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AN INVESTIGATION OF RELATIONSHIPS BETWEEN FLOW THEORY AND

MUSIC PERFORMANCE ANXIETY

Li Li

Dr. Wendy Sims, Dissertation Supervisor

ABSTRACT

This dissertation comprises three projects designed to investigate the relationship

between flow and music performance anxiety and using flow to alleviate music

performance anxiety. One investigation is a comprehensive literature review on flow

theory and music performance anxiety. The literature review showed that flow and music

performance anxiety were negatively correlated, and that facilitating flow can provide a

powerful tool to reduce music performance anxiety. The second investigation is a

quantitative study aimed to explore relationships between flow and music performance

anxiety, which involves seventy-five participants from different music majors and

education levels. Data were collected by questionnaires. Results indicated that items from

four dimensions of flow (clear goals, unambiguous feedback, autotelic experience, and

loss of self-consciousness) were most significantly and negatively correlated with MPA,

and that strategies related to these four dimensions items may help to reduce MPA.

Gender, age, education level, major, and performance form had no direct impact on flow

experience, while performance time and performance frequency were significantly

positively correlated with one flow dimension (unambiguous feedback). Educational level

was positively correlated, and performance time and performance were negatively

correlated, with MPA items. Music performers could benefit by practicing more to
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prepare for their performances, especially for the soloists. The third investigation is a

qualitative study aimed to provide a theoretical framework for facilitating flow and

reducing music performance anxiety. Data were collected by seven interviews, and

ground theory method was used in the analysis. Based on this analysis, a theoretical

framework for facilitating flow and reducing music performance anxiety was generated,

which included three themes: preparation of performers, modeling by teachers, and

construction of flow experience.



1

CHAPTER ONE

Introduction

Music performance anxiety (MPA) is the most common and the most serious

problem for music performers. Salmon (1990) defined MPA as “the experience of a

persisting, distressful apprehension about and/or actual impairment of, performance skills

in a public context, to a degree unwarranted given the individual’s musical aptitude,

training, and level of preparation” (p. 3).

There is a substantial body of MPA research providing evidence that MPA is a

debilitating phenomenon (Kenny, 2011). In addition, MPA has been found to be a

significant factor in student musicians’ experiences of burnout and in decisions not to

take performing further (Fehm & Schmidt, 2006).

A contrasting experience, and differing construct from MPA is flow, or flow

theory. Flow is “a state of consciousness where one becomes totally absorbed in what one

is doing, to the exclusion of all other thoughts and emotions” (Jackson &

Csikszentmihalyi, 1999, p.5). This has been described as “an optimal and positive state of

mind during which individuals are highly motivated and engrossed in an enjoyable

activity” (Fullagar, Knight, & Sovern, 2013, p. 236).

Central to flow theory is that “people place value on the ‘optimal experience’—a

feeling of being in control of their actions, leading to a deep sense of enjoyment that is

long cherished” (Hopkins, 2013, p. 70). Csikszentmihalyi (1992) outlined specific

features of flow that may ensure that activities can be rewarding for participants. To

achieve a state of flow, “a balance is required between the challenges perceived in a
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given situation and the skills a person brings to that situation” (Csikszentmihalyi, 1991, p.

30).

A few researchers indicated that flow and MPA were negatively correlated

(Allison & Duncan, 1988; Cohen & Bodner, 2018a; Cohen & Bodner, 2018b; Fullagar et

al., 2013; Kirchner et al., 2008). However, the Yerkes Dodson Law (Yerkes & Dodson,

1908) supports other existing findings that both MPA and a flow state of consciousness

can exist simultaneously (Kirchner et al., 2008). Flow and MPA have been associated

with motivation (Nakamura & Csikszentmihalyi, 2002), emotion (Cohen & Bodner,

2018a), attention/distraction (Rankin, Walsh, & Sweeny, 2018; Izard, 1977), happiness

(Marin & Bhattacharya; 2013; Sabino, Camargo, Chagas, & Osório, 2018), wellbeing

(Fritz & Avsec, 2007; Lamont, 2012), and Musical Emotional Contagion (MEC) (Cohen

& Bodner, 2018a). Findings suggest that flow has positive correlations, and MPA has

negative correlations with these factors. Accordingly, facilitating flow may provide a

powerful tool for helping to alleviate MPA.

Background of the Problem

Music Performance Anxiety (MPA)

Music performance anxiety (MPA) describes “a particular state of arousal, which

regularly occurs when musicians present themselves before an audience in performance

situations” (Spahn, 2015, p. 129). The incidence of MPA in different fields is quite high,

including orchestral musicians (Fishbein, Middlestadt, Ottati, Straus, & Ellis, 1988),

student actors (Andrew et al., 1995), choral singers (Ryan & Andrews, 2009), pianists

(Brooker, 2018), dancers (Walker & Nordin-Bates, 2010), and non-music majors

(Roberson & Kenny, 2017).
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There are different theories that contribute to the understanding of the

phenomenon of MPA and provide basic principles for various treatment approaches.

From the perspective of psychoanalytic theory, the symptoms of MPA arise
from the background of the individual’s personal history and are an
expression of internal conflicts and motifs, and their related defense
mechanisms. Behavioral theories of anxiety provide an important
contribution for understanding MPA, particularly through the findings
illuminating the development of maladaptive behaviors. Cognitive theories
focus on the importance of cognition on behavioral and physical symptoms.
Kenny’s emotion-based model of MPA presents a current concept, which
takes up Barlow’s previous work on a triple vulnerability model.
Physiological stress models can best explain the physical symptoms of
MPA (Spahn, 2015, p. 130-131).

MPA can impair performance in three ways: “disruption of attention leading to

interference with normal information processing; off-task production, incompetent or

competing behaviors; and behavioral selection effects, such as reducing one’s effort or

choosing less competent behaviors” (Kenny, 2004, p. 4). Further, MPA is expressed in

emotional and physical domains as well as the domains of thinking and behavior (Spahn,

2015). Poor concentration, rapid heart rate, tremor, sweating, and dry mouth were the

most commonly reported anxiety symptoms (Wesner, Noyes, & Davis, 1990, p. 177).

Flow, Optimal Performance and In the Zone

Researchers state that “flow is a highly coveted yet elusive state of mind that is

characterized by complete absorption in a given task as well as enhanced skill

performance” (Sinnamon, Moran, & O’Connell, 2012, p. 6). Although some authors

differentiate among “flow,” “peak performance”, and “optimal performance” (Privette,

1983), others use these terms interchangeably (MacDonald, Byrne, & Carlton, 2006; Nijs

et al., 2012). “Flow also is related closely to the concept of being ‘in the zone,’ a well-

known phenomenon in sports” (Bloom & Skutnick-Henley, 2005, p. 25).
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Since Csikszentmihalyi (1975) first proposed the concept of flow, a large volume

of research investigating the state of flow in a variety of life settings has occurred

(Wrigley & Emmerson, 2011, p. 294). Extensive research has examined the flow

experience in sport and exercise activities, work environments, leisure, educational

settings, creative works of artists and scientists, and daily life (Martin & Jackson, 2008).

In sports, although many athletes state that they have being “in the flow,” many are

unable to shift into this state at will (Csikszentmihalyi & Csikszentmihalyi, 1988). There

have been investigations of flow in music listening, compositions, and music

performance (Cohen & Bodner, 2018a), and this study indicates that flow theory provides

positive aspects for music learning.

Problem and Purpose

There have been large bodies of research on the individual topics of “flow” and

“MPA,” however, much less research can be found on the combination of these two

topics. Kenny (2005) reviewed the treatments of MPA and concluded that “the literature

on treatment approaches for MPA was fragmented, inconsistent, and methodologically

weak” (p. 206). Accordingly, several studies have suggested that generating a flow state

would appear to be one effective way to reduce performance anxiety (Fullagar et al.,

2013; Kirchner et al., 2008). However, these studies didn’t give specific strategies on

facilitating flow and reducing MPA. Accordingly, the purpose of this dissertation was to

explore the relationship between flow and MPA more systematically and to provide a

theoretical framework for using flow to alleviate MPA.

Research Question

The following primary research questions guided my work: What is the
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relationship between flow and MPA? How can we use flow to reduce MPA? I also

wished to explore the effects of age, gender, education, major, performance time,

performance forms (solo or ensemble) and performance frequency on flow and MPA,

respectively. These are variables that have been found to affect one or the other in

previous studies.

Research Plan

In order to answer these research questions, I surveyed the existing literature

related to flow, MPA, and the relationship between the two. By synthesizing definitions,

causes, effects, measures, and the relationship between these two constructs, I could

determine if flow is negatively correlated with MPA and how can we use flow to

alleviate MPA. Then, in two separate empirical studies, I explored the relationship

between flow and MPA and the strategies for facilitating flow and reducing MPA.

The first investigation is a literature review on the relationship between flow and

MPA, which includes MPA (definition, incidence, effects, causes, treatments, and

measures), flow (definition, components, conditions, facilitators, inhibitors,

challenge/skill balance (CSB), flow in music, flow in young children, effects, and

measures), and the relationship between flow and MPA (flow and anxiety, flow and MPA,

CSB, and other factors). From the review of the literature, I determined that flow was

negatively correlated with MPA while the effects of age, gender, educational level,

performance experience, performance forms (solo/ensemble), and performance frequency

on flow and MPA needed further investigation.

The second investigation is a quantitative study utilizing assessments for both

MPA and flow and determining relationships based on responses from students
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representing different music majors of varying educational levels. The Kenny Music

Performance Anxiety Inventory-Revised (K-MPAI-R) (Kenny, 2009) and Activity Flow

State Scale (AFSS) (Payne, Jackson, Noh & Stine-Morrow, 2011) were used to collect

data. In addition, the questionnaire asked participants to provide basic demographic

information (age, gender, education, performance experience and favorite performance

forms). SPSS software was used for statistical analysis of the data. The purpose of this

investigation was to confirm the relationship between flow and MPA and determine other

variables that may influence flow and MPA.

The third investigation is a qualitative study involving graduate music education

students, with data collection by interviews. Grounded theory methodology was used in

analyzing and coding data. The purpose of this investigation was to provide a theoretical

framework for facilitating flow and alleviating MPA.

The final chapter of this dissertation provides a summary and synthesis of

findings and implications for music performance, music teachers and music students.

Results and findings make an important contribution to the theory of a relationship

between flow and MPA and how to use flow to reduce MPA.

Importance of the Study

I designed this dissertation to investigate the relationship between flow and MPA

in an effort to identify possible ways to use flow to alleviate MPA. It was my goal to be

able to provide implications for music performers, teachers, and students, including

strategies for alleviating MPA. Accordingly, this dissertation has theoretical and practical

meaning for the fields of musical performance and music education.
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CHAPTER TWO

A Literature Review on Flow and Music Performance Anxiety

The incidence of Music Performance Anxiety (MPA) in different fields is quite high,

and “MPA can affect musicians at any stage of their career: professional performers,

amateurs, student musicians, adolescents, and even young elementary school children”

(Cohen & Bodner, 2018a, p. 422). MPA not only can impair the quality of performance

but can also affect the music performers’ personal life and professional career aspirations

(Steptoe, 2001). Therefore, it is necessary to provide more ways to overcome MPA.

In recent years, there has been a growing interest in the concept of “flow,” the

subjective psychological state often associated with “optimal functioning”

(Csikszentmihalyi, 1975). Flow is an antidote to uncertainty-related distress (Rankin,

Walsh, & Sweeny, 2018). It starts with simple absorbing moments at one end of a

continuum and the defining moments of optimal experience at the other end (Jackson &

Csikszentmihalyi, 1999, p. 13). Both types of experiences may help music performers

become more involved in their performance opportunities and may increase joy and

satisfaction with the performing experience. In addition, flow is a path to achieve

personal growth by developing greater skills in several areas. Flow involves developing

physical, psychological, and cognitive skills; taking on increasingly greater challenges;

and constantly moving the performer upward in proficiency (Jackson & Csikszentmihalyi,

1999). Thus, maintaining flow in musical performance may impact music performers’

skill development in a variety of domains, which can lead to higher levels of music

performance and an enjoyable life experience.
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There have been investigations of flow in music listening, composition, and music

performance (Cohen & Bodner, 2018a), and most of them have indicated that flow theory

is positive for different aspects of music learning, such as motivation (Sloboda, 1991),

creativity (MacDonald, Byrne, & Carlton, 2006), selecting high-quality repertoire

(Hopkins, 2013), music performance skills and achievement (O'Neill, 1999), and well-

being (Fritz & Avsec, 2007). A few studies have indicated that flow is significantly and

negatively correlated with MPA and facilitating flow may provide a helpful approach for

alleviating MPA (Cohen & Bodner, 2018a; Cohen & Bodner, 2018b; Fullagar et al., 2013;

Kirchner, Bloom, & Skutnick-Henley, 2008; Lamont, 2012; Wilson & Roland, 2002).

Accordingly, the purpose of this literature review was to further explore the relationship

between flow and MPA respectively through definitions, causes, effects, and

measurements and to provide a theoretical basis for using flow to reduce MPA. The

following questions guided my exploration: What is MPA? What are MPA’s incidence

rate, effects, attributions, treatments, and measures? What is flow? What are flow’s

components, conditions, facilitators, inhibitors, effects, and measures? What is the

relationship between flow and MPA?

Music Performance Anxiety

Music performance anxiety (MPA) is defined as “the experience of a persisting,

distressful apprehension about and/or actual impairment of, performance skills in a public

context, to a degree unwarranted given the individual’s musical aptitude, training, and

level of preparation” (Salmon, 1990, p. 3).

The incidence of MPA in different fields is quite high. In professional orchestral

musicians, MPA has been shown to be the leading cause of severe medical problems
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(Fishbein, Middlestadt, Ottati, Straus, & Ellis, 1988). Andrew et al. (1995) studied the

impact of stage fright on student actors (178 senior full-time drama students), with “9.6

percent reporting stage fright to be a severe problem, and 36.7 percent considering stage

fright to be a moderate problem” (p. 27). A study on choral singers’ experience of stage

performance anxiety indicated that performance anxiety was a common experience for

choral singers: over 50 percent of choral singers reported experiencing anxiety in at least

one-half of their performances (Ryan & Andrews, 2009). In another study, only 4% of

the 195 participants (vocalists, n = 23; brass players, n = 37; woodwind players, n = 16;

string players, n = 59; pianists, n = 40; miscellaneous, n = 15) rated stage fright as being

no problem (0 = no problem, 4 = major problem), whereas levels 1, 2, 3 of stage fright

were indicated by 25%, 40% and 19% of participants, respectively, and 12% indicated

that stage fright was a major problem (Level 4) (Studer, Gomez, Hildebrandt, Arial, &

Danuser, 2011, p. 765).

As indicated, MPA can affect musicians at any stage of their career, even young

elementary school children (Ryan, 2004; Ryan, 2005). MPA has been reported to have a

negative impact on musicians and students’ well-being and health (Owen, 2009; Steptoe,

2001). “Psychological and physical symptoms such as shaking, memory slips, insecurity

despite excellent preparation, fear of ridicule by an audience that leads to embarrassment

and shame, and the worry that ‘something must be wrong with me,’ has the potential to

undermine the best-prepared performer” (Nagel, 2017, p. 1). In addition, it not only can

impair the quality of performance (Brotons, 1994; Craske & Craig, 1984; Fredrikson &

Gunnarsson 1992; Wesner et al., 1990; Yoshie, Kudo, Murakoshi, & Ohtsuki, 2009), but

can lead to avoidance or interruption of performance (Kaspersen & Gotestam, 2002;
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Wesner et al., 1990) and, thereby, can affect the musicians or students’ personal life and

professional career (Owen, 2009; Steptoe, 2001; van Kemenade & van Son, 1995;

Wesner et al., 1990). Therefore, the effect of MPA is serious and it is necessary to

provide more ways to overcome MPA.

Barlow’s model of anxiety (see Figure 1) explains the probable origins of anxiety

and the reasons for its persistence throughout the different stages of a person’s life

(Barlow, 2000). “This model specifies an integrated set of triple vulnerabilities: a

generalized biological vulnerability (genetic contributions), a generalized psychological

vulnerability (a diminished sense of control), and a more specific psychological

vulnerability (learning what is dangerous)” (p. 1247). Thus, genetic contributions, a

diminished sense of control and early learning experiences seem to contribute to feelings

of anxiety.

Figure 1. Triple vulnerabilities in the development of certain anxiety disorders (Barlow,

2000, p. 1257)

The factors found to influence MPA in previous studies were either internal or

external. Internal attributions include genetics (Kenny, 2006), neuroticism and self-
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statements (Steptoe & Helen, 1987), gender and extraversion (Andrew et al., 1995),

individual differences and personality factors (Hallam, 2002), metacognitive skills, age,

expectancy and achievement attributions (Papageorgi, Hallam, & Welch, 2007), self-

efficacy (Eğilmez, 2015; Topoglu, 2014), and perfectionism (Diaz, 2018; Kenny, 2006;

Mor, Day, and Flett, 1995). External attributions include life history, previous

experiences (Kenny, 2006), family and peers (Hallam, 2002), musical training,

occupational stress, preparation, learning approach, pedagogy, task difficulty, audience

reactions, performance conditions, conductors (Ryan & Andrews, 2009), performing

experience (Osborne, Kenny, & Holsomback, 2005), and the situation (Harris, 1986;

Michiko, Kazutoshi, Takayuki, & Tatsuyuki, 2009; Papageorgi et al., 2007; Salmon,

Schrodt, & Wright, 1989).

There are three main kinds of approaches to relieve MPA: behavioral,

psychological, and cognitive. Behavioral approaches include progressive muscle

relaxation (Grishman,1989; Kim, 2008; Lehrer, 1987; Mansberger, 1988), insight

relaxation and systematic desensitization techniques (Wardle, 1969), awareness and

breathing techniques (Deen, 1999; Robertson & Eisensmith, 2010), pre-performance

routines, anxiety hierarchy, supportive lifestyle habits (Parncutt & McPherson, 2002),

some aspects of the Alexander Technique (AT)1 (Valentine, Fitzgerald, Gorton, Hudson,

& Symonds, 1995), drugs (Wills & Cooper, 1988), yoga (Jensen & Kenny, 2004), and

Tai Chi (Lehrer, 1987). Psychological approaches mainly include self-hypnosis (Lehrer,

1987), imagery treatment (Kim, 2008), and exposure therapy (Spahn, 2011). Cognitive

approaches include attention training, “Stress Inoculation Training” (SIT), which refers to

1 Alexander Technique (AT) is characterized as a form of kinesthetic reeducation that uses a mixture of
verbal instructions and hands-on demonstration to correct postural misuse (Parncutt & McPherson, 2002, p.
54-55).
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a set of procedures to help people under stress become aware of the source of the stress,

develop effective coping skills, and put those skills into daily practice (Salmon & Meyer,

1992); mindfulness (Diaz, 2018), rehearsal behavior, viewing anxiety as positive (Hanton

& Jones, 1999; Roland, 1992), positive self-talk (Seligman, 1995), mental rehearsal and

imagery (Murphy & Jowdy, 1992), and goal setting (Burton, 1992).

Some Chinese researchers posited that performers could reduce their MPA

through their environment, themselves, and their skills. Environmental aspects included

creating an easy environment, rehearsal, adaptive training, public practice, and clothing

preparation (advance preparation); performer aspects included self-confidence, selection

of appropriate works, strengthening artistic accomplishment, inner visual imaging,

accumulated stage experience, using hints, self-regulation, and hard work; skills aspects

included using correct methods of practice, understanding the connotation of the work,

improving basic skills, re-recognizing and re-memorizing notation before going on stage

(Li, 2015).

“A review of the English-language literature using PsycINFO and MUSE

databases identified twenty MPA self-report measures published in peer-reviewed

journals” (Osborne & Kenny, 2005, p. 727). The total list is shown in Table 1.
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Table 1

List of MPA Measures in Chronological Order of Publication

Only the Kenny-Music Performance Anxiety Inventory (K-MPAI), Personal

Report of Confidence as a Performer (PRCP) and Performance Anxiety Inventory (PAI)

assess all three components—cognitive, behavioral and physiological—that are now

commonly believed to comprise MPA and other anxiety disorders (Osborne & Kenny,

2005, p. 727). The K-MPAI was developed to assess the relevance to MPA in the

emotion-based theory of anxiety proposed by Barlow (2000). Thus, items for the

inventory were either specially constructed or selected from other scales to address each

of Barlow’s theoretical components, including evocation of anxious propositions,

Abbreviation Measure Citation
PRCP Personal Report of Confidence as a Performer Appel (1976)

PASSS Performance Anxiety Self-statement Scale Kendrick, Craig, Lawson, and
Davidson (1982)

AATS Achievement Anxiety Test Scale Sweeney and Horan (1982)
AD Anxiety Differential Sweeney and Horan (1982)
PPAS Piano Performance Anxiety Scale Sweeney and Horan (1982)
SFRS Stage Fright Rating Scale Neftel et al. (1982)
SES Self-efficacy Scale Craske and Craig (1984)
SSQ Self-statement Questionnaire Steptoe and Fidler (1987)
MQ Musician’s Questionnaire Wills and Cooper (1988)
PAI Performance Anxiety Inventory Nagle, Himle, and Papsdorf (1989)
MPAS Music Performance Anxiety Scale Wolfe (1989)
AAS-MAS Adaptive-Maladaptive Anxiety Scale Wolfe (1989)

MPAQ Music Performance Anxiety Questionnaire Lehrer, Goldman, and Strommen
(1990)

TAS Trait Anxiety Scale Wolfe (1990)
PAQ-CK Performance Anxiety Questionnaire-CK Cox and Kenardy (1993)

MPSS Music Performance Stress Survey Brodsky, Sloboda, and Waterman
(1994)

PAQ-WND Performance Anxiety Questionnaire-WND Brodsky et al. (1994); Wesner er al.
(1990)

PI Performance Inventory Kubzansky and Stewart (1999)
SEQ State Emotion Questionnaire Kubzansky and Stewart (1999)
K-MPAI Kenny-Music Performance Anxiety Inventory Kenny, Davis, and Oates (2004)

K-MPAI-R Kenny-Music Performance Anxiety Inventor-
Revised Kenny (2009)
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attentional shift, physiological arousal and memory bias (Kenny & Osborne, 2006, p.

104-105). In 2009, Kenny revised this inventory using a sample (n = 151) of music and

dance students. The new scale (K-MPAI-R) consists of 40 items that assess the factor

structure of the revised and expanded K-MPAI.

Principal component analysis of the K-MPAI-R revealed three latent factors
and 12 underlying factors, as follows: early relationship context comprising
generational transmission of anxiety and parental empathy; psychological
vulnerability comprising controllability, depression, hopelessness, and trust;
and proximal performance concerns comprising somatic anxiety, pre- and
post-performance rumination, self/other scrutiny, performance outcome
concerns, memory reliability, and commitment to performance.
(Kenny, 2009, p. 37).

A few authors have used physiological measures to test MPA. LeBlanc, Jin, Obert,

and Siivola (1997) used two Polar Vantage XL heart-rate monitors with high school band

students to record each participant’s heart rate during music performance as a way of

testing their MPA. They found that female participants had significantly higher heartrates

during performance than did the males. Tartalone (1992) studied the physiological

arousal and perceived state anxiety of 39 college music majors who were preparing for

brass jury recitals. “Blood pressure, heart rate, and respiration rate all showed a distinct

rise at the time of dress rehearsal and at the jury performance” (LeBlanc et al., 1997, p.

482).

Flow

Flow is a state of profound task-absorption, cognitive efficiency, and intrinsic

enjoyment that makes a person feel one with the activity in which she/he is involved

(Moneta, 2004, p. 115). Csikszentmihalyi has identified nine dimensions of flow,

including: challenge/skill balance (CSB), merging of action-awareness, clear goals,
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unambiguous feedback, concentration on the task at hand, sense of control, loss of self-

consciousness, autotelic experience, and time transformation (Csikszentmihalyi, 1994).

Achieving flow requires several conditions: the presence of perceived challenges,

or opportunities for action that stretch (without overextending) existing skills, and clear,

proximal goals coupled with immediate feedback on one’s progress (Nakamura &

Csikszentmihalyi, 2002, p. 90). Jackson (1992) provided some ways to facilitate flow

based on these dimensions: “positive mental attitude, positive pre-competitive and

competitive affect, maintaining appropriate focus, physical readiness and for some

pairesldance skaters, unity with partner” (p. 161).

Barriers to achieving flow are primarily physical and mental. Physical barriers

include time, money, commitment/responsibility, and illness/disease/health problems.

Mental barriers include feelings of inadequacy, fear of others, fear of failure, comparison

to others, and negative beliefs (Flow State Philosophy, 2017). Two impediments of flow

that concern the subject construction of experience include preference for relaxation

versus flow and attitudes towards work and play (Nakamura & Csikszentmihalyi, 2014, p.

97-98).

A critical characteristic of flow can be described as the challenge/skill balance

(CSB). CSB involves a perceived high level of skill, ability to act, or capacity to meet

challenges (Flett, 2015).

The “flow” quadrant (in Figure 2) illustrates CSB, and it is under this
optimal condition that the experience of flow typically occurs. The top left
quadrant is called “anxiety”, which describes the feeling one tends to have
when challenges are perceived to be higher than one’s skill. “Boredom” in
the bottom right, is the result of high skills and low challenges. People are
likely to experience “apathy” in situations where neither skills nor
challenges are present to a significant level, creating a feeling of low energy,
boredom, and a lack of attention (Jackson & Csikszentmihalyi, 1999, p. 36).
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Figure 2. Model of the flow state (Jackson & Csikszentmihalyi, 1999, p. 37)

In recent years, investigations of flow in the domain of music have become more

frequent. Carter, River, and Sachs’s study (2012) indicated that music and flow have a

positive relationship on performance, with asynchronous motivational music correlated to

higher flow states within study participants. The key finding of Sinnamon, Moran, and

O’Connell (2012) was that the way in which flow was experienced by musicians did not

differ from the experience of flow in athletes. “It may well be that many of the highly

formalized approaches to training and self-control devised by sports psychologists with

highly specific physical activities in mind, turn out to be partially applicable to the

performance of music” (p. 21). This study also indicated that the Dispositional Flow

Scale-2 (DFS-2) (Jackson and Eklund, 2002) was a generally reliable and factorially-

sound measure of flow, but the results also raised questions about the validity of certain

subscales of this test (e.g., merging of action and awareness and loss of self-

consciousness) (p. 6).
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Young children’s flow experience was examined in four naturally-occurring

music learning environments: infants and two-year-olds in childcare settings, and school-

age children in Suzuki violin and Dalcroze classes (Custodero, 2005, p. 185). Key

findings include “an age-related increase in observed self-assignment, which declined in

children of school age” (p. 185). Also, “the accessibility and responses to musical

structure for infants and toddlers, the role of gesture in helping children focus, the

salience of adult awareness and the changing roles of peers across development” (p. 185).

Custodero (2002) suggested that teachers should be careful observers of cues from the

children, stating that, “Children actively seek musical challenges and in doing so guide

teachers in designing appropriate strategies to assist in the acquisition of musical skill” (p.

8).

The peak experience of flow was examined among 178 music teachers and 605

students from 16 different music schools, from the results, researchers determined that

flow may cross over from teachers to their students (Bakker, 2005). Bloom and Skutnick-

Henley (2005) identified five key predictors of flow proneness among ninety adult

classical instrumental musicians:

Self-confidence and self-trust while playing; desire to experience and express
feelings through music; having experience goals; ability to maintain focus on the
music; ability to play without self-criticism. Interestingly, this study also indicated
that flow experiences tended to occur more often in small ensemble situations than
when playing alone while gender, age, experience, and proficiency levels showed
no direct impact on flow proneness (p. 26).

