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Abstract
Music performance anxiety (MPA) affects health, wellbeing, and performance quality. The characteristics 
of MPA are multifaceted and mainly caused by psychophysiological factors that generate a sense of 
loss of control. The aims of the present study were to understand MPA in the context of higher music 
education in Portugal through the individual and collective thoughts and perceptions reported by 
teachers and students; identify the strategies employed both by teachers during the teaching-learning 
process for students to cope with the effects of MPA and by the students themselves; and portray the 
extent of institutional support for students experiencing MPA. We carried out semistructured interviews 
with 24 students and 12 teachers from four higher education institutions in Portugal and analyzed the 
data thematically. We identified four overarching themes (perceptions of MPA, strategies, contextual 
factors, and institutional support) from which 10 subthemes emerged. In addition to confirming the 
presence of psychophysiological factors experienced before, during, and after performances, the findings 
suggest that MPA may decrease with years of experience and that teachers’ strategies to counter MPA are 
limited. Contextual factors, institutional culture, teaching methodology, and lack of institutional support 
all contribute to the high levels of MPA that continue to be found in higher education institutions. One 
implication of the study is that there is a clear need for MPA to be discussed in educational institutions 
with teachers, students, and psychologists.
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Music performance anxiety (MPA) has attracted the attention of  researchers for decades, 
mainly due to its high prevalence and negative impacts not only on performance but also on the 
occupational health and the physical and psychological wellbeing of  professionals and stu-
dents. Araújo et al. (2017) have pointed out that, in the context of  higher education, music 
students hold perceptions, attitudes, and behaviors that raise potential concerns about their 
health and wellbeing. This means that music students can be affected by MPA and need support 
to improve their health and wellbeing during their course of  their studies (Barros et al., 2022).

MPA is commonly defined as a feeling of  apprehension that compromises performing skills 
in public (Brodsky, 1996; Ryan & Andrews, 2009; Salmon, 1990). Kenny (2011, 2016) 
describes physiological, cognitive, and behavioral responses that cause feelings of  loss of  con-
trol (Barlow, 2000) and affect both solo and group performances. Psychophysiological features 
including these responses are also associated with the etiology of  MPA and can occur before, 
during, and after performances (Papageorgi et al., 2007). Other factors that can influence MPA 
include performance experience (Kenny et al., 2011), institutional culture (Papageorgi et al., 
2010), individual variables such as low self-efficacy (Paliaukiene et al., 2018; Papageorgi et al., 
2010; Robson & Kenny, 2017), situational variables such as whether the performance is solo or 
involves a group (Casanova et al., 2018; Cox & Kenardy, 1993; Orejudo et al., 2017), and social 
factors such as social phobia and parental perceptions (Cox & Kenardy, 1993; Dobos et  al., 
2019).

Many musicians, whether professionals, amateurs, or students, experience MPA, regardless 
of  the style of  the music, whether it is instrumental or vocal, or performed solo or in a group. 
The prevalence of  MPA among students in higher music education has been estimated to range 
from 16% (Paliaukiene et al., 2018) to 83.1% (Miller & Chesky, 2004) via 39% (Zarza et al., 
2016b) and 75.1% (Bannai et  al., 2016), suggesting that this is a significant health issue 
requiring further study.

Hamann (1982) and Hamann and Sobaje (1983) found that levels of  MPA fall with years of  
experience. Likewise, Paliaukiene et al. (2018) found higher levels of  MPA in musicians who 
play fewer concerts, although Cox & Kenardy (1993) and Kenny et al. (2011) found no associa-
tion between performance experience or time spent playing an instrument and MPA. Casanova 
et al. (2018) point to the effect of  institutional culture on motivation, general anxiety, MPA, 
and performance quality. According to Zarza et al. (2016a), teaching curricula determine per-
ceptions of  learning and music performance, which can influence the development of  MPA. 
Jääskeläinen et al. (2020) maintain that neoliberal institutional cultures affect students’ qual-
ity of  life, with increased stress levels triggered by high workloads.

At the individual level, variables affecting music students’ emotional, cognitive, and behav-
ioral state before, during, and after performances include low self-confidence (Abel & Larkin, 
1990; Kirchner et al., 2008; Miller & Chesky, 2004), low self-esteem (Liston et al., 2003), low 
self-efficacy (Paliaukiene et al., 2018; Papageorgi et al., 2010; Robson & Kenny, 2017), perfec-
tionism (Dobos et al., 2019; Liston et al., 2003; Sulun et al., 2017), neuroticism (Liston et al., 
2003; Steptoe & Fidler, 1987), and positive and negative self-conceptions (Wiedemann et al., 
2020). Other individual-level factors include the musician’s perceived lack of  musical progress, 
preperformance nervousness, and burnout (Dews & Williams, 1989), choice of  instrument 
(Casanova et al., 2018), and low academic grades (Paliaukiene et al., 2018). At the situational 
level, variables mostly relate to the concert situation, such that MPA is higher when the musi-
cian is playing solo rather than in a group (Coşkun-Şentürk & Çırakoğlu, 2018; Cox & Kenardy, 
1993; Papageorgi et al., 2010, 2013) and when playing to a critical audience (e.g., colleagues 
or juries) rather than making a recording (Brotons, 1994; Hamann, 1982; Hamann & Sobaje, 
1983). Social factors also play a role in MPA, which has been found to be associated with 
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perceived low social support (Schneider & Chesky, 2011), dysfunctional behavior and need for 
approval (Yondem, 2007), and social phobia (Cox & Kenardy, 1993; Dobos et al., 2019); musi-
cians may worry about making mistakes and how their parents perceive them, or doubt their 
own actions (Dobos et al., 2019; Liston et al., 2003).

A great deal of  research on MPA has been conducted, but most studies have used quantita-
tive approaches to evaluate interventions using methods such as virtual reality (Aufegger et al., 
2017; Williamon et al., 2014), biofeedback (Barros et al., 2019; Wells et al., 2012), cognitive 
behavioral therapy (Braden et  al., 2015; Osborne et  al., 2007), and relaxation techniques 
(Bartos et al., 2021; Sousa et al., 2012). Samples have included professional (Castiglione et al., 
2018; Kenny et al., 2014), amateur (Castiglione et al., 2018), and student musicians (Araújo 
et al., 2017; Barros et al., 2022). Two decades ago Miller and Chesky (2004) pointed out the 
lack of  qualitative studies addressing the experiences of  music students.

We carried out a systematic review of  43 relevant publications (Barros et al., 2022), only 
two of  which reported qualitative research; we subsequently identified two doctoral theses 
(Jordan, 2016; Liu, 2016) and one further article (Tahirbegi, 2021) reporting research in 
which a qualitative approach was taken. Qualitative research is more likely to provide a holistic 
understanding of  MPA than quantitative research. We therefore chose to take a qualitative 
approach to the topic, seeking to enter the personal worlds of  individuals and discover how they 
perceive and attribute meaning to the processes surrounding the various personal and social 
situations they experience (Coutinho, 2018; Latorre et al., 1996). Specifically, we aimed to 1) 
understand MPA in the context of  higher music education in Portugal through the individual 
and collective thoughts and perceptions reported by teachers and students; 2) identify the strat-
egies employed both by teachers during the teaching-learning process for students to cope with 
the effects of  MPA and by the students themselves; and 3) portray the extent of  institutional 
support identified for students experiencing MPA. We did this by carrying out semistructured 
one-to-one and focus-group interviews and analyzing the data thematically.

Method

Participants

We recruited teacher and student participants from four higher music education institutions in 
Portugal, specifically, the Universidade de Aveiro (UA), the Escola Superior de Música e Artes do 
Espetáculo (ESMAE), the Escola Superior de Música de Lisboa (ESML), and the Escola Superior 
de Artes Aplicadas (ESART). We chose these institutions not only because they are located in 
different parts of  the country (Aveiro, Porto, Lisbon, and Castelo Branco, respectively) but also 
because they deliver programs for a range of  musical instruments, singing, and teacher train-
ing.1 Together, a total of  1,957 students (507 at UA, 536 at ESMAE, 619 at ESML, and 295 at 
ESART) were taught at these institutions in the 2021/2022 academic year. Having sought and 
obtained ethical approval from the Ethics and Deontology Board of  the University of  Aveiro 
(Certificate 02-CED/2020), we sent out invitations to participate in the study via email and 
social media, and by making use of  our personal contacts.

