistakes, #18: “I was a little 

self-conscious however, because I knew that <name removed> would hear me and she loves to 

hear me, but I didn't want to make any mistakes at all.” Females reported feeling anxious and 

frustrated due to ensemble music, #6: “the next spot was there was this part in the Haydn and 

that was second violin solo in a flat, which was frustrating.” 

LEP experienced more mixed emotions than HEP (See Table 14). LEP reported 0.8 

passages per person and HEP reported 0.3. Further, LEP reported more mixed emotions prior to 

and during solo performance, #27: “a little bit nervous, but also confident when you do get it. So 

it's like nervous and confident.” Females reported more mixed emotions than males. Females 

reported 1.3 passages per person and males reported 0.3. However, these emotions were 

associated with both solo and ensemble performance, #8: “I was getting really nervous and 



 

 

 66

excited at the same time, thinking this is my big moment to shine, but still worried about 

screwing up again.” 

The fourth hypothesis tested musicians’ solo and ensemble performance perceptions. 

Specifically, if HEP and LEP perceived their performances differently, and how perceptions 

changed during the week after performing. Differences between performance settings were also 

examined. It was hypothesized that HEP would have higher performance perceptions than LEP. 

Additionally, performance perceptions were expected to increase in the week after performance 

for all musicians. Means and SD’s for perceived performance are presented in Table 15. The RM 

ANOVA effects, which test the fourth hypothesis for perceived performance, are summarized in 

Table 16. 

 

Table 15 

 

Means and Standard Deviations Perceived Performance by Gender, Experience, and Time-frame 

for Solo and Ensemble Performance 

 

   Solo Ensemble 

Gender HEP/LEP N Mean SD Mean SD 

Immediately After Performance 

Male HEP 4 6.92 1.17 7.38 0.58 

 LEP 7 7.21 1.85 7.57 1.04 

 Total 11 7.11 1.58 7.50 0.87 

Female HEP 8 5.90 1.52 6.65 0.91 

 LEP 8 6.75 0.79 7.04 1.16 

 Total 16 6.32 1.25 6.84 1.03 

Total HEP 12 6.24 1.45 6.89 0.87 

 LEP 15 6.97 1.36 7.29 1.10 

 Total 27 6.64 1.42 7.11 1.01 

During Interview 

Male HEP 4 7.21 0.83 7.21 1.62 

 LEP 7 7.24 1.23 7.45 0.99 

 Total 11 7.23 1.05 7.36 1.18 

Female HEP 8 5.83 1.44 6.67 0.74 

 LEP 8 6.71 0.49 6.98 1.32 

 Total 16 6.27 1.13 6.82 1.05 

Total HEP 12 6.29 1.40 6.85 1.07 

 LEP 15 6.96 0.92 7.20 1.16 

 Total 27 6.66 1.18 7.04 1.11 

 

 



 

 

 67

Table 16 

 

Summary of Repeated Measures ANOVA for Perceived Performance 

 

 

Effect Wilks’ λ F Df P η2 

      

A. Gender  .87 3.42 1, 23 .08 .13 

B. Experience .95 1.10 1, 23 .31 .05 

C. Concert .89 2.92 1, 23 .10 .11 

D. Time 1 .02 1, 23 .90 .00 

E. A x B .99 .30 1, 23 .60 .01 

F. A x C .98 .36 1, 23 .55 .02 

G. B x C .99 .24 1, 23 .63 .01 

H. A x D 1 .04 1, 23 .85 .00 

I. B x D 1 .10 1, 23 .76 .00 

J. C x D .96 .82 1, 23 .37 .04 

K. A x B x C .99 .37 1, 23 .55 .01 

L. A x B x D 1 .03 1, 23 .86 .00 

M. A x C x D .95 1.25 1, 23 .28 .05 

N. B x C x D 1 .13 1, 23 .73 .00 

O. A x B x C x D  .98 .50 1, 23 .49 .02 

 

 The effect of gender on perceived performance tended towards significance (p = .08) and 

is presented in Figure 24. Males’ perception of performance across all time frames and concert-

types was higher than that of females (d = .57). Thus this hypothesis was falsified. 
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Figure 24. Mean perceived performance for male and female performers across time frames, 

experience level, and concert-type. 
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Thoughts 

 The category of thoughts considered the musician’s direction of attention prior to and 

during solo and ensemble concerts. It consisted of the properties of solo and ensemble 

performances. Within these properties, there were 20 tags that were used to label the groups of 

specific thoughts. An example of a tag included in the category of thoughts was a “focus on 

music.” The reported frequencies for HEP, LEP, male, and female thoughts are presented in 

Table 17.  

 

Table 17 

 

Summary of Thoughts Prior to and During Solo and Ensemble Performance by Gender and Experience 

 

Thoughts 

 

 

HEP 

(n = 3) 

 

% T/P 

 

LEP 

(n = 5) 

 

% T/P 

 

Males 

(n = 5) 

 

% T/P 

 

Females 

(n = 3) 

 

% T/P 

 

Prior to Solo 

 

7 

 

2.3 

 

11 

 

2.2 

 

9 

 

1.8 

 

9 

 

3 

• Preparation 0 0 5 1 3 0.6 2 0.7 

• Music 6 2 6 1.2 6 1.2 6 2 

• other people 1 0.3 0 0 0 0 1 0.3 

During Solo 9 3 11 2.2 11 2.2 9 3 

• music 4 1.3 3 0.6 4 0.8 3 1 

• mistakes 

• other people 

• preparation 

• conductor 

• performance order 

1 

3 

0 

1 

0 

0.3 

1 

0 

0.3 

0 

5 

0 

2 

0 

1 

1 

0 

0.4 

0 

0.2 

4 

2 

0 

0 

1 

0.8 

0.4 

0 

0 

0.2 

2 

1 

2 

1 

0 

0.7 

0.3 

0.7 

0.3 

0 

Prior to Ensemble 8 2.7 10 2 8 1.6 10 3.3 

• music 

• preparation 

5 

0 

1 

0 

3 

4 

0.6 

0.8 

5 

0 

1 

0 

3 

4 

1 

1.3 

• work 0 0 2 0.4 0 0 2 0.7 

• conductor 

• rehearsal 

• mistakes 

1 

2 

0 

0.3 

0.7 

0 

0 

0 

1 

0 

0 

0.2 

1 

2 

0 

0.2 

0.4 

0 

0 

0 

1 

0 

0 

0.3 

During Ensemble 4 1.3 9 1.8 6 1.2 7 2.3 

• focus 0 0 1 0.2 0 0 1 0.3 

• mistakes 

• music 

• others 

• concert 

0 

3 

1 

0 

0 

1 

0.3 

0 

2 

5 

0 

1 

0.4 

1 

0 

0.2 

1 

4 

1 

0 

0.2 

0.8 

0.2 

0 

1 

4 

0 

1 

0.3 

1.3 

0 

0.2 

T/P = # of thoughts per performer 
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Prior to solo performance. HEP and LEP reported similar amounts of thoughts prior to 

solo performance. HEP reported 2.3 passages per person and LEP reported 2.2. HEP thoughts 

were primarily directed towards the music for the solo performance. Performers reported 

spending an extensive amount of time thinking about the rhythm, tempo, and various other 

technical aspects of their upcoming performance, #6: “oh, rhythm. I had it down. Like, I had it 

down pretty good slowly, and so I was practicing it slowly and thinking, wait a minute, these 

pieces are usually faster. Do I want to play it faster?” Like HEP, LEP devoted their thoughts to 

performance preparation. In addition to thinking about the technical aspects of the music, they 

also reflected on how prepared they felt for the performance, #27: “I was able to get it right. So 

then I felt really good, but I said to myself, I did it now, but can I do it during the performance?” 

In addition, LEP considered passages within their music that they needed to spend more time on. 

Prior to solo performance, males and females thoughts were extremely similar. However, 

females reported more thoughts that pertained to musical preparation. Females reported 3 

passages per person and males reported 1.8. Both males and females reported spending time 

thinking about the solo performance music as well as their overall preparation, #3 (male): I 

remember thinking, well, I can play this correctly when I play by myself. But when I play with 

the other violinist I'm going to screwed it up”, #26 (female): “I was like oh my gosh, what do I 

do, because it was in a week and I had been sounding good, but then it got messed up.” These 

thoughts were mostly reported when performers reflected on practice sessions with their 

teachers, and on their own. 

During solo performance. HEP reported slightly more thoughts than LEP that focused on 

the performance music, and other people, such as the audience. HEP reported 3 passages per 

person and LEP reported 2.2, #18 (HEP): “I guess I thought about the audience and seeing how 

they were receiving the piece.” Other thoughts considered individuals such as conductors, stand 

partners, and music students. LEP thoughts were devoted to mistakes that were either made 

during that performance, or previously in rehearsals, #3: “I messed up on a difficult part…I 

thought, keep the beat in your head and pick up after this hard part.” Other thoughts included 

focusing on the solo performance music, and overall performance preparation. 

Males reported slightly less thoughts than females (females averaged 3 passages per 

person, and males reported 2.2), and focused on the performance music, mistakes that had been 
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made, and other people such as audience members, #27: “probably something like, oh crap. But 

then I just kept going, because you eventually play the right note.” Females primarily thought 

about the performance music, #8: “It was like, oh this is really beautiful. The composer did a 

good job of showing how the character feels during this part.” They also reflected on mistakes, 

and overall performance preparation.  