In addition, another study of elite and amateur students indicated that experiences of flow

were very common among the musician participants, 95% of the elite students

(“following a number of years of learning an instrument, were studying music

performance on a full-time basis, with the aim of pursuing a professional career in music”)
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(Sinnamon et al., 2012, p. 10) and 87% of amateur students (“studying music in their

spare time, were still at school, were not aiming to become professional musicians,

engaged in a number of musical activities in the conservatory, and were between Grades

1 and 8 of official music examination standards”) (p. 10) reported experiencing flow

frequently.

Some studies have indicated that flow theory is positive for music learning.

Sloboda (1991) found that adults who described having had peak experiences with music

before the age of about ten were more likely to pursue involvement with music later in

life. MacDonald et al. (2006) investigated the relationship between flow and creativity in

musical composition and found positive relationships: increased levels of flow were

related to increased levels of creativity (p. 300). Hopkins (2013) did a study on selecting

high-quality repertoire that matched the musical and technical levels of ensembles based

on Vygotsky’s Zone of Proximal Development (ZPD) and Csikszentmihalyi’s CSB.

Vygotsky (1978) described ZPD as “the distance between the actual developmental level

as determined by independent problem solving and the level of potential development as

determined through problem solving under adult guidance, or in collaboration with more

capable peers” (p. 38). Hopkins (2013) provided seven strategies for choosing the right

pieces based on flow theory:

1) Establish the musical achievement level of the individual students in
your ensemble, 2) familiarize yourself with the grading systems used by
different organizations, 3) create a folder with a selection of graded
literature ranging from very, very easy to difficult and have sight-reading
days, 4) don’t perform every piece that you sight-read, 5) divide rehearsal
into a skill development portion and a repertoire rehearsal portion, 6) ask
yourself these “reality check” questions (e.g., will my ensemble be able to
perform the piece at the tempo indicated in the score?), and 7) do an
assessment and reflection after the performance (p.72-73).
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In addition, O'Neill (1999) used flow theory to examine motivational and social

factors associated with young musicians’ development of musical performance skills

concurrent with, and in the context of, their everyday life experiences. The results

indicated that “high achievers at a music school and students at a non-specialist school

reported more ‘flow’ experience when practicing than the moderate achievers at the

music school’ (p. 129). Through studying eighty-four students at the Academy of Music

of Ljubljana, Fritz and Avsec (2007) concluded that “experiencing flow is more related to

emotional than to cognitive aspects of subjective well-being” (p. 5).

Several self-report tools have been fashioned to study flow, including interviews,

questionnaires, and the Experience Sampling Method (ESM) (Nakamura &

Csikszentmihalyi, 2014). The semi-structured interview was a “critical tool in initially

identifying and delineating dimensions and dynamics of flow experience” (Nakamura &

Csikszentmihalyi, 2014, p. 93). Questionnaires have been used “when the goal is to

measure dimensions of flow experience and/or differences in its occurrence across

contexts or individuals” (Nakamura & Csikszentmihalyi, 2014, p. 93).

The ESM is an attempt to provide a valid instrument to describe variations
in self-reports of mental processes, which can be used to obtain empirical
data on three types of variables: frequency and patterning of daily activity,
social interaction, and changes in location; frequency, intensity, and
patterning of psychological states, i.e., emotional, cognitive, and conative
dimensions of experience; and frequency and patterning of thoughts,
including quality and intensity of thought disturbance (Csikszentmihalyi
& Larson, 2014, p. 35).

The nine most used scales of flow in the current literature are shown in Table 2.
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Table 2

List of Flow Measures in Chronological Order

These measures have been developed and validated largely in physical activity

and elite sports settings but have not been used widely in other performance domains

(Sinnamon et al., 2012). Jackson and Marsh (1996) devised two complementary

instruments—the Flow State Scale (FSS) and the Dispositional Flow Scale (DFS)—

known together as the Flow Scales (Jackson & Eklund, 2002).

“The FSS was designed to be answered after a specific event to assess the
experience of flow in that event, and the DFS was designed to assess the
frequency with which respondents report experiencing flow, in general,
during participation in their main activity” (Horn, 2008, p. 395).

To develop multidimensional measures that would reflect all nine flow

dimensions rather than focusing primarily on the challenge-skill balance (CSB) ratio,

Jackson and Eklund (2002) revised the FSS and DFS scales and gave them new titles

(FSS-2 and DFS-2). The FSS-2 and DFS-2 demonstrated acceptable factorial validity for

assessing dispositional and state flow, respectively.

The WOrk-reLated Flow scale (WOLF) (Bakker, 2001) was used to measure flow

of music teachers and students. “The WOLF includes 13 items measuring absorption (4

items), work enjoyment (4 items) and intrinsic work motivation (5 items)” (Bakker, 2005,

Abbreviation Measure Citation
FSS Flow State Scale Jackson and Marsh (1996)
DFS Dispositional Flow Scale Jackson and Marsh (1996)
WOLF WOrk-reLated Flow inventory Bakker (2001)
FSS-2 Flow State Scale-2 Jackson and Eklund (2002)
DFS-2 Dispositional Flow Scale-2 Jackson and Eklund (2002)
SF Short Flow Martin and Jackson (2008)
CF Core Flow Martin and Jackson (2008)
SFPQ Swedish Flow Proneness Questionnaire Ullén et al. (2012)
AFSS Activity Flow State Scale Payne et al. (2011)
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p. 32). The Swedish Flow Proneness Questionnaire (SFPQ) (Ullén et al., 2012) consists

of three subscales: work (if the participant worked), leisure, and maintenance, and was

used in the study of music practice (Butkovic, Ullén, & Mosing, 2015, p. 135).

To expand current approaches to assessing task absorption and subjective

experience, Martin and Jackson (2008) tested two brief measures of flow across the

diverse performance domains of work, sports, music, and school in relation to motivation

and engagement correlates through assessing “short” flow and “core” flow. “Short” flow

reflects an aggregate or global measure drawn from the “long” multi-item multi-factor

flow instrument and “core” flow captures the central subjective flow experience (p. 141).

In 2011, Payne, Jackson, Noh, and Stine-Morrow tested the validity of another

flow scale, the Activity Flow State Scale (AFSS), for use in assessing the flow state

across different activities and within a population of older adults. The AFSS contained 26

items representing each of the nine dimensions of flow. “The majority of items were

adapted from Jackson’s FSS. Items that did not translate well from the domain of

physical activities to general activities were removed or replaced with items adapted from

other flow measures” (Payne et al., 2011, p. 3).

Relationship between Flow and Music Performance Anxiety

Previous researchers have indicated that flow and anxiety are negatively

correlated. Anxiety is an important component of the antiflow state, which is the

experience of either boredom or anxiety (Allison & Duncan, 1988). Thus, felt anxiety

during performance of a task may suppress the experience of flow (Fullagar et al., 2013,

p. 240). Physiologically, the state of extreme arousal generated by anxiety has been found

to be associated with “disintegrated” attention rather than the focused attention that is
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characteristic of flow (Izard, 1977). A study of flow and anxiety in athletes (John &

Nicola, 2016) found a greater increase in mindfulness from baseline to post-test and was

associated with increased flow and decreased pessimism. Also, “increases in flow were

associated with decreases in somatic anxiety and pessimism” (John & Nicola, 2016, p.

99).

Flow proneness was found to be significantly and negatively correlated with MPA

(Kirchner et al., 2008, p. 59). MPA provides a relevant, task-appropriate construct for

examining the relationship between anxiety and flow in the current research. When flow

was highest, MPA was lowest, and vice versa (Fullagar et al., 2013, p. 236). Cohen and

Bodner (2018a) found that there was a strong negative relationship between flow and

MPA and concluded that facilitating flow may provide a helpful approach for alleviating

MPA. In addition, flow may predict long-term motivation and achievement in music

performing, while MPA has been related to negative elements of music performing.

MPA symptoms are created by the autonomic nervous system’s response to
perceived threat and include physiological symptoms like increased heart
rate/pounding chest, excessive sweating, dry mouth, nausea, trembling
hands, and cognitive symptoms such as loss of concentration and negative
thoughts about the performance (Lamont, 2012, p. 576).

Wilson and Roland’s study (2002) showed that flow has occasionally been referred to as

a desirable state that may help reduce MPA.

Both flow and MPA were associated with challenge/skill balance (CSB) (Fullagar

et al., 2013). Two techniques can quantify flow experiences; the first, and most

established method, is based on the four-channel model (Csikszentmihalyi, 1988). This

approach splits each of the ratings into two levels (e.g., high and low). The perceived
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challenges match the perceived skills is flow; On the other hand, anxiety is experienced

when challenge far exceed skills (Fullagar et al, 2013, p. 237).

Flow and MPA have been associated with motivation (Nakamura &

Csikszentmihalyi, 2002), emotion (Cohen & Bodner, 2018a), attention/distraction (Izard,

1977; Rankin, Walsh, & Sweeny, 2018), happiness (Marin & Bhattacharya, 2013; Sabino,

Camargo, Chagas, & Osório, 2018), wellbeing (Fritz & Avsec, 2007; Lamont, 2012), and

Musical Emotional Contagion (MEC) (Cohen & Bodner, 2018a). Findings suggest that

flow has positive correlations and MPA has negative correlations with these factors.

Accordingly, facilitating flow may provide a powerful tool for helping to alleviate MPA.

Implications

Flow may cross over from teachers to their students: teachers’ flow experience

partly correlate with those of the students (Bakker, 2005, p. 35). This suggests that music

teachers who are positive, motivated, and cheerful in their music teaching play an

important role in demonstrating and modeling and can also play an important role by

selecting suitable music for their students to address CSB and provide scaffolding

opportunities (Bakker, 2005). In addition, music teachers can share their own flow

experience with their students and explain how they personally facilitate flow in their

performing.

To thoroughly connect flow and MPA, their interrelationships must be clearly

elucidated through continued theory refinement (e.g., CSB, ZPD). Several factors related

to flow and MPA deserve further study, such as motivation, attention, and confidence.

Flow experience has high levels of motivation, attention, and confidence, while MPA has

low levels of these factors, thus, studying these factors can help to provide more specific
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strategies on using flow to reduce MPA. Additionally, while the nine components of flow

referenced earlier can lead to positive flow results, these effects on MPA need further

study.

Based on this review of the literature, it should be evident that flow and MPA

present as two opposite experiences, yet facilitating flow may help to reduce MPA.

However, the current body of literature does not provide specific strategies for using flow

to reduce MPA. Thus, future studies are needed in this regard.

Finally, various research methods should be applied in future studies on the

relationship between flow and MPA. For example, mixed methods or qualitative studies

could provide multiple types of data on this topic. Previous research has focused on

quantitative methodology.
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CHAPTER THREE

Examining the Relationship between Flow and Music Performance Anxiety

Results of previous research have indicated that flow and anxiety are negatively

correlated. Anxiety is an important component of the antiflow state (Allison & Duncan,

1988). Physiologically, the state of extreme arousal generated by anxiety has been found

to be associated with “disintegrated” attention rather than the focused attention that is

also a characteristic of flow (Izard, 1977). A study of flow and anxiety in athletes also

showed greater increase in mindfulness from baseline to post-test and an association with

increased flow and decreased pessimism. Increases in flow were associated with

decreases in somatic anxiety and pessimism (John & Nicola, 2016).

Flow proneness was found to be significantly and negatively correlated with

music performance anxiety (MPA) (Kirchner, Bloom, & Skutnick-Henley, 2008). MPA

provides a relevant, task-appropriate construct for examining the relationship between

anxiety and flow in current research. When flow was highest, music performance anxiety

was lowest and vice versa (Fullagar, Knight, & Sovern, 2013, p. 236). Cohen and Bodner

(2018a) found that flow may predict long-term motivation and achievement in music

performing, while MPA has been associated with negative elements of music performing.

Findings from Wilson and Roland’s study (2002) showed that flow has occasionally been

referred to as a desirable state that may help reduce music performance anxiety.

Both flow and MPA were associated with challenge/skill balance (CSB) (Fullagar

et al., 2013). The four-channel model of flow in Chapter 2, Figure 2 (Csikszentmihalyi,

1988) is often simplified to disregard apathy, boredom, and anxiety and present flow as a

dichotomous outcome: in or out of flow (Fleet, 2015). Csikszentmihalyi’s theory of flow
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has several implications for predicting task-specific performance anxiety and its effect on

flow. Flow and task-specific anxiety (including MPA) are incompatible states

corroborated by recent research on the physiology of flow (Ullén, de Manzano, Theorell,

& Harmat, 2010).

The Yerkes Dodson Law (Figure 3) illustrates a relationship between

arousal/anxiety and performance level (Yerkes & Dodson, 1908).

Figure 3. Yerkes Dodson performance curve (Nagel, 2017, p. 7)

The inverted U shape indicates how performance is enhanced (optimal
performance)—to a certain point—when there is some increased physical
or psychological arousal (anxiety). It also indicates that performers who
have too much anxiety or too little anxiety may demonstrate a decrease in
their performance quality (Nagel, 2017, p. 7).

This is consistent with existing findings that both MPA and a flow state of consciousness

can exist simultaneously (Kirchner et al., 2008).

Flow and MPA also are associated with motivation (Nakamura &

Csikszentmihalyi, 2002), emotion (Cohen & Bodner, 2018a), attention/distraction (Izard,

1977; Rankin, Walsh, & Sweeny, 2018), happiness (Marin & Bhattacharya, 2013; Sabino,

Camargo, Chagas, & Osório, 2018), well-being (Fritz & Avsec, 2007; Lamont, 2012),
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and Musical Emotional Contagion (MEC) (Cohen & Bodner, 2018a). Findings suggest

that flow has positive correlations and MPA has negative correlations with these factors.

These findings suggest that flow and MPA are negatively correlated and can exist

simultaneously; flow and MPA are associated with the CSB; flow and MPA are also

associated with some other factors, like motivation, emotion, attention, happiness, well-

being, and MEC. Due to the absence of studies examining the flow experiences of

different music majors, there is a need to gather data on the experiences of flow from this

diverse group to examine the relationship between flow and MPA.

Accordingly, the purpose of this study was to explore the relationship between

flow experience and MPA. The following two research questions guided my exploration:

1) What is the relationship between flow and MPA based on rating scale responses? and

2) Do age, gender, educational level, major, performance time, performance form, and

performance frequency have effects on rating scale measures of flow and music

performance anxiety?

Method

Participants

A purposeful sampling method was used in this study to maintain a balance

among gender, educational level, and music majors. A sufficient number of participants

was needed to provide rich information about participant flow and anxiety experiences

during their music performance. Data were collected, in person, from different classes of

different levels (music history class, n = 11; vocal class, n = 36; guitar class, n = 3;

percussion studio, n = 12; band rehearsal clinic, n = 8; and music education class, n = 5)

that resulted in a 100% questionnaire recovery rate.
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This study involved seventy-five participants, including vocal and instrumental

music majors, and non-music majors enrolled in music classes. There were both

undergraduate and graduate students included, with a wide range of ages and

performance experience represented. Specific demographic characteristics of the sample

will be provided in the results section.

Procedure

The questionnaires were designed based on the literature and the researcher’s

previous studies and included three components (see Appendix C). The first component

was demographic information, including participants’ gender, age, education level, major,

performance experience, favorite performing form (solo/ensemble), and frequency of

public performance. The second component was the administration of the Activity Flow

State Scale (AFSS) (Payne, Jackson, Noh, & Stine-Morrow, 2011), and the third

component was the administration of the Kenny Music Performance Anxiety Inventory-

Revised (K-MPAI-R) (Kenny, 2009). The permissions for using these two scales are

included in Appendix B. The IRB-approved informed consent forms are also provided in

Appendix A.

The AFSS (Payne et al., 2011) is a 26-item inventory with items representing nine

dimensions of flow:1)Merging actions and awareness; 2) Clear goals; 3) Concentration

on task at hand; 4) Unambiguous feedback; 5) Challenge/skill balance; 6)

Transformation of time; 7) Sense of control; 8) Loss of self-consciousness; and 9)

Autotelic experience. Participants rated items on a Likert scale ranging from (1) Strongly

Disagree to (5) Strongly Agree. Instructions for this flow measure are as follows:
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Think about a musical performance that you performed before, particularly one
that you enjoyed and /or found satisfying. Try to remember how you experienced
that activity as you read each statement below. Provide a rating for each statement
to indicate how well it describes your performance by circling the appropriate
number(p. 3).

The K-MPAI-R (2009) is a 40-item version of an earlier inventory. It was

developed to assess the emotion-based theory of anxiety proposed by Barlow (2000) as it

applies to anxiety in the context of music performance (Kenny & Ackermann, 2015).

Questions were answered on a 7-point Likert scale, utilizing reverse scoring [0 = Strongly

disagree to 6 = Strongly agree or 6 = Strongly disagree to 0 = Strongly agree]. Higher

scores indicate greater anxiety and psychological distress. Instructions for this scale were

as follows:

Below are some statements about how you feel generally and how you feel before
or during a performance. Please circle one number to indicate how much you
agree or disagree with each statement (Kenny, 2009).

Principal axis factoring of the K-MPAI-R revealed twelve underlying factors: 1)

Depression/hopelessness; 2) Worry/dread; 3) Proximal somatic anxiety; 4) Parental

empathy; 5) Memory; 6) Pre- and post-performance rumination;7) Generational

transmission of anxiety; 8) Self/other scrutiny; 9) Controllability; 10) Opportunity cost;

11) Trust; and 12) Pervasive anxiety (Kenny, 2009, p. 41).

Reliability and Validity Properties for Both Scales

In a study by Payne et al. (2011), confirmatory factor analysis (CFA) was used to

test factorial validity in the AFSS. The following fit indices were used to evaluate the

adequacy of the model: “the comparative fit index (CFI), non-normed fit index (NNFI),

and root mean square error approximation (RMSEA)” (p. 4). “Overall, the nine-factor

model showed a good fit to the data (χ2 = 479.39, df = 266, NNFI/TFI = .90, CFI = .92,
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RMSEA = .06, 90% CI =. 05, .07). These findings suggest that AFSS adequately captures

the nine components of flow in various activities” (p. 4). This study also indicates good

scale reliability and intercorrelations among the nine factors of AFSS (Cronbach’s alpha

for the nine factors are all above .71).

The K-MPAI-R (Kenny, 2009) demonstrated excellent internal reliability

(Cronbach’s alpha = 0.94) and a stable factor structure across professional and student

classical musicians (Kenny, 2011). An appropriate Kaiser-Meyer Olkin measure of

sampling adequacy (KMO) and a statistically significant Bartlett’s test of sphericity were

obtained, KMO = .929, χ2 (586) = 6352.896, p < .001 (Kenny, 2018, p. 338). Factor

analysis for this scale, which used professional orchestral musicians in the original study,

revealed six robust factors (proximal somatic anxiety and worry about performance,

worry/dread, depression/hopelessness, parental empathy, concerns with memory,

generational transmission of anxiety; Cronbach’s alpha for the six factors are all

above .72), one weaker factor-anxious apprehension, and one item for biological

vulnerability2 (Kenny, Driscoll, & Ackermann, 2014).

Both the K-MPAI-R and the AFSS inventory have demonstrated stable

psychometric properties, and, given that the literature findings indicated strong negative

correlations between the two constructs, canonical correlation was selected to provide an

overall comparison of the two scales. Canonical correlation is considered a descriptive

technique or a screening procedure and is primarily utilized in exploratory studies rather

than a hypothesis-testing procedure (Tabachnick & Fidell, 1989). Thus, the canonical

2 The factors of MPA in professional musicians were: 1) Proximal somatic anxiety and worry about
performance, 2) Worry/dread (Negative cognitions/ ruminations) focused on self/other scrutiny, 3)
Depression/ hopelessness (Psycho logical vulnerability), 4) Parental empathy, 5) Memory, 6) Generational
transmission of anxiety, 7) Anxious apprehension, and 8) Biological vulnerability (Kenny, 2018).
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correlation test (MANOVA) was used to identify and measure the association among

these two sets of variables (26 items of AFSS and 40 items of K-MPAI-R) in this study.

Canonical correlation was also utilized to find possible associations between the

factors in both scales. Post-hoc exploratory correlational analyses between specific items

were numerous, thus, utilizing a p value of .01 was selected to minimize possible Type I

and Type II errors in all analyses (Knudson & Lindsey, 2014).

Results

Descriptive Statistics of Sample Data

Gender and education ratio of the participants. Participants in this study

included 40 undergraduates (female, n = 30; male, n = 10) and 35 graduates (female, n =

14; male, n = 21), as shown below in Figure 4.

Figure 4. Gender and education ratio of the participants

The age of participants. The ages of participants ranged from 18-47 years (M =

24, SD = 5.83), as shown in Figure 5.
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Figure 5. Age of participants

Major area of study. The majors of participants included vocal (n = 25) and

instrumental (n = 39)—percussion, n = 12; piano, n = 7; violin, n = 1, viola, n = 1,

clarinet, n = 5; guitar, n = 1; flute, n = 4; trumpet, n = 6; trombone, n = 1; pipa - a

Chinese instrument, n = 1. Non-majors (NA) numbered 11. The counts of these majors

are shown in Figure 6.
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Figure 6. The majors of the participants

The years of participants’ music performance. Participants had 0-37 years of

performance experience (M = 12, SD = 7.65), as shown in Figure 7.

Figure 7. Performance time of the participants

The ratio of favorite performing form.When asked to report their preference,

there were 60 participants who indicated that they preferred to perform with others
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(ensemble) and 15 participants who preferred solo performance. The ratio of their

favorite performing form is shown in Figure 8.

Figure 8. The ratio of participants’ favorite performing form

The frequency of public performance. A Likert-type scale was used in this

portion of the questionnaire, which included five different levels: Never, Rarely,

Sometimes, Usually, and Always. As shown in Figure 9, there were 5 participants who

never performed music in public, 15 participants who rarely performed music in public,

16 participants who sometimes performed music in public, 30 participants who usually

performed music in public, and 9 participants who always performed music in public.
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Figure 9. The frequency of public performance

Correlation between Flow and Music Performance Anxiety

The results of the first canonical correlation test showed that flow was not

significantly associated with MPA, Wilks’λ = .000, p = .119 >.05, ρ = .989, ρ² = .978.

Although a value of zero is ideal, rejection of the null hypotheses must also include a

small p-value. Small sample sizes can be used in canonical correlation analyses of

multiple dependent variables provided the relationship between the scales is strong.

However, relationships that are not statistically significant should not be interpreted in a

canonical correlation test (Tabachnick & Fidell, 1989).

An additional exploratory canonical correlation test was run to explore the

correlations between the twelve factors of MPA and the nine flow dimensions. Results

indicated four dimensions of flow (clear goals, unambiguous feedback, autotelic

experience, and sense of control) were significantly associated with MPA factors

compared with other dimensions (Table 3). (Because multiple analyses were used, the

level of rejection was set at .01 in an attempt to mitigate against Type I errors.)
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Table 3

Significant Canonical Correlated Coefficient between Factors of MPA and Dimensions of

Flow

Factors of MPA Dimensions of flow Canonical correlated coefficient
Factor 1
Depression/hopelessnes
s

Dimension 2
Clear goals

Wilks’λ = .497, p = .010, ρ = .582, ρ² = .339

Factor 2
Worry/dread

Dimension 4
Unambiguous feedback

Wilks’λ = .622, p = .001, ρ = .526, ρ² = .277

Factor 3
Proximal somatic
anxiety

Dimension 9
Autotelic experience

Wilks’λ = .505, p = .001, ρ = .623, ρ² = .388

Factor 6
Pre- and post-
performance
rumination

Dimension 7
Sense of control

Wilks’λ = .823, p = .008, ρ = .364, ρ² = .132

Factor 7
Generational
transmission of anxiety

Dimension2
Clear goals

Wilks’λ = .724, p = .007, ρ = .476, ρ² = .227

Factor 9
Controllability

Dimension 4
Unambiguous feedback

Wilks’λ = .720, p = .000, ρ = .527, ρ² = .278

The Pearson correlation tests showed a total of eighty-eight significant negative

correlations (p < .01) between items of the K-MPAI-R and items of the AFSS (see

Appendix D). In these eighty-eight significant negative correlations, four aspects of flow

were most significantly and negatively correlated with MPA items of twelve factors: FQ4,

FQ5, FQ6 (clear goals), FQ24, FQ25, FQ26 (autotelic experience), FQ21, FQ22, FQ23

(loss of self-consciousness), FQ11 and FQ12 (unambiguous feedback).

Items of clear goals of flow (FQ4 - “I had a strong sense of what I wanted to

accomplish”; FQ5 - “I knew what I want to achieve”; and FQ6 - “My goals were clearly

defined”) were significantly negatively correlated with items of depression/hopelessness

and generational transmission of anxiety of MPA (Table 4 and Table 10).

Items of unambiguous feedback of flow (FQ11 - “It was really clear to me how

my performance was going”; and FQ12 - “I had a good idea while I was performing
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about how well I was doing”) were significantly negatively correlated with items of

worry/dread and controllability of MPA (Table 5 and Table 12).

Items of autotelic experience of flow (FQ24 - “I really enjoyed the experience”;

FQ25 - “The experience left me feeling great”; and FQ26 - “The experience was

extremely rewarding”) were significantly negatively correlated with items of proximal

somatic anxiety of MPA (Table 6).

Items of loss of self-consciousness of flow (FQ21 - “I was not concerned with

how others might be evaluating me”; FQ22 - “I was not concerned with how I was

presenting myself”; and FQ23 - “I was not worried about what others might be thinking

of me”) were significantly negatively correlated with items of Pre- and post-performance

rumination of MPA (Table 9).

The K-MPAI-R twelve factor analyses resulted in negative correlations between

different factors of MPA and items of AFSS.

Among the items of factor one of K-MPAI-R (Depression/hopelessness) and

items of AFSS, there were 18 significant negative correlations (Table 4).
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Table 4

Significant Negative Correlations between Items of Factor One of MPA and Items of

Flow

Among factor two of MPA (Worry/dread) and items of flow, there were 18

significant negative correlations (Table 5).