At each of  the four institutions we held one-to-one interviews with three teacher partici-
pants (12 in all) and focus-group interviews with six undergraduate and master’s degree stu-
dent participants (24 in all). There were 10 male teachers and two female teacher participants 
with a mean age of  48.3 (SD = 9.53, range 31–63). There were 12 male and 12 female student 
participants with a mean age of  22.0 (SD = 1.72, range 20–27). Fourteen were undergradu-
ates and 10 were studying for master’s degrees. They were studying bassoon (n = 1), cello 
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(n = 2), clarinet (n = 2), flute (n = 2), piano (n = 2), saxophone (n = 3), singing (n = 3), singing 
and piano (n = 1), trombone (n = 2), trumpet (n = 1), tuba (n = 1), viola (n = 1), and violin (n = 3).

Materials and apparatus

We developed two interview guides, based on the research questions, for the one-to-one and 
focus-group interviews, respectively (please see Appendix 1). We asked teacher participants to 
reflect on their own definitions of  MPA and to tell us if  they had experienced MPA themselves in 
their careers and if  they had students with MPA. We asked them what strategies they used to 
counter students’ MPA, and about any institutional support offered to students experiencing 
MPA. We asked student participants if  they had experienced MPA and when it occurred; we 
asked them about their symptoms and how they cope with them, the importance they attribute 
to MPA and the nature of  their feelings before, during, and after performances.

We used a Sony ICD-PX312 recorder to make audio- and video recordings of  face-to-face 
interviews at UA and the Zoom platform for the remaining interviews, which were conducted 
online because of  the COVID-19 pandemic. MAXQDA software was used to analyze the data.

Thematic analysis

The interviews were transcribed verbatim, and the six-step procedure specified by Braun and 
Clarke (2006) for conducting thematic analysis was followed: 1) familiarizing ourselves with 
the data; 2) generating initial codes; 3) searching for themes; 4) reviewing themes; 5) defining 
and naming subthemes; and (6) producing the report. In Step 2, the researchers generated the 
initial codes independently and deductively, with reference to the interview guide, then com-
pared and discussed the codes until consensus was reached. Throughout the process, the 
researchers read and re-read the transcripts to ensure that the themes and subthemes, deriving 
from participants’ utterances and determined inductively, were valid (Spencer et al., 2003). For 
the purposes of  the report, participants were identified using codes from T1 to T12 (teachers) 
and S1 to S24 (students).

Results

We identified four themes from the data obtained from the one-to-one interviews with teacher 
participants (Figure 1) and focus-group interviews with student participants (Figure 2): per-
ceptions of  MPA, strategies, contextual factors, and institutional support. We report the sub-
themes contributing to each theme obtained from the teacher-participant data first, then the 
subthemes obtained from the student-participant data, which were similar in some respects 
and different in others. Numbers in brackets indicate the number of  participants whose data 
contributed to the subtheme.

Teacher participants

Perceptions of MPA

Definitions of MPA (12). Participants defined MPA as stage fright, fear of failure, or fear of an 
unsuccessful performance in front of an audience: “The fear of failing in front of a public . . . 
And this fear may also be present in the preparation phase of the performance” (T2). They also 
saw it as a perceived physical and psychological alteration: “It is the combination of the 
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physical and psychological state that alters the perception of what we are doing, of our body 
and the way we think; so it is a slight modification of the normal” (T5).

Some alluded to the way it can be seen as a common occurrence, and viewed positively:

Anxiety is a feeling, a physiological reaction to an emotionally stressful situation, due to the uncertainty 
of  what will happen to us. But it can be something positive . . . If  in excess, it can be harmful and 
compromise the technical component of  the performance. (T8)

Figure 1. Themes and subthemes emerging from the 12 individual interviews with teacher participants.

Figure 2. Themes and subthemes emerging from the four focus group interviews with student 
participants.
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Adrenaline can also cause loss of  concentration, lack of  discernment, and panic.

It is the defence or way of  reacting to an external threat . . . [Although not precisely] a threat, it can 
even be seen as such . . . MPA also has a significant role with adrenaline as this can benefit the energy 
of  the whole performance. (T9)

Occurrence of MPA (12). All the teachers interviewed reported having to deal with MPA person-
ally: “[I dealt] many times [with MPA]. That MPA happens when we have extremely important 
concerts and need to relax to overcome the fear. However, it is not something we can do easily. 
It takes many years” (T1); “MPA depends on the personal context that has nothing to do with 
the performance of  that moment. Many factors, either from the situation itself  or external to 
the situation, can contribute to our general and emotional state” (T9).

MPA throughout my career so far has not always been the same. As a student, it was something that 
blocked me or could limit me. Then MPA became part of  the performance, but not as something that 
limits or enhances . . . I deal with it and expect it as something normal. (T5)

Years of performance experience and MPA (5). Coping may improve with time: “People are better 
at dealing with situations; therefore, they are used to them or have the maturity to deal with 
it. For example, nothing seems to bother international soloists because they have long 
careers” (T9);

Some of  my students—I’m considering a specific student, but it has also happened with others—who 
have every reason to be confident, they have a great technical level, [but] they always think they’re 
going to fail . . . It’s experience, isn’t it? (T2)

Strategies

Coping strategies (12). Strategies include exercises and talking:

I developed or borrowed from someone some breathing and physical exercises. I also have a conversation 
[with the students] but not right before the performance. I do it long before, when we must understand 
why we make music, which is essential. If  the breathing or physical exercises do not work, we have to 
understand intellectually that our fear is irrational. (T1)

Level of  preparation can influence MPA:

If  we are not adequately prepared or completely sure and confident of  what we are doing, it causes 
anxiety because we perceive the possibility of  failure, and this causes negative anxiety and greater 
stress. But when the preparation is adequate, I think the anxiety levels also go down. (T7)

Similarly, mental rehearsal was described as a complement to technical preparation: “I 
advise the students to imagine they are playing before an audience” (T2). One participant 
downplayed the significance of  mistakes and suggested individualized strategies:

Relativise mistakes, do not attach too much importance to them, and then deal with that. I try to 
suggest physiological strategies such as breathing and psychological approaches . . . I would say that 
you need to understand the student holistically: who is he/she? What is his/her background? Why is 
he/she nervous? Once you understand that, you can select the best strategies. (T8)
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Building self-confidence was crucial: “I talk to the student, saying we must respect ourselves 
because too much effort causes even more frustration and fear . . . I try to work on self-confi-
dence, always through dialogue” (T9).

Teachers’ perspectives on the effectiveness of their strategies (10). In general, teachers were positive 
about their strategies. Two described their impact:

I have students who were very nervous and tense and failed consistently due to anxiety and lack of  
work. However, they started to work harder and got to know me better, which also boosted their 
confidence. (T2)

The conversation is specific and directed to each student because some individuals, from a musical and 
human point of  view, are in different stages, and I always try to maximise the strategies so that they are 
effective for each one. (T8)

Medication (3). Three participants mentioned the use of  medication: “I remember a student . . . 
About three or four years ago, who had a lot of  anxiety playing his instrument . . . And he even 
took that medication, Inderal” (T11). Another (T12) mentioned a specific institution that was 
aware of  many students taking anxiolytics but did nothing to find a solution, while according 
to the third:

Many musicians take medication and beta-blockers. On of  my young students admitted that that she 
was taking medication and she needed that to be able to perform, to face this stress. And she managed 
to get off  that, but it was hard, because she was under the impression that, without that, she couldn’t 
do anything. (T3)

Limitations of teachers’ strategies (4). One participant mentioned that a teacher cannot replace 
expert support: “We are not psychologists. We may know the students very well but we cannot 
replace a more structured program” (T2). Another pointed out that teachers often lack the 
knowledge to deal with specific problems such as anxiety: “Perhaps the teachers do not have 
the necessary tools, either because they have never experienced it or because they have never 
looked into it, so that they can eventually advise the student” (T12).