Prior ensemble performance. HEP reported slightly more thoughts than LEP prior to 

ensemble performance. HEP reported 2.7 passages per person, and LEP reported 2. HEP 

thoughts primarily focused on troubling passages in the performance music, #6: “There was this 

part, which was the second violin solo in A flat and A flat is not easy to play.” Other thoughts 

included reflections on rehearsals prior to performance. LEP also reported thoughts devoted to 

difficult performance music. However, they also reported thinking about their level of 

preparation prior to performance, #26: “I remember that I thought I was pretty ready for it, but 

there were like some pieces that I knew I had to look over again.” Other thoughts included 

reflections on work-related activities, and mistakes made while rehearsing.  

Females reported more thoughts than males prior to ensemble performance. Females 

reported 3.3 passages per person and males reported 1.6. Thoughts reported by females 

predominantly focused on preparation for the performance. For example, many females 

commented on work conflicts and rehearsals, #8: “yeah, I thought maybe I can call and see if 

someone will switch some shifts with me. But then I had the closing shift, and no one likes the 

closing shift.” Male’s thoughts focused on musical preparation. Specifically, they commented on 

music played during rehearsals, #3: “…during our dress rehearsal I played a really difficult part 

in the middle of one of the songs correctly two or three times in a row. I thought great, now I can 

play this correctly in the concert.” Other thoughts included a focus on mistakes, and the 

conductor. 

During ensemble performance. HEP and LEP reported similar amounts of thoughts 

during ensemble performance. HEP reported 1.3 passages per person, and LEP reported 1.8. 

Both groups primarily focused on the performance music, #5 (HEP): “I remained concerned 

about playing up to the tempo. When we started I realized that I really could not hear the violins 

or the tympani clearly.” However, LEP also focused on their mistakes made during performance, 

#8: “I was like, oh no not again, but it was only a few seconds.” They also commented on how 

they felt the performance was progressing, and what they felt could have been performed better.  
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Females reported more thoughts than males during ensemble performance. Females 

reported 2.3 passages per person and males reported 1.2. However, both groups commented on 

the performance music, #3 (male): “…this was right before a very fast movement. I remember 

thinking, if I really get into the zone, I will be able to play this,” #8 (female): “well, it was pretty 

much right when we began. So within the first measure I messed something up in the first 

piece…” Further, both groups commented on the mistakes made during performance.  

Overall, an extensive amount of LEP thoughts concerning the performance music 

included comments on mistakes that were made during performance. LEP reported 1.6 passages 

per person as compared to HEP reports of 0.3 passages per person. Further, 20% of LEP total 

thoughts concerned mistakes. Additionally, LEP reported more thoughts concerning mistakes 

prior to and during solo performance than ensemble performance.  

 The fifth hypothesis tested self-control strategies used by the performers. It was 

hypothesized that HEP would utilize more redressive (closed system) self-control strategies and 

LEP would utilize more experiential (open system) self-control strategies. Females were 

expected to report a higher level of experiential self-control strategies and males to report using 

more redressive self-control strategies in general. Means and SD’s redressive and experiential 

self-control are presented in Table 18. The MANOVA effects, which test the fifth hypothesis for 

redressive self-control, are summarized in Table 19. The quantitative results for emotion-focused 

and problem-focused coping strategies are then presented. 

 

Table 18 

 

Means and Standard Deviations for Redressive and Experiential Self-Control by Gender and 

Experience 

 

   Redressive Experiential 

Gender HEP/LEP N Mean SD Mean SD 

Male HEP 4.00 0.24 0.08 0.56 0.43 

 LEP 7.00 0.42 0.45 0.71 0.35 

 Total 11.00 0.35 0.37 0.66 0.37 

Female HEP 8.00 0.66 0.72 0.33 0.85 

 LEP 8.00 0.37 0.41 0.59 0.44 

 Total 16.00 0.51 0.59 0.46 0.67 

Total HEP 12.00 0.52 0.61 0.41 0.72 

 LEP 15.00 0.39 0.42 0.65 0.39 

 Total 27.00 0.45 0.51 0.54 0.56 
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Table 19 

 

Summary of MANOVA for Redressive Self-Control 

 

 

Effect 

 

Wilks’ λ 
 

F 

 

  Df 

 

P 

 

η2 

A. Gender  .97 .79 1, 23 .38 .03 

B. Experience 1 .07 1, 23 .80 .00 

C. A x B .95 1.29 1, 23 .27 .05 

 

None of the effects reached significance, thus falsifying this hypothesis. Similar analysis 

was performed for experiential self-control. The MANOVA results for experiential self-control 

are summarized in Table 20. Similarly, none of the effects reached acceptable significant levels. 

 

Table 20 

 

Summary of MANOVA Experiential Self-Control 

 

Effect 

 

Wilks’ λ 
 

F 

 

  Df 

 

P 

 

Η2 

A. Gender  .97 .60 1, 23 .45 .03 

B. Experience 97 .78 1, 23 .39 .03 

C. A x B 1 .05 1, 23 .82 .00 

 

 

Emotion-Focused Coping.   

The category of emotion-focused coping includes musician’s support from others, as well 

as cognitive change strategies. An example of an emotion-focused coping strategy is reaching 

out to others. The category of emotion-focused coping includes the properties of HEP and LEP 

utilization in addition to male and female use of specific strategies. There were 10 tags that were 

used to identify specific coping strategies within the solo and ensemble timeline. A summary of 

emotion-focused coping strategy utilization by HEP and LEP and males and females is presented 

in Table 21. 
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Table 21 

 

Summary of Emotion-Focused Coping Strategies Prior to and During Solo and Ensemble Performance by 

Gender and Experience 

 

Emotion-Focused Coping 

 

 

HEP 

(n = 3) 

 

% C/P 

 

LEP 

(n = 5) 

 

% C/P 

 

Males 

(n = 5) 

 

% C/P 

 

Females 

(n = 3) 

 

% C/P 

 

Prior to Solo 

 

6 

 

2 

 

10 

 

5 

 

11 

 

2.2 

 

5 

 

1.7 

• Avoidance 0 0 5 1 0 0 5 1.7 

• Reaching out to others 6 2 0 0 6 1.2 0 0 

• Cognitive change 

strategies 

0 0 5 1 5 1 0 0 

 

During Solo 

 

1 

 

0.3 

 

14 

 

2.8 

 

7 

 

1.4 

 

8 

 

2.7 

• Reaching out to others  0 0 5 1 0 0 5 1.7 

• Cognitive change 

strategies 

1 

 

0.3 9 1.8 7 1.4 3 1 

 

Prior to Ensemble 

 

7 

 

2.3 

 

3 

 

0.6 

 

2 

 

0.4 

 

8 

 

2.7 

• Avoidance 4 1.3 0 0 0 0 4 1.3 

• Reaching out to others 2 0.7 2 0.4 0 0 4 1.3 

• Cognitive change 

strategies 

1 0.3 1 0.2 2 0.4 0 0 

 

During Ensemble 

 

6 

 

2 

 

20 

 

4 

 

17 

 

3.4 

 

9 

 

3 

• Reaching out to others 4 1.3 6 1.2 6 1.2 4 1.3 

• Cognitive change 

strategies 

2 

 

0.7 14 2.8 11 2.2 5 1.7 

C/P = # of emotion-focused coping strategies per performer 

 

Prior to solo performance. LEP reported using emotion-focused coping strategies more 

than HEP prior to performance (See Table 21). LEP reported 5 passages per person and HEP 

reported 2 passages per person. HEP reported using others for support. Specific individuals 

reported included teachers and parents, #18: “…he was really tired too so like, I need help some 

times and sometimes I get help from people and it's really awesome. They help me share the 

burden.” LEP only reported avoidance and cognitive change strategies, #27: “…well probably 

saying that it's not like the worst thing in the world if you don't get it.” There were no reports of 

utilizing others for support.  
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Males reported utilizing emotion-focused coping strategies slightly more than females 

prior to performance (See Table 21). Males reported 2.2 passages per person and females 

reported 1.7. Males reported cognitive change strategies and utilizing other individuals for 

support, #18: “…but when she helped me through it I felt a sense of relief. I felt happier, and I 

was very thankful for her.” Females reported only utilization avoidance strategies, #8: “yeah, the 

day of the performance I didn't want to practice it at all. It's the same with studying, I will 

practice it or look over at one and I will not touch it again for the rest of the day…” 

During solo performance. LEP reported overwhelmingly more emotion-focused coping 

strategies than HEP (See Table 21). LEP averaged 2.8 passages per person and HEP reported 

0.3. LEP reported reaching out to others and using cognitive change strategies, #3: “I tried to 

forget about my emotions entirely and just focused on <name removed> clapping to help me 

keep the beat.” LEP reported using cognitive change strategies more often than depending on 

others. HEP only reported 1 emotion-focused strategy, which was a cognitive change strategy, 

#18: “I said to myself, once it’s done, it’s done. There wasn't anything else you could, do, you 

know?”  

Females reported more emotion-focused coping use than males (See Table 22). Females 

averaged 2.7 passages per person and males reported 1.4 passages per person. Females reported 

reaching out to others and cognitive change strategies, #8: “I didn't look at the people. I just 

concentrated on listening to the other people playing so I stayed on task.” Males reported only 

cognitive change strategies, #30: “I just tried to lock in like a tempo or something in my head 

just to be just like, stick to it, stick to it, stick to it.” There were no male reports of relying on 

other individuals for support. 