Items of factor one of the
K-MPAI-R
(Depression/hopelessness)

AFSS Items Pearson correlation
coefficient

Q13 I often feel that I am
not worth much as a person

Q4 I had a strong sense of what I wanted to
accomplish

r = -.354, p = .002

Q6 My goals were clearly defined r = -.356, p = .002
Q3 Sometimes I feel
depressed without knowing
why

Q13 I was challenged, but I believe my skills
will allow me to meet the challenge

r = -.299, p = .009

Q31 I often feel that I have
nothing to look forward to

Q6 My goals were clearly defined r = -.323, p = .005
Q7 My attention was focused entirely on what I
was doing

r = -.305, p = .008

Q24 I really enjoyed the performance r = -.318, p = .006
Q25 The performance left me feeling great r = -.383, p = .001

Q6 I often feel that life has
not much to offer me

Q4 I had a strong sense of what I wanted to
accomplish

r = -.476, p = .000

Q5 I knew what I want to achieve r = -.380, p = .001
Q6 My goals were clearly defined r = -.346, p = .002

Q21 I worry that one bad
performance may ruin my
career

Q4 I had a strong sense of what I wanted to
accomplish

r = -,320, p = .005

Q5 I knew what I want to achieve r = -.316, p = .006
Q6 My goals were clearly defined r = -.317, p = .006
Q11 It was really clear to me how my
performance was going

r = -.310, p = .007

Q24 I really enjoyed the performance r = -.350, p = .002
Q25 The performance left me feeling great r = -.397, p = 000
Q26 The performance was extremely rewarding r = -,362, p = .001

Q18 I am often concerned
about a negative reaction
from the audience

Q23 I was not worried about what others might
be thinking of me

r = -.339, p = .003
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Table 5

Significant Negative Correlations between Items of Factor Two of MPA and Items of

Flow

Items of factor two of the
K-MPAI-R

(Worry/dread)

AFSS Items Pearson correlation
coefficient

Q15 Thinking about the
evaluation I may get
interferes with my
performance

Q21 I was not concerned with how others might
be evaluating me

r = -.406, p = .000

Q24 I really enjoyed the performance r = -.299, p = .009
Q25 The performance left me feeling great r = -.359, p = .002
Q26 The performance was extremely rewarding r = -.316, p = .006

Q14 During a
performance I find myself
thinking about whether
I’ll even get through it

Q11 It was really clear to me how my
performance was going

r = -.382, p = .001

Q12 I had a good idea while I was performing
about how well I was doing

r = -.316, p = .006

Q25 The performance left me feeling great r = -.345, p = .002
Q28 I often prepare for a
concert with a sense of
dread and impending
disaster

Q4 I had a strong sense of what I wanted to
accomplish

r = -.377, p = .001

Q5 I knew what I want to achieve r = -.350, p = .002
Q6 My goals were clearly defined r = -.300, p = .009
Q25 The performance left me feeling great r = -.356, p = .002

Q26 My worry and
nervousness about my
performance interferes
with my focus and
concentration

Q2 Things just seemed to happen automatically r = -.442, p = .000
Q11 It was really clear to me how my
performance was going

r = -.312, p = .006

Q19 I felt as though I had everything under
control

r = -.307, p = .007

Q7 Even if I work hard in
preparation for a
performance, I am likely
to make mistakes

Q2 Things just seemed to happen automatically r = -.322, p = .005
Q21 I was not concerned with how others might
be evaluating me

r = -.321, p = .005

Q22 I was not concerned with how I was
presenting myself

r = -.335, p = .003

Q26 The performance was extremely rewarding r = -.302, p = .008

Among factor three of MPA (Proximal somatic anxiety) and items of flow, there

were 10 significant negative correlations (Table 6).
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Table 6

Significant Negative Correlations between Items of Factor Three of MPA and Items of

Flow

Items of factor three of
the K-MPAI-R

(Proximal somatic
anxiety)

AFSS Items Pearson correlation
coefficient

Q36 Prior to, or during a
performance, I experience
shaking or trembling or
tremor

Q12 I had a good idea while I was performing
about how well I was doing

r = -.298, p = .009

Q24 I really enjoyed the performance r = -.305, p = .008

Q16 Prior to, or during a
performance, I feel sick
or faint or have a
churning in my stomach

Q24 I really enjoyed the performance r = -.352, p = .002
Q25 The performance left me feeling great r = -.315, p = .006

Q10 Prior to, or during a
performance, I get
feelings akin to panic

Q12 I had a good idea while I was performing
about how well I was doing

r = -.316, p = .006

Q24 I really enjoyed the performance r = -.366, p = .001
Q30 Prior to, or during a
performance, I have
increased muscle tension

Q9 I had total concentration r = -.308, p = .007
Q19 I felt as though I had everything under
control

r = -.297, p = .010

Q21 I was not concerned with how others might
be evaluating me

r = -.303, p = .008

Q12 Prior to, or during a
performance, I experience
dry mouth

Q11 It was really clear to me how my
performance was going

r = -.296, p = .010

Between factor four of MPA (Parental empathy) and items of flow, there was one

significant negative correlation (Table 7).

Table 7

Significant Negative Correlations between Items of Factor Four of MPA and Items of

Flow

Items of factor four of the
K-MPAI-R (Parental

empathy)

AFSS Items Pearson correlation
coefficient

Q33 My parents
encouraged me to try new
things

Q6 My goals were clearly defined r = -.397, p = .000
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For factor five of MPA (Memory) and items of flow, there were 5 significant

negative correlations (Table 8).

Table 8

Significant Negative Correlations between Items of Factor Five of MPA and Items of

Flow

Items of factor five of the
K-MPAI-R (Memory)

AFSS Items Pearson correlation
coefficient

Q35 When performing
without music, my
memory is reliable

Q8 It was no effort to keep my mind on what was
happening

r = -.369, p = .001

Q9 I had total concentration r = -.359, p = .002
Q24 I really enjoyed the performance r = -.355, p = .002

Q37 I am confident
playing from memory

Q8 It was no effort to keep my mind on what was
happening

r = -.318, p = .005

Q12 I had a good idea while I was performing
about how well I was doing

r = -.331, p = .004

Within factor six of MPA (Pre- and post-performance rumination) and items of

flow, there were 6 significant negative correlations (Table 9).

Table 9

Significant Negative Correlations between Items of Factor Six of MPA and Items of Flow

Among the factor seven of MPA (Generational transmission of anxiety) and items

of flow, there were 12 significant negative correlations (Table 10).

Items of factor six of the
K-MPAI-R (Pre- and
post-performance
rumination)

AFSS Items Pearson correlation
coefficient

Q32 After the
performance, I replay it in
my mind over and over

Q21 I was not concerned with how others might
be evaluating me

r = -.315, p = .006

Q22 I was not concerned with how I was
presenting myself

r = -.301, p = .009

Q34 I worry so much
before a performance, I
cannot sleep

Q11 It was really clear to me how my
performance was going

r = -.345, p = .002

Q12 I had a good idea while I was performing
about how well I was doing

r = -.366, p = .001

Q13 I was challenged, but I believe my skills will
allow me to meet that challenge

r = -.306, p = .008

Q15 I felt just the right amount of challenge r = -.302, p = .008
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Table 10

Significant Negative Correlations between Items of Factor Seven of MPA and Items of

Flow

Items of factor seven of
K-MPAI-R (General
transmission of anxiety)

AFSS items Pearson correlation
coefficient

Q29 One or both of my
parents were overly
anxious

Q21 I was not concerned with how others might
be evaluating me

r = -.319, p = .005

Q22 I was not concerned with how I was
presenting myself

r = -.363, p = .001

Q23 I was not worried about what others might
be thinking of me

r = -.323, p = .005

Q5 Excessive worrying is
a characteristic of my
family

Q2 Things just seemed to happen automatically r = -.344, p = .002
Q19 I felt as though I had everything under
control

r = -.308, p = .007

Q20 I felt that I had everything under control r = -.348, p = .002
Q27 As a child, I often
felt sad

Q4 I had a strong sense of what I wanted to
accomplish

r = -.342, p = .003

Q5 I knew what I want to achieve r = -.319, p = .005
Q6 My goals were clearly defined r = -.434, p = .000
Q11 It was really clear to me how my
performance was going

r = -.351, p = .002

Q25 The performance left me feeling great r = -.370. p = .001
Q26 The performance was extremely rewarding r = -.324, p = .005

For factor eight of MPA (Self/other scrutiny) and items of flow, there were 2

significant negative correlations (Table 11).

Table 11

Significant Negative Correlations between Items of Factor Eight of MPA and Items of

Flow

Items of factor eight of K-
MPAI-R (Self/other

scrutiny)
AFSS items Pearson correlation

coefficient
Q38 I am concerned about
being scrutinized by others

Q21 I was not concerned with how others might
be evaluating me

r = -.361, p = .001

Q22 I was not concerned with how I was
presenting myself

r = -.358, p = .002
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Among factor nine of MPA (Controllability) and items of flow, there were 7

significant negative correlations (Table 12).

Table 12

Significant Negative Correlations between Items of Factor Nine of MPA and Items of

Flow

Items of factor nine of K-
MPAI-R (Controllability)

AFSS items Pearson correlation
coefficient

Q1 I generally feel in
control of my life

Q4 I had a strong sense of what I wanted to
accomplish

r = -.319, p = .002

Q5 I knew what I want to achieve r = -.343, p = .003
Q6 My goals were clearly defined r = -.316, p = .006

Q11 I never know before a
concert whether I will
perform well

Q2 Things just seemed to happen automatically r = -.319, p = .005
Q11 It was really clear to me how my
performance was going

r = -.415, p = .000

Q12 I had a good idea while I was performing
about how well I was doing

r = -.505, p = .000

Q14 The challenge and my skills were at an
equally high level

r = -.336, p = .003

Among factor ten of MPA (Opportunity cost) and items of flow, there were 6

significant negative correlations (Table 13).

Table 13

Significant Negative Correlations between Items of Factor Ten of MPA and Items of

Flow

Items of factor ten of K-
MPAI-R (Opportunity

cost)
AFSS items Pearson correlation

coefficient
Q24 I give up worthwhile
performance opportunities
due to anxiety

Q5 I knew what I want to achieve r = -.344, p = .002
Q6 My goals were clearly defined r = -.341, p = .003
Q19 I felt as though I had everything under
control

r =-.435, p = .000

Q20 I felt that I had everything under control r = -.324, p = .005
Q24 I really enjoyed the performance r = -.377, p = .001
Q25 The performance left me feeling great r = -.328, p = .004

Among factor eleven of MPA (Trust) and items of flow, there was one significant

negative correlation (Table 14).
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Table 14

Significant Negative Correlations between Items of Factor Eleven of MPA and Items of

flow

Item of factor eleven of
K-MPAI-R (Trust)

AFSS item Pearson correlation
coefficient

Q8 I find it difficult to
depend on others

Q6 My goals were clearly defined r = -.303, p = .008

For factor twelve of MPA (Pervasive anxiety) and items of flow, there were 2

significant negative correlations (Table 15).

Table 15

Significant Negative Correlations between Items of Factor Twelve of MPA and Items of

Flow

Items of factor twelve of
K-MPAI-R (Pervasive

anxiety)
AFSS items Pearson correlation

coefficient
Q20 From early in my
music studies, I remember
being anxious about
performing

Q21 I was not concerned with how others might
be evaluating me

r =-.328, p = .004

Q22 I was not concerned with how I was
presenting myself

r =-.357, p = .002

Positive correlations were found in two pairs of items between the K-MPAI-R and

AFSS (Table 16). This result may be explained by considering that the more you trust

others, the more you will not be concerned with how you will present yourself, and the

clearer your goals are, the more you will remain committed to performing even though it

has caused you great anxiety.
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Table 16

Significant Positive Correlations between Items of MPA and Items of Flow

Factors of
MPA

Items of K-MPAI-R AFSS items Pearson correlation
coefficient

Factor 1
Depression/hop
elessness

Q2I find it easy to
trust others

Q22 I was not concerned with how I
was presenting myself

r = .321, p = .005

Factor 3
Proximal
somatic anxiety

Q40 I remain
committed to
performing even
though it causes me
great anxiety

Q6 My goals were clearly defined r =.373, p = .001

To summarize, Tables 4-15 reflect the negative correlations between MPA and

flow based on twelve MPA factors. Once music performers identify their own MPA

factors, they can find corresponding negative flow items to help to reduce their specific

MPA factor/factors.

Effects of Gender, Age, Education, Major, Performance Time, Performance Form,

and Performance Frequency on Flow and MPA

Pearson’s correlation tests (see Appendix E) showed no significant correlations

between gender and flow, age and flow, education and flow, major and flow, and

performance form and flow. Performance time and performance frequency were

positively correlated with five items of AFSS (Table 17), which indicated that the more

years participants had performed, the clearer their feedback was considered to be. Also,

the more performance, the better attention and controllability.
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Table 17

Significant Positive Correlations between Performance Time, Performance Frequency,

and Flow

Variables AFSS items Pearson correlation
coefficient

Performance time
(years)

Q11 It was really clear to me how my performance
was going

r = .300, p = .009

Q12 I had a good idea while I was performing
about how well I was doing

r = .371, p = .001

Performance
frequency

Q10 I had no difficulty concentrating r = .314, p = .006
Q19 I felt as though I had everything under control r = .315, p = .006
Q20I felt that I had everything under control r = .310, p = .007

Pearson’s correlation tests (see Appendix F) showed no significant correlations

between gender and MPA, age and MPA, major and MPA, and performance frequency

and MPA. Education level was positively correlated with two items of the K-MPAI-R,

which indicated that the more educated one was, the more likely the individual would be

to trust others, and the more often they felt sad as a child. Performance time and

performance form were negatively correlated with one item of the K-MPAI-R, indicating

that the more years the participants performed, the less they remembered being anxious

about performing. Also, music performers had the “dry mouth” symptom more frequently

in solo performance than in ensembles (Table 18).

Table 18

Significant Correlations between Educational Level, Performance Time, Performance

Form, and MPA

Variables Items of K-MPAI-R Pearson correlation coefficient
Educational level Q2 I find it easy to trust others r = .309, p = .007

Q27 As a child, I often felt sad r = .299, p = .009
Performance time
(years)

Q20 From early in my music studies, I
remember being anxious about performing

r = -.297, p = .010

Performance form
(solo/ensemble)

Q12 Prior to, or during a performance, I
experience dry mouth

r = -.298, p = .009
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Discussion

The purpose of this study was to explore the relationship between flow experience

and MPA. The research questions of this study addressed the relationships between flow

and MPA and the effects of various demographic variables on flow and MPA, as

measured by rating scale responses.

Canonical correlation tests between flow and MPA indicated that flow was not

generally associated with MPA, based on the probability value obtained. Possible

explanations for this lack of significance may include the small sample used in this study

(insufficient power) or that these scales do measure different constructs and their

association is not strong overall (Cohen, 1988). To explore this further, analyses were

utilized to ascertain whether there were components of these scales that could be used to

determine the relationship between flow and MPA.

Some of these additional exploratory tests did yield significant outcomes. The

canonical correlation test between flow dimensions and MPA factors indicated that four

dimensions of flow (clear goals, unambiguous feedback, autotelic experience, and sense

of control) may help performers to reduce MPA factors. These findings suggest that

setting clear goals may help performers reduce their depression, hopelessness, and

general transmissions of anxiety. Unambiguous feedback may help performers to reduce

their worry and dread and improve their controllability. Using autotelic experience

strategies, perhaps thinking positive thoughts about enjoying performing, may help

performers to reduce their proximal somatic anxiety. Working to develop a sense of

control may help performers to reduce their pre- and post-performance rumination.
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Pearson correlation tests showed that there were a total of eighty-eight negative

correlations between items of K-MPAI-R and items of AFSS (see Appendix D), which

supports the results of previous studies that reported that flow was negatively correlated

with MPA, and that facilitating flow may provide a powerful tool to reduce MPA (Cohen

& Bonder, 2018a; Fullager et al., 2013; Kirchner et al., 2008; Lamont, 2012; Wrigley &

Emerson, 2011). Items analyses indicated that items of four dimensions of flow (clear

goals, unambiguous feedback, autotelic experience, and loss of self-consciousness) were

most significantly and negatively correlated with MPA items. Three of these are the same

as the results of the canonical correlations. The different item, loss of self-consciousness,

seems related to the sense of control dimension found in the previous analysis, as both

address personal mind-sets regarding performance. Thus, using the items from these

dimensions can provide helpful strategies to reduce MPA.

For example, the more one enjoys the performance and feels great and rewarded

during music performance, the less feelings of panic may be experienced. Similarly, the

less performers are concerned with others’ evaluations, or how they are presenting

themselves and what others might be thinking of them, the less they will replay the music

in their mind over and over after the performance. Finally, the better the music

performers know how their performance is going and how well they are doing, the less

they will think about whether they will even get through the performance, and whether

they will perform well.

Specifically, the clear goals dimension of flow indicated that music performers

should have a strong sense of what they want to accomplish, they should know what they

want to achieve, and their goals should be clearly defined (Payne et al., 2011). Thus,
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music performers should have clear goals toward both learning and performance—

knowing what they want to learn from their study and what they want to express through

their music performance. If they establish challenging goals, such goals could be divided

into smaller goals, and they could work to achieve these smaller goals step by step. In

addition, performers may benefit by sharing their goals with their teachers and peers and

asking for suggestions and/or help.

The unambiguous feedback dimension of flow can help music performers reduce

MPA, indicating that music performers should strive to know how their performance is

going and have a good idea while they are performing about how well they are doing

(Payne et al., 2011). Thus, music performers should get immediate feedback before,

during, and after their own performance. This feedback may come from themselves and

others (teachers, audiences and peers). In their practice before the performance, they

should receive immediate feedback from themselves and teachers on their preparation for

performing and whether they are ready to perform music in public. During their

performance, they should know where they are in the music and be aware of feedback

from audiences’ responses.

The autotelic experience dimension of flow indicates that music performers can

help reduce MPA by learning how to enjoy the performance, feel good about it, and be

rewarded by it (Payne et al., 2011). One strategy might be for music performers to first

select their favorite pieces for performance. If they like the pieces, that may help them

enjoy their practice and performance. Autotelic experience may also be related to

performers’ motivation, therefore, music educators need to consider different ways of

fostering the motivation of their music students.
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Music performers may use strategies related to the loss of self-consciousness

dimension of flow to alleviate MPA, including not paying attention to how others might

be evaluating them, how they were presenting themselves, and what others might be

thinking of them (Payne et al., 2011). Thus, they may use focused attention strategies,

like meditation and mindfulness, to quiet their negative thoughts and focus their attention

on the music to reduce self-consciousness in their performance.

Assessing themselves based on the twelve factors of MPA may help music

performers identify their own MPA and find corresponding strategies from flow items to

reduce their anxiety. For example, the factor MQ18 (I am often concerned about a

negative reaction from the audience) was significantly correlated with FQ 23 (I was not

worried about what others might be thinking of me). Accordingly, we can use this

negative correlation to find some ways to reduce attention on negative reactions from the

audience, such as focused attention strategies on the performance itself.

Two positive correlations between items of the K-MPAI-R and the AFSS

indicated that the more people trust others, the less they will be concerned with how they

will present themselves. Also, clear goals can result in a performer remaining committed

to performing, even though it has caused great anxiety. Thus, music performers should

work to establish trust with others and generate clear performance goals, which can help

them focus their attention and keep them on their music track.

Gender, age, education level, major, and performance form were shown to have

no direct impact on flow experience, which is consistent with some previous research.

Bloom and Skutnick-Henley’s (2005) study showed that gender and age had no

correlation with flow proneness. Cohen and Bodner (2018a) found that there were no
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significant correlations between gender and flow. Wrigley and Emmerson (2011) found

that flow did not vary substantially according to instrument type, year level, or gender.

Gender, age, major, and performance frequency also had no direct impact on MPA. This

assertion is supported by van Kemenade and van Son’s (1995) findings that there was no

difference for MPA between women and men, but differs from the study of Wesner,

Noyes, and Davis (1990), who reported that women more frequently reported distress and

impairment due to performance anxiety than men. Also, these findings differ from the

results obtained by Zarza-Alzugaray, Orejudo, Casanova, and Aparicio-Moreno (2018),

who found a significant relationship between the age of musical training onset and the

individual’s currently perceived level of MPA.

Performance time and performance frequency were significantly positively

correlated with five items of three flow dimensions (unambiguous feedback,

concentration on task at hand, sense of control) indicating that more experienced

performers may get more unambiguous feedback and the better attention and

controllability from the performance. Although this finding differs from the results of

Bloom and Skutnick-Henley’s study (2005), which indicated that experience and

proficiency levels showed no direct impact on flow proneness, it is possible that

increasing practice and performing hours, and taking an active part in various

performances, may help music performers to facilitate their flow experience.

Education level was positively correlated with two items of the K-MPAI-R, which

indicated that the more educated one was, the more likely the individual would be to trust

others, and the more often they felt sad as a child, but the later finding has little practical

application. Performance time and performance form were negatively correlated with one
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item of the K-MPAI-R, indicating that more years of performing were associated with

less remembrance of being anxious about performing. Also, the participants reported

experiencing “dry mouth” symptoms more often with solo performance than in

ensembles. These results support those of Biasutti and Concina (2014), in that MPA can

be explained by experience and hours of practice per week, and the study of Li (2017),

who found that students in solo performance had a higher level of MPA than those in an

ensemble. Thus, music performers might be advised to perform as frequently as possible

and extend their practice time, especially for solo performances.

Limitations

A possible limitation of this study may have been using the two scales without

any revisions, which perhaps confused some participants and, at the same time, created

more difficulties for the researcher in analyzing the data. This was especially true in the

K-MPAI-R, where for some of the questions, the answer range was 0-6, while for some

other answers, the scale ranged from 6-0. However, explaining this to the participants and

analyzing the data carefully helped to solve this problem successfully. Researchers

should consider this potential problem in future quantitative studies.

The result of the first canonical correlation test between two sets of items of K-

MPAI-R and AFSS was not significant. This may be because of the small sample size

and the large number of independent and dependent variables. In order to arrive at

reliable estimates of canonical factor loadings (for interpretation), Stevens (1986)

recommends that there should be at least 20 times as many cases as variables in the

analysis, if one wants to interpret the most significant canonical root only. To arrive at

reliable estimates for two canonical roots, Barcikowski and Stevens (1975) recommend to
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include 40 to 60 times as many cases as variables. Thus, future studies should consider

these factors and increase sample numbers accordingly or select shortened scales for this

topic.

Conclusions

Given the inverse relationship found between many of the scale items

representing MPA and flow, it seems reasonable to conclude that participants may benefit

from using various aspects of flow to assist them in reducing MPA. A first step may be

understanding the factor/factors leading to an individual’s MPA and then developing

corresponding methods to address those factors. The more strategies that are available to

assist musicians who suffer from MPA, the greater the chance that individual might find

strategies that work for them in providing relief from the detrimental effects of music

performance anxiety may cause. Hopefully, this will assist the performers by making

preparation for performing, as well as the performance itself, a more enjoyable and

rewarding musical experience.
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CHAPTER FOUR

Facilitating Flow and Alleviating Music Performance Anxiety

Flow is “a state of deep absorption in an activity that is intrinsically enjoyable, as

when artists or athletes are focused on their play or performance” (Csikszentmihalyi,

2014, p.477). Being “in flow” is the way that someone describe the subjective experience

of engaging just-manageable by tackling a series of goals, continuously processing

feedback about progress, and adjusting action based on this feedback (Nakamura &

Csikszentmihalyi, 2014, p. 90). Such optimal experiences have been reported in a wide

variety of domains, including leisure (Csikszentmihalyi & Csikszentmihalyi, 1988),

sports (Jackson & Marsh, 1996), work activities (Demerouti, 2006), and music listening

(Diaz, 2011), composition (MacDonald, Byrne, & Carlton, 2006) and music performance

(O'Neill, 1999).

Music performance anxiety (MPA) has been defined as “a constant, continuously

distressful feeling that may impair performance in a public context and affect an

individual’s musical aptitude training and overall level of performance” (Valentine, 2002,

p. 167). The incidence of MPA in different fields is quite high (Studer, Gomez,

Hildebrandt, Arial, & Danuser, 2011) and MPA has been reported to have a negative

impact on musicians’ and students’ well-being and health (Owen, 2009; Steptoe, 2001).

Authors of several studies have suggested that generating a flow state could be one

effective way to reduce performance anxiety (Allison & Duncan, 1988; Cohen & Bodner,

2018a; Cohen & Bodner, 2018b; Fullagar, Knight, & Sovern, 2013; Kirchner, Bloom, &

Skutnick-Henley, 2008), but specific strategies were not provided.

Accordingly, the current study is focused on the experiences of flow and MPA.
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My goal was to provide a specific theoretical framework for facilitating flow and

reducing MPA. Thus, the following research questions guided my exploration: What is

the relationship between flow and MPA experiences? How can we use flow to reduce

MPA?

Flow

Csikszentmihalyi has identified nine dimensions and three conditions of flow

(Csikszentmihalyi, 1994), including challenge-skill balance, action-awareness merging,

clear goals, unambiguous feedback, concentration on the task at hand, sense of control,

loss of self-consciousness, autotelic experience, and time transformation. The three

conditions for achieving flow include: 1) the challenge/skill balance; 2) clear goals; and,

3) immediate feedback (Nakamura & Csikszentmihalyi, 2002).

Several additional factors have been identified as facilitators of flow.

Csikszentmihalyi (2017) provides two detailed strategies for attaining flow more

frequently: providing “space” in one’s psyche (keeping an open mind, meditation, putting

the mind at rest), and internal representations (mental visualizations and self-suggestion).

Additional facilitators of flow include an autotelic personality and autotelic families

(Nakamura & Csikszentmihalyi, 2014). Autotelic personality means a person who tends

to enjoy life or “generally does things for their own sake, rather than in order to achieve

some later external goal” (Csikszentmihalyi, 1997, p. 117). Autotelic family means a

complex family environment that simultaneously provides support and challenge.

Students from complex families spend significantly more time in high-challenge, high-

skill situations and less time in low-challenge, low-skill situations than did the students

from other types of families (e.g., ones that provided support or challenge alone)
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(Nakamura & Csikszentmihalyi, 2014, p. 99). In sports, specific factors identified as

influencing flow include: focus, preparation, motivation, arousal, thoughts and emotions,

confidence, environmental and situational conditions, feedback, performance, and team

play and interaction (Swann, Keegan, Piggott, & Crust, 2012, p. 813). Accordingly, flow

facilitators include appropriate focus, effective preparation, optimal motivation, optimal

arousal, positive thoughts and emotions, high levels of confidence, optimal

environmental and situational conditions, positive feedback, starting well, and positive

team play and interaction (Jackson, 1992; Jackson, 1995).

Barriers to achieving flow are found in both physical and psychological aspects.

Physical barriers include time, money, commitment/responsibility, and

illness/disease/health problems. Psychological barriers include feeling of inadequacy, fear

of others, fear of failure, comparison, and negative beliefs (Flow State Philosophy, 2017).

Moreover, two impediments of flow that concern the subjective construction of

experience include preference for relaxation and attitudes towards work and play

(Nakamura & Csikszentmihalyi, 2014).

Music Performance Anxiety (MPA)

In music performance, one experience contrary to flow is music performance

anxiety (MPA). MPA is defined as “the experience of persisting, distressful apprehension

about, and/or actual impairment of, performance skills in a public context, to a degree

unwarranted given the individual’s musical aptitude, training, and level of preparation”

(Salmon, 1990, p. 3). The incidence of MPA in different fields is quite high and MPA can

negatively affect musicians at any stage of their career (Cohen & Bodner, 2018a).
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Factors found in previous studies that influenced MPA were either internal or

external. Internal attributions include genetics (Kenny, 2006), neuroticism and negative

self-statements (Steptoe & Helen, 1987), gender and extroversion (Andrew et al., 1995),

individual differences and personality factors (Hallam, 2002), metacognitive skills, age,

expectancy and achievement attributions (Papageorgi, Hallam, & Welch, 2007), self-

efficacy (Topoglu, 2014), and perfectionistic tendencies (Kenny, 2006; Mor, Day, and

Flett, 1995). External attributions include life history, previous experiences (Kenny,

2006), family and peers (Hallam, 2002), musical training, occupational stress, preparation,

learning approach, pedagogy, task difficulty, audience, performance conditions,

conductors (Ryan & Andrews, 2009), performing experience (Osborne, Kenny, &

Holsomback, 2005), and the situation (Harris, 1986; Michiko, Kazutoshi, Takayuki, &

Tatsuyuki, 2009; Papageorgi et al., 2007; Salmon, Schrodt, & Wright, 1989).