Contextual factors

Performance situation (4). The audience, the concert hall, and whether playing solo or in a group 
were thought to cause variations in MPA:

It depends on who we are playing for, right? The public is crucial. The public and the concert room . . . 
It also depends on whether we are playing a solo piece, a duo or a trio, or as musicians of  an orchestra. 
(T11)

In line with the previous observation, one participant stated that the competitive orchestral 
environment causes a more intense form of  anxiety:

In my case, I’ve always felt more comfortable with the pressures of  a soloist competition, where you 
must play a type of  repertoire that, in my opinion, is more challenging . . . But in orchestral competitions, 
I’ve always felt much more anxious. A jury of  3 or 4 members that will decide your death sentence, it’s 
the environment itself, isn’t it? (T12)
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Factors external to the performance (2). MPA may be exacerbated by financial concerns and 
fatigue: “Of  course, playing a concert and thinking I still have to pay the rent of  the house is 
bad” (T6);

Being very tired . . . Or when your muscles are sore, or with contractures. For example, last year I had 
a finger contracture, in this arm, and it prevented me from doing a trill . . . I could hardly do it. That 
really has an impact on the performance. (T11)

Institutional culture (12). Participants were critical of  conservatories:

I think the traditional teaching model in conservatories is one of  exclusion; teaching for a minority of  
people with a series of  conditions predisposing them to be winners from the start. The role of  the 
master who perpetuates tradition, who immediately classifies the student, isn’t it? I think that we 
effectively need to change our attitude towards this. (T2)

I strongly agree [that the performance tradition] still exists in many places and is applied by many 
teachers . . . It’s a closed and castrating thing, and the student knows that the teacher has high 
expectations . . . I think these traditions are already a bit obsolete; they cause anxiety on all. They [the 
students] don’t even understand how they are being conditioned and constrained. (T9)

The guilt is neither individual nor collective; it is systemic . . . But it is up to us to create plans and 
environments where this is not the main factor . . . So, it is hard for me to talk about anxiety, stress, fear, 
and pressure in the musical world when all the elements that act upon musical performance come 
from the siege that this jungle of  winners and losers exerts upon music. Students are surrounded by 
competition. They desire glory. Teachers are eager to glorify themselves through their students’ work. 
Students are eager to glorify themselves through the recognition of  their teachers and their juries. (T6)

The jazz context was reported to present different approaches: “Jazz allows for a creative 
approach and also to assimilate the mistake with some ease, something that, for example, in 
more crystallised music, in erudite music, is maybe a little more difficult” (T8). The formality of  
the classical context could trigger MPA:

Classical musicians, because they have to follow that formality, that tradition . . . Maybe, at a certain 
level of  performance, it can cause some tension, some anxiety. And also the formality, the dress code, 
having to obey all those traditional procedures of  going on stage, causes an increase in anxiety. (T12)

Institutional support

This theme was mentioned by all 12 teacher participants and related specifically to the lack of  
programs specifically aimed at managing MPA in Portuguese higher education institutions:

There is no general program focused on anxiety. I don’t know if  there is in other [institutions] because 
it’s not something that’s talked about or known that much . . . It’s pertinent to raise this issue, and it’s 
relevant to study this. I’ve had students who dropped out because they couldn’t control their anxiety, 
which was mainly a psychological issue. (T2)

One participant suggested that schools should have taught the management of  MPA:

I think schools should have Pilates, Alexander Technique, yoga, and meditation as optional subjects . . 
. There may be several ways to deal with this type of  situation. In Holland, for example, they already 
exist, in Germany too, but not here [in Portugal]. (T3)
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It is not taboo among the students and the teachers because everyone knows how anxiety is. Still, 
maybe it is an institutional taboo institutionally, isn’t it? If  it was not such a taboo issue, 
eventually, there would be a course directed at dealing with anxiety . . . Here in Portugal, my 
institution does not have it, and I am not aware of  any other institution that does, at least on a 
regular basis. (T12)

Although the general themes identified were common to both teacher and student partici-
pants, there were some differences in the sub-themes, as detailed below.

Student participants

Perceptions of MPA

Onset of MPA (19). Participants first experienced MPA in a variety of situations: “I began to feel 
it more while at the university because the responsibility becomes greater, and I think that we 
feel it more and more” (S1); “I felt it more in high school, but that was because I had a very 
harsh teacher” (S4); “I think it was from my first audition [in the philharmonic band] when I 
had to play in front of people” (S8); “I think I started to feel it when I was in the conservatory 
because I began to play more often and to be called up for more important concerts, which I was 
not used to at the time” (S21).

Manifestation of symptoms (15). Several participants described the symptoms: “I talk too fast 
with people” (S3); “As a singer, there’s impact on my voice; my voice starts trembling” (S12); 
“[In addition], trembling legs, altered breathing, stomach pains” (S14); “fast heartbeat” (S16). 
Two described them in detail: “I had a sweaty and numb feeling in my hands, stomach ache and 
felt sleepy. I felt like I could barely open and close my hands. It’s an anxiety that really hits your 
limbs. I was trembling and sweating” (S9); “Nervousness, I sweat a lot, I often feel dry mouth, 
and sometimes I even lose a little strength and muscle control” (S10).

They also described their feelings before, during and after a performance: “I often fall asleep 
before I go to play. During the performance, as my head is more relaxed, I can concentrate more, 
but before, it was a total blur. And at the end, I cried because of  the pressure” (S4);

I can say that I am very curious before: “how is it going to be?,” “what is going to happen?” During the 
performance, nowadays, I feel greater and greater freedom. I have been feeling so well performing that 
sometimes, instead of  wishing it was over so there would be some relief, it seems that I could go on 
longer. I have been working now on the end, because I feel some disorientation. (S9)

I pay a lot of  attention to the before and after. Before, because I have to feel nervous to be able to enter 
the scene . . . After, reflecting on everything I did to understand what was right and what was wrong 
so that next time I can do better. (S7)

I feel a bit anxious before the performance but it’s a good anxiety; I don’t see it as something negative. 
During the performance, I’m enjoying the moment; I’m confident and I feel energy and power. After 
the performance all my energy is gone, and I just want to rest. (S11)

When I feel prepared before the exam, I feel confident and well about the work I’m going to do. During 
the exam, I’m conscious of  my capacities and that I have mastered the music, and I also try to feel 
pleasure in what I’m doing. At the end, I feel proud of  the work I have done. But then, if  it goes wrong, 
I feel angry and upset. (S2)
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Before I go on stage, I feel very nervous, like I’m dying. Then I go on stage. During the first part, if  it goes 
well, my body relaxes, and I think: “this is going to go well.” And I go on to the end. At the end, I feel 
relieved. (S19)

Years of performance experience and MPA (10). Some participants related MPA to experience of  
performing: “I think that [it] is related to how long we have dealt with the problem. For exam-
ple, as I started coping with it very young, it was a nightmare for a long time” (S4);

The anxiety has decreased over the years. In a way, the habit of  feeling these symptoms makes it 
possible to find ways of  dealing with them; it is necessary to know the triggers that make it feasible for 
us to control them. (S10)

Importance of MPA (18). The importance attributed to MPA varies widely. “It is more impor-
tant now than it used to be; before, I didn’t really have a sense of  what anxiety was. Now, the 
greater the responsibility and demand, the more important it is” (S5); “On the one hand, I 
feel it is much less important. On the other hand, I attach more importance to the pedagogi-
cal side of  things, which is very important” (S4); “It is important because I managed to find 
a way to feel it as a flame that makes me want to perform on stage” (S8); “If  I had a concert 
tomorrow and I didn’t feel that slight anxiety, maybe it could go badly. I need to get used to 
anxiety and find strategies to deal with it during the performance” (S10). By contrast: “I feel 
that dealing with anxiety has become more important than it should be . . . I end up suffer-
ing a bit” (S19).

