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GLOSSARY of TERMS 

Associative focus: focusing on something that is relevant to the task at hand  

Audiation: the comprehension and internal realization of music, or being able to hear or feel 

sound when it is not physically present 

Cognition: the mental action or process of acquiring knowledge and understanding through 

thought, experience, and the senses 

Declarative learning: learning by following verbal instructions 

Dissociative focus: focusing on something that is not relevant to the task at hand 

Motor skill: a skill involving movement  

Movement efficiency: refers to energy expenditure: the less energy expended during 

execution of a sport skill, the more efficient is the movement 

Explicit learning: learning, which generates verbal knowledge of movement performance 

(e.g. facts and rules) 

External focus: focus on the intended result of one’s movements 

Implicit learning: learning that occurs without the person’s awareness  

Internal focus: focusing on the movements of the body  

Music-making: playing or singing music 

Procedural learning: learning by doing 

Self-efficacy: one's belief in one's ability to succeed in specific situations or accomplish a 

task. Self-efficacy is also defined as a person’s capacity to bring about a desired result. 
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“People think focus means saying yes to the thing you’ve 

got to focus on. But that’s not what it means at all. It 

means saying no to the hundred other good ideas that 

there are. […] You have to pick carefully.”1 

 

 

 

“Intention unites desire and action.”2  

  

																																																								
1 Steve Jobs, keynote speech, WWDC Conference, May 1997 
2 Vadim Zeland (2012), Reality transurfing 