Prior to ensemble performance. HEP reported more emotion-focused coping strategies 

than LEP prior to ensemble performance (See Table 21). HEP reported 2.3 passages per person 

and LEP reported 0.6. The most commonly reported strategy by HEP was avoidance. HEP 

tended to ignore stressful stimuli in order to regain control over their emotions, #6: “I think I 

acknowledged some and then I just say okay, I know that that's there, so I'm just going to kind 

say I'll deal with it later and then later never really happened.” HEP also reported utilizing the 

support of others. LEP reported very few emotion-focused coping strategies prior to ensemble 

performance. Reaching out to others was the primary coping strategy used by these individuals, 

#8: “I told the story to everyone that would listen.”  
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Females utilized far more emotion-focused coping strategies than males (See Table 21). 

Females reported 2.7 passages per person and males reported 0.4. Avoidance and reaching out to 

others were the most commonly reported emotion-focused strategy used by females. Stand 

partners, teachers, and friends were the individuals most often utilized for support. #6: “I got 

help from my violin teacher, so that helped.” Males reported very few emotion-focused coping 

strategies, which included only cognitive change strategies, #30: “I told myself that it's not like 

that big of a deal if I didn't get it.” 

During ensemble performance. LEP reported twice as many emotion-focused coping 

strategies as HEP (See Table 21). LEP reported 4 passages per person and HEP reported 2. 

Cognitive change strategies were the most commonly reported coping strategy used by LEP, #3: 

“To cope with it, I tried to stop thinking the things I was thinking and tried to make myself like 

the song better. I just pretended that I liked it and tried to play with a lot of emotion.” LEP also 

reported reaching out to others for support. Like LEP, HEP reported utilizing other individuals 

for support, #18: “So, that was helpful. I was really glad she came, so, I think that helps the 

performance, definitely when you know when people are there.”  Cognitive change strategies 

were also reported by HEP.  

Males and females reported similar amounts of emotion-focused coping strategies during 

ensemble performance (See Table 21). Males reported using cognitive change strategies to 

control their emotions, #3: “I just tried to focus on the music more and not think about anything 

else.” Additionally, they reported reaching out to others for support. Females utilized others for 

support and controlled their emotions with cognitive change strategies, #8: “I just said that's one 

more concert down. There will be others. It's just music.” 

Problem-Focused Coping.   

The category of problem-focused coping is defined as the musician’s utilization of 

problem-focused coping strategies including relaxation techniques and active preparation. An 

example of a problem-focused coping strategy is practice. The category of problem-focused 

coping includes HEP and LEP in addition to male and female use of specific strategies. There 

were 17 tags that were used to identify specific coping strategies within the solo and ensemble 

timeline. A summary of specific problem-focused coping strategies utilized by HEP, LEP, males 

and females is presented in Table 22.  
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Table 22 

 

Summary of Problem-Focused Coping Strategies Prior to and During Solo and Ensemble Performance by 

Gender and Experience 

 

 

Problem-Focused Coping 

 

HEP 

(n = 3) 

 

% C/P 

 

LEP 

(n = 5) 

 

% C/P 

 

Males 

(n = 5) 

 

% C/P 

 

Females 

(n = 3) 

 

% C/P 

 

Prior to Solo 

 

6 

 

2 

 

10 

 

2 

 

9 

 

1.8 

 

7 

 

2.3 

• Take a break 4 1.3 0 0 0 0 4 1.3 

• Practice 2 0.7 10 2 9 1.8 3 1 

 

During Solo 

 

8 

 

2.7 

 

6 

 

1.2 

 

10 

 

2 

 

3 

 

1 

• Relaxation strategies 2 0.7 3 0.6 3 0.6 1 0.3 

• Perseverance 3 1 0 0 1 0.2 2 0.7 

• Instrumental changes 1 0.3 0 0 1 0.2 0 0 

• Singing 1 0.3 0 0 1 0.2 0 0 

• Listening 1 0.3 0 0 1 0.2 0 0 

• Faking 0 0 1 0.2 1 0.2 0 0 

• Asking questions 0 0 2 0.4 2 0.4 0 0 

 

Prior to Ensemble 

 

5 

 

1.7 

 

13 

 

2.6 

 

11 

 

2.2 

 

7 

 

2.3 

• Practice 1 0.3 13 2.6 7 1.4 7 2.3 

• Breathing strategies 1 0.3 0 0 1 0.2 0 0 

• Memorization 1 0.3 0 0 1 0.2 0 0 

• Music 1 0.3 0 0 1 0.2 0 0 

• Singing 1 0.3 0 0 1 0.2 0 0 

 

During Ensemble 

 

5 

 

1.7 

 

3 

 

0.6 

 

4 

 

0.8 

 

4 

 

1.3 

• Faking 3 1 1 0.2 1 0.2 3 1 

• Music 1 0.3 2 0.4 2 0.4 1 0.3 

• Relaxation 1 0.3 0 0 1 0.2 0 0 

C/P = # of problem-focused coping strategies per performer 

 

Prior to solo performance. HEP and LEP utilized exactly the same amount of problem-

focused coping strategies prior to solo performance (See Table 22). Both groups reported 2 

passages per person. HEP reported taking breaks to clear their mind. Additionally, they relied on 

practice to actively prepare for the performance, #5: “I practiced with a metronome, especially 

the unpredictable entrance.” LEP also reported using practice to cope with any negative emotions 
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prior to solo performance, #30: “I was like, oh no, so obviously I practiced a lot more to build up 

my confidence like, I can do this, I can do this. So that helped out a lot. 

Females utilized slightly more problem-focused coping strategies than males prior to solo 

performance (See Table 22). Females reported 2.3 passages per person and males reported 1.8. 

Females reported taking breaks and practicing difficult passages, #26: “…and I got here like half 

an hour or so early just to go over everything.  I had practiced it, but I was like if I do it right 

before at least I'll make sure I get it right when I get in there.” Males reported practicing to build 

up their self-confidence, #27: “OK.  One time I was practicing and sometimes I messed a little 

bit so I was a little bit worried that I wouldn't get it and then I practiced some more, and I’d get 

it. So I’d feel better.” 

During solo performance. HEP reported more problem-focused strategies than LEP 

during solo performance (See Table 22). HEP reported 2.7 passages per person and LEP reported 

1.2. An extensive amount of strategies were reported by both groups. However, HEP utilized 

relaxation strategies and perseverance to manage negative emotions, #5: “I took the music back 

into the hall and tried to slow my breathing.” Other strategies mentioned by HEP were singing, 

instrumental changes, and listening to the music. LEP reported utilizing relaxation strategies, and 

faking out the conductor and audience. Further, they asked questions to gain information about 

the performance. #30: “I don't know, I just went in. I just asked a lot of questions to try to ease 

down a little bit because I knew going in there what I had to do.” 

Males reported more problem-focused coping strategies than females (See Table 22). 

Males reported 2 passages per person and females reported 1. Males utilized a combination of 

strategies including relaxation strategies, perseverance, instrumental changes, singing, listening, 

and asking questions. Relaxation strategies such as controlled breathing were reported the most 

often, #5: “I tried to be sure to breath in a controlled manner.” Females reported relaxation 

strategies and persevering through difficult parts of the performance, #6: “I think it was just 

perseverance. I just kept going.” 

Prior ensemble performance. LEP utilized more problem-focused coping strategies than 

HEP prior to ensemble performance (See Table 22). LEP reported 2.6 passages per person and 

HEP reported 1.7. However, LEP only reported practicing difficult portions of their performance 

whereas HEP reported a mix of problem-focused strategies such as practicing, using breathing 

techniques, memorization, using the music, and singing, #26 (LEP): “So I would pick those out 
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and practice them, because I didn't have time anymore to practice like the whole thing so I would 

go through little bits of it,” #5 (HEP): “I memorized the solo (and all of the solo and soli parts) 

so I could watch him like a hawk.” 

Males and females reported the same amount of problem-focused coping strategies prior 

to ensemble performance (See Table 22). Males averaged 2.2 passages per person and females 

averaged 2.3. Both groups most commonly reported coping strategy was practice, #3 (male): “To 

cope with it, I made sure to practice that part of couple of times after rehearsal and right before 

the concert,” #8 (female): “I was motivated to practice more on my own so I didn't feel like he 

felt I missed much during dress rehearsal.” Other strategies reported by males were breathing 

techniques, memorization, using the music, and singing. 

During ensemble performance. HEP utilized more problem-focused coping strategies 

than LEP during ensemble performance (See Table 22). HEP reported 1.7 passages per person 

and LEP averaged 0.6. Faking out the conductor and the audience was commonly reported by 

HEP, #6: “I did a lot of air bowing because I just couldn't get it.” They also reported relaxation 

techniques and paying attention to the details of the music to push past difficult parts. LEP also 

reported faking, and using the music as a coping strategy, #8: “I think that if you feel the emotion 

in the music it makes you play better. You play the piece better the way it's supposed to. So you 

kind of have to take advantage of it.” 

Females reported more problem-focused coping strategies than males during ensemble 

performance (See Table 22). Females averaged 1.3 passages per person and males averaged 0.8. 

Females reported faking out the conductor and audience when they could not play a difficult part 

of the music. #6: “…how did I manage it? I faked it.” They also reported using the intricacies of 

the music to move past mistakes. Males reported faking, using the music, and relaxation 

strategies to manage their negative emotions, #30: “I would just act like I knew where I was and 

just kept going along with it and catch up if I did make a mistake.”  

Results Summary 

Hypothesis 1 

 In line with the first hypothesis, performers experienced more cognitive and somatic 

anxiety and less self-confidence prior to solo performance than ensemble performance. Males 

also experienced more self-confidence than women, as expected. There was also a significant 

trend for the interaction of concert by time for cognitive anxiety. The week and the day before 
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solo performance, cognitive anxiety was higher than the week and the day before ensemble 

performance. The qualitative analysis provided supporting evidence for these results. Mainly, 

negative emotions were reported prior to solo and ensemble performance with anxiety being the 

most reported negative emotion. Additionally, females reported more negative emotions than 

males prior to both performances, as expected.  