There are three main kinds of approaches to relieve MPA: behavioral,

psychological, and cognitive. Behavioral approaches include progressive muscle

relaxation (Grishman, 1989; Kim, 2008; Lehrer, 1987; Mansberger, 1988), insight

relaxation and systematic desensitization techniques (Wardle, 1969), awareness and

breathing techniques (Deen, 1999; Robertson & Eisensmith, 2010), pre-performance

routines, anxiety hierarchy, supportive lifestyle habits (Parncutt & McPherson, 2002),

some aspects of the Feldenkrais and Alexander methods, drugs, yoga, and Tai Chi

(Lehrer, 1987). Psychological approaches mainly include self-hypnosis (Lehrer, 1987),

imagery treatment (Kim, 2008), and exposure therapy (Garner, 2014; Spahn, 2011).

Cognitive approaches include attention training, e.g., “Stress Inoculation Training” (SIT),

which refers to a set of procedures to help people under stress become aware of the
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source of the stress, develop effective coping skills, and put these skills into daily practice

(Salmon & Meyer, 1992); behavior rehearsal, viewing anxiety as positive (Hanton &

Jones, 1999; Meichenbaum, 1985; Roland, 1992), positive self-talk (Seligman, 1995),

mental rehearsal and imagery (Murphy & Jowdy, 1992; Roland, 1992), and goal setting

(Burton, 1992).

However, there are few well-conducted studies that have assessed the

effectiveness of these treatments (Fullagar et al., 2013). Kenny (2005) reviewed the

treatments of MPA and concluded that “the literature on treatment approaches for MPA

is fragmented, inconsistent, and methodologically weak” (p. 206). Accordingly, several

studies suggest that generating a flow state is one effective way to reduce MPA (Allison

& Duncan, 1988; Cohen & Bodner, 2018a; Cohen & Bodner, 2018b; Fullagar et al., 2013;

Kirchner et al., 2008).

Relationship between Flow and MPA

A few researchers have studied the relationship between flow and MPA and

indicated that the two are negatively correlated and that fostering techniques for

facilitating flow may provide a useful tool for helping to reduce MPA and facilitate

optimal performance (Allison & Duncan, 1988; Cohen & Bodner, 2018a; Cohen &

Bodner, 2018b; Fullagar et al., 2013; Kirchner et al., 2008). However, these studies failed

to provide specific strategies on how to facilitate flow to reduce MPA.

Four videos on YouTube provide some strategies on using flow to reduce MPA.

Manvelyan (2018) provides an online course that includes three ways to reach the state of

flow and overcome stage fright: control negative thoughts and the body’s stress response,

be confident and motivated, and focus. Anderson’s video (2013a) provides two ways for



59

musicians to reduce performance anxiety that comprise visualization and breathing

techniques. Her second video (Anderson, 2013b) contains two additional ways:

controlling tempo practice and knowing a piece very well. Gudde’s TED talk (2014)

provides strategies of how a performer can relax in music performance using flow power,

listening, closing eyes, using relaxing tempos, and quieting thoughts.

The purpose of this study was to contribute to the literature regarding the

relationships between flow and MPA and provide a theoretical framework on facilitating

flow and reducing MPA. I sought to confirm the relationship between them, and provide

a theoretical framework on facilitating flow to alleviate or overcome MPA.

Method

A grounded theory approach (Strauss & Corbin, 1998) was selected because of

the lack of knowledge regarding the relationship between flow, MPA, and strategies on

facilitating flow to reduce MPA. This approach was also used to develop a theoretical

framework for facilitating flow and reducing MPA.

Participants

Purposeful sampling methods (Creswell, 2013) were used in this study, primarily

criterion sampling. Criterion sampling refers to choosing samples that meet some pre-

specified criterion (Harley et al., 2009). Criteria for this study’s participants were

graduate music students having sufficient music performance experience (defined as

performing music for more than 20 years) and familiarity with the topic based on

completion of a two music education courses where material on both flow and MPA were

presented. Accordingly, I emailed ten class members of which seven graduate music

education students responded and participated in this study. Six were Ph.D. candidates in
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music education, and one was a master’s student who had recently finished her studies

and now is an elementary music teacher. They all had taken the courses “Psychology of

Music Instruction and Performance” and “Current Issues in Music Education” during

their degree study, in which flow and MPA were covered systematically. Participants

stated their music performance media, when they began their study, and what type of

performance experience they had, as shown in Table 19.

Table 19

Participants

Name* Gender Performance Media Starting Age Performance
Experiences

Rebecca Female Piano From five years
old

Informal
performance until
high school

David Male Piano When he was just
a child

Informal
performance until
college

Joe Male Vocal From young Performed a lot at
church, school,
singing festivals

Andrea Female Piano From ten years old Informal
performance until
college

Maggie Female Piano and French Horn From six years old Many performance
opportunities

Jennifer Female Vocal and Piano From seven years
old

Mainly performed
in church

Victoria Female Pipa From five years
old

Informal
performance until
college, ensemble
every Monday in
college

*Note: All names are pseudonyms.

Data Collection

Data were collected by in-depth interviews. Before the interviews began, the

purpose of the study was explained to the participants. They signed an informed consent

form in which they were notified that they would not suffer any ill effects from this

research, their participation was voluntary, they could say “no” to any question they did
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not feel comfortable answering, and finally, they could stop the interview at any time, in

accordance with IRB approval of the study (see Appendix A).

The questions asked in the interviews referenced participants’ music study

background, MPA experience, flow experience, the relationship between flow and MPA,

whether and how flow can be used to reduce MPA, and feedback on this research project.

Six interviews were completed in person, and one interview was completed through e-

mail. A digital recording was used for transcriptions in six of the interviews, with the

permission of participants, and the e-mail was used as the written transcript for the

participant responding in that format. After transcribing the recordings, transcripts of

interviews were shared individually with the seven participants through e-mail with a

request for feedback and clarification in order to enhance the trustworthiness of the data

(Creswell & Miller, 2000).

Data Analysis

The basic principles of grounded theory data analysis (Strauss & Corbin, 1998)

guided this study. Microanalysis was used for all interviews to ensure that no important

ideas were overlooked. The process of coding included categories, key points, and

themes. The categories derived from the interview data include: learning background,

MPA experience, flow experience, relationship between flow and MPA, strategies on

using flow to reduce MPA, and feedback. Finally, a theoretical framework, the final

product of the study, explains the central themes of the data.

Reliability and Credibility

“Reliability can be enhanced if the researcher obtains detailed field notes by

employing a good quality recorder and by transcribing the recording to a written format”
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(Creswell, 2013, p. 253). Accordingly, a digital recording pen was used for recording

interviews and generating material for transcribing. Recording tests were performed

before all interviews to ensure that the recording pen worked properly. After the

interviews, I listened to the recordings repeatedly to ensure the reliability of the

transcripts.

Member checking was also used to enhance the credibility of the data in this study.

In member checking, the researcher solicits participants’ views on the credibility of the

findings and interpretations (Erlandson et al., 1993). This technique is considered by

Guba and Lincoln (2005) to be “the most critical technique for establishing credibility” (p.

314), this approach involves taking data, analyses, interpretations, and conclusions back

to the participants so they can judge the accuracy and credibility of the account (Creswell,

2013, p. 252). Thus, interviewees were invited to provide feedback on interview

questions and to offer personal suggestions for this study. They also were invited to

check the transcripts of their corresponding interviews and provide suggestions on coding

results through an e-mail inquiry after interviews were completed. Lastly, after study

completion, participants were invited to read the findings and interpretations of this

inquiry and provide their suggestions. Because the participants were all well informed

advanced graduate students, their feedback also served in the role of peer debriefing.

Findings and Discussion

The findings will be presented in six sections. The transcripts of interviews were

divided into five categories: 1) the learning background of participants, 2) the experience

of MPA, 3) the experience of flow, 4) the relationship between flow and MPA, 5)

strategies on using flow to reduce MPA, and 6) feedback on this study.
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The Learning Background

The participants in this study began to learn music from 5 to 10 years of age and

performed in four types of places: church, school, festivals, and competitions.

Participants included three piano majors, one voice major, one voice major and piano

minor, one piano major and French horn minor, and one pipa major (Chinese stringed

instrument). Performances during their childhood were primarily informal until high

school or college.

The Experiences of MPA

The MPA experiences of participants were characterized by levels, causes,

strategies, and effects.

Level. Participants had different levels of MPA, but none reached a level of

“fear” that was debilitating. Rebecca and Andrea described similar anxiety experiences,

which were the most negative MPA experiences of those interviewed. Rebecca reported

that:

Growing up I didn’t have a lot of anxiety, but once I got into college and played
more serious, confusing, and complex music definitely I had some anxiety. I don’t
have some specific experience where I was like super nervous, but usually I was
generally nervous and kind of just worked through it in the performance. But there
was one time when I was playing in a student recital and my memory just
completely left me, like right before starting to play. It was just gone, so that was
probably the worst anxiety moment I ever had.

Andrea stated:

I had serious anxiety in most of my performances, but they didn’t interrupt
my performance except during one rehearsal. In the rehearsal, I was too
nervous to remember my score, I couldn’t find the key of my score, and I
replayed and repeated until I couldn’t remember anything of it, and finally,
I gave up on that rehearsal. But it was a good thing for my performance
later because, after that, I tried to prepare myself as much as possible to
overcome my anxiety of performance, and I have never given up in any
performance after that.
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Causes. Participants had different anxiety levels because of different

causes. For David, the better sense of performance cues, the less anxiety he had,

and the more responses from the audience, the less anxiety he had. Jennifer

explained that when music was difficult for her, and when she played music in

front of people she didn’t know, she started having anxiety. Also, memorization

was another cause of her MPA. Rebecca reported that if she had a lot of time to

prepare or if she had a relaxing day, she would be less nervous. For Victoria,

external pressure led to her MPA, including competitors and interviews. She also

had higher anxiety in solo performance than in ensembles. Andrea thought that the

causes of her MPA were poor concentration, poor practice and high expectation of

herself. Maggie was most nervous in her hour-and-a-half long diploma recital with

challenging material, and she thought her MPA mostly came from her family, who

all had a strong background in music. In the case of Joe, anxiety mainly came from

“the desire to do well,” “labels”, and “high expectations.” Thus, attribution of

their MPA included internal (memory, preparation, poor concentration, high

expectation, and not enough practice) and external (difficulty of the piece, family

approval, combination of things, audiences, environment, labels, competitors, and

interviewers).

Strategies. Participants had individual strategies for overcoming their MPA, and

their strategies could be divided into three kinds: behavioral (good preparation,

segmented practice, playing long warm ups, breathing exercises, slowing their pace,

talking with others before performance, and relaxing themselves), psychological

(performance cues, meditation, mindfulness, confidence, recalling the piece before the
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performance), and cognitive (memory strategies, collecting yourself) strategies. For

example, David described his practice strategy and performance strategy separately,

explaining:

For memorization, I use a segmented strategy. On piano, I learn one hand at a time:
right hand first for a little ways, then the left hand, and then put them together.
Then I play the music over and over and go right hand only, then left hand only,
and together until I can play the music absolutely perfectly without thinking about
it. Then I go on to the next four measures, right hand only, left hand only, right
hand only, left hand only, and then put them together. That’s how I do it, with the
segmented strategy, and one hand at a time.

For a live performance, the main thing is to feel good inside and to feel confident
about your ability to perform. You have to feel good about yourself. You can’t go
out there feeling like you will not be performing well. You have to think positively.
That’s my performance strategy. Another thing you need to do is collect yourself.
Slow down and relax. Don’t rush things. Maintain a real positive attitude, relax,
and don’t rush the performance. If you rush, music performance goes too fast. You
have to slow down and take it easy.

Effects. Four participants thought MPA was positive to their performance.

The reasons provided were “how much I practice is related to how nervous I get,

“I love performing,” “MPA helped me focus,” and “if somebody taught you some

strategies to overcome MPA, then you will feel more confident to fix it.” Andrea

thought MPA was negative for her performance. She said she doesn’t like MPA at

all, that it’s the biggest obstacle to her music performance. David thought that

MPA was positive in practice but was negative in formal performance. Victoria

thought that MPA was neither positive nor negative for her music performance

because it is just a normal psychological and physical reaction.

The Experiences of Flow

The flow experiences of participants were characterized by levels, causes,

and effects.
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Level and causes. Participants all experienced flow at different levels

because of different situations. For example, Rebecca experienced flow in longer

performances, David experienced flow when he thought about his technique and

the artistic expression in his performing, Andrea experienced flow mostly in

practice with a favorite piece, and Victoria experienced flow in the middle or end

of her performances.

Effects. As a whole, participants had consistent and positive opinions on

the effects of flow in music. For example, Joe stated,

Extremely positive. It’s like a good workout. I’m very tired afterwards, but in a
good way. Those moments have garnered more praise from those listening than
normal because they have seen me give myself completely over to the music and
experience.

David claimed that,

Flow is the ultimate goal in a performance. You are able to create an artistic
interpretation of the music when you are in the “flow.” You can shape the music
and create an artistic expression if you want. You can be a creative and artistic
musician. It allows you to be artistic.

The Relationship between Flow and MPA

After sharing their flow and MPA experiences, participants were asked a question

on the relationship between flow and MPA. Overall, the participants in this study thought

that the relationship between flow and MPA was negative, which means that if a

performer is really anxious, it’s harder to experience flow, and, if the performer is in the

flow, there is no anxiety. But Rebecca also stated that if someone is just normally anxious,

it’s a pretty typical experience, then, after getting over that, the person can experience

flow too. David expressed a different perspective, however:
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I think flow and anxiety are like yin and yang. You can’t have one without the
other. They are connected like night and day. You need both, I guess, but not too
much anxiety. Too much can be debilitating. A little anxiety can encourage you to
practice when you don’t want to and that’s it. When you get on stage you
shouldn’t feel any anxiety unless you’re getting off track. You should be feeling
confident and happy about performing and anticipating a “flow” experience where
you are free to create an artistic experience for your audience to enjoy. You
shouldn’t feel anxiety on stage.

The nine components of flow (MAA = merging actions and awareness; CG =

clear goals; CO = concentration on task at hand; UF = unambiguous feedback; CS =

challenge/skill balance; TT= transformation of time; CN = sense of control; SC = loss of

self-consciousness; AE = autotelic experience) were provided for participants to consider

whether they related to flow and MPA and to also apply these components in their

deliberation about the relationship between flow and MPA. Five participants believed

that all of these components could lead to flow and lower anxiety. Rebecca thought that

“sense of control” and “transformation of time” were definitely related to anxiety—if she

has gets over the anxiousness and enter into the flow, time seems to pass much faster than

normal and she feels more in control. Victoria thought that if goals were too demanding,

it might increase anxiety.

Csikszentmihalyi's flow model (Csikszentmihalyi, 1997) was used in interviews

to help participants think about the relationship between flow and MPA based on the

challenge/skill balance (CSB) (see Figure 10).
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Figure 10. Mental state in terms of challenge level and skill level, according

to Csikszentmihalyi's flow model (Csikszentmihalyi, 1997, p. 31)

Participants all agreed with this model, which depicted the CSB. Two participants

gave different thoughts on portions of this model. Rebecca thought that anxiety should

include medium or high skill levels. She thought it was still possible to be anxious with a

high level of skill. Victoria expressed that when you have high skill but the task is not

very challenging, you can still experience flow.

Strategies on Using Flow to Alleviate MPA

The next question posed was about strategies on using flow to alleviate MPA.

Rebecca thought that making flow as a goal and teaching herself to get into flow could

help to overcome anxiety.

I think kind of making flow as a goal can help you overcome anxiety. I am not
sure, how you would do that, how you would teach yourself to experience flow.
When I experience it, it’s kind of just automatic. It happens sometimes, it doesn’t
happen other times. But I think if I could teach myself to get in the flow more
often, I think I would be less anxious.

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi
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David proposed that musicians can use flow in practice as a signal of readiness to

perform in public.

I think that when you know you are ready to perform in public, when you know
you can just walk into a practice room and play your music, and detach yourself
and think freely, and shape the music, I think you’re in the flow and you know you
are ready to perform. So, you can use “flow” in practice as a signal that you are
ready to perform in public. Anxiety should naturally go away when you play in
“flow.”

Joe thought that by examining the steps to flow, perhaps some performers would

achieve this state more often, but that would take specific strategies of overcoming

MPA—just knowing about flow won’t help. Andrea thought that music education

coursework should cover these two concepts and provide specific steps for facilitating

flow and reducing MPA. Maggie discussed her perspectives as a performer and teacher:

I think the first thing we should know is what causes music performance anxiety
and assess it individually. And then figure out what we can do to manage those
anxieties and then possibly try to set up a flow experience. So, for me, the breath,
meditation, could help, just focus on the task at hand, quiet the voice like “don’t
forget the measure”, I think you are allowing yourself those flow opportunities.

I think it is tough to describe how to introduce flow to our students but we can
describe the steps you can take to set yourself up to this experience, make students
prepare for the performance. So, I think the first step is letting your students know
it’s possible from there to go further. Like I said, make sure your students prepare
and prepare correct ways. Maybe we identify anxiety earlier, teaching them and
showing performance with that.

Jennifer thought that teachers need to figure out strategies on teaching someone to

know flow; teachers give strategies for memory, for example, and some strategies may be

helpful for somebody to understand flow theory and know if they are reaching these

components. Victoria thought that the prerequisite to experiencing flow is that the

performer should have enough skills before going on the stage. She thought that the CSB

is important for experiencing flow and reducing MPA.
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Feedback

The last question of the interview was “Do you think these questions are related to

my research topic? Do you have any suggestions on this study?” All participants thought

that all interview questions were related to this study topic, and four participants gave

valuable suggestions for this study. David and Joe suggested explaining the concepts of

flow and MPA before doing the interview for other interviewees, which was applied in

later interviews. Andrea suggested using more ways to collect data, like mixed methods,

to support this study. Maggie suggested inviting a variety of students as participants to

match the variety of music majors in this study.

Theoretical Framework

Combining the causes of MPA, strategies to overcome MPA, causes of flow, the

relationship between flow and MPA, and the strategies for using flow to reduce MPA, a

framework of three themes for facilitating flow and reducing MPA appeared from the

data that was consistent with the related research literature. These themes consisted of

preparation of performers, modeling by teachers, and construction of flow experience

(Figure 11).
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Figure 11. Theoretical framework: facilitating flow and reducing MPA

Preparation of performers

The first theme of the framework is the preparation of performers. Based on

Question 5 data from the interviews, performers need a good preparation before

performing to facilitate flow and reduce MPA. Preparation includes challenge/skill

balance (CSB), deep learning of flow and MPA, identifying individual MPA, and

examining steps of flow.

Challenge/skill balance (CSB). Both flow and MPA were associated with CSB

(Fullagar et al., 2013). Music that is too difficult will leave a musician nervous and a

piece that is too easy will lead to boredom (Jackson & Csikszentmihalyi, 1999). In

Csikszentmihalyi’s flow model, the “flow” part illustrates CSB, and “anxiety” describes

the feeling one tends to have when challenges are perceived to be higher than one’s skill.

All participants agreed with this model in the interviews. For example, David said,
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If the music is very challenging, I am going to feel anxiety. The anxiety usually
goes away the more I practice. The more practice, and the better I practice, the less
anxiety I have. I am not going to play something in public anyway if I am not able
to, so my skill level should match the music.

Jennifer stated that if you don’t have the skills to do something, you will have anxiety,

and if you have something really hard, you will not go into flow. Victoria thought that the

prerequisite for achieving flow is that the performer should have sufficient skills before

going on stage. Thus, it seems appropriate to keep CSB as the first component for music

performers to achieve flow and reduce MPA.

Deep learning of flow and MPA. Even though all participants took psychology

and music education classes that covered flow and MPA, some of them asked for more

explanation on these two concepts during interviews, and some needed more knowledge

to understand flow theory. Joe said that if random people were asked about this, they

probably wouldn’t know what flow theory was, so they wouldn’t understand how to

relate flow and MPA. As mentioned previously, David gave a suggestion to explain the

concepts of flow and MPA before doing the interviews for future interviewees. Maggie

said that she didn’t know about the concept of flow until taking a music education class

in her doctoral program of study. Jennifer said she was “kind of familiar with flow, but

not really.” Thus, educating music performers about flow and MPA seems important. The

flow concept needs to be learned in depth to assist in reducing MPA.

Music educators should not only cover flow and MPA concepts but also examine

the strategies on facilitating flow and reducing MPA. Andrea thought that music

education coursework should cover flow and MPA concepts, especially the specific steps

on facilitating and achieving flow. Jennifer said that music teachers need to figure out

strategies for teaching someone to understand flow, including strategies for memory and
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for understanding the nine components of flow and whether they are reaching them.

Identifying individual MPA. Participants in this study had different levels,

causes, and strategies for overcoming MPA. For MPA levels, some had general

nervousness, like Rebecca, and some had serious nervousness, like Andrea. The main

causes of their MPA included a combination of things. If it’s a really busy day, Rebecca

is not able to think about performing; she will be less nervous if she has had a relaxing

day. Other responses included audience and environment (David), desire to do well (Joe),

high expectation and less practice (Andrea), family approval (Maggie), memory

(Jennifer), and external pressure (Victoria). Their individual strategies on reducing MPA

were also different. For example, Rebecca used the playing of long warm-ups, David

used a segmented memory strategy, Joe used relaxation methods, like deep breathing, and

Andrea used adequate practice time. Thus, identifying individual MPA is important for

performers to reduce their own MPA.

Maggie thought that the first thing we should know is what causes MPA, assess it

individually, and then, figure out what can be done to manage those anxieties and set up a

flow experience. Identifying an individual’s MPA includes a cause analysis, an

assessment of MPA, and strategies on managing those specific types of anxieties.

Examining steps of flow. In the interviews, Joe and Andrea discussed that

examining the specific steps of flow is a good way to begin using flow to reduce their

MPA. However, flow facilitators have primarily been studied in the field of sports, not

music (Nakamura & Csikszentmihalyi, 2014; Jackson, 1992; Swann et al., 2012).

Interestingly, though, Sinnamon, Moran, and O’Connell (2012) found that the way in

which flow was experienced in the music conservatory did not differ from the experience
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of flow in sports. Thus, in future studies, it may be productive to test the effects of

facilitators of flow in sports as transferred to music performance. These effects include

appropriate focus, effective preparation, optimal motivation, optimal arousal, positive

thoughts and emotions, confidence, optimal environmental and situational conditions,

positive feedback, starting well, and positive team play and interaction (Jackson, 1992;

Jackson, 1995). Such studies may provide specific steps to achieve flow in music

performance.

Modeling by Teachers

The second theme of the framework on facilitating flow and reducing MPA is

modeling by teachers, which includes providing teaching and performance models and

sharing memory strategies. This theme supports Bakker’s (2005) study, which indicated

that flow may cross over from teachers to their students.

Teaching and performing model.Maggie thought that music teachers could

describe the steps students can take to set themselves up for a flow experience. She

described the first step as letting students know it is possible to experience flow and make

sure students prepare and prepare in correct ways. Then, modeling and demonstrating

performance is another key component. As noted previously, Rebecca said that if she can

teach herself to get in the flow more often, she thought she would be less anxious, but she

didn’t know how to do that.

Teachers need to teach and to model performing music in ways that reflect the

specific steps of flow experience. The implication for music teachers is that they should

not only teach knowledge of flow and MPA, but also demonstrate to students what flow

and MPA experiences look like, especially using flow to decrease MPA. The implication
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for music learners is that they should not only learn from teachers’ teaching but also learn

from their performance modeling.

Memory strategies. Teachers provide students with memory strategies that can

help them facilitate flow and reduce MPA. Rebecca and Jennifer attributed their MPA to

memorization. The main method for Jennifer to overcome her MPA was using memory

strategies taught by her teacher. She explained,

My piano professor helped me to really process my feelings and we always had
the opportunity to practice on the stage that we were going to be performing on.
So, I have more anxiety for solo piano than for singing in a group or singing in a
church. With more experience, my anxiety has been alleviated, but with piano, she
really helped me memorize music in different ways. So, I would look at the
section, I would read through the piece of music just visually and to be able to
recognize different sections of the music. So, I would have the music in my head
visually to look at. She would have me like skip ahead and play one section, then
go back to the beginning, just like I’m pointing different places. I got to play on
the piano that I was performing on, so just a lot of memory strategies helped me a
lot to feel confident.

Similarly, David used segmented memory strategy to overcome his MPA.

Based on individual differences, music teachers should provide multiple memory

strategies for students to practice and find the most effective one for themselves. Mishra

(2011) invested the effectiveness of four memorization strategies: holistic, segmented,

serial, and additive, and found that the holistic strategy was significantly more efficient

than the segmented and serial strategies. But, for David and Jennifer, a segmented

strategy worked best for them, so when teachers teach or select memory strategies for

students, they need to base these strategies on the students’ practice preferences and

individual differences.

Construction of Flow Experience

The third theme of the framework to facilitate flow and reduce MPA is the
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construction of a flow experience. The first step in the construction of a flow experience

is setting flow as a goal and the second step is experiencing a flow cycle that includes

deliberate practice, self-relaxation, focused attention, and immediate feedback.

Setting flow as a goal. Previous researchers have indicated that flow and MPA

are antithetical experiences, such that “when flow was highest, performance anxiety was

lowest and vice versa” (Fullagar et al., 2013, p. 236). Also, participants in this study all

thought that flow and MPA have a negative relationship; when they experienced flow,

they had low anxiety or no anxiety. Rebecca said that using flow as a goal can help to

overcome MPA—if she could teach herself to get in flow more often, she would be less

anxious. David thought flow is the ultimate goal in a music performance. Thus, setting

flow as a goal is the first step in constructing a flow experience.

Experiencing a flow cycle. Flow experiences don’t happen all the time. Most

participants experienced flow sometimes, although Maggie just experienced flow once,

and only David experienced flow very often. Therefore, factors and conditions for

occurrence of flow are worthy of analysis and study. Based on the causes and strategies

to overcome MPA, causes of participants’ flow experiences and strategies on using flow

to reduce MPA, the flow cycle includes four parts: deliberate practice, self-relaxation,

focused attention, and immediate feedback.

Flow cycle begins with the deliberate practice. Based on the interview with David

who experienced flow very often, the factors that led to his flow experience are the

abilities to eliminate anxiety and engage in segmented learning during his deliberate

practice rehearsals. He used performance cues and flow signal in his deliberate practice.
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He discussed a technique called “performance cue” that a musician can use when

learning a piece of music:

For example, if you are going to perform a three - movement sonata from memory
that lasts 20 or 25 minutes, you need to establish weigh points along the way. The
cues act as weigh points and help keep you on track: where you are, where you’ve
been, and where you’re going. If you use the cues, you won’t lose your place.
They keep you on track. The better my sense of performance cues, the more
confident I am, and the less anxiety I have. So, it’s fair to say that good
performance cues minimize performance anxiety.

Another aspect of David’s deliberate practice is using flow as a signal that you are

ready to perform in public, as noted previously.

The second part of the flow cycle is self-relaxation. Self-relaxation was used by

most participants for overcoming their MPA or facilitating their flow experience, even

though they used different individual methods to relax themselves. Rebecca used self-talk

for relaxation. She thought that the factors that led her to a flow experience were relaxing,

getting herself to the stage or wherever she was playing, just being able to tell herself

“OK, I am already here. I am already playing. I got over that anxious moment. Now I am

relaxed.” David used slowing down and relaxation to collect himself during music

performance and he suggested not to rush things, because if he rushes, the performance

goes too fast. Thus, his relaxation strategy is to slow down and take it easy. Joe used

taking slow and deep breaths to overcome his MPA. Andrea used some body exercises to

relax herself, like deep breathing, stretching her arms and legs, and shoulder exercises.