Strategies

Coping strategies (24). Coping strategies included exercises: “I think there are several exer-
cises a person can do to focus and be more aware of what’s going to happen. Breathing 
exercises to control anxiety before the performance. Also, stretching the muscles” (S1). 
Some participants reported imagining and giving practice performances, acknowledging 
that MPA is normal:

When I started studying at the university, I started doing more [mental] audition simulations, which 
helped me control my anxiety. During a masterclass, the teacher said that at night we have to imagine 
the score in our head and pretend we are playing to visualise the performance situation. Maybe it 
sounds stupid, but it helps a lot. (S6)

I always try to create uncomfortable situations so that when I have a performance, I’m prepared in a 
certain way. Besides that, I play for class colleagues or colleagues from the brass section because I know 
there will be a much more precise and intelligent criticism and evaluation. (S10)

One thing that has helped me to improve over the years is to assume: “OK, I’m nervous, and it’s 
normal.” I adopt strategies that include turning off  my phone, withdrawing from the world, and 
reflecting. I don’t talk to anyone. (S9)

My only strategy is to keep things in perspective because it’s just a concert. I’m a jazz musician . . . I’ve 
also studied classical music, which requires thinking that there’s only one right way of  doing things, 
and you can’t make mistakes because they are bad. Since I started thinking that mistakes are part of  
the performance, I feel much less anxiety. (S12)
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Additional strategies were reported, including playing up to the moment of  the perfor-
mance and stopping half  an hour beforehand: “I get more anxious if  I wait even two or 
three minutes . . . I play as much as possible until I enter the exam room or the audition” 
(S24);

I have a bit more anxiety than usual, but the simple fact of  looking at the score before I go in and check 
the most problematic parts . . . That’s what I do. Maybe controlling my breathing a bit more to feel 
calmer. [Besides], making recordings helps me a lot. (S21)

I used to take natural relaxants because I thought they would help me prevent performance anxiety. 
But, as time passed, I realised that it’s better to stop half  an hour before the concert, go out, think about 
what I have to do, clear my head, and then the pressure goes away a bit. (S19)

Finally, “If  the performance didn’t go well, it was because of  anxiety. Still, it has also to do 
with the preparation and the previous work for that performance” (S10).

Student perspectives on the effectiveness of teachers’ strategies (20). While the teacher participants 
were generally satisfied with the effectiveness of  their strategies, this was not the case for the 
student participants:

Strategies always depend a lot on ourselves and how we feel when we wake up. A lot of  the teachers’ 
advice sometimes don’t work; when that happens, it must be done differently. So, we must have a 
critical spirit and significant autonomy. (S10)

My teacher uses a few strategies. Some are a bit hardcore. It depends a lot on his mood. But he can leave 
the room to make us feel more comfortable, or he can try to bring us down so that we think: “oh, no 
way. I have to prove I can do it.” (S14)

Some participants reported that their teachers did not suggest any strategies at all: “I 
don’t think any teachers worked on any strategy with me. Of  course, there’s always a posi-
tive conversation . . . But in terms of  strategy, it was something that I always missed a lot” 
(S9).

I’ve never had a teacher who worked on specific strategies to control anxiety. It was something I 
managed by myself. I don’t think that this has been a problem. But I think the teacher’s role is very 
important because we are different. (S16)

Teachers who built their students’ self-confidence, however, were appreciated:

Every time I take a music test, my teacher calls or sends me a motivational message telling me that I’m 
well prepared and that have to focus on what I have to do. And honestly, I think that’s very important 
because we look at our teachers—at least I do—as models. (S20)

Medication (3). Some participants reported having taken medication: “I took some calming pills 
once or twice to handle anxiety, but I realised that wasn’t for me. I couldn’t depend on a sub-
stance” (S11). Others had not, but knew others did: “Personally, I’ve never taken anything. But 
I know my colleagues have taken beta-blockers that can help because they control the heart-
beat and breathing” (S23).
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Contextual factors

Performance situation (24). Participants commented on the context in which they were perform-
ing: “I think I only feel MPA when I play solo. When I play in a group, I feel almost nothing” 
(S1); “In a symphony orchestra, us wind players for example, if we are playing a leading solo 
part, there is sometimes a certain nervousness as if it was a solo” (S6); “I don’t feel as much 
anxiety when I’m playing in the orchestra or even chamber music as when I’m alone with the 
piano” (S14). They believed the type of audience, as well as level of preparation, can produce 
different kinds of anxiety: “Sometimes, it has to do with the kind of public, the target audience, 
or the people in the audience” (S23); “I think the situations that make me most nervous are 
probably competitions because it’s not entirely natural to play only for a jury, and often we do 
not feel they are there to enjoy it” (S18);

In orchestra, the nervousness is almost none, but in solo playing, there is more anxiety. [MPA] may 
differ depending on whether it is a class audition or a concert in a big hall with a larger audience . . . 
Anxiety is more intense when we do not feel well prepared . . . But if  I’m well prepared, I may feel just 
as nervous. (S17)

There is only one circumstance in which, as a pianist, I don’t feel symptoms, which is as an 
accompanying pianist . . . As a singer, if  it is a recital, in which I’m perhaps more focused on myself, I 
have some symptoms of  fast breathing and a bit of  dry mouth, which is odd because, as a pianist, 
anxiety affects the arms. As a singer, it affects breathing, which should be controlled, and I feel my 
mouth dry. (S9)

Peers can increase MPA: “I’ll give you an example: we were playing in a chamber music 
group, and I knew that some colleagues didn’t know their parts. So, since I was aware of  that, I 
got nervous and that compromised my work” (S20);

While I was trying to warm up and go over some important passages that I needed to check, some 
people entered the room and started playing the same passages as me, faster than me, just to sting me. 
That really affected my psychological and anxiety levels, and it went badly. (S19)

Factors external to the performance (2). These include instruments:

All my colleagues have professional saxophones from Selmer and Buffet, and I have an intermediate 
series. When I play very difficult pieces, they are easier to play with my colleagues’ saxophones; my 
saxophone doesn’t hit specific notes so well, for instance, the harmonics. The tuning is not so stable. So 
. . . Evaluating the others causes some anxiety before the concert because something can go wrong. 
(S19)

Teaching approach (4). Pressure could cause anxiety:

I had several teachers, and some of  them would come up to me and say: “look, you have to listen to this. 
Listen to this.” They wanted me to play like Jean-Marie Londeix, the greatest saxophonist in the world; 
they told me: “you have to play like him.” At auditions, I felt the pressure of  “I have to play like Jean-
Marie Londeix, but I can’t . . . It’s impossible.” So, I felt anxious because I couldn’t play like him in the 
audition. (S19)

I had a very aggressive teacher who said: “the less you study, the nicer I am.” And I was the first of  his 
students to finish high school in ten years, so I suffered greatly from his frustration. I was never enough; 
not that he was doing anything wrong, but I was never enough. (S4)
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Institutional support

Participants thought that MPA should be discussed in the context of  teaching, and they should 
be taught how to manage it: “I think we are already in another era and, therefore, I believe it is 
essential that the students nowadays follow other approaches and talk more about anxiety” 
(S9); “I think it should be addressed much more in the student community, teachers included, 
and it should not be put under a rug and ignored” (S15); “Talking can provide people with ideas 
for different strategies. It would be interesting to get students talking about it. . . Because I 
think it might help many people feel less anxious” (S12).

Discussion

Participants’ definitions of  MPA, describing it as involving psychophysiological changes, echo 
those provided in the literature (e.g., Kenny, 2011, 2016). According to the responses of  stu-
dent participants contributing to subtheme 1.2, Manifestation of  symptoms, these changes are 
physiological (sweating, stomach pain, numb hands, uncontrolled muscles, tremors, dry 
mouth, muscle tension, heartbeat acceleration, altered breathing, chills), cognitive (psycho-
logical self-sabotage, negative thoughts), and behavioral (lack of  concentration, talking fast, 
sleepiness). Such symptoms have been found to be associated with the etiology and intensity of  
MPA. Participants also defined MPA as stage fright, and fear of  lack of  success.

Student participants reported experiencing symptoms of  MPA before, during, and after per-
formances. This finding reflects those of  Papageorgi et al. (2007) and Tahirbegi (2021). These 
participants also reported moments of  freedom, confidence, and awareness; the need to feel 
nervous about going on stage; disorientation after performances; and reflections on the quality 
of  the performance.