Significant effects were expected for cognitive anxiety, but time, experience, gender, and 

the interaction of experience by time failed to reach significance. However, the experience by 

concert interaction significant effect resulted in LEP reporting more cognitive anxiety for solo 

performance, and HEP reporting higher cognitive anxiety for ensemble performance, contrary to 

expectations which constituted this hypothesis.  

Unexpectedly, there were no significant effects for somatic anxiety. However, males 

reported stronger somatic anxiety a week before performance, which decreased the day before 

performance. Additionally, male and female LEP reported experiencing less somatic anxiety 

than male and female HEP. These results are not in line with the hypothesis. Furthermore, LEP 

reported more self-confidence than HEP, in contrast to the hypothesized direction.  

The qualitative analysis revealed that HEP experienced more negative emotions than LEP 

prior to solo and ensemble performance, in contrast to the hypothesis. Additionally, while few 

positive emotions were reported prior to ensemble performance, surprisingly LEP experienced 

them more than HEP did. 

Hypothesis 2 

In full agreement with the second hypothesis, arousal increased prior to both 

performances, and then decreased as the performances neared completion. Further, female LEP 

experienced more arousal than male LEP. Males experienced more pleasantness than females, as 

anticipated. Additionally, pleasantness was higher for ensemble performance than solo 

performance, and increased towards the end of both performances. The qualitative analysis 

revealed similar findings. Negative emotions were reported prior to both performances, which 

reflect the increase in arousal associated with moderate pleasantness. Additionally, positive and 

negative emotions were reported equally during ensemble performance, supporting the higher 

pleasantness levels reported for ensemble performance.  

 Contrary to the second hypothesis postulation, concert-type, experience, gender, the 

interaction of experience by time, and experience by time by concert-type failed reach 
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significance for arousal. However, the findings revealed male HEP experienced stronger arousal 

than female HEP, in line with expectations. The effect of experience on pleasantness was 

significant, however, not in the hypothesized direction. LEP reported more pleasantness than 

HEP during the solo and ensemble timelines combined. Additionally, the interaction of 

experience by concert by time revealed that HEP consistently experienced less pleasantness than 

LEP from one week until after both solo and ensemble performances. 

Interview data indicated that HEP reported more negative emotions during solo and 

ensemble performance than LEP, in contrast to expectations. Further, males reported more 

negative emotions than females during performance. Lastly and unexpectedly, LEP reported 

more mixed emotions during performance than HEP. 

Hypothesis 3 

As expected, females reported higher emotional intensity than males during the solo and 

ensemble time lines. Additionally, males and females reported the same emotional intensity for 

facilitative emotions, and females experienced more emotional intensity for debilitative and 

neutral emotions, as anticipated. In line with the hypothesis, facilitative emotions were reported 

more for ensemble performance than solo performance, while debilitative and neutral emotions 

were reported more for solo performance. Qualitative results support these findings. Mainly 

negative emotions were reported during solo performance, reflecting debilitative emotions. 

Additionally, positive emotions were reported the most during ensemble performance, reflecting 

facilitative emotions.  

 The effect of time was expected to be significant for emotional intensity, and failed to 

show an increase in the week prior to performance, more for solo than ensemble performance. 

Previous analyses revealed that while arousal increased before both performances, there were no 

significant increases in cognitive or somatic anxiety, and pleasantness and self-confidence were 

stable. Qualitative analysis revealed that performers experienced consistent negative emotions 

prior to and during both performances. Thus, both quantitative and qualitative results 

demonstrate that there were no significant changes in emotional intensity during the solo or 

ensemble performance timelines, which was unexpected.  

Hypothesis 4 

A trend towards significance for gender was obtained for perceived performance; as 

expected, males reported higher performance perceptions than females. Qualitative analysis 
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revealed that males reported less negative emotions than females prior to solo and ensemble 

performance. Additionally, they experienced less emotional intensity, more self-confidence, and 

more pleasantness than females during the solo and ensemble performance timelines. 

 Concert-type, experience, and time, failed to reach significance for perceived 

performance. Additionally, performers rated their performances quite moderately. Qualitative 

analysis revealed that performers were consistently negative throughout both performances, and 

experienced the most positive emotions during ensemble performance, although few in number. 

These results are not in line with the hypothesis, and support performers moderate performance 

perceptions. 

Hypothesis 5 

As expected, coping utilization changed throughout the solo and ensemble performance 

timeline. However, many results were not in line with the hypothesis. Qualitative analyses 

revealed that as expected, prior to solo performance, LEP employed more emotion-focused 

coping strategies than HEP, and males used more than females. However, LEP and HEP reported 

similar amounts of problem-focused coping strategies and females reported slightly more than 

males prior to solo performance. These results were not expected. During solo performance, LEP 

again utilized more emotion-focused coping strategies than HEP, and females used more than 

males. Problem-focused coping strategies were used more by HEP and males than LEP and 

females. These results were in line with the hypothesis. Prior to ensemble performance, HEP 

utilized more emotion-focused coping strategies than LEP, which was not expected. However, 

females reported more emotion-focused coping strategies than males, a finding which was 

predicted by the hypothesis. Problem-focused coping strategies were reported more by LEP than 

HEP, while males and females reported similar amounts, which were not expected. During 

ensemble performance, LEP reported more emotion-focused coping strategies than HEP, while 

males and females utilized equal amounts, in line with the hypothesis. HEP employed more 

problem-focused coping strategies than LEP as predicted. However, females reported more than 

males, which were not expected. Overall, all groups reported utilizing a combination of emotion-

focused and problem-focused coping strategies, as anticipated. Females reported utilizing 

primarily emotion-focused coping strategies, as predicted by the hypothesis.  

 Experience and gender failed to be significant for redressive and experiential self-control. 

Additionally, qualitative analysis revealed that LEP utilized more coping strategies overall than 
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HEP, in contrast to the hypothesis. Males reported utilizing similar amounts of emotion-focused 

and problem-focused coping strategies, also not in line with the hypothesis. Overall, emotion-

focused coping strategies were utilized the most by all performers, as predicted by the 

hypothesis. 
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CHAPTER 4 

 

DISCUSSION 

  

 

 

 

The purpose of this study was to examine temporal patterns of emotions, cognitive 

appraisals, self-control, and coping strategies in musicians. Research findings have shown that 

prior to a stressful situation, emotions can either enhance or detract from performance (Hanin, 

1997). Emotions result from cognitive appraisals of a stressful situation. If the situation is viewed 

positively, it can facilitate performance. However, if a situation is viewed negatively the emotion 

of anxiety is often elicited. Anxious reactions occur often in a variety of performance domains 

(Tamborrino, 2001). In order to regulate anxiety, performers use certain coping strategies as a 

means to determine what direction anxiety will take. Further, self-control behavior is often 

utilized by individuals to regulate emotional development (Rosenbaum, 1988). Often, the 

performance quality depends on the use of coping strategies by the performer to overcome the 

destructive effect emotions can evoke. 

Lazarus and Folkman’s (1999) model proposes that emotion is generated by relationships 

between the individual and the environment. Primary and secondary appraisals are evoked, 

followed by the use of problem-focused or emotion-focused coping strategies. The appraisal-

coping mechanism determines how well people cope with stressful situations. If the situation is 

viewed as a challenge and the coping process is functional, the demands posed by the condition 

are dealt with efficiently. Lazarus and Folkman’s (1999) model is applicable to the study of 

musician’s affectivity under performance pressures due to the stressful nature of concert 

performance. 

To extend what is currently known about anxiety/affect in the performing arts, 

quantitative and qualitative approaches were incorporated, and a timeline was established, which 

ranged from one week before solo and ensemble performances to immediately after the 

performances. Pertinent questions, which sought to explore emotions and self-confidence prior to 

performance, were investigated. Furthermore, arousal, pleasantness, self-control and coping 
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strategies, cognitive appraisals, and performance perceptions were examined throughout the 

performance timeline. 

The first hypothesis of this study pertained to what degree cognitive anxiety, somatic 

anxiety, and self-confidence changed throughout the pre-performance timeline. Further, 

differences between performance settings, experience levels, and genders were examined. The 

hypothesis relied on evidence that a large number of college-aged and professional musicians 

have experienced anxiety before their performance took place (Tamborrino, 2001; Tartalone, 

1993). Typical physiological symptoms of shaking, temperature fluctuations, and muscle 

reactions were commonly felt (Kirchner, 2003). Furthermore, performers often viewed solo 

performance as more anxiety-evoking than ensemble performance (Hoshino, 1997; Jin et al., 

1997). Overall, the current study supported these findings. Results revealed that performers 

experienced more cognitive anxiety and less self-confidence prior to solo performance than 

ensemble performance. Cognitive anxiety was also higher the week and the day before solo 

performance than ensemble performance. Performers also experienced primarily negative 

emotions prior to solo and ensemble performance. Specifically, the emotion of anxiety was 

reported most often, #6: “So when I was practicing I was nervous about the other piece, so I was 

messing it up and I was freaking out.” Anxiety was accompanied by thoughts devoted to musical 

preparation, #27: “I was able to get it right. So then I felt really good, but I said to myself, I did it 

now, but can I do it during the performance?” Additionally, it should be noted that males 

experienced more self-confidence and less negative emotions than females, supporting previous 

findings (Costa, Terracciano, & McCrae, 2001; Feingold, 1994). Thus, these results are in line 

with previous research.  