She said she experienced flow more often in her practice than in formal performance

because she felt more relaxed in the practice room than in the formal performance

environment. Maggie used breathing strategies, too, but she mainly used focused

attention, to be discussed in the next section. Victoria used talking to others before her
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performance to relax herself. Accordingly, music performers can use their own relaxation

preferences to relax themselves before music performance. Both physical and

psychological methods may facilitate flow and reduce MPA.

The third part of the flow cycle is focused attention. “Concentration on task at

hand” is one of the nine components of flow (Csikszentmihalyi, 1990). All participants

thought that if performers had “concentration on task at hand,” it would be easier to get

into a flow state and reduce anxiety. This factor led to Jennifer’s flow experience during

high levels of intense focus. Joe focused his mind on having fun or on the “bigger”

picture of why he is performing to reduce MPA. Maggie allowed herself flow

opportunities though meditation, mindfulness, focus on the task at hand, and silencing her

internal voice. An inhibitor of focused attention is negative thoughts, so David thought

that the main thing for a live performance is the performer’s attitude. Another strategy of

David’s to overcome negative thoughts is that he wants to detach himself from thinking

about what notes he is playing and think instead about shaping an artistic expression and

conveying an aesthetically pleasing interpretation of the music for the audience.

The last part of the flow cycle is immediate feedback, another one of the nine

components of flow. David thought the response from the audience was important for his

MPA. He said,

One thing to keep in mind though is that if the audience response is really good,
and you keep on playing longer than you should, all of a sudden you are not
playing very well and you know it. Then your anxiety level will go up and your
audience response will drop off. So, you gotta know when to quit. When you’ve
done your job, get off of the stage as soon as you can. Leave the audience wanting
more.

Immediate feedback, another of the nine components of flow, also comes from

team interactions. This factor led to Maggie’s flow experience as an ensemble member in
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which performers developed close personal connections. They all played together for a

very long time, so they knew each other, including their conductor. Ensemble members

all knew their conductor’s visual cues and non-verbal facial expressions during music

performance, and they understood what was needed. All participants agreed that

immediate feedback is a factor that can lead to a flow experience and lower MPA.

Conclusion

The purpose of this study was to confirm the relationship between flow and MPA

and to provide a theoretical framework on using flow to alleviate MPA. Findings

indicated that the relationship between flow and MPA was negative, which means that if

someone is very anxious, it is more difficult to experience flow, and, if a person is in flow,

there is no anxiety. Most participants thought that flow components could lead to a sense

of flow and reduce MPA. Also, they thought that the CSB model can reflect the

relationship between flow and MPA. These results indicated that the use of flow

components and the CSB model can help to reduce MPA.

A theoretical framework was derived from the analysis of these interviews and

identified three steps for facilitating flow and reducing MPA: preparation of performers,

modeling by teachers, and construction of flow experience. The preparation of

performers includes keeping a challenge/skill balance (CSB), deep learning of flow and

MPA, perhaps through music education classes, identifying individual MPA (causes,

levels, and effects), and examining specific steps of flow in one’s music performance.

Teachers of performers should provide modeling to show their students what flow and

MPA are and provide memory strategies for their students. Then, performers need to

construct a flow experience by setting flow as a goal and experiencing a flow cycle which
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includes deliberate practice, self-relaxation, focused attention, and immediate feedback.

This framework provides specific strategies on facilitating flow and reducing MPA,

filling an important gap in the literature and supporting the idea of using flow to reduce

MPA.

This study has illuminated new opportunities for research on both flow and MPA.

Variables linking flow and MPA should be studied specifically to provide more detailed

strategies on using flow to reduce MPA, such as memory, meditation, relaxation,

deliberate practice, and focus training. Experimental or behavioral studies might examine

the effects of implementation of various strategies on performers’ MPA feelings. The

facilitators and inhibitors of flow in music performance also require additional study.

A limitation of this study is that only seven interviewees were queried because of

time. Also, because of their different personalities (e.g., some interviewees were more

talkative than others) and their level of conceptual understanding of flow and MPA, some

interviewees provided rich information for every question of the interview, while some

interviewees provided less information. In future studies, increasing the number of

interviewees and interview questions and including participants at various levels of music

study may provide richer data.

Overall, studying the relationship between flow and MPA and how to use flow to

reduce MPA remains an area deserving of future research. Using aspects of flow could

provide a relatively easy, convenient, and effective way for musicians to relieve anxious

feelings and alleviate physical symptoms that may impair performance of those

experiencing problems with MPA.
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CHAPTER FIVE

Summary and Conclusions

Introduction

Music performance is an art of time, unlike painting, literature, or composing,

which can be modified and replenished adequately before completion. Once performers

start their playing, they have no room to go back. Thus, music performance is

unrepeatable, which can influence one of the most common and the most serious

problems of music performers—Music Performance Anxiety (MPA). The incidence of

MPA for performers is quite high, and MPA can affect musicians at any stage of their

careers (Cohen & Bodner, 2018a). Thus, ways to reduce or overcome MPA are worthy of

study by researchers.

Recent researchers have found that flow was significantly and negatively

correlated with MPA (Allison & Duncan, 1988; Cohen & Bodner, 2018a; Cohen &

Bodner, 2018b; Fullagar, Knight, & Sovern, 2013; Kirchner, Bloom, & Skutnick-Henley,

2008). Also, flow and MPA have been associated with motivation (Nakamura &

Csikszentmihalyi, 2002), emotion (Cohen & Bodner, 2018a), attention/distraction (Izard,

1977; Rankin, Walsh, & Sweeny, 2018), happiness (Marin & Bhattacharya, 2013; Sabino,

Camargo, Chagas, & Osório, 2018), wellbeing (Lamont, 2012; Fritz & Avsec, 2007), and

Musical Emotional Contagion (MEC) (Cohen & Bodner, 2018a). Findings suggest that

flow has positive correlations and MPA has negative correlations with these factors.

Accordingly, facilitating flow may provide a powerful tool for helping to alleviate MPA.

However, previous studies have not provided specific methods for utilizing flow

to reduce MPA for music performance. Therefore, I sought to confirm the relationship
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between flow and MPA through quantitative data and provide a theoretical framework for

facilitating flow and reducing MPA through qualitative data. The findings of the two

studies reported here support the potential efficacy of using flow to reduce MPA.

Research Questions and Method

The purpose of this dissertation was to explore the relationship between flow and

MPA and to provide a theoretical framework for using flow to alleviate MPA. The

following primary research questions guided my work: What is the relationship between

flow and MPA? How can we use flow to reduce MPA? Do age, gender, educational level,

major, performance time, performance form, and performance frequency have effects on

rating scale measures of flow and MPA? In order to answer these research questions, I

completed a comprehensive literature review on flow and MPA (Chapter Two), a

quantitative study involving music students with different educational levels and different

majors (Chapter Three), and a qualitative study involving graduate music education

students (Chapter Four).

Major Findings

Literature Review

The purpose of this literature review was to explore the relationship between flow

and MPA, respectively, through definitions, causes, effects, treatments/facilitators, and

measurements and to provide a theoretical basis for using flow to reduce MPA. The

following questions guided my exploration: What is MPA? What are MPA’s incidence

rates, effects, attributions, treatments, and measures? What is flow? What are flow’s

components, conditions, facilitators, inhibitors, effects, and measures? What is the

relationship between flow and MPA?
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Based on this review of the literature, I concluded that flow and MPA are two

opposite experiences yet facilitating flow can help to reduce MPA. These conclusions are

consistent with several previous studies (Allison & Duncan, 1988; Cohen & Bodner,

2018a; Cohen & Bodner, 2018b; Fullagar et al., 2013; Kirchner, Bloom, & Skutnick-

Henley, 2008). However, the current body of literature does not provide specific

strategies on using flow to reduce MPA, therefore, additional studies are warranted.

Flow may cross over from teachers to their students (Bakker, 2005). This suggests

that music teachers who are positive, motivated and cheerful in their music teaching play

an important role in demonstrating and modeling, they also need to stress the importance

of selecting suitable music for their students in order to address CSB and provide

scaffolding opportunities to promote learning. In addition, music teachers can share their

own flow experiences with their students and explain how they personally facilitate flow

in their own performing.

To thoroughly connect flow and MPA, their interrelationships must be clearly

elucidated through continued theory refinement, such as Challenge/Skill Balance (CSB)

and Zone of Proximal Development (ZPD). Some factors related to flow and MPA

deserve further study, such as motivation, attention, and confidence. Flow experience has

high levels of motivation, attention, and confidence, while MPA has low levels of these

factors, thus, studying these factors can help to provide more specific strategies on using

flow to reduce MPA. Additionally, the nine components of flow can lead an individual to

a flow experience, but the effects of these nine components on MPA need further study.

Finally, research methods should be varied in future studies to better determine the

relationship between flow and MPA. For example, mixed methods research could
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provide multiple types of data on this topic. Previous research has focused on quantitative

methodology, primarily due to an emphasis on scale development.

Quantitative study

The purpose of this study was to confirm the relationship between flow

experience and MPA through quantitative data. In so doing, the following two research

questions were posed: 1) What is the relationship between flow and MPA? and, 2) Do

age, gender, education, major, performance experience and performance form have

effects on flow and music performance anxiety?

Canonical correlation tests between flow dimensions and MPA factors indicated

that four dimensions of flow (clear goals, unambiguous feedback, autotelic experience,

and sense of control) may be associated with MPA. Similarly, results of the Pearson

correlation tests showed that items of these four dimensions of flow (clear goals,

unambiguous feedback, autotelic experience, and loss of self-consciousness) were most

significantly and negatively correlated with specific items on the MPA scale. Thus,

strategies from the five dimensions identified may be useful to music performers in

reducing their MPA. Based on Table 5, clear goals towards both learning of music and

for performance may help performers to reduce their depression or hopelessness.

Unambiguous feedback, including immediate feedback before, during and after their own

performance as well as feedback from themselves and others (teachers, audiences, peers),

may help performers to reduce their worry and dread and improve their controllability.

Autotelic experience, such as selecting favorite pieces to perform so that they can enjoy

the experience of music performance for its own sake, may help performers to reduce

their proximal somatic anxiety. Developing a sense of control using focused attention
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strategies, like meditation and mindfulness, to quiet negative thoughts, focus attention on

music, and achieve the “loss of self-consciousness” in their performance may help

performers reduce their pre- and post-performance rumination.

Two positive correlations between items of the K-MPAI-R (Kenny, 2009) and

AFSS (Payne, Jackson, Noh, & Stine-Morrow, 2011) indicated that the more people trust

others, the less concerned they are with how they present themselves. Also, the clearer

the goals that performers have, the more they will remain committed to performing, even

though it has caused great anxiety in the past. Thus, music performers should work

towards building trust in others and set clear goals for their performances, which can help

them focus their attention on their music track.

Participant gender, age, education level, major, and performance form were

shown to have no direct impact on flow experience. Performance time and performance

frequency were significantly positively correlated with five items of flow dimensions

(unambiguous feedback, concentration task at hand, sense of control). This indicates that

increasing practice and performing hours and taking an active part in various

performances may help music performers to achieve unambiguous feedback, focused

attention, sense of control, and facilitate their flow experience.

Gender, age, major, and performance frequency were showed to have no direct

impact on MPA. Education level was positively correlated with two items of the K-MPAI

-R. Performance time and performance form were negatively correlated with one item of

the K-MPAI-R. These results indicated that music performers should continue learning

by spending more time practicing to prepare for their performance and to reduce their

MPA, especially for soloists.
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Qualitative study

In order to investigate ways on using flow to reduce MPA, seven graduate music

education students were interviewed as participants in this grounded theory study. These

participants reported their music study background, MPA experience, flow experience,

the relationship between flow and MPA, whether and how they use flow to reduce MPA,

and also provided feedback on the study. The following research questions guided my

exploration: What is the relationship between flow and MPA experience? How can we

use flow to reduce MPA?

All participants in this study thought that the relationship between flow and MPA

was negative, which means that if individuals are anxious, it is harder to experience flow,

and if individuals are in flow, there is limited or no anxiety. One participant also stated,

however, that if someone is just normally anxious, which is a fairly typical experience,

then, after getting over that, flow can be experienced. Thus, reducing anxiety may assist

in facilitating flow, which can help to reduce MPA.

A theoretical framework was derived from these interviews and three steps for

facilitating flow and reducing MPA were identified: preparation of performers, modeling

by teachers, and construction of the flow experience. The preparation of performers

includes keeping a Challenge/Skill Balance (CSB), deep learning of flow and MPA

through music education classes, identifying individual MPA (causes, levels, and effects),

and examining specific steps of flow in music performance. Teachers of performers

should provide modeling to show their students what flow and MPA are and provide

memory strategies for their students. Performers need to construct a flow experience by

setting flow as a goal and experiencing a flow cycle which includes deliberate practice,
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self-relaxation, focused attention, and immediate feedback. This framework provides

specific strategies for facilitating flow and reducing MPA, filling an important gap in the

literature and supporting the idea of using flow to reduce MPA.

Discussion

Implications for music performance

Based on the quantitative data, music performers can use four flow dimensions

that are significantly negative to MPA to prepare their performance and reduce their

MPA. These include clear goals, unambiguous feedback, loss of self-consciousness, and

autotelic experience.

Clear goals.Working towards a goal helps focus concentration and avoid

distractions. Performance in music is a process of completing different goals. A pertinent

goal in music performance is expressing music accurately and emotionally rather than

paying too much attention to the things that affect the performance itself. Clear goals

must not be too big, nor too vague. For example, the music teacher arranges weekly tasks

and goals, then music students divide them further into smaller steps to make them

clearer for themselves based on their own abilities and time.

Unambiguous feedback. Unambiguous feedback should be given before, during,

and after the performance. In daily practice and in lessons, formative assessment can be

carried out by teachers and further feedback can be given by way of peers and self-

assessment. Daily practice is a cyclical process from beginning to end: practice–

feedback–improvement–practice. Only when receiving timely feedback can performers

adjust their performance in practice. During performance, immediate feedback comes

from the audience and the performers themselves. Emotional communication with the
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audience through music can be beneficial when done in a positive way, as it may also

help to instill confidence in the performer. Useful strategies for improving self-feedback

might include observing and evaluating other musicians’ performances, giving self-

feedback during daily practice, and multiple performance rehearsals. During post-

performance, students should evaluate the positive aspects of their performance and

reflect on ways in which their performance can be improved.

Loss of self-consciousness. Individuals often spend a lot of mental energy

monitoring how they appear to others. In a flow state, people are too involved in the

activity to care about protecting their ego (Csikszentmihalyi, 1990). Although selection

of repertoire may help the musician reach this state, it is also important for teachers and

performers to consider the achievability of works and to choose music that is accessible

and enjoyable for the performer.

Autotelic experience. Flow is an intrinsically rewarding experience: the activity

becomes autotelic, an end in itself, done for its own sake (Csikszentmihalyi, 1990). This

concept allows musicians to reflect on the relationship and reasons why they perform and

attend musical performances. Although music students perform music at specific events

such as evaluations, competitions, and degree recitals, any performances can lead to

having a negative effect on the student; therefore, teachers can carry out an important role

by delivering positive encouragement and assist the student by modeling reflection and

re-setting of goals.

Implications for music teachers

Teachers’ education. Before modeling positive performance behavior for music

students, music teachers should know about flow and MPA and the relationship between
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these two constructs very well. Music education teachers should have sufficient

knowledge of flow and MPA as well as pedagogical methods on how to teach flow and

reduce MPA, thus, these constructs should be a part of the music educator’s curriculum.

Music performance teachers should understand flow and MPA and how to insert these

into their music teaching. Ways for music teachers to learn about flow and MPA include

watching online courses/videos, reading literature, attending conferences and lectures

related to flow and MPA, and communicating with professional teachers and colleagues.

Modeling positive performance behavior. Bakker’s study (2005) indicated that

flow may cross over from teachers to their students: “the more flow experiences music

teachers reported, the higher the frequency of comparable experiences among their

students” (p. 38). Thus, music teachers who are positive, motivated, and cheerful in their

music teaching play an important role in demonstrating and modeling of positive

performance behavior for their students. In addition, music teachers can share their own

flow experiences with their students and explain how they personally facilitate flow in

their own performing.

Selection of music that falls into CSB. Based on the findings of this study, it may

be inferred that music teachers can play an important role by selecting suitable music for

their students in order to address CSB and by providing scaffolding opportunities.

According to Csikszentmihalyi (1990), activities are seen as pleasurable when the

challenge is matched to the person’s skill level. If an activity is too difficult and skill

levels are low, anxiety will result. Thus, music teachers should consider students’ skill

levels, task difficulty, and music preferences in their selection of music.
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Memory strategies.Mishra (2011) investigated the effectiveness of four

memorization strategies: holistic, segmented, serial, and additive, and found that “the

holistic strategy was significantly more efficient than the segmented and serial strategies”

(p. 60). But, for two of the participants in the qualitative study, segmented strategy

worked best. When teachers instruct or select memory strategies for our students, they

need to base these strategies on their students’ practice preferences and individual

differences. Thus, different memory strategies may have more positive effects on

students and should be considered when selecting memorization approaches. Teachers

can provide all these memory strategies for their students to practice and find the

student’s best one for their music preparation prior to a performance.

Implications for music students

Good preparation. Good preparation can help music students facilitate flow and

reduce MPA. The first preparation is keeping the CSB in mind while practicing and

performing. High challenges can be motivational for students studying and performing,

but challenges that are too high based on skill level will lead to MPA. In addition,

students need to study flow and MPA, analyze their personal levels and causes of MPA

and explore their own flow experiences, and find corresponding strategies to facilitate

flow and reduce MPA. Moreover, students can try different strategies found in the

literature review and explore additional ways to reduce their MPA using behavioral,

psychological, cognitive, environmental, and skill strategies. Lastly, music students need

to prepare well and accumulate stage experience to strengthen their self-confidence for

performance.
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Construction of flow experience. Flow is the ultimate goal of music performance

(David), thus, the achievement of this state should be the target of music students. A

framework for facilitating flow and reducing MPA, as discussed in Chapter Four,

provides a flow cycle that includes deliberate practice, self-relaxation, focused attention,

and immediate feedback. Deliberate practice includes using flow as a signal that you are

ready to perform in public and incorporating good performance cues. Also, music

performers can employ different ways to relax themselves before music performance.

Moreover, music students can use meditation and mindfulness strategies to focus their

attention and to assist in silencing the internal negative voice. Lastly, music students not

only need immediate feedback from themselves and others (teachers, peers, and

audiences), but they also need to build a good relationship with other

performers/conductors, especially when performing in an ensemble. Accordingly, music

students can practice this flow cycle and improve their opportunity to experience flow

based on their individualized practice.

Conclusion

The purpose of this dissertation was to explore the relationship between flow and

MPA and to provide a theoretical framework for using flow to alleviate MPA. Based on

the data, the relationship between flow and MPA is negative, yet facilitating flow can

help to reduce MPA. The construction of a framework for facilitating flow and reducing

MPA in this study (preparation of performers, modeling by teachers, and construction of

flow experiences) fills an important gap in the literature and supports the idea of using

flow to reduce MPA. The specific steps of this framework comprise behavioral (e.g.,

deep learning of flow and MPA), psychological (e.g., identify individual MPA), and
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cognitive strategies (e.g., setting flow as a goal), which overlap with many of the

approaches in the literature review. The framework also provides suggestions from three

aspects: performers, teachers, and construction of flow experience. Consequently, this

dissertation provides a comprehensive approach for using flow to reduce MPA.

As a positive psychological method of treatment for MPA, flow theory is

important because extant literature and the research data of this dissertation have shown

that music performers who are in flow cannot be in high MPA. Music performers can

gradually apply three steps of the framework presented in Chapter Five to reduce their

MPA, facilitate flow, and improve their performance quality. Based on information

provided by the literature reviewed, it also may be concluded that music performers can

also start from aspects of behavior (e.g., anxiety hierarchy), psychology (e.g., self-

hypnosis), cognition (e.g., Stress Inoculation Training), environment (e.g., easy

environment), performer themselves (e.g., self-confidence), and skills (e.g., using correct

methods of practice) to find more ways to overcome their own MPA.

This dissertation also illuminated new opportunities for researchers. Flow

experience needs further experimental study to test its effects on different music

performers’ MPA and determine its role in alleviating MPA. Additionally, variables

linking flow and MPA should be studied separately to provide more detailed strategies on

using flow to reduce MPA (e.g., motivation, meditation, relaxation, mindfulness,

expectation, confidence, personality, environment, and memory). Moreover, other scales

for measuring flow and MPA, found in the literature review, can be utilized in future

studies to further clarify the relationship between flow and MPA. Also, there are

opportunities to refine Csikszentmihalyi’s flow model, CSB, and Vygotsky’s ZPD to be
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more specific to music performance. Finally, the implications for pedagogy related to

flow and MPA, with consequences for teachers and deep learning by students, are other

important outcomes of this study. Accordingly, studying the relationship between flow

and MPA and how to use flow to reduce MPA remains an important area for future

research. The more that musicians can learn about strategies to reduce anxiety that

interferes with their well-being and, consequently, with their performing, the better they

will be able to alleviate negative feelings and experiences in order to present musical

performances that are pleasurable to themselves as well as to their audiences.
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Appendix A

Informed Consent of Quantitative and Qualitative Studies

Li Li
Ph.D. Student in Music Education

School of Music
University of Missouri-Columbia

INFORMED CONSENT
Dear all,

My name is Li Li and I am a doctoral student in music education at the University of Missouri. I
am conducting a research study entitled Relationship between Flow and Music Performance
Anxiety. The purpose of the research study is to explore the relationship between flow and music
performance anxiety. I am writing to request your assistance with this project.

Your participation will involve filling in a questionnaire of two scales one for flow and one for
music performance anxiety, based on your own music performance experience. Your
participation in this study is voluntary. If you choose not to participate or to withdraw from the
study at any time, you can do so without penalty. The results of the research study may be
published but your identity will remain confidential and your name will not be disclosed to any
outside party.

In this research, there are no foreseeable risks to you. A possible benefit of your participation is
helping to find some ways to reduce music performance anxiety, through thinking about the
relationship between flow and music performance anxiety.

Thank you for considering this request. If you have any questions concerning the research study,
please contact me at 573-xxx-xxxx and ll4gd@xxxx.xxxxxxxx.xxx or my committee chair, Dr.
Sims, who can be reached at simsw@xxxxxxxx.xxx or 573-xxx-xxxx. If you have questions
regarding your rights as a participant in research, please feel free to contact the MU Institutional
Review Board at 573-882-3181.

mailto:simsw@xxxxxxxx.xxx
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Li Li
Ph.D. Student in Music Education

School of Music
University of Missouri-Columbia

INFORMED CONSENT
Dear all,

My name is Li Li and I am a doctoral student in music education at the University of Missouri. I
am conducting a research study entitled Facilitating Flow and Alleviating Music Performance
Anxiety. The purpose of the research study is to explore the relationship between flow and music
performance anxiety and provide a theoretical framework on facilitating flow to alleviate or
overcome music performance anxiety. I am writing to request your assistance with this project.

Your participation will involve an interview of approximately 30 minutes, in which you will
describe your music learning background, flow experiences, music performance anxiety
experiences, your opinions on the relationship between these two constructs, and how to use flow
to reduce music performance anxiety. Interview will be audio recorded. I will also ask you to
check the transcription of your interview for accuracy.

Your participation in this study is voluntary. If you choose not to participate or to withdraw from
the study at any time, you can do so without penalty. The results of the research study may be
published but your identity will remain confidential and your name will not be disclosed to any
outside party.

In this research, there are no foreseeable risks to you .A possible benefit of your participation is
identify your flow and music performance anxiety level and find some ways to reduce your music
performance anxiety by using flow theory.

Thank you for considering this request. If you have any questions concerning the research study,
please contact me at 573-xxx-xxxx and ll4gd@xxxx.xxxxxxxx.xxx or my committee chair, Dr.
Sims, who can be reached at simsw@xxxxxxxx.xxx or 573-xxx-xxxx. If you have questions
regarding your rights as a participant in research, please feel free to contact the MU Institutional
Review Board at 573-882-3181

mailto:simsw@xxxxxxxx.xxx
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Appendix B

Permissions of AFSS and K-MPAI-R

Activity Flow State Scale

PsycTESTS Citation:
Payne, B. R., Jackson, J. J., Noh, S. R., & Stine-Morrow, E. A. L. (2011). Activity Flow
State Scale [Database record].
Retrieved from PsycTESTS. doi: 10.1037/t06855-000

Test Shown: Full

Test Format:
Items are rated on a 5-point Likert ranging from 1 (strongly disagree) to 5 (strongly
agree).

Source:
Payne, B. R., Jackson, J. J., Noh, S. R., & Stine-Morrow, E. A. L. (2011). In the zone:
Flow state and cognition in older adults. Psychology and Aging, 26(3), 738-743.
http://dx.doi.org/10.1037/a0022359

Permissions:
Test content may be reproduced and used for non-commercial research and educational
purposes without seeking written permission. Distribution must be controlled, meaning
only to the participants engaged in the research or enrolled in the educational activity.
Any other type of reproduction or distribution of test content is not authorized without
written permission from the author and publisher.

PsycTESTS™ is a database of the American Psychological Association

https://psycnet.apa.org/doi/10.1037/a0022359
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Appendix C

Questionnaire of Flow and Music Performance Anxiety

Part 1: Your basic information

1. Gender: male ( ) female ( )

2. Age: ( )

3. Education: undergraduate ( ) graduate ( ) if neither, your

position__________

4. Your music major(instrument)__________

5. How long have you performed music? __________ years

6. What is your favorite performance form?

Solo ( ) Ensemble ( )

7. How often have you performed music in public?

Never ( ) Rarely ( ) Sometimes ( ) Usually ( ) Always ( )
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Part 2: Activity Flow State Scale (AFSS)

Think about music performances that you performed before, particularly one that you
enjoyed and /or found satisfying. Try to remember how you experienced that activity
as you read each statement below. Provide a rating for each statement to indicate how
well it describes your performance by circling the appropriate number.

Strongly
Disagree

Strongly
Agree

1 I performed automatically, without having to think about it........ 1 2 3 4 5

2 Things just seemed to happen automatically............................. 1 2 3 4 5

3 I did things spontaneously without having to think..................... 1 2 3 4 5

4 I had a strong sense of what I wanted to accomplish ................ 1 2 3 4 5

5 I knew what I want to achieve..................................................... 1 2 3 4 5

6 My goals were clearly defined ................................................... 1 2 3 4 5

7 My attention was focused entirely on what I was doing ............ 1 2 3 4 5

8 It was no effort to keep my mind on what was happening......... 1 2 3 4 5

9 I had total concentration............................................................. 1 2 3 4 5

10 I had no difficulty concentrating………………………………… 1 2 3 4 5

11 It was really clear to me how my performance was going ......... 1 2 3 4 5

12 I had a good idea while I was performing about

how well I was doing ……………............................................... 1 2 3 4 5

13 I was challenged, but I believe my skills will allow me to

meet that challenge.................................................................... 1 2 3 4 5

14 The challenge and my skills were at an equally high level.......... 1 2 3 4 5

15 I felt just the right amount of challenge........................................ 1 2 3 4 5

16 Time seemed to alter (either slows down or speeds up).……... 1 2 3 4 5

17 The way time passed seemed to be different from normal ........ 1 2 3 4 5

18 I lost my normal awareness of time............................................ 1 2 3 4 5

19 I felt as though I had everything under control........................... 1 2 3 4 5

20 I felt that I had everything under control..................................... 1 2 3 4 5
21 I was not concerned with how others might be evaluating me.... 1 2 3 4 5
22 I was not concerned with how I was presenting myself.............. 1 2 3 4 5
23 I was not worried about what others might be thinking of me.... 1 2 3 4 5
24 I really enjoyed the performance................................................ 1 2 3 4 5
25 The performance left me feeling great....................................... 1 2 3 4 5
26 The performance was extremely rewarding................................. 1 2 3 4 5

Payne, Jackson, Noh & Stine-Morrow. (2011). Activity Flow State Scale (AFSS)
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Part 3: Kenny-Music Performance Anxiety Inventory-Revised (K-MPAI-R)

Below are some statements about how you feel generally and how you feel before or
during a performance. Please circle one number to indicate how much you agree or
disagree with each statement.