Participants argued that MPA can be positive, provided it is not excessive, as it can improve 
performance quality. Positive anxiety occurs when the individual masters both the intensity of  
their sensations and the environment. Our findings support those of  Tahirbegi (2021), who 
reports that some students are aware of  both adaptive anxiety, which can facilitate perfor-
mance, and its opposite, maladaptive anxiety, which can hinder performance. Adaptive anxiety 
may be related to flow, experienced when an individual is fully immersed in a particular activity, 
causing satisfaction and feelings of  wellbeing (Nakamura & Csikszentmihalyi, 2002). By con-
trast, MPA is often experienced as maladaptive, in that it is undesirable and accompanied by 
negative feelings of  insecurity and worry (Facchini, 2014).

Teacher participants reported having experienced MPA themselves particularly when giving 
important performances, and most acutely when exposed to the public. Fehm and Schmidt 
(2006) found that 58.1% of  their participants related anxiety to status. Similarly, student par-
ticipants’ responses to the subtheme 1.1, Onset of  MPA, support this finding in that it first 
occurred for them when they began to feel responsible for high-quality performances in high 
school, university, and conservatoire orchestras and bands. Lupiáñez et al. (2022) identify the 
presence of  an audience as a predictor of  anxiety when young musicians give their first perfor-
mances, and suggest that the later they start performing, the more they experience MPA. Thus, 
factors triggering MPA include lack of  experience, inadequate psychological preparation, the 
presence of  an audience, and the performance environment.

MPA does not remain constant throughout careers, as mentioned in the subtheme 1.3, Years 
of  performance experience and MPA, and by Papageorgi et al. (2013). The habit of  coping with 
MPA over time may help performers to develop their own strategies for decreasing anxiety lev-
els. The results align with previous findings by Fernholz et al. (2019). However, this does not 
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mean that experienced musicians do not feel or do not have to deal with MPA on a regular basis, 
also depending on their individual characteristics.

Student participants attributed different meanings to the feelings that they associate with 
MPA. While some found that MPA enhances the liveliness of  the performance, others focus on 
ways of  countering its impact. In addition, some mentioned MPA in association with pedagogi-
cal aspects or the responsibility for delivering a performance. These findings suggest the need to 
consider student profiles as levels of  anxiety depend on individual characteristics (Papageorgi 
et al., 2013).

Coping strategies adopted by teacher and student participants include breathing and 
physical exercises, imagery strategies or mental preparation, conversations aiming to provide 
positive reinforcement, performance evaluations during practice, studying with the mindset 
of  one giving a real performance or simulating one, isolating oneself, making audio- or video-
recordings, focusing on technical and musical preparation, acknowledging anxiety, review-
ing the score before playing, playing for others and simulating uncomfortable situations, and 
receiving motivational messages from the teacher. Both teachers and students highlighted 
technical and musical preparation as a coping strategy for dealing with the effects of  MPA. 
However, according to research findings, MPA can increase even when one is prepared 
(Lupiáñez et al., 2022).

Students both criticized and praised their teachers’ strategies for managing MPA, and teach-
ers mentioned their limitations. Some student participants mentioned that their teachers do 
not recommend the use strategies for handling anxiety, or that this may depend on the teach-
er’s mood. Tahirbegi (2021) highlights similar cases; while some students found that teachers 
offered support for dealing with anxiety, others reported that the teachers were only concerned 
with developing their technical and musical skills. These students often mentioned the need for 
institutional support.

Concerning the use of  medication, both students and teacher participants were aware of  the 
use of  beta-blockers to cope with MPA, as mentioned in the literature (Kenny, 2005). However, 
in many cases, this occurs without medical advice. Nube (1991, 1994) confirms the effective-
ness of  beta-blockers in relieving the physiological symptoms of  anxiety but points out that 
high doses may have negative effects. Inderal (propranolol hydrochloride) is widely used and 
known by musicians to address the physiological symptoms associated with MPA (Kenny, 
2011). According to Nascimento (2013), pharmacological treatment may compromise fine 
motor control, an essential aspect of  high-level musical performances.

The reported contextual factors include the performance situation, and suggest that MPA is 
more intense in solo performances when compared to group performances. Participants men-
tioned that the type of  audience (including teachers, for example) may trigger different anxiety 
levels. Some performance situations, such as competitions, also seem to affect personal experi-
ences of  the symptoms of  MPA. Other studies report that competitive environments and assess-
ment by a jury, for example, may be factors that increase levels of  MPA (Hamann, 1982; 
Hamann & Sobaje, 1983; Ioannou et al., 2018; Papageorgi et al., 2010; Taborsky, 2007).

Regarding institutional culture, some teacher participants mentioned that teaching strate-
gies associated with the Western performance tradition may lead to exclusion and promote 
anxiety. According to Leech-Wilkinson (2016), institutional rules can be repressive, cause feel-
ings of  guilt, fear of  making mistakes, and feeling inappropriate. Other authors have also 
pointed out the impact of  the cultural context (Barros et al., 2022; Perdomo-Guevara, 2014), 
and the pressure and anxiety it may generate (Papageorgi et al., 2013).

According to participants, the traditional teaching approach is associated with increased 
levels of  MPA since pressure from teachers may generate feelings of  inadequacy and negative 
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thoughts. According to Marzano (2007), this type of  approach has a negative impact on stu-
dent learning, increases MPA, and produces self-critical thoughts about musical performance. 
As the Western classical performance tradition is predominantly reiterated by teachers (Gaunt, 
2010), positive student emotions are suppressed as a result of  the teacher–student relationship 
(Peistaraite & Clark, 2020), which provokes higher levels of  MPA.

As regards institutional support, several participants stated there are no programs for pre-
venting or mitigating MPA or interventions for higher education students in Portugal and sup-
ported their implementation as a way of  improving their teaching and learning environment.

Conclusion

The present study confirms that MPA is widely and intensely experienced by music student 
participants, and that it affects occupational health in this context. The characteristics of  MPA 
in this geographical context are multifaceted, especially its psychophysiological dimensions, 
and their occurrence is mainly associated with auditions and early-career public performances. 
The symptoms occur before, during, and after performances, but may lessen with years of  expe-
rience. Furthermore, the importance attributed to MPA reveals the existence of  both adaptive 
and maladaptive anxiety.

The most commonly mentioned strategy was technical preparation, which suggests that 
teachers may face difficulties devising ways of  countering MPA, and other professionals could 
assist, introducing other coping strategies to deal with MPA in higher education institutions.

The findings of  this research also show how contextual factors (performance situation, the type 
of  audience, competitive environments, and orchestral auditions) interlink with higher levels of  
MPA. Furthermore, institutional culture, style of  teaching, and lack of  institutional support con-
verge to maintain high levels of  MPA in conservatories and university music departments.

On the basis of  these findings, we propose some recommendations. Music students, right at 
the beginning of  their studies, should receive appropriate professional and institutional support 
for dealing with MPA. Miller and Chesky (2004) propose intervention strategies focused on the 
type of  anxiety experienced, indicating the need for longitudinal and qualitative studies to 
acquire in-depth knowledge about psychological factors at the individual level.

In accordance with increasing awareness of  the need to ensure preventive care in relation to 
physical and mental issues (sometimes originating from teacher-student relationships), teach-
ers should maintain good relationships with students, identify the MPA-related factors that 
apply to them, and, in some cases, review their teaching approach (more can be taught than 
just technical and musical skills), which must align with the individual profiles of  students. 
More empathic teaching approaches may improve teacher–student relationships in the context 
of  higher education.

Furthermore, we would highlight the importance of  discussing MPA in educational institu-
tions not only to produce knowledge about this issue but also to promote discussion about its 
occurrence in this context. We would suggest designing and integrating curricular units that 
address aspects of  MPA and foster coping techniques, such as Alexander Technique, yoga, and 
meditation. The taboo that still exists around MPA will diminish as it is discussed more widely 
and addressed in prevention programs, improving the health and wellbeing of  music students 
in higher education in Portugal.