Other scientific evidence exists which demonstrates that performers experience an 

increase in anxiety in the week before a performance (Tartalone, 1993). Consequently, it was 

predicted that cognitive and somatic anxiety would increase in the week before solo and 

ensemble performance, and self-confidence would decrease. Additionally, HEP and males were 

expected to experience less anxiety and more self-confidence than LEP and females. These 

results were not confirmed in the present study. Qualitative results revealed that all performers 

experienced consistent, negative emotions prior to both performances. Thus, their anxiety levels 

did not significantly change from the week before until the day before both performances.   



 

 

 85

Interestingly, LEP reported slightly more cognitive anxiety for solo performance, and 

HEP reported more for ensemble performance, contrary to what was hypothesized. Additionally, 

male and female LEP reported less somatic anxiety than male and female HEP. HEP experienced 

more negative emotions than LEP prior to solo and ensemble performance, #6: I was nervous, 

really nervous. It was almost like I just want to get this over with.” Additionally, while few 

positive emotions were reported prior to ensemble performance, LEP experienced more than 

HEP which was not expected. Thus, it is apparent that HEP experienced more anxiety and 

negativity than LEP, in contrast to expectations. HEP thoughts prior to both performances were 

devoted to troubling passages within their performance music, LEP thoughts focused on their 

level of preparedness prior to performance. HEP were almost ten years older than LEP, and 

consisted of graduate students and non-traditional adult music students. The performances that 

HEP participated in may have been jury performances or graduate recitals. A successful 

performance is necessary to secure graduation or further their musical career. Therefore, they 

were focused on mastering their music due to the high stress nature of this type of performance. 

It is possible that HEP ruminated about musical difficulties, causing anxiety and negative 

emotions, while LEP were focused on the upcoming performance, and experienced a less 

negative emotional state.  

The second hypothesis pertained to changes in arousal and pleasantness throughout the 

performance timeline. Furthermore, differences between performance settings, experience levels, 

and genders were examined. As an important performance approaches, a musician’s 

physiological arousal elevates (Kirchner, 2002; Tartalone, 1993). In the current study, 

performer’s arousal increased in the week prior to both performances, and then decreased when 

the performances were close to completion. Moreover, female LEP experienced more arousal 

than male LEP, as anticipated. Performer’s pleasantness was higher for ensemble performance 

than solo performance, and significantly increased towards the end of both performances, as 

expected. Negative emotions were reported prior to both performances, reflecting the increase in 

arousal with pleasantness remaining stable. However, significant increases in cognitive and 

somatic anxiety were not observed due to the stability of pleasantness levels. Additionally, 

positive emotions were felt most prior to and during ensemble performance, supporting the 

higher pleasantness levels experienced during the ensemble performance time line.  
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Arousal levels did not differ between concerts, experience levels, and genders. However, 

the analysis revealed that male HEP experienced more arousal than female HEP, which was 

unexpected. Males also reported higher levels of pleasantness than females. The combination of 

high arousal and high pleasantness usually reflects the presence of positive emotions (e.g., 

excitement). However, males reported primarily negative emotions. Further, they reported more 

negative emotions than females during performance, which was against expectations. 

Pleasantness levels for both genders were quite moderate. Performers experienced more arousal 

than pleasantness, and consequently, more negative emotions. 

Interestingly, experience had a significant effect on pleasantness, however, not in the 

hypothesized direction. LEP reported more pleasantness than HEP during both solo and 

ensemble performance, in contrast to expectation. Furthermore, HEP reported more negative 

emotions than LEP during both performance timelines. HEP reports of less pleasantness and 

more negative emotions may be due to high-pressure jury or graduate recital performances. 

However, it should be noted that LEP reported more mixed emotions during performance than 

HEP. Qualitative reports reveal that while HEP reported primarily negative emotions, LEP may 

have experienced some emotional ambiguity, #8: “I was getting really nervous and excited at the 

same time, thinking this is my big moment to shine, but still worried about screwing up again.” 

Thus, because they were uncertain of their emotional affectivity, they may have experienced 

more pleasantness, and reported less negative emotions. Additionally, some LEP may have been 

performing solo or ensemble for the first time in their college career. Thus, the novelty and 

excitement of the situation may have added to the increased levels of pleasantness reported by 

LEP. 

The third hypothesis pertained to musician’s emotions throughout the performance 

timeline. Further, differences between solo and ensemble performance and HEP and LEP were 

examined. Research findings demonstrated that women feel higher of anxiety (Costa, 

Terracciano, & McCrae, 2001; Feingold, 1994), and also exhibited higher anxiety sensitivity 

than did males (Stewart, Taylor, & Baker, 1997). Thus, it was expected that females would 

report higher emotional intensity during the solo and ensemble timelines. Overall, the current 

study supports these findings. Females reported higher emotional intensity than males during the 

solo and ensemble time lines. Additionally, males and females reported similar emotional 
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intensity for facilitative emotions, but females experienced more emotional intensity for 

debilitative and neutral emotions, as anticipated. 

Solo performance has been shown to evoke more anxiety than ensemble performance 

(Hoshino, 1997; Jin et al., 1997). In the current study, ensemble performance elicited reports of 

facilitative emotions, while debilitative and neutral emotions were reported more for solo 

performance. Primarily, negative emotions were reported during solo performance, reflecting 

debilitative emotions. Additionally, positive emotions were reported the most during ensemble 

performance, reflecting facilitative emotions. 

Emotions, specifically anxiety, have been shown to increase in intensity in the week prior 

to performance (Ryan, 2005; Tartalone, 1993). Thus, emotional intensity was predicted to 

increase in the week before both performances, more for solo performance. However, the current 

study’s results failed to show this effect; there was not a significant increase in cognitive or 

somatic anxiety in the week before performances, and self-confidence and pleasantness were 

stable for all performers. Furthermore, negative emotions were reported by all performers 

throughout the entire pre-performance timeline, without a dramatic increase or decrease. It is 

apparent that performers did not experience a significant change in emotional intensity during 

the solo and ensemble performance time lines.  

In domains involving high-level performance, emotions such as anxiety have been shown 

to adversely affect performance (Juslin & Sloboda, 2005). However, it has been demonstrated 

that elite, competitive performers tend to perceive anxiety as facilitative to their performance 

(Jones & Swain, 1992; Jones, Swain, & Hardy, 1993; Jones, Hanton & Swain, 1994; Perry & 

Williams, 1998). Thus, LEP were predicted to experience higher emotional intensity for 

debilitative emotions than HEP. In the current study, these predictions were not confirmed. No 

significant difference was found in emotional intensity for facilitative, debilitative, or neutral 

emotions between musicians varying in experience levels. However, contrary to the hypothesis, 

HEP experienced more negative emotions than LEP. It is possible that while HEP reported more 

negative emotions than LEP, they did not view them as debilitative. Thus, a significant 

difference in emotional intensity was not observed. 

Kane et al. (in review) determined that performance perceptions differ between high and 

low experienced musicians. The results of the current study do not support those earlier findings. 

Immediately after, and a week after performance, all performers rated their performance quite 
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moderately. Additionally, HEP and LEP were consistently negative prior to and during both 

performances. Positive emotions were few in number, and experienced the most during ensemble 

performance. These results falsified the hypothesis, and support performer’s moderate 

performance perceptions. 

Males rated their performance higher than females immediately after and a week after 

performance as predicted. Likewise, males reported less emotional intensity, less negative 

emotions, more self-confidence, and more pleasantness than females during the solo and 

ensemble performance timelines. Thus, it is apparent that males were more satisfied with their 

performances than females. 

Additional consideration in situations that evoke high intensity emotions must be given to 

stress-coping mechanisms. Coping is a mechanism, which helps an individual regulate his/her 

emotions (Lazarus, 2000b). Holt and Hogg (2002) revealed that successful performers utilize a 

wide array of problem-focused and emotion-focused coping strategies. Thus, HEP were expected 

to utilize more coping strategies than LEP. All performers utilized a combination of problem-

focused and emotion-focused coping strategies, in line with the hypothesis. However, LEP 

utilized more coping strategies overall than HEP, contrary to expectations. Both groups reported 

the most number of coping strategies prior to, and during, solo performance, reflecting the 

emotional nature of performing alone. Negative emotions were reported the most during the solo 

performance timeline, more for HEP than LEP. Furthermore, performers reported more cognitive 

and somatic anxiety and less self-confidence prior to solo performance. It is apparent that 

although both groups employed more coping strategies to manage their appraisals of threat and 

change their anxiety into something more positive, negative emotions continued to persist. 

However, LEP engaged in increased coping strategies, and experienced less negative emotions 

than HEP, contrary to what was hypothesized. Interestingly, mixed emotions were reported the 

most by LEP, specifically prior to and during solo performance. It is evident that while LEP 

managed some of their negative emotions using increased coping strategies, they were left with 

some emotional ambiguity. 

Men and women differ in coping strategies used to manage negative emotions. Women 

tend to seek social support and have greater emotional expressiveness than men (Hunter, 1999; 

Ptacek, Smith, & Dodge, 1994). In addition, men have been shown to rely on problem-solving 

strategies to control their anxiety responses (Karanci, Alkan, Aksit, Sucuoglu, Balta, 1999). In 
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the current study, females employed primarily emotion-focused coping strategies while males 

utilized similar amounts of emotion-focused and problem-focused coping methods. Thus, these 

results partially support previous findings. 