Strongly
Disagree

Strongly
Agree

K_1 I generally feel in control of my life ....................... 6 5 4 3 2 1 0

K_2 I find it easy to trust others ...................................... 6 5 4 3 2 1 0

K_3 Sometimes I feel depressed without knowing why. 0 1 2 3 4 5 6

K_4 I often find it difficult to work up the energy to do
things .........……………………………….................

0 1 2 3 4 5 6

K_5 Excessive worrying is a characteristic of my family 0 1 2 3 4 5 6

K_6 I often feel that life has not much to offer me ......... 0 1 2 3 4 5 6
K_7 Even if I work hard in preparation for a

performance, I am likely to make mistakes ............

0 1 2 3 4 5 6

K_8 I find it difficult to depend on others ....................... 0 1 2 3 4 5 6

K_9 My parents were mostly responsive to my needs .... 6 5 4 3 2 1 0

K_10 Prior to, or during a performance, I get feelings
akin to panic……………………………………… 0 1 2 3 4 5 6

K_11 I never know before a concert whether I will
perform well ............................................................

0 1 2 3 4 5 6

K_12 Prior to, or during a performance, I experience dry
mouth ………………………………………………. 0 1 2 3 4 5 6

K_13 I often feel that I am not worth much as a person… 0 1 2 3 4 5 6

K_14 During a performance I find myself thinking about
whether I’ll even get through it ................................

0 1 2 3 4 5 6

K_15 Thinking about the evaluation I may get interferes
with my performance ............................................... 0 1 2 3 4 5 6

K_16 Prior to, or during a performance, I feel sick or
faint or have a churning in my stomach……..........

0 1 2 3 4 5 6

K_17 Even in the most stressful performance situations, I
am confident that I will perform well ......................

6 5 4 3 2 1 0

K_18 I am often concerned about a negative reaction
from the audience .................................................... 0 1 2 3 4 5 6

K_19 Sometimes I feel anxious for no particular reason... 0 1 2 3 4 5 6

K_20 From early in my music studies, I remember being
anxious about performing ........................................

0 1 2 3 4 5 6
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Strongly
Disagree

Strongly
Agree

K_21 I worry that one bad performance may ruin my
career ....................................................................

0 1 2 3 4 5 6

K_22 Prior to, or during a performance, I experience
increased heart rate like pounding in my chest...

0 1 2 3 4 5 6

K_23 My parents almost always listened to me ............ 6 5 4 3 2 1 0

K_24 I give up worthwhile performance opportunities due
to anxiety .......................................................

0 1 2 3 4 5 6

K_25 After the performance, I worry about whether I
played well enough……………………………….

0 1 2 3 4 5 6

K_26 My worry and nervousness about my performance
interferes with my focus and
concentration………………………………......

0 1 2 3 4 5 6

K_27 As a child, I often felt sad .................................... 0 1 2 3 4 5 6

K_28 I often prepare for a concert with a sense of dread and
impending disaster…………..........................

0 1 2 3 4 5 6

K_29 One or both of my parents were overly anxious… 0 1 2 3 4 5 6

K_30 Prior to, or during a performance, I have increased
muscle tension …………………….......

0 1 2 3 4 5 6

K_31 I often feel that I have nothing to look forward to. 0 1 2 3 4 5 6

K_32 After the performance, I replay it in my mind over
and over......................................................

0 1 2 3 4 5 6

K_33 My parents encouraged me to try new things ....... 6 5 4 3 2 1 0

K_34 I worry so much before a performance, I cannot sleep 0 1 2 3 4 5 6

K_35 When performing without music, my memory is
reliable……............................................................

6 5 4 3 2 1 0

K_36 Prior to, or during a performance, I experience
shaking or trembling or tremor………………....

0 1 2 3 4 5 6

K_37 I am confident playing from memory .................. 6 5 4 3 2 1 0

K_38 I am concerned about being scrutinized by others 0 1 2 3 4 5 6

K_39 I am concerned about my own judgement of how I
will perform……………………………..... 0 1 2 3 4 5 6

K_40 I remain committed to performing even though it
causes me great anxiety……………………… 0 1 2 3 4 5 6



Appendix D

Pearson Correlation Coefficients between Items of AFSS and K-MPAI-R

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

1

Pearson R .150 .124 .056 -.319** -.343** -.316** -.162 -.199 -.097 .039 -.127 -.194 -.264*

P (2-tailed) .199 .290 .632 .005 .003 .006 .164 .087 .407 .737 .277 .095 .022

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

1

Pearson R -.173 -.196 .203 .216 .172 -.129 -.071 .058 .227 .061 -.116 -.146 -.106

P (2-tailed) .137 .092 .081 .062 .139 .272 .548 .620 .051 .602 .321 .211 .364

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

2

Pearson R .134 .268* .168 -.103 -.155 -.250* -.075 .094 .170 .193 .046 .057 -.027

P (2-tailed) .251 .020 .149 .379 .184 .030 .520 .423 .146 .098 .693 .624 .818

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

2

Pearson R -.027 .055 .115 .233* .153 .074 .103 .129 .258* .321** .172 -.027 -.041

P (2-tailed) .818 .639 .327 .044 .191 .529 .378 .269 .025 .005 .139 .820 .726

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

3

Pearson R .059 .053 -.165 -.164 -.106 -.216 -.119 -.194 -.101 .015 -.104 -.197 -.299**

P (2-tailed) .615 .654 .158 .161 .365 .063 .310 .096 .391 .899 .374 .091 .009

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

3

Pearson R -.133 -.200 .184 .184 .237* -.166 -.152 -.136 .032 .000 -.128 -.215 -.249*

P (2-tailed) .256 .085 .114 .114 .041 .154 .194 .245 .786 1.00 .272 .064 .031

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

4

Pearson R
-.139 -.179 -.263* .046 .134 -.029 -.035 -.135 -.026 -.149 -.039 -.047 -.111

P (2-tailed) .235 .123 .023 .698 .250 .805 .769 .247 .824 .203 .737 .687 .342

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

4

Pearson R .000 -.076 -.031 -.074 .097 -.202 -.206 -.269* -.085 .028 -.141 -.110 -.141

P (2-tailed) 1.00 .518 .794 .527 .408 .082 .076 .020 .468 .809 .226 .349 .226

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

5

Pearson R -.197 -.344** -.240* -.026 .057 -.097 -.077 -.097 -.131 .053 -.236* -.183 -.096

P (2-tailed) .091 .002 .038 .826 .629 .409 .514 .410 .264 .654 .041 .116 .413

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

5

Pearson R -.119 -.162 -.063 -.173 -.132 -.308** -.348** -.260* -.265* -.159 -.153 -.176 -.112

P (2-tailed) .311 .166 .591 .138 .259 .007 .002 .024 .022 .172 .189 .132 .339

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

6

Pearson R -.043 -.146 -.206 -.476** -.380** -.346** -.189 -.075 -.190 .121 -.224 -.183 -.269*

P (2-tailed) .714 .211 .076 .000 .001 .002 .104 .524 .102 .300 .054 .116 .019

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

6

Pearson R -.254* -.284* -.024 -.038 -.085 -.161 -.162 -.043 -.026 .043 -.141 -.286* -.178

P (2-tailed) .028 .014 .839 .747 .469 .166 .165 .712 .828 .717 .229 .013 .128

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

7

Pearson R -.212 -.322** -.126 .122 .156 .023 -.111 -.012 -.077 .011 -.135 -.080 -.049

P (2-tailed) .068 .005 .283 .298 .180 .844 .341 .919 .513 .922 .250 .493 .678

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

7

Pearson R -.024 -.111 -.149 -.151 -.101 -.125 -.264* -.321** -.335** -.235* -.188 -.199 -.302**

P (2-tailed) .838 .341 .202 .196 .387 .286 .022 .005 .003 .043 .107 .087 .008

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

8

Pearson R .179 .119 .096 -.027 -.265* -.303** .014 .060 .065 .177 -.013 -.185 -.028

P (2-tailed) .124 .307 .412 .074 .022 .008 .903 .608 .579 .129 .911 .111 .813

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

8

Pearson R -.095 -.142 .045 -.088 .017 -.042 .008 .043 .057 .133 -.101 -.085 -.047

P (2-tailed) .418 .223 .703 .452 .883 .720 .943 .713 .627 .255 .389 .470 690

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

9

Pearson R .058 -.069 .083 -.164 -.082 -.025 -.210 -.125 -.242* -.006 -.148 -.128 -.123

P (2-tailed) .619 .557 .478 .159 .484 .078 .070 .286 .036 .956 .207 .273 .293

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

9

Pearson R -.056 -.197 .000 -.033 -.192 -.016 -.002 -.181 -.156 -.290* -.141 -.237* -.230*

P (2-tailed) .636 .090 .998 .780 .100 .893 .983 .121 .181 .012 .227 .040 .047

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

10

Pearson R -.027 -.189 -.160 -.192 -.112 -.166 -.065 -.107 -.179 -.086 -.286* -.316** -.143

P (2-tailed) .819 .104 .170 .099 .338 .154 .577 .361 .125 .464 .013 .006 .220

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

10

Pearson R -.122 -.191 -.107 -.157 -.019 -.246* -.263* -.247* -.224 -.145 -.366** -.274* .237*

P (2-tailed) .298 .101 .360 .179 .869 .033 .023 .032 .053 .214 .001 .017 .040

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

11

Pearson R -.244* -.319** -.182 -.216 -.170 -.194 -.103 -.156 -.167 -.140 -.415** -.505** -.293*

P (2-tailed) .035 .005 .118 .063 .146 .096 .379 .180 .151 .231 .000 .000 .011

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

11

Pearson R -.336** -.169 .002 -.014 .008 -.113 -.173 -.277* -.174 -.172 -.221 -.262* -.271*

P (2-tailed) .003 .146 ,985 .902 .949 .335 .137 .016 .136 .140 .057 .023 .019

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

12

Pearson R .055 -.005 -.022 -.070 -.071 -.221 -.022 -.013 -.127 -.008 -.296* -.286* -.211

P (2-tailed) .639 .963 .849 .549 .544 .057 .852 .911 .279 .943 .010 .013 .069

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

12

Pearson R -.149 -.109 .020 .043 .119 -.047 -.042 -.130 -.085 -.105 -.087 -.157 -.022

P (2-tailed) .201 .354 .864 .711 .309 .686 .722 .266 .468 .369 .506 .178 .852

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

13

Pearson R .037 -.043 .021 -.354** -.262* -.356** -.102 .060 -.161 .066 -.267* -.178 -.282*

P (2-tailed) .754 .711 .861 .002 .023 .002 .382 .610 .169 .573 .021 .126 .014

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

13

Pearson R -.192 -.224 .075 .085 .016 -.004 .014 .030 .031 .055 -.039 -.184 -.137

P (2-tailed) .099 .053 .522 .469 .890 .972 .905 .796 .794 .637 .737 .114 .242

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

14

Pearson R -.029 -.132 -.003 -.179 -.157 -.224 -.169 -.158 -.228* -.086 -.382** -.316** -.253*

P (2-tailed) .808 .261 .978 .124 .178 .053 .147 .177 .049 .466 .001 .006 .029

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

14

Pearson R -.179 -.278* .067 .000 .056 -.229* -.292* -.10 .02 -.057 -.289* -.345** -.230*

P (2-tailed) .124 .016 .567 .997 .636 .048 .011 .393 .857 .630 .012 .002 .047

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

15

Pearson R -.050 -.225 -.071 -.099 -.031 -.044 -.132 -.180 -.202 -.028 -.133 -.167 -.058

P (2-tailed) .670 .053 .542 .397 .794 .708 .259 .122 .082 .812 .254 .152 .623

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

15

Pearson R .008 -.043 .036 -.018 .075 -.117 -.199 -.406** -.258* -.190 -.299** -.359** -.316**

P (2-tailed) .947 .713 .757 .879 .525 .316 .087 .000 .025 .103 .009 .002 .006

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

16

Pearson R .074 -.030 -.093 -.174 -.146 -.191 -.066 -,220 -.120 .051 -.206 -.245* -.107

P (2-tailed) .526 .798 .427 .136 .212 .100 .573 .058 .305 .662 .077 .034 .360

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

16

Pearson R -.127 -.038 -.059 -.143 -.089 -.211 -.238* -.105 -.162 -.113 -.352** -.315** -.158

P (2-tailed) .277 .744 .617 .220 .446 .070 .040 .371 .164 .334 .002 .006 .175

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

17

Pearson R -.017 -.107 -.027 -.135 -.114 -.169 -.090 -.177 -.100 .073 -.111 -.237* -.160

P (2-tailed) .885 .362 .818 .247 .328 .148 .443 .130 .392 .533 .344 .040 .171

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

17

Pearson R -.148 -.100 -.058 -.127 -.144 -.095 -.141 -.264* -.216 -.234* -.262* -.249* -.291*

P (2-tailed) .205 .391 .624 .278 .216 .419 .227 .022 .063 .043 .023 .031 .011

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

18

Pearson R .075 .031 -.019 -.090 -.054 -.043 .023 -.086 .062 -.125 -.053 -.136 -.123

P (2-tailed) .522 .792 .873 .441 .646 .716 .848 .463 .598 .286 .650 .246 .291

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

18

Pearson R -.104 -.116 -.002 -.047 .070 -.054 -.091 -.220 -.279* -.339** -.114 .035 .054

P (2-tailed) .376 .322 .988 .691 .553 .646 .439 .057 .015 .003 .329 .768 .643

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

19

Pearson R -.003 -.054 -.077 -.022 -.048 -.049 -.082 -.116 -.105 .059 -.215 -.197 -.040

P (2-tailed) .981 .644 .509 .854 .681 .674 .486 .320 .369 .616 .064 .091 .732

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

19

Pearson R .045 .052 .079 .167 .136 -.164 -.220 -.140 -.214 -.139 -.149 -.107 .011

P (2-tailed) .703 .655 .499 .152 .244 .159 .058 .230 .065 .233 .201 .361 .923

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

20

Pearson R -.098 -.214 -.164 .173 .224 .167 .005 -.048 .032 -.118 -.151 -.221 .035

P (2-tailed) .404 .065 .160 .138 .054 .151 .966 .685 .783 .315 .196 .057 .768

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

20

Pearson R -.011 -.052 -.076 -.143 -.075 -.207 -.255* -.328** -.357** -.274* -.168 -.166 -.086

P (2-tailed) .928 .659 .518 .222 .521 .074 .027 .004 .002 .017 .149 .155 .464

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

21

Pearson R -.009 -.079 -.052 -.320** -.316** -.317** -.293* -.116 -.179 -.098 -.310** -.143 -.048

P (2-tailed) .940 .498 .656 .005 .006 .006 .011 .322 .124 .403 .007 .219 .683

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

21

Pearson R -.087 -.156 .205 .158 .145 -.172 -.187 -.031 -.031 -.020 -.350** -.397** -.362**

P (2-tailed) .457 .181 .077 .176 .215 .140 .108 .790 .789 .864 .002 .000 .001

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

22

Pearson R .056 -.093 -.076 -.202 -.163 -.143 -.093 -.070 -.107 .068 -.192 -.214 -.177

P (2-tailed) .635 .426 .517 .082 .163 .222 .428 .549 .361 .563 .099 .065 .128

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

22

Pearson R -.106 -.083 -.043 .081 .137 -.121 -.161 -.186 -.147 -.138 -.028 .021 .013

P (2-tailed) .366 .481 .716 .488 .242 .301 .166 .110 .209 .238 .813 .855 .912

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

23

Pearson R .197 .061 .181 -.118 -.082 -.214 -.115 -.053 -.113 .015 -.012 .035 -.106

P (2-tailed) .090 .606 .120 .313 .485 .065 .324 .650 .333 .896 .919 .767 .365

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

23

Pearson R -.110 -.098 .072 .135 .048 .028 .017 .019 .027 .027 -.055 -.191 -.228*

P (2-tailed) .348 .404 .537 .248 .683 .814 .885 .875 .819 .821 .639 .101 .049

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

24

Pearson R .006 -.208 -.162 -.288* -.344** -.341** -.219 -.114 -.126 .096 -.134 -.141 -.110

P (2-tailed) .960 .073 .166 .012 .002 .003 .060 .330 .280 .412 .253 .228 .346

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

24

Pearson R -.240* -.225 .008 -.051 -.004 -.435** -.324** .018 .065 .084 -.377** -.328** -.274*

P (2-tailed) .038 .053 .944 .661 .705 .000 .005 .876 .582 .473 .001 .004 .017

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

25

Pearson R -.120 -.196 -.198 -.059 .042 -.005 -.028 -.020 -.080 .032 -.186 -.108 -.143

P (2-tailed) .307 .092 .088 .615 .723 .967 .810 .866 .493 .783 .111 .358 .222

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

25

Pearson R -.012 -.117 -.033 .045 .033 -.090 -.105 -.278* -.212 -.151 .005 -.161 -.108

P (2-tailed) .918 .317 .776 .700 .776 .441 .372 .016 .067 .196 .967 .168 .358

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

26

Pearson R -.195 -.442** -.242* .030 .105 .052 -.070 -.110 -.170 -.140 -.312** -.178 -.004

P (2-tailed) .094 .000 .036 .801 .370 .657 .550 .345 .144 .232 .006 .128 .970

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

26

Pearson R -.038 -.225 -.101 -.135 -.152 -.307** -.294* -.249* -.274* -.245* -.178 -.225 -.218

P (2-tailed) .748 .052 .387 .249 .193 .007 .011 .031 .017 .034 .126 .052 .060

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

27

Pearson R .108 -.063 .012 -.342** -.319** -.434** -.283* -.238* -.285* .089 -.351** -.206 -.218

P (2-tailed) .356 .590 .916 .003 .005 .000 .014 .040 .013 .448 .002 .077 .0606

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

27

Pearson R -.174 -.281* .065 .100 .017 -.183 -.220 -.174 -.055 -.059 -.246* -.370** -.324*

P (2-tailed) .135 .015 .580 .395 .885 .115 .058 .135 .640 .612 .033 .001 .005

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

28

Pearson R .011 -.091 -.064 -.377** -.350** -.300** -.214 -.026 -.237* .178 -.260* -.091 -.188

P (2-tailed) .926 .436 .584 .001 .002 .009 .066 .825 .041 .128 .024 .438 .106

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

28

Pearson R -.199 -.246* -.102 -.124 -.044 -.222 -.249* -.096 .005 .090 -.249* -.356** -.276*

P (2-tailed) .087 .034 .386 .291 .709 .056 .031 .414 .967 .440 .031 .002 .017

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

29

Pearson R .053 -.105 .043 -.037 -.004 -.026 -.039 -.040 -.067 .156 -.092 -.083 .016

P (2-tailed) .650 .370 .716 .752 .973 .822 .742 .736 .568 .182 .432 .477 .894

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

29

Pearson R -.034 -.057 -.031 -.065 -.075 -.099 -.214 -.319** -.363** -.323** -.046 -.148 -.114

P (2-tailed) .769 .630 .792 .582 .523 .398 .065 .005 .001 .005 .698 .205 .332

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

30

Pearson R -.065 -.169 -.175 -.052 -.021 -.005 -.100 -.139 -.308** .003 -.189 -.052 -.099

P (2-tailed) .578 .147 .133 .656 .859 .966 .391 .236 .007 .981 .104 .660 .399

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

30

Pearson R -.085 -.201 -.029 .045 .042 -.297** -.270* -.303** -.282* -.141 -.172 -.282* -.185

P (2-tailed) .470 .083 .803 .702 .721 .010 .019 .008 .014 .228 .139 .035 .112

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

31

Pearson R .043 -.027 -.089 -.192 -.236* -.323** -.305** -.182 -.232* .074 -.274* -.215 -.197

P (2-tailed) .713 .819 .447 .098 .042 .005 .008 .119 .046 .527 .018 .063 .090

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

31

Pearson R -.153 -.278* .184 .103 .046 -.205 -.202 .110 .141 .119 -.318** -.383** -.254*

P (2-tailed) .189 .016 .114 .379 .697 .078 .082 .349 .229 .310 .006 .001 .028

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

32

Pearson R -.065 -.172 -.084 -.082 -.037 .006 -.065 -.096 -.172 -.147 -.188 -.097 -.037

P (2-tailed) .581 .139 .472 .484 .755 .962 .578 .414 .140 .207 .106 .409 .752

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

32

Pearson R -.016 -.175 -.090 -.052 .063 -.035 -.198 -.315** -.301** -.207 -.080 -.113 -.104

P (2-tailed) .889 .133 .444 .656 .589 .763 .088 .006 .009 .075 .497 .336 .376

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

33

Pearson R .108 .018 .088 -.167 -.209 -.397** -.091 -.124 -.178 .038 -.250* -.177 -.130

P (2-tailed) .355 .879 .454 .153 .072 .000 .439 .288 .127 .746 .031 .129 .265

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

33

Pearson R -.127 -.102 -.081 -.085 -.192 .112 .062 .134 .111 172 -.237* -.186 -.259*

P (2-tailed) .276 .385 .489 .467 .099 .340 .598 .251 .342 .140 .040 .110 025

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

34

Pearson R -.049 -.212 -.123 -.059 -.015 -.145 -.132 -.266* -.254* -.025 -.345** -.366** -.306**

P (2-tailed) .677 .068 .293 .615 .896 .214 .259 .021 .028 .831 .002 .001 .008

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

34

Pearson R -.191 -.302** -.188 -.201 -.045 -.240* -.259* -.097 -.155 -.148 -.265* -.226 -.230*

P (2-tailed) .102 .008 .106 .084 .701 .038 .025 .406 .183 .206 .022 .051 .047

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

35

Pearson R -.140 -.228* -.116 -.157 -.134 -.141 -.233* -.369** -.359** -.218 -.217 -.252* -.249*

P (2-tailed) .230 .049 .321 .178 .251 .229 .044 .001 .002 .060 .061 .029 .031

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

35

Pearson R -.227 -.203 -.114 -.084 -.143 -.197 -.207 -.077 -.172 -.198 -.355** -.272* -.255*

P (2-tailed) .050 .081 .331 .473 .220 .091 .075 .511 .140 .088 .002 .018 .027

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

36

Pearson R .093 -.057 .019 -.084 -.129 -.131 -.113 -.150 -.208 .126 -.272* -.298** -.188

P (2-tailed) .426 .628 .871 .471 .270 .261 .336 .200 .073 .283 .018 .009 .105

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

36

Pearson R -.157 -.034 .059 .117 .182 -.181 -.195 .035 .128 .053 -.305** -.205 -.230*

P (2-tailed) .178 .770 .612 .316 .117 .120 .094 .768 .276 .654 .008 .078 .047

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

37

Pearson R .069 -.108 .000 -.234* -.280* -.222 -.135 -.318** -.236* -.140 -.216 -.331** -.100

P (2-tailed) .559 .358 1.000 .044 .015 .055 .247 .005 .042 .230 .062 .004 .392

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

37

Pearson R -.171 -.154 -.106 -.086 -.032 .013 -.006 -.042 -.071 -.026 -.205 -.288* -.209

P (2-tailed) .142 .188 .367 .465 .788 .910 .962 .720 .545 .825 .078 .012 .072

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

38

Pearson R -.027 -.115 -.135 -.003 -.016 .040 -.062 -.066 -.057 .057 -.223 -.191 -.074

P (2-tailed) .820 .326 .247 .980 .888 .733 .598 .575 .630 .628 .055 .102 .531

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

38

Pearson R .020 -.071 .042 -.031 .071 -.049 -.094 -.361** -.358** -.237* -.161 -.154 -.029

P (2-tailed) .862 .547 .724 .792 .547 .674 .422 .001 .002 .040 .168 .186 .804

N 75 75 75 75 75 75 75 75 75 75 75 75 75



FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

39

Pearson R -.030 -.151 -.149 .073 .097 .253* .103 .178 -.016 .116 .024 .081 .165

P (2-tailed) .801 .197 .201 .536 .410 .028 .380 .126 .889 .322 .835 .490 .158

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

39

Pearson R .124 -.004 .002 -.041 .008 -.085 -.129 -.244* -.202 -.104 -.007 -.011 .016

P (2-tailed) .289 .971 .985 .729 .948 .471 .270 .035 .082 .373 .951 .924 .892

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ1 FQ2 FQ3 FQ4 FQ5 FQ6 FQ7 FQ8 FQ9 FQ 10 FQ 11 FQ 12 FQ 13

M

Q

40

Pearson R -.031 -.094 -.030 .227 .290* .373** .242* .202 .125 -.106 .007 .145 .178

P (2-tailed) .792 .421 .797 .050 .012 .001 .037 .082 .286 .364 .956 .216 .127

N 75 75 75 75 75 75 75 75 75 75 75 75 75

FQ 14 FQ 15 FQ 16 FQ 17 FQ 18 FQ 19 FQ 20 FQ 21 FQ 22 FQ 23 FQ 24 FQ 25 FQ 26

M

Q

40

Pearson R .211 .074 -.031 -.044 -.023 .098 .047 -.021 -.120 .024 .195 .236* .159

P (2-tailed) .069 .527 .792 .710 .842 .401 .687 .855 .305 .838 .094 .042 .173

N 75 75 75 75 75 75 75 75 75 75 75 75 75

**. Correlation is significant at the 0.01 level (2-tailed).

*. Correlation is significant at the 0.05 level (2-tailed).