The limitations of  this study should be noted, including those raised in and by the current 
literature. Factors external to performance such as financial concerns, physical fatigue, sore 
muscles, contractures, and the quality of  the instrument played, can accentuate MPA. However, 
further research is required to study and address these variables.
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Another limitation of  this study concerns the participation of  teachers and students at only 
four higher education institutions and our interpretation of  the data they provided cannot be 
generalized to music teachers and students more widely. We would therefore suggest that, in 
future, research should be carried out at other conservatories and university music depart-
ments for further comparison and analysis. It would also be worth comparing the experiences 
of  MPA reported by student participants at different stages of  their studies. Furthermore, there 
is also the possibility that participants perceived the interviewer as an outsider and therefore 
provided cautious accounts of  their experiences so as not to compromise teachers, educational 
institutions or themselves.

Nonetheless, this context also allows for increased empathy during the interviews, as the 
interviewer may have shared similar ideas and experiences with the interviewees. In qualitative 
research, sharing and reflecting on the researcher’s place in the context of  the research, which 
occurs inside a particular time and place between two or more people, increase the credibility 
of  the results (Berger, 2015; Dodgson, 2019) and, in this case, deepens the understanding of  
MPA from an insider’s view.

The implications of  the findings are that it is necessary for MPA to be discussed by teachers, 
students, and psychologists in higher education institutions. It is also necessary for such insti-
tutions to incorporate programs designed to improve and maintain musicians’ health and well-
being in their curricula. This would entail exploring and defining students’ profiles so they can 
be taught specific coping strategies for each type of  MPA. These initiatives would enable the 
development of  more inclusive, constructive, and stress-free environments, in which attention 
can be paid to the individual needs of  students who would, as a result, be better prepared for 
their professional careers.

Acknowledgements

Thanks are due to FCT/MCTES for the financial support to INET-md (UIDB/00472/2020), through 
national funds.

Funding

The authors disclosed receipt of the following financial support for the research, authorship, and/or pub-
lication of this article: This work was supported by the [FCT—Fundação para a Ciência e a Tecnologia] 
under Grant [SFRH/BD/144883/2019].

ORCID iD

Samuel Barros  https://orcid.org/0000-0003-4864-123X

Note

1. Programs in conducting, composition, jazz, and early music performance are also delivered but not 
at every institution.

References

Abel, J. L., & Larkin, K. T. (1990). Anticipation of performance among musicians: Physiological 
arousal, confidence, and state-anxiety. Psychology of Music, 18(2), 171–182. https://doi.
org/10.1177/0305735690182006

Araújo, L. S., Wasley, D., Perkins, R., Atkins, L., Redding, E., Ginsborg, J., & Williamon, A. (2017). Fit to 
perform: An investigation of higher education music students’ perceptions, attitudes, and behaviors 
toward health. Frontiers in Psychology, 8, Article 1558. https://doi.org/10.3389/fpsyg.2017.01558

https://orcid.org/0000-0003-4864-123X
https://doi.org/10.1177/0305735690182006
https://doi.org/10.1177/0305735690182006
https://doi.org/10.3389/fpsyg.2017.01558


Barros et al. 17

Aufegger, L., Perkins, R., Wasley, D., & Williamon, A. (2017). Musicians’ perceptions and experiences 
of using simulation training to develop performance skills. Psychology of Music, 45(3), 417–431. 
https://doi.org/10.1177/0305735616666940

Bannai, K., Kase, T., Endo, S., & Oishi, K. (2016). Relationships among performance anxiety, Agari expe-
rience, and depressive tendencies in Japanese music students. Medical Problems of Performing Artists, 
31(4), 205–210. https://doi.org/10.21091/MPPA.2016.4037

Barlow, D. H. (2000). Unraveling the mysteries of anxiety and its disorders from the perspective of emo-
tion theory. The American Psychologist, 55(11), 1247–1263. https://doi.org/10.1037//0003-
066X.55.11.1247

Barros, S., Marinho, H., Borges, N., & Pereira, A. (2022). Characteristics of music performance anxiety 
among undergraduate music students: A systematic review. Psychology of Music, 50(6), 2021–2043. 
https://doi.org/10.1177/03057356211066967

Barros, S., Marinho, H., Pereira, A., Ribeiro, A., Souto, I., & Sancho, L. (2019). Ansiedade na perfor-
mance musical de música de câmara: O efeito do biofeedback como medida interventiva em quarteto 
de trombones [Music performance anxiety in chamber music: The effect of biofeedback as an inter-
ventional measure in a trombone quartet]. Revista Contexto & Saúde, 19(36), 120–126. https://doi.
org/10.21527/2176-7114.2019.36.120-126

Bartos, L. J., Funes, M. J., Ouellet, M., Posadas, M. P., & Krägeloh, C. (2021). Developing resilience during 
the COVID-19 pandemic: Yoga and mindfulness for the well-being of student musicians in Spain. 
Frontiers in Psychology, 12, Article 642992. https://doi.org/10.3389/fpsyg.2021.642992

Berger, R. (2015). Now I see it, now I don’t: Researcher’s position and reflexivity in qualitative research. 
Qualitative Research, 15(2), 219–234. https://doi.org/10.1177/1468794112468475

Braden, A. M., Osborne, M. S., & Wilson, S. J. (2015). Psychological intervention reduces self-reported 
performance anxiety in high school music students. Frontiers in Psychology, 6, Article 195. https://
doi.org/10.3389/fpsyg.2015.00195

Braun, V., & Clarke, V. (2006). Using thematic analysis in psychology. Qualitative Research in Psychology, 
3(2), 77–101. https://doi.org/10.1191/1478088706qp063oa

Brodsky, W. (1996). Music performance anxiety reconceptualised: A critique of current research prac-
tices and findings. Medical Problems of Performing Artists, 11(3), 88–98.

Brotons, M. (1994). Effects of performing conditions on music performance anxiety and performance 
quality. Journal of Music Therapy, 31(1), 63–81. https://doi.org/10.1093/JMT/31.1.63

Casanova, O., Zarza, F. J., & Orejudo, S. (2018). Differences in performance anxiety levels among advanced 
conservatory students in Spain, according to type of instrument and academic year of enrolment. 
Music Education Research, 20(3), 377–389. https://doi.org/10.1080/14613808.2018.1433145

Castiglione, C., Rampullo, A., & Cardullo, S. (2018). Self representations and music performance anxiety: 
A study with professional and amateur musicians. Europe’s Journal of Psychology, 14(4), 792–805. 
https://doi.org/10.5964/ejop.v14i4.1554

Coşkun-Şentürk, G., & Çırakoğlu, O. C. (2018). How guilt/shame proneness and coping styles are related 
to music performance anxiety and stress symptoms by gender. Psychology of Music, 46(5), 682–698. 
https://doi.org/10.1177/0305735617721338

Coutinho, C. P. (2018). Metodologia de investigação em ciências sociais e humanas: Teoria e prática (2a edição) 
[Research methodology in the social sciences and humanities: Theory and practice (2nd edition)]. 
Edições Almedina.

Cox, W. J., & Kenardy, J. (1993). Performance anxiety, social phobia, and setting effects in instrumental 
music students. Journal of Anxiety Disorders, 7(1), 49–60. https://doi.org/10.1016/0887-6185(93) 
90020-L

Dews, C. L. B., & Williams, M. S. (1989). Student musicians’ personality styles, stresses, and coping pat-
terns. Psychology of Music, 17(1), 37–47. https://doi.org/10.1177/0305735689171004

Dobos, B., Piko, B. F., & Kenny, D. T. (2019). Music performance anxiety and its relationship with social 
phobia and dimensions of perfectionism. Research Studies in Music Education, 41(3), 310–326. 
https://doi.org/10.1177/1321103X18804295

https://doi.org/10.1177/0305735616666940
https://doi.org/10.21091/MPPA.2016.4037
https://doi.org/10.1037//0003-066X.55.11.1247
https://doi.org/10.1037//0003-066X.55.11.1247
https://doi.org/10.1177/03057356211066967
https://doi.org/10.21527/2176-7114.2019.36.120-126
https://doi.org/10.21527/2176-7114.2019.36.120-126
https://doi.org/10.3389/fpsyg.2021.642992
https://doi.org/10.1177/1468794112468475
https://doi.org/10.3389/fpsyg.2015.00195
https://doi.org/10.3389/fpsyg.2015.00195
https://doi.org/10.1191/1478088706qp063oa
https://doi.org/10.1093/JMT/31.1.63
https://doi.org/10.1080/14613808.2018.1433145
https://doi.org/10.5964/ejop.v14i4.1554
https://doi.org/10.1177/0305735617721338
https://doi.org/10.1016/0887-6185(93)90020-L
https://doi.org/10.1016/0887-6185(93)90020-L
https://doi.org/10.1177/0305735689171004
https://doi.org/10.1177/1321103X18804295