Research findings revealed that musical performance anxiety is positively correlated with 

coping efforts (Lehrer, Goldman, & Strommen, 1990; Steptoe & Fidler, 1987). More anxious 

musicians tend to utilize more coping strategies than their less anxious counterparts. Further, 

more anxious musicians tend to proactively seek out methods of anxiety reduction. In the current 

study, females reported more total coping use than males, but also experienced higher emotional 

intensity for debilitative emotions. Males reported higher performance ratings, more 

pleasantness, more self-confidence, and less negative emotions than females. It is possible that 

some of the strategies utilized by females were maladaptive, so they were unable to reduce their 

levels of negative emotions. Consequently, they sought out additional coping strategies. 

Like coping strategies, self-control behavior is often utilized by individuals to regulate 

emotional development (Rosenbaum, 1999). In research conducted with athletic performers, the 

closed system (redressive and reformative) of self-control skills was used more by those 

individuals who experienced competitive anxiety as facilitative compared with debilitative 

(Eubank & Collins, 1997). Elite performers tend to view competitive anxiety as more facilitative 

than non-elite performers (e.g. Jones & Swain, 1992; Jones, Swain, & Hardy, 1993; Jones, 

Hanton & Swain, 1994; Perry & Williams, 1998). Consequently, elite performers may have a 

tendency to utilize the closed system of self-control more than the non-elite athletes. The results 

of the current study do not support these findings as there was not a significant difference 

between HEP and LEP. Both groups reported using a combination of problem-focused and 

emotion-focused coping strategies during the solo and ensemble performance time lines. 

Although LEP employed more coping strategies than HEP, all performers reported using a great 

deal of coping strategies overall. Thus, all performers regardless of experience level primarily 

utilized the closed system of self-control. 

Overall Findings 

As expected, solo performance elicited more cognitive anxiety, emotional intensity, and 

negative emotions than ensemble performance. Debilitative emotions were also experienced with 

greater intensity for solo performance than for ensemble performance. Furthermore, less 

pleasantness, positive emotions, and self-confidence were reported for solo performance. 
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Performers also reported utilizing more problem-focused and emotion-focused coping strategies 

to manage their emotional state prior to and during solo performance. However, there was only a 

significant increase in arousal in the week before performance, contrary to expectations. It is 

apparent that performers were consistently experiencing a negative emotional state from the 

week before until the day before performance, and did not experience a significant increase in 

negative affect.  

The quantitative results of the current study revealed few differences in experience level. 

Those, which were significant, were not in the hypothesized direction. For example, HEP 

consistently experienced less pleasantness than LEP. However, HEP reported more negative 

emotions than LEP throughout both solo and ensemble performance timelines, supporting the 

quantitative finding. HEP may have been preparing for extremely significant performances, such 

as jury’s or graduate recitals. Thus, they experienced more anxiety due to the high-pressure 

situation. Interestingly, LEP reported experiencing mixed emotions. Coping strategy utilization 

may shed some light on these results. HEP reported using fewer coping strategies than LEP. 

These strategies may not have been successful, which may explain why negative emotions were 

experienced. LEP may have experienced similar amounts of negative emotions, but alleviated 

some of them by employing more coping strategies. However, mixed emotions were reported, so 

it is possible that the additional strategies used may not have been completely useful.  

In the current study, differences between males and females were in line with previous 

research. Males reported more self-confidence, more pleasantness, and higher perceptions of 

performance than females. They also experienced less negative emotions and emotional 

intensity. However, there were no significant differences in anxiety between males and females. 

Further, males still reported negative emotions. Although males experienced higher pleasantness 

than females, levels were still moderate. Thus, all performers were experiencing negative affect 

prior to and during performance.  

As predicted, females reported utilizing primarily emotion-focused coping strategies. 

However, males employed both types of strategies equally. Overall, females experienced more 

emotional intensity and less pleasantness, which reflects their use of elevated coping strategies to 

attempt to manage their emotional state. 

There were no differences in self-control use between experience levels or genders. All 

performers utilized a combination of problem-focused and emotion-focused coping strategies, 
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reflecting the closed system of self-control. Although there were no significant differences, the 

results of the current study demonstrate the tendency of musicians to employ the closed system 

over the open system of self-control. 

Limitations and Future Research  

A potential limitation of the study was in its experience classification. Musicians were 

asked to report the amount of solo and ensemble performances they had in the past five years. 

Performers were classified according to the number of solo performances. Musicians commented 

several times that they could not give an exact amount, and the task was difficult. Further, the 

number of performances reported was quite low. A different measure of experience would be 

advantageous for future research. For example, musicians could be given a range of the number 

of performances completed, and could select from an already established continuum. Further, it 

would be beneficial if musicians were classified in this way according to both solo and ensemble 

experience. Thus, a more thorough measure of experience could be attained. 

The overlap of performances is an additional potential limitation. Many performers were 

preparing for solo and ensemble performances at the same time. While performers were asked to 

fill out the questionnaires about each performance at separate times, it is possible that their 

thoughts and emotions overlapped. A greater distance between performances is necessary to 

overcome this weakness.  

Performance emotions, cognitive appraisals, coping strategies, and self-control have only 

recently been applied to the domain of the performing arts. This study enabled the exploration of 

musician’s similarities and differences in emotion, cognition, and coping strategy utilization. 

Future research should explore in greater depth the link between cognitive appraisals and coping 

strategies. Though this study did reveal important thoughts and coping methods musicians 

utilized before and during concerts, the link between appraisals and coping strategies needs 

additional investigation. Further, it is important to uncover the most beneficial strategies for 

coping with solo performance versus ensemble performance 

The methods of investigation used in the current study included self-report measures 

accompanied by interviews. However, no physiological measures of arousal or anxiety were 

utilized. Although the self-reports and interviews utilized in this study provided ample 

information regarding performers experiences of anxiety and arousal, it would be interesting to 

use physiological measures such as biofeedback to monitor performers heart rate, GSR, and 
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breathing patterns throughout the performance timeline. Biofeedback is a therapeutic modality 

that uses electromyography to monitor the body’s electrical activity and express it in a way that 

the patient can view their own progress (Andrews, Harrelson, & Wilk, 1998). It would be helpful 

to use this as a method of triangulation to support self-report measures and interviews. However, 

it should be noted that the focus of the present study was on performers’ perceptions of their 

emotions. Biofeedback can be utilized to teach individuals methods of anxiety reduction. In this 

way, performers could learn effective relaxation strategies that could be then transferred to 

performance situations. 

Researchers should also look into other performance settings to examine differences 

between performing alone, with an orchestra, and in small ensembles. Since differences between 

solo performance and large ensemble performance were evident, it would be of interest to 

investigate the linkage between the size of the ensemble and associated cognition and coping 

processes. Although researchers have often grouped musicians and vocalists together, it would 

be interesting to determine possible differences in emotional and coping mechanisms among 

them. Finally, researchers mainly focused on college aged and above men and women in North 

America, but should also consider investigating the experiences of musicians in other ages and 

cultures around the world.  
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APPENDIX A 

DEMOGRAPHIC INFORMATION 

Please fill out the following information about yourself 

Age __________ 

Gender __________ 

Race _________ 

Year in school (if graduate indicate “grad”) _____________ 

How many solo performances have you had in the past 5 years? _________________ 

How many ensemble performances have you had in the past 5 years? _________________ 
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APPENDIX B 

PERFORMANCE STATE ANXIETY INVENTORY-2 

(A revised version of the Competitive State Anxiety Inventory-2) 

Florida Self-Evaluation Questionnaire 

 

Antisocial Desirability Instructions 

 

The effects of high pressure performances can be powerful and very different among performers. The inventory you 

are about to complete measures how you feel about this performance at the moment you are responding. Please 

complete the inventory as honestly as you can. Sometimes performers feel they should not admit to any nervousness, 

anxiety, or worry they experience before performance because this is undesirable. Actually, these feelings are quite 

common, and to help us understand them we want you to share your feelings with us candidly. If you are worried 

about the performance or have butterflies, or other feelings that are signs of anxiety, please indicate these feelings 

accurately on the inventory. Equally, if you feel calm and relaxed, indicate those feelings as accurately as you can. 

Your answers will not be shared with anyone.  

 

 

Directions: A number of statements that athletes have used to describe their feelings before competition are given 

below. Read each statement and then circle the appropriate number to the right of the statement to indicate how you 

feel right now-at this moment. There are no right or wrong answers. Do not spend too much time on any one 

statement, but choose the answer, which describes your feelings right now. 