142

Appendix E

Pearson Correlation Coefficients between Gender, Age, Education, Major,

Performance Time, Performance Form, Performance Frequency and Flow

Correlations

Gender Age Education Major Years Form

Performance

Frequency
FQ1 Pearson

Correlation .065 .037 .025 -.011 .143 .000 .222

Sig. (2-tailed) .580 .753 .834 .927 .222 1.000 .055

N 75 75 75 75 75 75 75
FQ2 Pearson

Correlation .097 -.020 .031 -.013 .154 .038 .148

Sig. (2-tailed) .406 .865 .793 .914 .187 .743 .204

N 75 75 75 75 75 75 75
FQ3 Pearson

Correlation

.029 .075 .037 -.093 .126 -.028 .168

Sig. (2-tailed) .807 .524 .750 .426 .283 .812 .148

N 75 75 75 75 75 75 75
FQ4 Pearson

Correlation

.096 .114 .029 -.058 .226 -.069 .022

Sig. (2-tailed) .412 .332 .803 .620 .052 .555 .851

N 75 75 75 75 75 75 75
FQ5 Pearson

Correlation

-.014 .147 .012 -.080 .231* -.138 .038

Sig. (2-tailed) .907 .209 .917 .495 .047 .238 .747

N 75 75 75 75 75 75 75
FQ6 Pearson

Correlation

.052 .099 -.011 -.010 .159 .006 .064

Sig. (2-tailed) .661 .396 .927 .935 .173 .961 .927

N 75 75 75 75 75 75 75
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FQ7 Pearson

Correlation

-.022 .043 .042 .138 .112 .041 .162

Sig. (2-tailed) .853 .715 .720 .236 .337 .727 .164

N 75 75 75 75 75 75 75
FQ8 Pearson

Correlation

-.012 .082 -.041 .089 .125 .124 152

Sig. (2-tailed) .920 .482 .724 .447 .285 .289 .192

N 75 75 75 75 75 75 75
FQ9 Pearson

Correlation

-.004 -.099 -.065 .192 .086 .155 .160

Sig. (2-tailed) .970 .397 .580 .098 .464 .184 .170

N 75 75 75 75 75 75 75
FQ10 Pearson

Correlation
-.159 .005 .040 -.069 .168 .150 .314**

Sig. (2-tailed) .173 .964 .733 .559 .150 .199 .006

N 75 75 75 75 75 75 75
FQ11 Pearson

Correlation
-.077 .093 -.021 .044 .300** .267* .156

Sig. (2-tailed) .509 427 .859 .710 .009 .020 .182

N 75 75 75 75 75 75 75
FQ12 Pearson

Correlation
-.099 .154 .111 -.024 .371** .189 .293*

Sig. (2-tailed) .400 .186 .344 .836 .001 .105 .011

N 75 75 75 75 75 75 75
FQ13 Pearson

Correlation
.029 .073 .058 .044 .185 .072 .132

Sig. (2-tailed) .807 .535 .624 .710 .112 .541 .257

N 75 75 75 75 75 75 75
FQ14 Pearson

Correlation -.009 .068 -.062 .125 .185 .000 .175

Sig. (2-tailed) .939 .564 .594 .286 .112 1.000 .133

N 75 75 75 75 75 75 75
FQ15 Pearson

Correlation
.054 -.001 -.039 .096 .121 .106 .082

Sig. (2-tailed) .644 .990 .740 .411 .300 .365 .486

N 75 75 75 75 75 75 75
FQ16 Pearson

Correlation
.117 -.036 .009 -.002 .001 -.043 .117
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Sig. (2-tailed) .316 .756 .941 .986 .994 .713 .318

N 75 75 75 75 75 75 75
FQ17 Pearson

Correlation
.115 -.010 .027 -.149 .086 -.077 .236*

Sig. (2-tailed) .325 .933 .815 .203 .463 .512 .042

N 75 75 75 75 75 75 75
FQ18 Pearson

Correlation
.143 -.010 -.142 .032 .034 -.063 .069

Sig. (2-tailed) .221 .932 .225 .782 .771 .591 .557

N 75 75 75 75 75 75 75
FQ19 Pearson

Correlation
-.156 .089 .079 -.091 .181 .059 .315**

Sig. (2-tailed) .182 .447 .499 .437 .121 .613 .006

N 75 75 75 75 75 75 75
FQ20 Pearson

Correlation
-.079 .089 .129 -.033 .192 .068 .310**

Sig. (2-tailed) .503 .448 .269 .776 .098 .561 .007

N 75 75 75 75 75 75 75
FQ21 Pearson

Correlation
.093 .019 .101 .080 .102 -.040 -.040

Sig. (2-tailed) .425 .870 .388 .496 .384 .735 .196

N 75 75 75 75 75 75 75
FQ22 Pearson

Correlation
.062 -.015 .104 .002 .137 .055 .235*

Sig. (2-tailed) .595 .899 .375 .988 .240 .641 .043

N 75 75 75 75 75 75 75
FQ23 Pearson

Correlation

.073 .009 .069 -.081 .186 -.091 .177

Sig. (2-tailed) .532 .938 .556 .487 .110 .436 .129

N 75 75 75 75 75 75 75
FQ24 Pearson

Correlation

-.028 .096 .041 .033 .193 .000 .286*

Sig. (2-tailed) .810 .415 .727 .777 .098 1.000 .013

N 75 75 75 75 75 75 75
FQ25 Pearson

Correlation

.097 .142 -.051 .087 .240* .000 .187

Sig. (2-tailed) .407 .225 .667 .460 .038 1.000 .108

N 75 75 75 75 75 75 75
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FQ26 Pearson

Correlation

.085 .211 .025 .112 .265* .040 .247*

Sig. (2-tailed) .470 .069 .834 .339 .022 .732 .033

N

**. Correlation is significant at the 0.01 level (2-tailed).

*. Correlation is significant at the 0.05 level (2-tailed).
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Appendix F

Pearson Correlation Coefficients between Gender, Age, Education, Major,

Performance Time, Performance Form, Performance Frequency and MPA

Correlations

Gender Age Education Major Years Form

Performance

Frequency
MQ1 Pearson

Correlation

-.118 -.058 .181 -.012 .024 .077 .195

Sig. (2-tailed) .312 .621 .120 .917 .840 .509 .093

N 75 75 75 75 75 75 75
MQ2 Pearson

Correlation

-.237* .146 .309** .087 .257* .004 .286*

Sig. (2-tailed) .040 .210 .007 .460 .026 .975 .013

N 75 75 75 75 75 75 75
MQ3 Pearson

Correlation

-.067 -.140 -.009 .050 -.028 -.053 .110

Sig. (2-tailed) .566 .231 .936 .673 .809 .650 .348

N 75 75 75 75 75 75 75
MQ4 Pearson

Correlation

.058 -.103 -.184 -.064 -.011 -.106 -.067

Sig. (2-tailed) .618 .380 .115 .583 .928 .364 .568

N 75 75 75 75 75 75 75
MQ5 Pearson

Correlation

.032 -.113 -.140 .027 -.166 -.162 -.147

Sig. (2-tailed) .784 .336 .230 .820 .155 .164 .209

N 75 75 75 75 75 75 75
MQ6 Pearson

Correlation

-.099 .131 .192 .114 -.004 -.175 .147

Sig. (2-tailed) .398 .264 .099 .330 .970 .133 .209

N 75 75 75 75 75 75 75
MQ7 Pearson

Correlation

-.139 -.057 -.054 -.241* -.094 -.048 -.032
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Sig. (2-tailed) .236 .629 .643 .037 .422 .684 .784

N 75 75 75 75 75 75 75
MQ8 Pearson

Correlation

-.059 -.109 .020 .116 -.116 -.075 -.014

Sig. (2-tailed) .617 .354 .865 .320 .320 .524 .906

N 75 75 75 75 75 75 75
MQ9 Pearson

Correlation

-.269* .142 .219 -.200 .032 -.025 .257*

Sig. (2-tailed) .019 .226 .059 .085 .788 .832 .026

N 75 75 75 75 75 75 75
MQ10 Pearson

Correlation
.205 -.219 -.256* .214 -.227 -.158 -.172

Sig. (2-tailed) .077 .059 .026 .066 .050 .176 .139

N 75 75 75 75 75 75 75
MQ11 Pearson

Correlation
-.052 -.044 .038 -.120 -.278* -.237* -.106

Sig. (2-tailed) .657 .708 .748 .304 .016 .041 .367

N 75 75 75 75 75 75 75
MQ12 Pearson

Correlation
-.078 .146 -.019 .100 .044 -.298** .014

Sig. (2-tailed) .507 .213 .872 .396 .711 .009 .903

N 75 75 75 75 75 75 75
MQ13 Pearson

Correlation
-.236* .168 .178 -.031 .099 -.218 .194

Sig. (2-tailed) .042 .149 .126 .794 .397 .060 .096

N 75 75 75 75 75 75 75
MQ14 Pearson

Correlation .024 .062 .060 -.025 -.037 -.121 -.026

Sig. (2-tailed) .836 .595 .610 .831 .754 .300 .822

N 75 75 75 75 75 75 75
MQ15 Pearson

Correlation
-.195 .075 -.047 .005 -.002 -.039 .022

Sig. (2-tailed) .093 .520 .691 .969 .986 .741 .850

N 75 75 75 75 75 75 75
MQ16
. Pearson

Correlation
.099 -.099 -.188 .059 -.014 -.079 -.110

Sig. (2-tailed) .399 .400 .106 .616 .904 .500 .346

N 75 75 75 75 75 75 75
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MQ17 Pearson

Correlation
.090 -.128 -.138 .132 -.189 .008 -.079

Sig. (2-tailed) .443 .273 .236 .259 .105 .943 .502

N 75 75 75 75 75 75 75
MQ18 Pearson

Correlation
.195 -.117 -.246* .292* -.198 .151 -.145

Sig. (2-tailed) .094 .319 .033 .011 .089 .195 .216

N 75 75 75 75 75 75 75
MQ19 Pearson

Correlation
.274* -.216 -.272* .107 -.223 -.190 -.093

Sig. (2-tailed) .017 .062 .018 .360 .054 .103 .428

N 75 75 75 75 75 75 75
MQ20 Pearson

Correlation
.141 -.235* -.230* .053 -.297** -.083 -.200

Sig. (2-tailed) .227 .042 .047 .653 .010 .479 .086

N 75 75 75 75 75 75 75
MQ21 Pearson

Correlation
.112 .009 .126 .020 -.109 -.210 .059

Sig. (2-tailed) .337 .939 .282 .863 .350 .071 .617

N 75 75 75 75 75 75 75
MQ22 Pearson

Correlation
.031 -.143 -.227 .182 -.142 .038 .027

Sig. (2-tailed) .794 .220 .050 .118 .224 .748 .818

N 75 75 75 75 75 75 75
MQ23
. Pearson

Correlation

-.058 .053 .179 -.129 .062 .136 .196

Sig. (2-tailed) .623 .653 .125 .268 .597 .244 .092

N 75 75 75 75 75 75 75
MQ24 Pearson

Correlation

.161 -.117 -.026 .092 -.150 .028 -.147

Sig. (2-tailed) .167 .317 .828 .430 .198 .812 .208

N 75 75 75 75 75 75 75
MQ25 Pearson

Correlation

-.199 -.075 -.162 .182 -.018 -.098 .172

Sig. (2-tailed) .088 .525 .166 .117 .877 .402 .140

N 75 75 75 75 75 75 75
MQ26 Pearson

Correlation

-.021 .117 -.053 .072 -.024 -.193 -.011
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Sig. (2-tailed) .855 .317 .653 .537 .837 .096 .924

N 75 75 75 75 75 75 75
MQ27 Pearson

Correlation

-.169 .016 .299** -.345** .053 -.103 .244*

Sig. (2-tailed) .147 .891 .009 .002 .653 .377 .035

N 75 75 75 75 75 75 75
MQ28 Pearson

Correlation

.056 -.032 -.106 .022 -.037 -.004 .008

Sig. (2-tailed) .635 .786 .364 .849 .755 .975 .945

N 75 75 75 75 75 75 75
MQ29 Pearson

Correlation

-.097 -.146 -.121 -.215 -.129 .003 -.004

Sig. (2-tailed) .410 .213 .300 .064 .272 .977 .973

N 75 75 75 75 75 75 75
MQ30 Pearson

Correlation

-.001 -.025 .006 -.130 .056 -.165 .160

Sig. (2-tailed) .996 .829 .958 .267 .632 .157 .170

N 75 75 75 75 75 75 75
MQ31 Pearson

Correlation

.000 .086 .287* -.184 .091 -.061 .177

Sig. (2-tailed) .998 .464 .013 .114 .440 .605 .128

N 75 75 75 75 75 75 75
MQ32 Pearson

Correlation

.015 .127 -.174 .176 -.015 -.158 -.091

Sig. (2-tailed) .897 .277 .137 .131 .896 .176 .437

N 75 75 75 75 75 75 75
MQ33 Pearson

Correlation

-.012 . .034 .130 -.147 .022 -.053 .097

Sig. (2-tailed) .917 .769 .265 .207 .854 .649 .406

N 75 75 75 75 75 75 75
MQ34 Pearson

Correlation

.043 .037 -.104 .071 -.040 -.076 -.164

Sig. (2-tailed) .716 .752 .374 .546 .735 .515 .159

N 75 75 75 75 75 75 75
MQ35 Pearson

Correlation

.186 -.081 -.101 .032 -.198 -.060 -.191

Sig. (2-tailed) .110 .491 .386 .784 .088 .609 .101

N 75 75 75 75 75 75 75
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MQ36 Pearson

Correlation

.148 -.283* -.291* .073 -.242* -.061 -.165

Sig. (2-tailed) .205 .014 .011 .533 .036 .606 .157

N 75 75 75 75 75 75 75
MQ37 Pearson

Correlation

.103 -.064 -.134 .203 -.233* -.111 -.241*

Sig. (2-tailed) .382 .587 .252 .081 .044 .342 .037

N 75 75 75 75 75 75 75
MQ38 Pearson

Correlation

-.005 -.022 -.088 .174 -.098 .088 .050

Sig. (2-tailed) .969 .853 .454 .135 .404 .454 .669

N 75 75 75 75 75 75 75
MQ39 Pearson

Correlation

.101 .032 -.063 .089 .074 .055 .179

Sig. (2-tailed) .388 .782 .591 .446 .528 .640 .125

N 75 75 75 75 75 75 75
MQ40 Pearson

Correlation

.068 .061 -.084 .089 .173 -.194 .142

Sig. (2-tailed) .564 .605 .472 .450 .139 .096 .224

N 75 75 75 75 75 75 75

**. Correlation is significant at the 0.01 level (2-tailed).

*. Correlation is significant at the 0.05 level (2-tailed).
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Appendix G

Interview Protocol: The Relationship between Flow and Music Performance

Anxiety

1. Learning background

Just to start off, could you talk about your music performance experience as a

music student, from when you started, basically and the history?

2. MPA experience

1) Have you ever experienced anxiety/stage fright during your music

performance? What’s your feeling about that?

2) What factors do you think lead to your performance anxiety?

3) What strategies did you use for overcoming music performance anxiety?

4) Is it positive or negative for your performance? Why?

3. Flow experience

1) Have you ever experienced flow during your music performance? How is it?

2) What factors do you think lead to flow experience?

3) Is it positive or negative for your performance? Why?

4. Relationship

1) Do you think flow and anxiety are related? What is the relationship?

2) What component(s) of flow listed here is/are related with anxiety?

a. Clarity of goals and immediate feedback

b. A high level of concentration on a limited field

c. Balance between skills and challenge

d. The feeling of control
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e. Effortlessness

f. An altered perception of time

g. The melting together of action and consciousness

h. The autotelic quality of flow-experience

3) The picture below describes the effects of the skill/challenge balance discussed

in Csikszentmihalyi’s flow theory. Does your experience support this diagram?

Mental state in terms of challenge level and skill level, according

to Csikszentmihalyi's flow model.

5. Strategies

Do you think we can use flow theory or flow experience to reduce or overcome

music performance anxiety? How?

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi
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6. Feedback

Do you think these questions are related to my research topic? Do you have any

suggestions for this study?
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Appendix H

Interview Transcripts

Interview 1

Time of interview: 4:00pm

Date: 11/6/2018

Place: Townsend Hall 206

Interviewer: Li

Interviewee: Rebecca

L: Before we begin the interview, let me explain to you that the topic of my

research is the relationship between flow experience and music performance anxiety.

During the interview I will use a digital recorder to record your answers. From that I will

make a transcription. When I finish that, I will give you a copy. Also, you should know

that you will not suffer any ill effects from this research. Your participation is voluntary,

and you can say no to any question that you do not feel comfortable answering. And

finally, you can stop this interview at any time. If you want to do this interview, we will

continue.

R: Sure

L: Just to start off, could you talk about your piano performance experience as a

music student, from when you started basically, and the history?

R: Sure, I started playing piano when I was five years old, and I basically played

ever since, most lessons of my childhood time were pretty informal, just with neighbors
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or people in my family, it wasn’t really until the very end of high school that I got very

serious about music and I found a really good teacher that helped me to get ready for

college auditions and things like that. And then I went to college and I was a piano

performance major, and then went to graduate school and was piano performance and

pedagogy and now I am here, getting my PhD in music education.

L: Have you ever experienced anxiety/stage fright during your piano performance?

R: Sure, yeah, definitely growing up I didn’t have a lot of anxiety, but once I got

into college and played more serious, confusing, and complex music definitely I had

some anxiety. I don’t have some specific experience where I was like super nervous, but

usually I was generally nervous and kind of just worked through it in the performance.

But there was one time when I was playing in a student recital and my memory just

completely left me, like right before starting to play. It was just gone, so that was

probably the worst anxiety moment I ever had.

L: So, your feeling of anxiety during your performance was not good?

R: Yeah, definitely, much less confident.

L: Ok, do you know what factors lead to your music performance anxiety?

R: I think it is combination of things, I usually don’t feel too nervous if I have a lot

of time to prepare, so if I have less time to prepare, I definitely feel more nervous. It also

depends what else I am doing that day, and I find that if it’s a really busy day, I am not

able to think about performing and I will be less nervous if I had a kind of relaxing day.

L: What strategies did you use for overcoming or reducing your performance

anxiety?
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R: In college, I tended to play really long warm - ups, so I would get there super

early and play everything multiple times to make sure I still have it, and the same thing in

college, but when I went to graduate school I was busier and the strategy didn’t seem to

work very much anymore, so I tried to become more strategic and not play through the

pieces that I would be performing, but instead gave myself scales and some unrelated

warm - ups, just to warm up my fingers, so I didn’t have to worry about my memory

before performing.

L: So, do you think the memory is the main factor influencing your anxiety?

R: Yeah, definitely. I usually perform from memory and that’s usually the thing

I’m worried about. When I don’t perform from memory, it’s either an easier piece or I am

playing with an instrumentalist or vocalist that I am not too worried about to begin with,

or even if it’s a complicated piece it’s just nice to have music in front of me.

L: Is anxiety positive or negative for your piano performance? Why?

R: Positive, I mean no matter how much I practice, my ability is related to how

nervous I get. So, if I feel really prepared, my ability feels confident. Then I feel less

anxious.

L: Have you ever experienced flow during your piano performance?

R: Yeah, there will be times when you feel like you get in the zone and I’ve had

that and just seem to go along and you are not worried about anything. And then

something happens and you wake up and fall out of flow and that’s always interesting.

But yes, I’ve definitely experienced flow.

L: So, when do you experience flow?
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R: Usually it’s in a longer performance, I think. I think when I’m not worried about

the anxiety, then flow tends to happen. If I only play like a really short piece, I don’t tend

to experience flow.

L: What factors do you think lead to your flow experience?

R: I think part of it is just relaxing, kind of getting you to the stage or wherever

you’re playing, just being able to “OK, I am already here. I am already playing. I got over

that anxious moment. Now I am relaxed”. It’s flow.

L: Is flow positive or negative for your music performance? Why?

R: I think it’s positive although I’ve also noticed that sometimes if I feel really

confident and like it’s flowing, then I can also just stop thinking about the music so I am

not thinking ahead anymore, and that can throw me off sometimes. So occasionally

negative but mostly positive.

L: Do you think flow and anxiety are related?

R: Yeah, I can see how they can be related, I think that if you are really, really

anxious, it’s harder to experience flow. If you are just kind of normal anxious, it’s a

pretty typical experience. Then after you get over that little anxious moment and you’re

actually performing, that’s when I usually say that I’ve experienced flow.

L: What component/components of flow as follows is/are related with anxiety?

1) Clarity of goals and immediate feedback

2) A high level of concentration on a limited field

3) Balance between skills and challenge

4) The feeling of control

5) Effortlessness
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6) An altered perception of time

7) The melting together of action and consciousness

8) The autotelic quality of flow-experience

R: I think the “feeling of control” is definitely related to anxiety, and “an altered

perception of time” too. It seems like if I’ve got over the anxiousness and I enter into the

flow and time seems to pass much faster than normal and I feel like more control, yes.

Those will be the two that really stand out to me.

L: The picture below describes the effects of the skill/challenge balance discussed

in Csikszentmihalyi’s Flow Theory, which includes flow and anxiety. What do you think

about this figure?

Mental state in terms of challenge level and skill level according to Csikszentmihalyi's flow

model

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi
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R: I agree with that, but I think anxiety should takes a larger portion. When you

have medium or high skill level, I think it’s still possible to be anxious. But other than

that, I think I do agree with that.

L: So, what do you think about the relationship between anxiety and flow in this

model?

R: I did agree with that although again I think they kind of also meet in middle

sometimes. They are not totally opposites. I think sometime you can have high skill level

and high challenge level, but still be anxious, and that’s when I tend experience flow. I

can be anxious and experience flow at the same time. So, I think they are in the right

place, but they can overlap.

L: Which kind of relationship does anxiety and flow have?

R: I think anxiety is medium high to high, that’s when I experience flow. if I am

not anxious at all, I don’t think I really experience flow.

L: Do you think we can use flow theory or flow experience to reduce or overcome

music performance anxiety? Why?

R: Yes, I think kind of making flow as a goal can help you overcome anxiety. I am

not sure how you would do that, how you would teach yourself to experience flow. When

I experience it, it’s kind of just automatic. It happens sometimes, it doesn’t happen other

times. But I think if I could teach myself to get in the flow more often, I think I would be

less anxious.

L: Do you think these components of flow theory can help us to overcome anxiety?
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R: I think especially numbers 1 and 2. If the performer had “Clarity of goals and

immediate feedback” and “a high level of concentration on a limited field”, I feel like it

would be easier to get in the flow and reduce anxiety.

L: Last question, do you think these questions are related to my research topic? My

research topic is the relationship between flow and music performance anxiety?

R: Yes, I think so, they are all related to your research topic.

L: OK. Thank you so much!

Interview 2

Time of interview: 7:00pm

Date: 11/6/2018

Place: Townsend Hall 206

Interviewer: Li

Interviewee: David

L: Before we begin the interview, let me explain to you that the topic of my

research is the relationship between flow experience and music performance anxiety.

During the interview I will use a digital recorder to record your answers. From that I will

make a transcription. When I finish that, I will give you a copy. Also, you should know

that you will not suffer any ill effects from this research. Your participation is voluntary,

and you can say no to any question that you do not feel comfortable answering. And

finally, you can stop this interview at any time.

D: OK.
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L: Just to start off, could you tell me about your piano performance experience as

a music student, when you started? General background information?

D: I started to play piano when I was just a child. My grandmother was actually

my first music teacher. She had a piano, and I would go to her house to practice. I

practiced for much of my childhood on her piano. I also learned to play a few other

instruments throughout my childhood and through high school and college. I got back to

playing piano and started playing professionally during my college years. I’ve being

playing professionally as a pianist ever since.

D: The styles I play are European classical and American popular music: jazz,

blues, rhythm and blues, and rock and roll. I’ve played more live performances than I can

possibly count I’ve played pretty much from the Northeastern U.S. to the Midwest and in

Nevada and California.

L: Have you ever experienced anxiety or stage fright during a live performance?

What are your feelings about that?

D: Yes, anxiety happens. It really depends on how well I prepared for the

performance ahead of time. There is a technique called “performance cue” that a

musician can practice with when learning a piece of music. For example, if you are going

to perform a three - movement sonata from memory that lasts 20 or 25 minutes, you need

to establish weigh points along the way. The cues act as weigh points and help keep you

on track: where you are, where you’ve been, and where you’re going. If you use the cues,

you won’t lose your place. They keep you on track.
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D: The better my sense of performance cues, the more confident I am, and the less

anxiety I have. So, it’s fair to say that good performance cues minimize performance

anxiety.

D: You have to know what notes to play, of course, and when, and then you have

to rehearse enough to know what cues to keep in mind. In your rehearsal, you have to

think about what it is that you have to think about in your performance. Then it’s just a

matter of having to play from one cue to the next.

D: Anxiety, however, can still come up depending on the environment and the

audience. If the audience doesn’t really respect you, or the music you’re playing, they

will let you know. Or, if you play well, and the audience doesn’t respond well, or if their

response is not what you expected, your anxiety tends to rise. However, even if you give

a performance that is not all that good, and the audience still responds well, performance

anxiety drops.

D: One thing to keep in mind though is that if the audience response is really good,

and you keep on playing longer than you should, all of a sudden you are not playing very

well and you know it. Then your anxiety level will go up and your audience response will

drop off. So, you gotta know when to quit. When you’ve done your job, get off of the

stage as soon as you can. Leave the audience wanting more.

L: So, in conclusion, in the past, what are the main factors that have led to your

performance anxiety?

D: How well I was prepared, how good my performance cues were, and audience

reception.

L: What strategies did you use to overcome your performance anxiety?
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D: Good question! Like the memorization strategies?

L: Yes, any strategy you ever used for overcoming your own performance anxiety.

D: For memorization, I use a segmented strategy. On piano, I learn one hand at a

time: right hand first for a little ways, then the left hand, and then put them together. Then

I play the music over and over and go right hand only, then left hand only, and together

until I can play the music absolutely perfectly without thinking about it. Then I go on to

the next four measures, right hand only, left hand only, right hand only, left hand only,

and then put them together. That’s how I do it, with the segmented strategy, and one hand

at a time.

L: OK, so you used this strategy in your practice, right? What about in your

performance?

D: For a live performance, the main thing is to feel good inside and to feel

confident about your ability to perform. You have to feel good about yourself. You can’t

go out there feeling like you will not be performing well. You have to think positively.

That’s my performance strategy. Another thing you need to do is collect yourself. Slow

down and relax. Don’t rush things. Maintain a real positive attitude, relax, and don’t rush

the performance. If you rush, music performance goes too fast. You have to slow down

and take it easy.

L: What do you think about performance anxiety? Is it a positive or negative for

your performance and why?

D: Performance anxiety while practicing can be helpful because it can act as a

motivator. When you practice, worrying a little bit about how your performance will go

will make you work. You will focus on your responsibilities, so a little anxiety during
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practice can be a healthy thing if you find yourself needing some motivation. But

performance anxiety during performance is never a good thing.

L: Have you ever experienced flow during a performance?

D: I would say yes, very often, and that’s what I work to achieve when I practice.

I want to be able to detach myself from thinking about what notes I’m playing to thinking

instead about shaping an artistic expression and conveying an aesthetically pleasing

interpretation of the music for the audience.

D: What I think about when I’m performing is my technique and the artistic

expression I have in mind, rather than the notes, so I can get into the “flow” state. When

I’ve done that I can think about realizing my musical expression. I can look around, I can

look out at the audience, I can look off the stage, I can look at my shoes, I can look up at

the lights, I can do whatever I want to, you know, because I am not thinking about

playing the notes. So, yes, getting into a state of “flow” is a good thing.

L: What factors led to your flow experience?

D: The ability to eliminate anxiety and engaging in segmented learning during my

deliberate practice rehearsals. Again, what matters most is the ability to focus attention

and to repeatedly practice with hands separate. It’s all about memory and memory recall.

With good recall of the music, I don’t have to think consciously about the notes. I only

have to think consciously of the performance cues. Other than that, I can think about

whatever I want and enjoy the flow state.

D: What inhibits flow is anxiety. If I have anxiety while I’m playing, I never

achieve “flow.” If I have anxiety during a performance, I lose “flow.”

L: Is flow a positive or negative factor in your performance?
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D: Positive, flow is the ultimate goal in a performance. You are able to create an

artistic interpretation of the music when you are in the “flow.” You can shape the music

and create an artistic expression if you want. You can be a creative and artistic musician.

It allows you to be artistic.

L: Do you think “flow” and anxiety are related? Why?