18 Musicae Scientiae 00(0)

Dodgson, J. E. (2019). Reflexivity in qualitative research. Journal of Human Lactation, 35(2), 220–222. 
https://doi.org/10.1177/0890334419830990

Facchini, F. (2014). Psycho-physio dynamics in violin-piano duo: A pianist’s perspective [Doctoral the-
sis, University of Aveiro]. Institutional Repository of the University of Aveiro. http://hdl.handle.
net/10773/13820

Fehm, L., & Schmidt, K. (2006). Performance anxiety in gifted adolescent musicians. Journal of Anxiety 
Disorders, 20(1), 98–109. https://doi.org/10.1016/j.janxdis.2004.11.011

Fernholz, I., Mumm, J. L. M., Plag, J., Noeres, K., Rotter, G., Willich, S. N., Ströhle, A., Berghöfer, A., & 
Schmidt, A. (2019). Performance anxiety in professional musicians: A systematic review on preva-
lence, risk factors and clinical treatment effects. Psychological Medicine, 49(14), 2287–2306. https://
doi.org/10.1017/S0033291719001910

Gaunt, H. (2010). One-to-one tuition in a conservatoire: The perceptions of instrumental and vocal stu-
dents. Psychology of Music, 38(2), 178–208. https://doi.org/10.1177/0305735609339467

Hamann, D. L. (1982). An assessment of anxiety in instrumental and vocal performances. Journal of 
Research in Music Education, 30(2), 77–90. https://doi.org/10.2307/3345040

Hamann, D. L., & Sobaje, M. (1983). Anxiety and the college musician: A study of performance conditions and 
subject variables. Psychology of Music, 11(1), 37–50. https://doi.org/10.1177/0305735683111005

Ioannou, C. I., Hafer, J., Lee, A., & Altenmuller, E. (2018). Epidemiology, treatment efficacy, and anxiety 
aspects of music students affected by playing-related pain: A retrospective evaluation with follow-up. 
Medical Problems of Performing Artists, 33(1), 26–38. https://doi.org/10.21091/mppa.2018.1006

Jääskeläinen, T., López-Íñiguez, G., & Phillips, M. (2020). Music students’ experienced workload, liveli-
hoods and stress in higher education in Finland and the United Kingdom. Music Education Research, 
22(5), 505–526. https://doi.org/10.1080/14613808.2020.1841134

Jordan, C. R. (2016). How undergraduate music schools address music performance anxiety: A multiple case study 
[Doctoral thesis, University of the Rockies]. ProQuest Dissertations Publishing. https://www.proquest.
com/openview/6ddca17d0be58be6916ac3d52172a570/1?pq-origsite=gscholar&cbl=18750

Kenny, D. T. (2005). A systematic review of treatments for music performance anxiety. Anxiety, Stress & 
Coping, 18(3), 183–208. https://doi.org/10.1080/10615800500167258

Kenny, D. T. (2011). The psychology of music performance anxiety. Oxford University Press.
Kenny, D. T. (2016). Music performance anxiety: Theory, assessment and treatment. Lambert Academic.
Kenny, D. T., Driscoll, T., & Ackermann, B. (2014). Psychological well-being in professional orches-

tral musicians in Australia: A descriptive population study. Psychology of Music, 42(2), 210–232. 
https://doi.org/10.1177/0305735612463950

Kenny, D. T., Fortune, J. M., & Ackermann, B. (2011). Predictors of music performance anxiety dur-
ing skilled performance in tertiary flute players. Psychology of Music, 41(3), 306–328. https://doi.
org/10.1177/0305735611425904

Kirchner, J. M., Bloom, A. J., & Skutnick-Henley, P. (2008). The relationship between performance anxi-
ety and flow. Medical Problems of Performing Artists, 23(2), 59–65.

Latorre, A., Del Rincon, D., & Arnal, J. (1996). Bases metodológicas de la investigación educativa 
[Methodological bases of educational research]. Hurtado Mompeó.

Leech-Wilkinson, D. (2016). Classical music as enforced utopia. Arts and Humanities in Higher Education, 
15(3–4), 325–336. https://doi.org/10.1177/1474022216647706

Liston, M., Frost, A. A. M., & Mohr, P. B. (2003). The prediction of musical performance anxiety. Medical 
Problems of Performing Artists, 18(3), 120–125.

Liu, P.-C. (2016). Music performance anxiety among college piano majors in Taiwan [Doctoral thesis, Boston 
University]. Boston University Libraries. https://hdl.handle.net/2144/19580

Lupiáñez, M., Ortiz, F., de, P., Vila, J., & Muñoz, M. A. (2022). Predictors of music performance 
anxiety in conservatory students. Psychology of Music 50(4), 1005–1022. https://doi.
org/10.1177/03057356211032290

Marzano, R. (2007). The art and science of teaching: A comprehensive framework for effective instruction. 
Association for Supervision and Curriculum Development.

https://doi.org/10.1177/0890334419830990
http://hdl.handle.net/10773/13820
http://hdl.handle.net/10773/13820
https://doi.org/10.1016/j.janxdis.2004.11.011
https://doi.org/10.1017/S0033291719001910
https://doi.org/10.1017/S0033291719001910
https://doi.org/10.1177/0305735609339467
https://doi.org/10.2307/3345040
https://doi.org/10.1177/0305735683111005
https://doi.org/10.21091/mppa.2018.1006
https://doi.org/10.1080/14613808.2020.1841134
https://www.proquest.com/openview/6ddca17d0be58be6916ac3d52172a570/1?pq-origsite=gscholar&cbl=18750
https://www.proquest.com/openview/6ddca17d0be58be6916ac3d52172a570/1?pq-origsite=gscholar&cbl=18750
https://doi.org/10.1080/10615800500167258
https://doi.org/10.1177/0305735612463950
https://doi.org/10.1177/0305735611425904
https://doi.org/10.1177/0305735611425904
https://doi.org/10.1177/1474022216647706
https://hdl.handle.net/2144/19580
https://doi.org/10.1177/03057356211032290
https://doi.org/10.1177/03057356211032290


Barros et al. 19

Miller, S. R., & Chesky, K. (2004). The multidimensional anxiety theory: An assessment of and relation-
ships between intensity and direction of cognitive anxiety, somatic anxiety, and self-confidence over 
multiple performance requirements among college music majors. Medical Problems of Performing 
Artists, 19(1), 12–20. https://doi.org/10.21091/mppa.2004.1003

Nakamura, J., & Csikszentmihalyi, M. (2002). The concept of flow. In C. R. Snyder & S. J. Lopez (Eds.), 
Handbook of positive psychology (pp. 89–105). Oxford University Press.

Nascimento, S. E. F. (2013). Ansiedade de performance musical: Um estudo sobre o uso de betabloqueadores por 
bacharelandos em música [Music performance anxiety: A study on using beta-blockers by undergradu-
ate music students] [Master’s dissertation, Federal University of Minas Gerais (UFMG)]. Repositório 
Institucional da Universidade Federal de Minas Gerais. https://repositorio.ufmg.br/handle/1843/
AAGS-9RTNFQ

Nube, J. (1991). Beta-blockers: Effects on performing musicians. Medical Problems of Performing Artists, 
6(2), 61–68.

Nube, J. (1994). Time-series analyses of the effects of propranolol on pianistic performance. Medical 
Problems of Performing Artists, 9, 77–88.