 

    Not at all Somewhat Moderately

So 
   Very much 

So 

1 I am concerned about 

this performance 

1 2 3 4 

2 I feel nervous 1 2 3 4 

3 I feel at ease 1 2 3 4 

4 I have self doubts 1 2 3 4 

5 I feel jittery 1 2 3 4 

6 I feel comfortable 1 2 3 4 

 

7 

I am concerned that I 

may not do well in this 

performance 

 

1 

 

2 

 

3 

 

4 

8 My body feels tense 1 2 3 4 

9 I feel self-confident 1 2 3 4 

10 I am concerned about 

making mistakes 

1 

 

2 3 4 

11 I feel tense in my 

stomach 

1 2 3 4 

12 I feel secure  1 2 3 4 
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13 I am concerned about 

choking under pressure 

1 

 

2 

 

3 

 

4 

 

14 

R 

My body feels relaxed 1 2 3 4 

15 I am confident I can 

meet the challenge  

1 2 3 4 

16 I am concerned about 

performing poorly 

1 2 3 4 

17 My heart is racing 1 2 3 4 

18 I am confident about 

performing well 

1 2 3 4 

19 I am concerned about 

reaching my goal 

1 2 3 4 

20 I feel my stomach 

sinking 

1 2 3 4 

21 I feel mentally relaxed 1 2 3 4 

 

22 

I am concerned that 

others will be 

disappointed with my 

performance 

 

1 

 

2 

 

3 

 

4 

23 My hands are clammy 1 2 3 4 

 

24 

I am confident because 

I mentally picture 

myself reaching my 

goal 

 

1 

 

2 

 

3 

 

4 

25 I am concerned I won’t 

be able to concentrate 

1 2 3 4 

26 My body feels tight 1 2 3 4 

27 I am confident of 

coming through under 

pressure 

1 2 3 4 
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APPENDIX C 

AFFECT GRID 

 

 

Stress  High Arousal                                          Excitement 

 

 

 

 

 

   

      

Depression          Low Arousal     Relaxation 

 

 

 

 

         

         

         

         

         

         

         

         

         

Unpleasant  

Feelings 

Pleasant  

Feelings 
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APPENDIX D 

AFFECT GRID INSTRUCTIONS 
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APPENDIX E 

PERCIEVED PERFORMANCE SURVEY 

Indicate your perception of each musical component of your performance by circling a number 

1-9. 1 being the worst and 9 being the best. 

 

COMPONENT    RANK (1=WORST, 9=BEST) 

 

OVERALL 

PERFORMANCE 

 

1 

 

2 

 

3 

 

4 

 

5 

 

6 

 

7 

 

8 

 

9 

 

DYNAMICS 

 

1 

 

2 

 

3 

 

4 

 

5 

 

6 

 

7 

 

8 

 

9 

 

TEMPO 

 

1 

 

2 

 

3 

 

4 

 

5 

 

6 

 

7 

 

8 

 

9 

 

TONE 

 

 

1 

 

2 

 

3 

 

4 

 

5 

 

6 

 

7 

 

8 

 

9 

 

RHYTHM 

 

 

1 

 

2 

 

3 

 

4 

 

5 

 

6 

 

7 

 

8 

 

9 

 

EXPRESSION 

 

1 

 

2 

 

3 

 

4 

 

5 

 

 

 

6 

 

7 

 

8 

 

9 

 

Overall, Compared with your best performance, how was this performance? 

 

          

much worse         a bit       equal               a bit                    much better 

         worse       better 
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APPENDIX F 

INTERVIEW GUIDE 

Segment One: Pre-performance 

Directives: Elicit a timeline from the onset of thoughts pertaining to the first upcoming 

performance 

Focus: 

 - Events relevant to upcoming performance 

 - Thoughts progressing through the timeline 

 - Emotions progressing through the timeline 

 - Coping strategies used to manage emotions 

Segment Two: Performance 

Directives: Present video clip of event related memory during performance 

Focus: 

 - Thoughts during performance  

 - Emotions progressing through the performance 

 - Coping strategies used to manage emotions 

Additional Probes: 

 - Thoughts, emotions, and coping strategies immediately before performance  

 - Thoughts, emotions, and coping strategies immediately after performance 

 

After completing the first performance, follow the same format with the second 

performance. 
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APPENDIX G 

QUALITATIVE INTERVIEW TRAINING 

 

• The interviewer instructs participants to answer questions in terms of their actual 

thoughts. As soon as the first question is asked, participant should respond immediately. 

If there is a pause, interviewer probes participant to respond. Participant is probed to 

“think aloud.” 

• Interviewer: What is the fourth letter after the letter P in the alphabet? 

o Depending on response, interviewer probes participant to recall the actual 

thoughts that they experienced while solving the problem.  

o A response might look like: “There’s the P, then there’s err Q, then R, S, and then 

T, it’s T”. 

o The interviewer should note that the participant is reflecting on their actual 

thoughts, and not an interpretation 

• Interviewer: Picture your parents’ house, start from one side of the house and circle 

around. Count the number of windows and speak aloud as you move throughout the 

house. 

o Again the interviewer probes the participant to speak aloud as if they are actually 

in the house. Once the participant finishes, they are asked to summarize the 

process they went through to calculate the number of windows. After this 

procedure, the participant is asked if he/she understands how to respond to 

interview questions, and the interview proceeds. 
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APPENDIX H 

THE MULTIPLE SITUATIONS’ BEHAVIORS QUESTIONNAIRE (OC-7) 

 

Please fill in the following details: 

1. Gender:__________  

2. Age: ____________ 

3. Instrument: _________________ 

 

The following are descriptions of various situations and various possible behaviours. Even if you 

have not experienced one of these situations, try to vividly imagine how you would behave in 

this situation were you experiencing it. 

 

For each of the four possible behaviours, circle your response, based on the following scale: 

 

+3: very typical of me, a highly accurate description 

+2: quite typical of me, a moderately accurate description 

+1: slightly typical of me, a partially accurate description 

-1:  slightly atypical of me, a partially inaccurate description 

-2: quite atypical of me, a moderately inaccurate description 

-3: very atypical of me, a highly inaccurate description 

 

Pay attention! Please respond to all of the four possible behaviours, which 

appear in the following ten situations. 

 
                                                                                   Atypical            Typical 

An Example very quite slightly slightly  quite Very 

Good friends of mine have decided to travel to a nice 

place, which I have visited many times in the past, 

and even though I prefer travelling to new and unfamiliar 

places, I decide to join them: 

      

1. I tell myself: "In order to keep good relationships with 

my friends sometimes I need to do things that are not 

interesting to me." 

-3 -2 -1 +1 +2 +3 

2. I see that every time that I return to this place it is a new 

experience for me.  
-3 -2 -1 +1 +2 +3 

3. I go on the trip thinking that next time my friends will 

travel to a new place. 
-3 -2 -1 +1 +2 +3 

4. I can see myself experiencing the same excitement as 

my friends who are visiting the place for the first time. 
-3 -2 -1 +1 +2 +3 
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                                                                                                Atypical                      Typical 

 very quite slightly slightly  quite Very 

1. When I have to go through a medical 

procedure that frightens me, e.g. a dental 

procedure, or some other painful procedure:    

      

1.1 I let myself feel the fear without thinking too 

much about it.  

-3 -2 -1 +1 +2 +3 

1.2 During the procedure I think about how to 

distract my mind. 

-3 -2 -1 +1 +2 +3 

1.3 I am telling myself that it is for my own 

benefit, and that the procedure will have good 

results. 

-3 -2 -1 +1 +2 +3 

1.4 I let the feeling of fear rise and fall without 

trying to modify it. 

-3 -2 -1 +1 +2 +3 

       

       

2. When I am doing necessary yet uninteresting 

work: 

      

2.1 I am focusing my mind on the benefit that 

will come from doing this work. 

-3 -2 -1 +1 +2 +3 

2.2 I immerse myself in the work without 

thinking whether it is interesting or not. 

-3 -2 -1 +1 +2 +3 

2.3 I tell myself "sometimes you have no choice 

but to do boring work".   

-3 -2 -1 +1 +2 +3 

2.4 I can find satisfaction even in a work that 

seems boring. 

-3 -2 -1 +1 +2 +3 

       

3. When I am in a bad mood:       

3.1 I try to live with this mood, as it is, until it 

changes. 

-3 -2 -1 +1 +2 +3 

3.2 I try to think of the good and happy things in 

my life. 

-3 -2 -1 +1 +2 +3 

3.3 I just let myself feel as I feel, without 

fighting it or thinking about how it affects me. 

-3 -2 -1 +1 +2 +3 

3.4 I am trying to cast out all sort of depressing 

or annoying thoughts. 

-3 -2 -1 +1 +2 +3 

       

4. When I am going to a party, but concerned 

with all sorts of troubles that I have: 

      

4.1 I try to ignore these worrying thoughts. -3 -2 -1 +1 +2 +3 

4.2 I let myself live with the thoughts without 

casting them out. 

-3 -2 -1 +1 +2 +3 

4.3 I accept my feelings as they are without 

trying to fight them. 

-3 -2 -1 +1 +2 +3 

4.4 I tell myself that thinking about my troubles -3 -2 -1 +1 +2 +3 
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during the party will just ruin my enjoyment. 

                                                                                                Atypical                      Typical 

 very quite slightly slightly  quite Very 

5. During a monotonous sporting activity, e.g. 

long-distance running or swimming: 

      

5.1 In order not to be board, I take measurements 

of my performance. 

-3 -2 -1 +1 +2 +3 

5.2 I am focusing on my bodily sensations. -3 -2 -1 +1 +2 +3 

5.3 I think about the medical benefit that will 

come from this activity. 

-3 -2 -1 +1 +2 +3 

5.4 I let myself daydream. -3 -2 -1 +1 +2 +3 

       

       

6. When someone is very late to meet me and I 

need to wait doing nothing: 

      

6.1 I let myself daydream. -3 -2 -1 +1 +2 +3 

6.2 I am thinking about how to disguise my 

anger when he will show up. 

-3 -2 -1 +1 +2 +3 

6.3 I feel anger and frustration and accept that 

these feelings are a natural response. 

-3 -2 -1 +1 +2 +3 

6.4 I tell myself: "do not get angry, maybe 

something happened to him on his way here". 

-3 -2 -1 +1 +2 +3 

       

       

7. When I try to go to sleep but concerned with 

thoughts that keep me awake: 

      

7.1 I am trying to cast these thoughts out and 

think about nothing. 

-3 -2 -1 +1 +2 +3 

7.2 I am letting the thoughts wander in and out 

of my mind without trying to fight them. 

-3 -2 -1 +1 +2 +3 

7.3 I can get carried away with these thoughts 

without worrying if I will fall asleep or not. 