D: I think flow and anxiety are like yin and yang. You can’t have one without the

other. They are connected like night and day. You need both, I guess, but not too much

anxiety. Too much can be debilitating. A little anxiety can encourage you to practice

when you don’t want to and that’s it. When you get on stage you shouldn’t feel any

anxiety unless you’re getting off track. You should be feeling confident and happy about

performing and anticipating a “flow” experience where you are free to create an artistic

experience for your audience to enjoy. You shouldn’t feel anxiety on stage.

L: So what kind of relationship is there between flow and anxiety?

D: If my preparation is high, usually my performance anxiety is low. If I am not

well prepared, my performance anxiety is usually high.

L: So, what’s the relationship between anxiety and flow?

D: If I am in flow, there is no anxiety. If my flow experience rises, then my

anxiety drops.
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L: What components of flow are related to your anxiety?

1) Clarity of goals and immediate feedback

2) A high level of concentration on a limited field

3) Balance between skills and challenge

4) The feeling of control

5) Effortlessness

6) An altered perception of time

7) The melting together of action and consciousness

8) The autotelic quality of flow-experience

D: “Clarity of goals” sounds like performance cues, and I think they are related to

“flow.” I am not sure about the time thing, and I don’t think they have a relationship with

anxiety. What component is related with anxiety? None of these.

L: The picture below describes the effects of the skill/challenge balance discussed

in Csikszentmihalyi’s Flow Theory, which includes flow and anxiety. What do you think

about this figure?
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Mental state in terms of challenge level and skill level according to Csikszentmihalyi's flow

model

D: If the music is very challenging, I am going to feel anxiety. The anxiety

usually goes away the more I practice. The more practice, and the better I practice, the

less anxiety I have. I am not going to play something in public anyway if I am not able to,

so my skill level should match the music.

L: Do you think we can use the “flow” theory or “flow” experience to reduce or

overcome music performance anxiety?

D: I think that when you know you are ready to perform in public, when you

know you can just walk into a practice room and play your music, and detach yourself

and think freely, and shape the music, I think you’re in the flow and you know you are

ready to perform. So, you can use “flow” in practice as a signal that you are ready to

perform in public. Anxiety should naturally go away when you play in “flow.”

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi
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L: Do you think the questions I have asked you are related to my research topic?

D: Yes, I think every question is related to your topic, and I think they are very

good interview questions.

L: Do you have any suggestions? Need I add something to this interview?

D: I think those are really good questions. My suggestion would be to explain the

concepts of “flow” and “performance anxiety” before you do the interview for your

future interviewees. Show them your definitions.

L: OK, thank you so much!

D: You’re welcome.

Interview 3

Time of interview: 3:00pm

Date: 11/7/2018

Place: Through Email

Interviewer: Li

Interviewee: Joe

L: Before we begin the interview, let me explain to you that the topic of my

research is the relationship between flow experience and music performance anxiety.

When you finish interview questions, I will give you a copy. Also, you should know that

you will not suffer any ill effects from this research. Your participation is voluntary, and

you can say no to any question that you do not feel comfortable answering. And finally,

you can stop this interview at any time. If you want to do this interview, we will continue.

J: Yes, I want to do this.
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L: Just to start off, could you talk about your music performance experience as a

music student, from when you started basically, and the history?

J: I began performing at a very young age. I grew up in church where music was

very vibrant and a major part of our lives. My father was a Minister of Music so I sang a

lot in church in front of others. While in school, I often got chosen for solos and small

ensembles and by the time I was in high school had performed a lot and did not have

many qualms about performing. When I was in college I continued to perform in

musicals, at church, and even at singing festivals. I viewed myself foremost as an

educator who taught music, not as much as a performer, but I have been viewed by others

as a performer as long as I can remember.

L: Have you ever experienced anxiety/stage fright during your music performance?

What’s your feeling about that?

J: Certainly. It was never debilitating, but even now when I perform I still have

nervousness that creeps in. I don’t think I view it as much as stage fright, but just nervous

that I will do my best.

L: Do you know what factors lead to your performance anxiety?

J: The factors leading to my performance anxiety are rooted in my desire to do

well. I want the audience to have an enjoyable experience listening to me, but also it

would be embarrassing to mess up particularly since I have been characterized as a

performer, music major, musician, and artist. Along with those labels comes a certain

level of expectation from the crowd you are singing or playing for.

L: What strategies did you use for overcoming music performance anxiety?
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J: Being prepared and knowing what I’m doing really well. Taking slow, deep

breaths. Focusing my mind on having fun or on the “bigger” picture of why I’m

performing.

L: Is it positive or negative for your performance? Why?

J: Very positive. I love performing.

L: Have you ever experienced flow during your music performance? How is it?

J: I think I have. For me I experience flow when I’m so caught up in the moment

that I lose track of time and sometimes that an audience is even there. For me, I feel very

satisfied in the moment and don’t want it to end.

L: What factors do you think lead to flow experience?

J: Excellent musicianship, receptive collaborative musicians and/or audience,

great familiarity with what I’m singing/playing, when I’m so desperate to play/sing that

my mind can’t think about anything else.

L: Is it positive or negative for your performance? Why?

J: Extremely positive. It’s like a good workout. I’m very tired afterwards, but in a

good way. Those moments have garnered more praise from those listening than normal

because they have seen me give myself completely over to the music and experience.

L: Do you think flow and anxiety are related? Why?

J: I think they can be. I think when I have experienced flow it has been because all

anxiety has left me. Anxiety can get in the way of fully surrendering to the music and

experience.

L: What component(s) of flow here is/are related with anxiety?

1) Clarity of goals and immediate feedback
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2) A high level of concentration on a limited field

3) Balance between skills and challenge

4) The feeling of control

5) Effortlessness

6) An altered perception of time

7) The melting together of action and consciousness

8) The autotelic quality of flow-experience

J: I think all of these are related to anxiety:

1) If you are anxious, you have a lack of clarity and you are worried about what

the feedback will be.

2) You can’t be fully concentrated on the music if you are anxious, you are

worried about other things.

3) This one is probably not as closely related to anxiety

4) Feeling of control is not existent if you are overly anxious. You are

surrendering to the fear more than the music.

5) You are putting too much effort into worrying about the anxiety and treating it

than the music.

6) If you are anxious, you might be more concerned with “When is this going to

end?” instead of a loss of time.

7) Again, if you are anxious, that is filling more of your headspace than focusing

on the music.

Overall, the focus becomes treating the fear and anxiety and not the creative

activity.
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L: The picture below describes the effects of the skill/challenge balance discussed

in Csikszentmihalyi’s Flow Theory, which includes flow and anxiety. What do you think

about this figure?

J: I think this is an excellent depiction of managing the balance of skill and

challenge. I can think of specific instances where I have felt all of these feelings and

related it to the level of skill and challenge.

Mental state in terms of challenge level and skill level, according to Csikszentmihalyi's flow

model

L: Do you think we can use flow theory or flow experience to reduce or overcome

music performance anxiety? How? Why?

J: I think it’s a good topic to discuss with performers so that they can see a bigger

picture of understanding what can happen when anxiety gets in the way. But I think it

will take specific strategies of overcoming performance anxiety to reduce the anxiety.

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi
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Just knowing about flow won’t help. Although, if we examine the steps to flow, perhaps

some performers will get there more often.

L: Do you think these questions are related to my research topic? Do you have

any suggestions for this study?

J: I think it is very interesting to examine how flow and performance anxiety are

related. I think if you asked random people about this, they probably wouldn’t know what

flow theory was, so they wouldn’t understand how to relate flow and MPA. If you’re

taking a more qualitative approach, I would ask the participants to describe a time when

they were in flow (kind of like you did earlier in the interview) and then have them

expound on that to see if you can draw any conclusions based on their responses. I think

if you are surveying people in a quantitative way, you will need more explanation about

flow theory. Also, question 11 is very open ended and could get you a wide variety of

responses. Perhaps ask the question with more specificity like, “The picture below

describes the effects of the skill/challenge balance discussed in Csikszentmihalyi’s Flow

Theory. Does your experience support this diagram?” What are you looking for from that

question?
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Interview 4

Time of interview: 3:00pm

Date: 11/8/2018

Place: Manor House 4i

Interviewer: Li

Interviewee: Andrea

L: Before we begin the interview, let me explain to you that the topic of my

research is the relationship between flow experience and music performance anxiety.

During the interview I will use a digital recorder to record your answers. From that I will

make a transcription. When I finish that, I will give you a copy. Also, you should know

that you will not suffer any ill effects from this research. Your participation is voluntary,

and you can say no to any question that you do not feel comfortable answering. And

finally, you can stop this interview at any time. If you want to do this interview, we will

continue.

A: OK.

Li: Just to start off, could you talk about your music performance experience as a

music student, from when you started basically, and the history?

A: OK, I was influenced by my mother and learned piano from ten years old. My

mother was an elementary music teacher, so she taught me a lot of children’s songs

before I came to school. I performed music not very often until my college rehearsals. I

normally did rehearsals for festivals and competitions.

Li: Have you ever experienced anxiety/stage fright during your music

performance? What’s your feeling about that?
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A: I had serious anxiety in most of my performances, but they didn’t

interrupt my performance except during one rehearsal. In the rehearsal, I was too

nervous to remember my score, I couldn’t find the key of my score, and I replayed

and repeated until I couldn’t remember anything of it, and finally, I gave up on

that rehearsal. But it was a good thing for my performance later because, after that,

I tried to prepare myself as much as possible to overcome my anxiety of

performance, and I have never given up in any performance after that.

L: Do you know what factors lead to your performance anxiety?

A: Based on the most serious anxiety experience, I think the causes were poor

preparation, poor practice, and high expectation of myself. Also, I had serious anxiety

because I paid too much attention to others’ opinions, like my advisor, competitors,

classmates, friends, etc.

L: What strategies did you use for overcoming music performance anxiety?

A: Practice, practice and practice, and enough preparation. Sometimes I used

relaxation strategy, yeah.

L: What are your specific relaxation strategies?

A: Deep breath, stretching my arms and legs, shoulder exercises, and so on.

L: Is anxiety positive or negative for your performance? Why?

A: Negative, I don’t like anxiety in my music performance at all, it’s the biggest

obstacle of my music performance.

L: Have you ever experienced flow during your music performance? How is it?
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A: Yes, sometimes I enjoyed my performance and forgot I was performing, but I

think I experienced it in my rehearsal more often than in formal performance. Maybe

because I was more relaxed in practice than in formal performance.

L: What factors do you think lead to flow experience?

A: Firstly, I love the piece I performed. Next, I was able to master the difficulty of

the piece. Lastly, I was relaxed.

L: Is it positive or negative for your performance? Why?

A: Positive. Because it is enjoyable.

L: Do you think flow and anxiety are related? What relation?

A: Maybe they are negatively correlated. For me, anxiety is always negative for my

performance, while flow is positive for my performance. I think so, because I never

experienced flow and anxiety together. When I experienced flow, I had no anxiety, and

when I experienced anxiety, it was impossible to experience flow.

L: What component(s) of flow here is/are related with anxiety?

1) Clarity of goals and immediate feedback

2) A high level of concentration on a limited field

3) Balance between skills and challenge

4) The feeling of control

5) Effortlessness

6) An altered perception of time

7) The melting together of action and consciousness

8) The autotelic quality of flow-experience

A: All these factors can help to reduce anxiety, I think.
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L: The picture below describes the effects of the skill/challenge balance discussed

in Csikszentmihalyi’s Flow Theory, which includes flow and anxiety. What do you think

about this figure?

Mental state in terms of challenge level and skill level, according to Csikszentmihalyi's flow

model

A: I don’t agree with the “Apathy” part. At the beginning of my study, I had

relatively low skills and played relatively low - challenge pieces, I experienced flow too,

if I really loved that piece.

L: Do you think we can use flow theory or flow experience to reduce or overcome

music performance anxiety? How?

A: Firstly, knowing what is flow and what is MPA, and what the characteristics of

these two experiences are. So, music education should cover these concepts, especially in

psychology class. Then, we should know the specific steps of achieving flow.

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi
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L: Do you think these questions are related to my research topic? Do you have any

suggestions for this study?

A: Yes, all the questions are related to your study, I suggest using more ways to

collect data for your study, like using mixed method, combine quantitative and qualitative

data to answer your questions.

Interview 5

Time of interview: 4:00pm

Date: 11/13/2018

Place: Townsend Hall 206

Interviewer: Li

Interviewee: Maggie

L: Before we begin the interview, let me explain to you that the topic of my

research is the relationship between flow experience and music performance anxiety.

During the interview I will use a digital recorder to record your answers. From that I will

make a transcription. When I finish that, I will give you a copy. Also, you should know

that you will not suffer any ill effects from this research. Your participation is voluntary,

and you can say no to any question that you do not feel comfortable answering. And

finally, you can stop this interview at any time. If you want to do this interview, we will

continue.

M: Yes, I want to do that.

Li: Just to start off, could you talk about your music performance experience as a

music student, from when you started basically, and the history?
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M: Absolutely, I started playing, actually, piano when I was six years old, I did that

all the way through middle school and high school to when I was about 17 or 18 years old.

I also started playing instrument ensemble, trumpet, and later I switched to French horn.

From a very young age, I had many performance opportunities. You know, young child

with piano recital, and I also sing in a church. I had solo performance opportunities and a

variety of different studies for professional study. When I got into band and large

ensembles, I had some large concert performances, and when I got into college, those

performances staying professional, and I participated in university ensembles, large

ensembles, wind ensembles, orchestras and march performances. My minor is French

horn for my music education degree, so I had to present three recitals during my

undergraduate degree in French horn. So, I have a background of a solo performer but

also an ensemble performer as well.

L: Have you ever experienced anxiety/stage fright during your music performance?

What’s your feeling about that?

M: I remember I have always been in nervous. But I just remember, you know,

being able to push those nerves to go away and be able to stay in that moment, especially

as a solo performer, I think probably the most nervous I ever was probably from my

diploma recital—an hour - and - a - half long, heavy material there. I remember probably

that was the most nervous as a performer, but again, once I got in that moment and I

started to play, the nervousness went away quickly.

L: Do you know what factors lead to your performance anxiety?

M: Oh, my family is very supportive of my musical study, and my family has a

very strong musical background, so I always want to do well, not only for myself, but for
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my family.

L: What strategies did you use for overcoming music performance anxiety?

M: I had some exercises which sound very strange, also developed kind of

meditation and mindfulness with breathing exercises that would help to kind of center me

to focus on what I had to do. That helped me most and I still do it now before conducting

an ensemble, just take a moment, kind of collect myself before I go to stage.

L: Is it positive or negative for your performance? Why?

M: Very positive for me to being able to find something like that. It helped me just

focus and knew how I was going to do it. And I think also something else is positive for

me is recognizing how my nervousness had changed based on how my route has changed.

It changed to more internal reasoning, I guess, for the nervousness.

L: Have you ever experienced flow during your music performance? How is it?

M: Yes, I have, I have experienced flow.

L: What’s your feeling of it?

M: Experienced...once, I think. When I was an undergraduate, and it was the best

performance I ever had. I remember warming up, going to the performance, and sitting

down. It was a very large conference, a thousand people watching, I remember looking at

my conductor, I remember hearing and feeling the ensemble breathe, I remember the

down beat, and I remember the concert especially. It was one hour long, and I played

French horn during this performance.

L: What factors do you think lead to flow experience?

M: I think, for me, it is a very unique experience. I think in the ensemble, we are all

very close. We all play together for a very long time, so we know each other. I knew
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French horn player behind me, I knew the principal saxophone player, I knew when she

was sharp, I knew the French horn player to my right for a long time. Our conductor was

consistent with everything, we knew her visual cues and her non - verbal facial

expressions. So that relationship again because we worked together so long and we knew

what happened for what happened, so that was a huge factor.

L: Is it positive or negative for your performance? Why?

M: Very positive.

L: Do you think flow and anxiety are related? What relation?

M: Negative,

L: What component(s) of flow here is/are related with anxiety?

1) Clarity of goals and immediate feedback

2) A high level of concentration on a limited field

3) Balance between skills and challenge

4) The feeling of control

5) Effortlessness

6) An altered perception of time

7) The melting together of action and consciousness

8) The autotelic quality of flow-experience

M: Let’s see, I think, based on my flow experience, these all lead to flow and lower

the anxiety level, so there is definitely a relationship there.

L: What do you think about this figure?
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Mental state in terms of challenge level and skill level, according to Csikszentmihalyi's flow

model.

M: I do agree with that.

L: Do you think we can use flow theory or flow experience to reduce or overcome

music performance anxiety? How?

M: I think the first thing we should know is what causes music performance

anxiety and assess it individually. And then figure out what we can do to manage those

anxieties and then possibly try to set up a flow experience. So, for me, the breath,

meditation, could help, just focus on the task at hand, quiet the voice like “don’t forget

the measure”, I think you are allowing yourself those flow opportunities.

L: So, if students don’t know what is flow is, how can we introduce flow to them?

M: That’s a good question, because I didn’t realize until our summer class. I think

it is tough to describe how to introduce flow to our students but we can describe the steps

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi


183

you can take to set yourself up to this experience, make students prepare for the

performance. So, I think the first step is letting your students know it’s possible from

there to go further. Like I said, make sure your students prepare and prepare correct ways.

Maybe we identify anxiety earlier, teaching them and showing performance with that.

L: Do you think these questions are related to my research topic? Do you have any

suggestions for this study?

M: Absolutely.

Interview 6

Time of interview: 6:00pm

Date: 11/15/2018

Place: Townsend Hall 206

Interviewer: Li

Interviewee: Jennifer

L: Before we begin the interview, let me explain to you that the topic of my

research is the relationship between flow experience and music performance anxiety.

During the interview I will use a digital recorder to record your answers. From that I will

make a transcription. When I finish that, I will give you a copy. Also, you should know

that you will not suffer any ill effects from this research. Your participation is voluntary,

and you can say no to any question that you do not feel comfortable answering. And

finally, you can stop this interview at any time. If you want to do this interview, we will

continue.
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J: All right.

L: Just to start off, could you talk about your music performance experience as a

music student, from when you started basically, and the history?

J: So, I started performing in a group at church in choir but I had solo

performances in piano when I started taking lessons when I was seven. So, I would have

solo piano recitals, but I really don’t remember having like a lot of anxiety about

performances until I was older, like in high school when the repertoire was harder to

memorize and gave me a lot of anxiety performing. So, I guess I never had anxiety until I

just starting memorizing in performing pieces.

L: OK, how many music performances did you have before?

J: I don’t know, a lot.

L: Formal or informal?

J: Both, yeah, I performed in a church from high school and directed my students

in their performances. I guess that also counts for my performances, and I had solo

performances too. So, I had a lot.

L: Which instrument have you played?

J: I played piano and I’ve also had singing vocal performances, too.

L: Have you ever experienced anxiety/stage fright during your music performance?

What’s your feeling about that?

J: I started having anxiety when I was older and the pieces of music that I played

were more difficult or in audition or performing in front of people that I didn’t know.

L: Do you know what factors lead to your performance anxiety?

J: One of them was memorizing. Maybe I was messed up or forgot a section, and
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another one was the people I was performing in front of and what they will think about

me. So really just like the failure aspect that gave me a lot of anxiety.

L: What strategies did you use for overcoming music performance anxiety?

J: My piano professor helped me to really process my feelings and we always had

the opportunity to practice on the stage that we were going to be performing on. So, I

have more anxiety for solo piano than for singing in a group or singing in a church. With

more experience, my anxiety has been alleviated, but with piano, she really helped me

memorize music in different ways. So, I would look at the section, I would read through

the piece of music just visually and to be able to recognize different sections of the music.

So, I would have the music in my head visually to look at. She would have me like skip

ahead and play one section, then go back to the beginning, just like I’m pointing different

places. I got to play on the piano that I was performing on, so just a lot of memory

strategies helped me a lot to feel confident.

L: That’s helpful

J: Yeah, she is really good.

L: Is it positive or negative for your performance? Why?

J: I think it was positive. Everybody has anxiety in performance in someway, and

some people have strategies to overcome it and some people don’t. I think that anxiety

for performing can be overcome if somebody helps you and works with you and helps

you to process your feelings. And then have strategies. Because if you have strategies,

then you feel more confident and like you are able to fix it.

L: OK, next question, have you ever experienced flow during your music

performance? You remember what flow is, right? We talked in our summer class before.
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J: I am kind of familiar with it but not really. I don’t remember everything we

talked about.

L: OK. Flow was named by Csikszentimihhalyi, and it is characterized by

complete absorption in what one does and a resulting loss of one’s sense of space and

time.

J: Yes, in the moment.

L: So, based on the flow definition, have you ever experienced it before?

J: Yes, I think I have, I just never recognized that before—like really involved and

focused on something. I have in practicing and performances, I just never identified it.

L: What factors do you think lead to flow experience?

J: High level of intense focus, I think, really enjoying what you are doing, feeling

like a part of what you are creating and recognizing that you are creating music.

L: Is it positive or negative for your performance? Why?

J: Positive. You can have better performance if you use flow theory in your

practice and performance.

L: Do you think flow and anxiety are related? What relation?

J: Yeah, but I think you can understand flow and use it and still have anxiety

before performance.

L: What do you mean?

J: I mean that you can be experiencing flow in your practice and performance but

you can still have anxiety. Even if you are practicing with flow theory in mind, you can

still have anxiety before the performance.

L: What component(s) of flow here is/are related with anxiety?
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1) Clarity of goals and immediate feedback

2) A high level of concentration on a limited field

3) Balance between skills and challenge

4) The feeling of control

5) Effortlessness

6) An altered perception of time

7) The melting together of action and consciousness

8) The autotelic quality of flow experience

J: I think the “feeling of control” would be related to anxiety.

L: So, lead to anxiety or reduce anxiety?

J: This is to reduce anxiety. So, if you have more feeling of control, then it would

reduce anxiety. Yeah, if you are doing all these things, I think all of them would reduce

anxiety.

4) The picture below describes the effects of the skill/challenge balance discussed

in Csikszentmihalyi’s Flow Theory, which includes flow and anxiety. What do you think

about this figure?
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Mental state in terms of challenge level and skill level, according to Csikszentmihalyi's flow

model.

J: Definitely, if you don’t have the skills to do something, somebody gives you a

really difficult piece of music, then you will have a lot of anxiety with it. But there is also

a balance that if you are given something really, really hard and you can’t do it, then

there is not going to be flow.

L: So, do you agree or disagree with this model?

J: ...yes, I agree.

L: Do you think we can use flow theory or flow experience to reduce or overcome

music performance anxiety?

J: Yeah, I think it is possible.

L: So how can we use it?

J: We need to figure out strategies for teaching someone to use flow theory, like

my piano teachers. She gave strategies for memory and maybe some of those strategies

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi
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would be useful to help someone understand flow theory and understand that if they are

reaching those components and feeling control of what they are doing and they are

enjoying it, then they are in the flow state.

L: So, you mean to teach students flow theory?

J: Yes, that will be helpful.

L: Do you think these questions are related to my research topic?

J: Yes, I do.

L: Do you have any suggestion for this study?

J: Maybe insuring your population is a variety of different musicians and

performers. Like I performed a lot, but my performances are a little bit different. So, I

guess a good background of different people maybe provide some ways they memorize

music. Yeah. I think it’s really good to introduce people to flow theory. That’s really

helpful.

Interview 7

Time of interview: 3:00pm

Date: 11/16/2018

Place: Manor House 4i

Interviewer: Li

Interviewee: Victoria

L: Before we begin the interview, let me explain to you that the topic of my

research is the relationship between flow experience and music performance anxiety.

During the interview I will use a digital recorder to record your answers. From that I will
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make a transcription. When I finish that, I will give you a copy. Also, you should know

that you will not suffer any ill effects from this research. Your participation is voluntary,

and you can say no to any question that you do not feel comfortable answering. And

finally, you can stop this interview at any time. If you want to do this interview, we will

continue.

V: Yes, I agree to do that.

L: Just to start off, could you talk about your music performance experience as a

music student, from when you started basically, and the history?

V: I started learning pipa at five years old until going to university, but my major

was not performance, it was music education. In the university, we had ensemble every

Monday and we had a lot of opportunities of performance, like different festivals.

L: Did you have some competitions?

V: Yes, I had some and sometimes I have some solo performances.

L: Have you ever experienced anxiety/stage fright during your music performance?

What’s your feeling about that?

V: Yes, I had anxiety, but mostly in my solo performance instead of ensemble.

When I learned a new piece and performed it for the first time, I felt anxiety. But later,

when I performed it for the second time or third time, I didn’t feel nervous.

L: What were your reactions to your anxiety?

V: Going to restroom frequently and sweating.

L: Do you know what factors lead to your performance anxiety?

V: I think the external pressure was more than my internal pressure which led to

my performance anxiety. For example, there were so many competitors for me, or
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interviewers looked very serious. But I have less anxiety from myself, like practicing and

skills.

L: What strategies did you use for overcoming music performance anxiety?

V: Talking with others before my performance and letting time fly faster, or if

leave me alone before my performance, I would like to recall my piece before my

performance.

L: How about your anxiety during your performance?

V: At the beginning, I normally felt nervous, but during the middle or close to the

end, my anxiety would be reduced. I had a sense of excitement when my performance

was close to the end.

L: Is it positive or negative for your performance? Why?

V: Neither, I think it is a normal psychological and physical reaction. Because it

is always there, but when I was very young, it was more serious than now.

L: Have you ever experienced flow during your music performance? How is it?

V: Sometimes. It normally happened at the middle or end of my performance. At

the beginning of my performance, I normally had anxiety, so no flow.

L: How often?

V: It depends, not every time, but I experienced flow in about 70% of my

performances.

L: What factors do you think lead to your flow experience?

V: Focus on the music and performance.

L: Is it positive or negative for your performance? Why?

V: Positive. When I experienced flow, at least, I have no anxiety, and it was a
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happy process.

L: Do you think flow and anxiety are related? What relation?

V: I didn’t think about this question before and I didn’t pay attention on these two

topics too.

L: That’s fine, you can think about that slowly.

V: Maybe I think the more anxiety you experienced, the less frequently you

experience flow. If you had serious anxiety, like sweating, it would influence your flow

experience.

L: Like you said, you had serious anxiety when you were very young. Did you

experience flow when you were very young?

V: Never. I just wanted to leave the stage early when I was very, very young.

L: What component(s) of flow here is/are related with anxiety?

1) Clarity of goals and immediate feedback

2) A high level of concentration on a limited field

3) Balance between skills and challenge

4) The feeling of control

5) Effortlessness

6) An altered perception of time

7) The melting together of action and consciousness

8) The autotelic quality of flow-experience

V: “Clear goals” like “I must be the top one”. I think if it was too strong, it might

increase your anxiety. Other factors will not lead to anxiety.

L: The picture below describes the effects of the skill/challenge balance discussed
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in Csikszentmihalyi’s Flow Theory, which includes flow and anxiety. What do you think

about this figure?

Mental state in terms of challenge level and skill level, according to Csikszentmihalyi's flow

model

V: I agree with that, but when skill was high, challenge was not very high. Maybe

we can experience flow then, too.

L: Do you think we can use flow theory or flow experience to reduce or overcome

music performance anxiety? How?

V: Yes, the prerequisite for achieving flow is that a performer should have

sufficient skills before going on the stage. If their skills are too low, it’s impossible to

experience flow.

L: Which aspect of flow can we use?

V: Skill and challenge balance, I think.

https://en.wikipedia.org/wiki/Mihaly_Csikszentmihalyi
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L: Do you think these questions are related to my research topic? Do you have any

suggestions for this study?

V: Yes.
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