Orejudo, S., Zarza, F. J., Casanova, Ó., Rodríguez, C., & Mazas, B. (2017). The relation of music perfor-
mance anxiety (MPA) to optimism, self-efficacy, and sensitivity to reward and punishment: Testing 
Barlow’s theory of personal vulnerability on a sample of Spanish music students. Psychology of Music, 
45(4), 570–583. https://doi.org/10.1177/0305735616674791

Osborne, M. S., Kenny, D. T., & Cooksey, J. (2007). Impact of a cognitive-behavioural treatment program 
on music performance anxiety in secondary school music students: A pilot study. Musicae Scientiae, 
11(Suppl. 2), 53–84. https://doi.org/10.1177/10298649070110S204

Paliaukiene, V., Kazlauskas, E., Eimontas, J., & Skeryte-Kazlauskiene, M. (2018). Music performance 
anxiety among students of the academy in Lithuania. Music Education Research, 20(3), 390–397. 
https://doi.org/10.1080/14613808.2018.1445208

Papageorgi, I., Creech, A., & Welch, G. (2013). Perceived performance anxiety in advanced musi-
cians specialising in different musical genres. Psychology of Music, 41(1), 18–41. https://doi.
org/10.1177/0305735611408995

Papageorgi, I., Haddon, E., Creech, A., Morton, F., De Bezenac, C., Himonides, E., Potter, J., Duffy, C., 
Whyton, T., & Welch, G. (2010). Institutional culture and learning II: Inter-relationships between 
perceptions of the learning environment and undergraduate musicians’ attitudes to performance. 
Music Education Research, 12(4), 427–446. https://doi.org/10.1080/14613808.2010.520432

Papageorgi, I., Hallam, S., & Welch, G. F. (2007). A conceptual framework for understanding musical 
performance anxiety. Research Studies in Music Education, 28(1), 83–107. https://doi.org/10.1177/
1321103X070280010207

Peistaraite, U., & Clark, T. (2020). Emotion regulation processes can benefit self-regulated learning 
in classical musicians. Frontiers in Psychology, 11, Article 568760. https://doi.org/10.3389/
fpsyg.2020.568760

Perdomo-Guevara, E. (2014). Is music performance anxiety just an individual problem? Exploring 
the impact of musical environments on performers’ approaches to performance and emotions. 
Psychomusicology: Music, Mind, and Brain, 24(1), 66–74. https://doi.org/10.1037/pmu0000028

Robson, K. E., & Kenny, D. T. (2017). Music performance anxiety in ensemble rehearsals and concerts: 
A comparison of music and non-music major undergraduate musicians. Psychology of Music, 45(6), 
868–885. https://doi.org/10.1177/0305735617693472

Ryan, C., & Andrews, N. (2009). An investigation into the choral singer’s experience of music 
performance anxiety. Journal of Research in Music Education, 57(2), 108–126. https://doi.
org/10.1177/0022429409336132

Salmon, P. G. (1990). A psychological perspective on musical performance anxiety: A review of the litera-
ture. Medical Problems of Performing Artists, 5(1), 1–11.

Schneider, E., & Chesky, K. (2011). Social support and performance anxiety of college music stu-
dents. Medical Problems of Performing Artists, 26(3), 157–163. https://doi.org/10.21091/
MPPA.2011.3025

https://doi.org/10.21091/mppa.2004.1003
https://repositorio.ufmg.br/handle/1843/AAGS-9RTNFQ
https://repositorio.ufmg.br/handle/1843/AAGS-9RTNFQ
https://doi.org/10.1177/0305735616674791
https://doi.org/10.1177/10298649070110S204
https://doi.org/10.1080/14613808.2018.1445208
https://doi.org/10.1177/0305735611408995
https://doi.org/10.1177/0305735611408995
https://doi.org/10.1080/14613808.2010.520432
https://doi.org/10.1177/1321103X070280010207
https://doi.org/10.1177/1321103X070280010207
https://doi.org/10.3389/fpsyg.2020.568760
https://doi.org/10.3389/fpsyg.2020.568760
https://doi.org/10.1037/pmu0000028
https://doi.org/10.1177/0305735617693472
https://doi.org/10.1177/0022429409336132
https://doi.org/10.1177/0022429409336132
https://doi.org/10.21091/MPPA.2011.3025
https://doi.org/10.21091/MPPA.2011.3025


20 Musicae Scientiae 00(0)

Sousa, C. M., Goncalves, M., Machado, J., Efferth, T., Greten, T., Froeschen, P., & Greten, H. J. (2012). 
Effects of qigong on performance-related anxiety and physiological stress functions in transverse 
flute music schoolchildren: A feasibility study. Journal of Chinese Integrative Medicine, 10(8), 858–
865. https://doi.org/10.3736/jcim20120805

Spencer, L., Ritchie, J., Lewis, J., & Dillon, L. (2003). Quality in qualitative evaluation: A framework for assess-
ing research evidence. Government Chief Social Researcher’s Office.

Steptoe, A., & Fidler, H. (1987). Stage fright in orchestral musicians: A study of cognitive and behav-
ioural strategies in performance anxiety. British Journal of Psychology, 78(2), 241–249. https://doi.
org/10.1111/j.2044-8295.1987.tb02243.x

Sulun, E., Nalbantoglu, E., & Oztug, E. K. (2017). The effect of exam frequency on academic success of 
undergraduate music students and comparison of students performance anxiety levels. Quality and 
Quantity, 52, 737–752. https://doi.org/10.1007/s11135-017-0653-x

Taborsky, C. (2007). Musical performance anxiety: A review of literature. Applications of Research in Music 
Education, 26(1), 15–25. https://doi.org/10.1177/87551233070260010103

Tahirbegi, D. (2022). Higher music education students’ experiences and management of perfor-
mance anxiety: A qualitative study. Psychology of Music, 50(4), 1184–1196. https://doi.
org/10.1177/03057356211034573

Wells, R., Outhred, T., Heathers, J. A. J., Quintana, D. S., & Kemp, A. H. (2012). Matter over mind: A 
randomised-controlled trial of single-session biofeedback training on performance anxiety and heart 
rate variability in musicians. PLOS ONE, 7(10), Article e46597. https://doi.org/10.1371/journal.
pone.0046597

Wiedemann, A., Vogel, D., Voss, C., Nusseck, M., & Hoyer, J. (2020). The role of retrospectively perceived 
parenting style and adult attachment behaviour in music performance anxiety. Psychology of Music, 
48(5), 707–723. https://doi.org/10.1177/0305735618817877

Williamon, A., Aufegger, L., & Eiholzer, H. (2014). Simulating and stimulating performance: Introducing 
distributed simulation to enhance musical learning and performance. Frontiers in Psychology, 5, 
Article 25. https://doi.org/10.3389/fpsyg.2014.00025

Yondem, Z. D. (2007). Performance anxiety, dysfunctional attitudes and gender in university 
music students. Social Behavior and Personality, 35(10), 1415–1426. https://doi.org/10.2224/
SBP.2007.35.10.1415

Zarza, F. J., Casanova, Ó., & Orejudo, S. (2016a). Ansiedad escénica y constructos psicológicos relacio-
nados. Estudiantes de cinco conservatorios superiores de música españoles [Music performance 
anxiety and related psychological constructs. Students at five Spanish music conservatories]. Revista 
Internacional de Educación Musical, 4, 13–24. https://doi.org/10.12967/RIEM-2016-4-p013-024

Zarza, F. J., Casanova, Ó., & Orejudo, S. (2016b). Estudios de música en los conservatorios superiores y 
ansiedad escénica en España [Music studies in higher conservatories and music performance anxiety 
in Spain]. Revista Electrónica Complutense de Investigación En Educación Musical, 13, 50–63. https://
doi.org/10.5209/RECIEM.49442

Appendix 1

Semistructured interview guide

Student focus group

Do you feel music performance anxiety (MPA)?
When did you first identify feelings of  MPA?
What are the characteristics of  the symptoms you have experienced throughout your musical 
career?
Are these symptoms always similar, or do they vary? If  yes, according to what?
What strategies do you adopt to deal with the effects of  MPA?
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Do your teachers use any strategies to deal with the effects of  MPA in students?
What do you think of  these strategies?
What personal dimension/importance do you attribute to MPA?
Try to explain how you feel before, during and after a performance.
Would you like to add anything else?

Interview with the teachers

How do you define music performance anxiety (MPA)?
Have you dealt with it during your career as a performer?
Do you have students who suffer from MPA?
How do you identify students experiencing music performance anxiety?
What strategies do you use to help students deal with these effects?
What are the results of  these strategies?
How is MPA dealt with in your institution?
Would you like to add any other comments?