-3 -2 -1 +1 +2 +3 

7.4 I try to think about pleasant and relaxing 

things. 

-3 -2 -1 +1 +2 +3 

       

8. When I am going to a concert and the music is 

very unusual to me and different from what I 

have expected to hear: 

      

8.1 I try to understand how I can enjoy this kind 

of music. 

-3 -2 -1 +1 +2 +3 

8.2 I am focusing on the feelings and sensations 

that this music evokes within me.  

-3 -2 -1 +1 +2 +3 

8.3 I can find myself get carried away with the 

music. 

-3 -2 -1 +1 +2 +3 

8.4 I think about all sorts of interesting things in 

order not to get so bored. 

-3 -2 -1 +1 +2 +3 
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                                                                                                Atypical                     Typical 

 very quite slightly slightly  quite Very 

9. When people that are close to me make me 

feel anger and resentment : 

      

9.1 I let myself experience the anger as it is. -3 -2 -1 +1 +2 +3 

9.2 I am reminding myself that these people love 

me and have no intention to offend me. 

-3 -2 -1 +1 +2 +3 

9.3 I try to distract my mind from the anger and 

think about the good things in my life. 

-3 -2 -1 +1 +2 +3 

9.4 I pay attention to the sensations of anger in 

my body and let them vanish on their own. 

-3 -2 -1 +1 +2 +3 

       

       

10. Having to say goodbye to a loved one who I 

was close to for many years:  

      

10.1 I let myself feel all the sad feelings that 

accompany the farewell without thinking of how 

they affect me. 

-3 -2 -1 +1 +2 +3 

10.2 I let all the memories and our mutual past 

experiences go through my mind without 

resisting them. 

-3 -2 -1 +1 +2 +3 

10.3 I think of how to get to know new people, 

whom I could relate to in the same way. 

-3 -2 -1 +1 +2 +3 

10.4 I tell myself that I have to carry on living 

and make the most of my life. 

-3 -2 -1 +1 +2 +3 
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APPENDIX I 

INFORMED CONSENT 

 

I, ________________, do freely and voluntarily without element of force or coercion consent to 

be a participant in the study entitled An Examination into the Temporal Patterning of Emotions, 

Cognitions, and Coping Strategies in the Performing Arts.  

The research is being conducted by Kristen Kane, who is a PhD student in Sport Psychology at 

Florida State University. I understand her research is intended to better understand emotions, thoughts, 

and coping mechanisms in performance. I understand that I will be asked questions relating to the topics 

of stress, emotions, and coping at several points prior to and after performance.  

I understand that I will be completing pencil and paper questionnaires at five different times prior 

to and after performances. These questionnaires will address my emotions during the performance 

timelines. They will also determine my coping tendencies during stressful events such as performance. 

The time to complete the surveys should be around 10-25 minutes per session. I understand that all of my 

answers will be kept confidential, to the extent allowed by law. The questionnaires will be kept in a 

locked filing cabinet separate from the consent forms. I understand that only the researcher will have 

access to this information and it will be destroyed by August 1st, 2008. 

I understand that I will be participating in an interview 10 days after my performance. I will be 

asked to describe my thoughts, emotions, and coping strategies prior to, during, and after performance. 

The time for the interview should be around 30 minutes. I understand participation is completely 

voluntary and I have the right to discontinue at any moment if I so choose.   

I understand that I will be videotaped by the researcher during my performances.  Only the 

researcher and myself will view these videotapes during the interview to enhance my memory of the 

performance. I will also be audio recorded during the interview for transcription and data analysis 

purposes. The transcripts will be sent to me for verification of content and approval before data is 

analyzed. The questionnaires, videotapes, audiotapes, and transcripts of the interview will be kept in a 

locked filing cabinet separate from the consent forms.  I understand that only the researcher will have 

access to this information and it will be destroyed by August 1st, 2008.  

I understand that all of my answers will be kept confidential, to the extent allowed by law. I will 

be assigned a random number immediately after consent is given, and my name will no longer be 

associated with any information given by me after that point. I understand that individual findings as well 

as group findings will be reported. However, my identity will not be revealed. If I feel that material that 

identifies me is included in the questionnaire or interview data, I may ask to remove that information 

without any penalty.  
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I understand that I will be at minimal risk to harm during this study.  If at any time I experience 

any emotional discomfort with the topics involved in the study, I may freely discontinue participation.   

I understand the benefits of participating in this study in lending insight into the understanding of 

emotions and coping prior to and during performance.   

I understand that I may withdraw at any time without experiencing any penalty.  I have been 

given the right to ask and have answered any questions pertaining to the study, and to the extent of which 

I feel comfortable. 

I understand that I may contact Kristen Kane (315) 573-2963, her advisor Gershon Tenenbaum, 

PhD, (850)644-8791, or the Institutional Review Board (Human Subject’s Committee) (850)644-8633, 

with any further questions I may have regarding the research or my rights.  Group or individual results 

will be sent upon my request. 

 

I have read and understand this consent form. 

 

_____________________  __________________ 

Name             Date 
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APPENDIX J 

EMOTION IDENTIFICATION INVENTORY 

Examine the list of emotions below and select ten (10) words that describe the emotions you are feeling RIGHT NOW. Each line in the list 

consists of several synonyms; you may select only one word from each line. Circle the words that you select. After you select the emotion, circle 

the appropriate number at the right of the emotion which represents the degree to which you are experiencing the emotion. Then, circle the number 

that represents how helpful or harmful you feel the emotion is for you at this time. Only circle numbers which pertain to the emotions you selected.  

    

            

 To what degree do you experience this 

emotion? 

Is it facilitative (helpful) or debilitative (harmful)? 

 Not at all Moderately 

so 

Very much so Very debilitative Neutral Very facilitative 

active, dynamic, energetic, vigorous 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

relaxed, comfortable, easy, 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

calm, peaceful, unhurried, quiet 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

cheerful, merry, happy 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

confident, certain, sure 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

delighted, overjoyed, exhilarated 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

determined, set, settled, resolute 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

excited, thrilled 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

brave, bold, daring, dashing 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

glad, pleased, satisfied, contented 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

inspired, motivated, stimulated 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

lighthearted, carefree 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 
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To what degree do you experience this 

emotion? 

 

Is it facilitative (helpful) or debilitative (harmful)? 

 Not at all Moderately so Very much so Very debilitative Neutral Very facilitative 

nice, pleasant, agreeable 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

quick, rapid, fast alert 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

afraid, fearful, scared, panicky 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

angry, aggressive, furious, violent 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

annoyed, irritated, distressed 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

anxious, apprehensive, worried 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

concerned, alarmed, disturbed, dissatisfied 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

discouraged, dispirited, depressed 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

doubtful, uncertain, indecisive, irresolute 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

helpless, unsafe, insecure 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

inactive, sluggish, lazy 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

intense, fierce 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

jittery, nervous, uneasy, restless 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

sorry, unhappy, regretful, sad, cheerless 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

tense, strained, tight, rigid 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 

tired, weary, exhausted, worn out 0 1 2 3 4 5 6 7 8 9 10 -3 -2 -1 0 1 2 3 
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APPENDIX K 

IRB APPROVAL 

Office of the Vice President For Research 

Human Subjects Committee 

Tallahassee, Florida 32306-2742 

(850) 644-8673 . FAX (850) 644-4392 

 

APPROVAL MEMORANDUM 

 

Date: 6/21/2007 

 

To: Kristen Kane 

 

Address: 1112 Richview Rd Tallahassee, Fl 32301 

Dept.: EDUCATIONAL PSYCHOLOGY AND LEARNING SYSTEMS 

 

From: Thomas L. Jacobson, Chair 

 

Re: Use of Human Subjects in Research 

An Examination into the Temporal Patterning of Emotions, Cognitions, and Coping Strategies in 

the Performing Arts 

 

The application that you submitted to this office in regard to the use of human subjects in the 

proposal referenced above have been reviewed by the Secretary, the Chair, and two members of 

the Human Subjects Committee. Your project is determined to be Expedited per 45 CFR § 

46.110(7) and has been approved by an expedited review process. 

 

The Human Subjects Committee has not evaluated your proposal for scientific merit, except to 

weigh the risk to the human participants and the aspects of the proposal related to potential risk 

and benefit. This approval does not replace any departmental or other approvals, which may be 

required. 

 

If you submitted a proposed consent form with your application, the approved stamped consent 

form is attached to this approval notice.  Only the stamped version of the consent form may be 

used in recruiting research subjects. 

 

If the project has not been completed by 6/19/2008 you must request a renewal of approval for 

continuation of the project. As a courtesy, a renewal notice will be sent to you prior to your 

expiration date; however, it is your responsibility as the Principal Investigator to timely request 

renewal of your approval from the Committee. 

 

You are advised that any change in protocol for this project must be reviewed and approved by 

the Committee prior to implementation of the proposed change in the protocol.  A protocol 

change/amendment form is required to be submitted for approval by the Committee.  In addition, 
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federal regulations require that the Principal Investigator promptly report, in writing any 

unanticipated problems or adverse events involving risks to research subjects or others. 

 

By copy of this memorandum, the Chair of your department and/or your major professor is 

reminded that he/she is responsible for being informed concerning research projects involving 

human subjects in the department, and should review protocols as often as needed to insure that 

the project is being conducted in compliance with our institution and with DHHS regulations. 

 

This institution has an Assurance on file with the Office for Human Research Protection. The 

Assurance Number is IRB00000446. 

 

Cc: Gershon Tenenbaum, Advisor 

HSC No. 2007.384 
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