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Abstract

A STRUCTURAL ANALYSIS OF THE PERFORMANCE ANXIETY SYNDROME
AS EXPERIENCED AMONG SOLO MUSTCTANS

Jeffrey Hutterer
Adviser: Dr. Arthur Arkin

In order to conduct a descriptive study of the features
of Performance Anxiety as experienced among professional
solo musicians, a questionnaire covering a broad ranpge of
anxiety-relevant issues was completed by 46 eligible sub-
jects. It was accompanied by the Cantril Self-Anchoring
Scale and the Rotter Locus of Control; the latter was
included on the assumption that extent of perceived
mastery of life events might bear on the areas under
investigation.

The ensuing data preompted the formation of an Anxiery
Index comprised of each individual's scores summed over
a multitude of symptoms and fears. These components were
then correlated with the Index as a whole, and the con-
tingent Refined Anxiety Index matched against all other
questionnaire variables and the two appended scales.

Results indicated that High-Anxiety subjects were most
discriminable by a gestalt primacily concerned with the
nead to openly communicate emorions to responsive listen-

ers. These artists were alsc more likely to: 1) wnploy

iv



more of a spectrum of éoping devices to reduce anxiety:
2) perceive themselves as "nervous" and more so than
colleagues;i 3) worry longer prior to, and during, per-
formance; 4) have anxiety hamper their playing levels

5) be distracted by irrelevant intrusions; 6) evaluate
their performances as inconsisten;: 7) rely on others for
preparatory aid and validation of musical efforts; 8) res-
pond negativeliy to unfavorable criticism ahd experience
more of a host of adverse personal reactions in the event
of failure. They were particularly conspicuous in pro-
tracted recovery from a variety of stressors.

It was hypothesized that early disturbances in
musircally-specific interpersonal relations constitute
a prominent dimension in-the etiology of thé syndrome:
negative attitudes towards the artist's initial endeavors
on the part of significant others are internalized, then
projected upon the audience during concerts; the latter
is then perceived as "out to get" the performer.

In contrast, the Low-~-Anxiety subject appeared to have
consolidated a sense of internal worth which could sus-
tain him through disturbing conditions and events; it
was suggested that such an artist might be motivated by
his Ego-ideal.

The fear of Disappointing Oneself was posited as
connoting a somewhat discrete znxiety domain, one governed
by the dictates of the Superepo.

An attempt was made to discriminate between the cor-



related realms of frighﬁened pcrférmcrs who nevertheless
play well, from those impeded by their anxiety. Results
for this differential diagnosis indicated that the hamper-
aspect was selectively high in distraction by difficulties
extraneous to music, as well as the external pole of the
Rotter Locus of Control. Furthermore, inverse correlations
between the hamper variable and certain coping devices,
suggested that it might be the function of such mechanisms
not to reduce anxiety, but harness it in order tc impel a
more convincing performance.

It was concluded that the solo musician's attitudes and
behavior, as disclosed through this study, meshed most
congenially with a social-humanistic model of personality.
This assesses him as motivated primarily by egc-autonomous
needs which do not reduce to either biological, or condi-
tioned-reflex substrates.

Suggestions for further research included: additional
validation of the questionnaire parameters, content analy-
sis for significant areas, refinement of the questionnaire
as both diagnostic and predictive tool, and the attempt

to establish causal vectors for correlated domains.
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Chapter 1T

INTRODUCTT ON

The Nature of the Problem

The vital subject of performance anxiety among profes-
sional solo musicians has not received any systematic
study. Neither.behavioral scientists, nor those directly
involved in the art, have subjected the phenomenon to
organized analysis.

The prestigious music institutions offer numerous
courses dealing with the structure and function of music,
its aesthetics and history. Comprehensive technical in-
struction is given in its expression thfough a variety of
instrumental media. The lives of those who have composed
the masterpieces of the literature are meticulously scru-
tinized. Howevef. little or no attention is devoted to
ﬁhe crucial demands upon the interpreter faced with the
responsibilities of transmitting these works to an audi-
ence, and whose lifelong aspirations are contingent on how
well he succeeds.

Similarly, a perusal of the music section in any
library discloses a slew of books and periodicals special-
izing in all aspects of the art with, again, the notable
exception of the performer's role. In those instances when
the latter is discussed, it is usually in terms of how he

should strive to convey the intentions «f the composer.



The trenchant factor of the performer's gwn personality,
and the ways in which it interacts with musié and listen-
ers, is rarely considered. It Sometimes appears as though
the artist himself is being treated as a kind of instru-
ment, merely a passive{ impersonal medium for disseminating
the achievements of others.

The general suppression and denial that scems to perme-
ate the domain.of performance anxiety suggests a kind of
“Pandora‘'s Box" orientation. l.e., trying to examine or
analyze the problem will probably just tend to make it
worse; it should thus be treated as a taboo area, and its
manifestations ignored in the hopes.they might then go
avay.

It is doubtful that this approach is'of much benefit to
a talented artist, for whom the weeks, even months, pre-
ceding a concert can become the setting for a battleground
of harrowing cohflicts. In the estimation that analysis of
ﬁhe problem will help rather than hinder its alleviation,
this iﬁvestigation is offered.

During the construction of this study, the question
arose as to whether it should be restricted to claszical
musicians, or broaden its purview to include musicians of
other disciplines. The decision to limit the domain to
classical perforners was made on the assumption that they -
by virtue of their specialty - were disposed to both
greater and qualitatively different anxieties. This pre-

mise was based on the following rational=as:



1. The ambiance in which the classical soluist performs

is very conservative and formal, governed by prescribed
rules of etiquette. Therefore, little room is allowed for
verbal patter, or other impromptu bechaviors that can help
to dispel tension.

2. The music itself does not permit embellishments by the
performer. This expressive constraint is unique to classi-
cal musicy by distinction the jazz musician, as one exam-
ple, is free to do anything he wishes with a piece, so

long as the basic structure is maintained. Though this

sort of improvisation can exhibit the flexibility of a
pifted instrumentalist, it also provides a convenient
subterfupge for those with little to say.

3. The classical performér is required to bring something
unique and personal to compositions that have been heard
thousands of times. This formidable demand rarely con-
fronts musicians in other categories. Furthermore, it
greatly ennances the artist's chances of being eritically
compared to the highest standards of both live and recorded
work.

4. It is generally recognized that even the most talented
artists can only approximate the profoundities of the music
they are called upon to interpret: thus the classical vir-
tuoso must deal not only with anxieties concerning audience
reaction , but the vast responsibility of doihg justice to
the music. Conversely, performers in other catepories

often find their gifts equal, or even superior to, the



material they purvey.

The following study is primarily a descriptive examin-

ation of the Performance Anxiety syndrome as it manifests

among musicians. It confronts the "what," rather than
"why," of the phenomenon, in the judgment that it is pre-
mature to delve into issues of causality or remedial
therapy, until at least some of its parameters have been
defined. The research therefore sought to articulate the
structure of the entity: once identified, its constitu-
ents might then undergo other modes of experimental
treatmem: .

No species of anxiety is exclusive to others. Yet, it

might be arpued that, in perhaps no other field of endea-

vor is the coordination between emotional, intellectuzl,

and physiéal aspects so interwoven - or the consequences
of anxiety so manifold - as in the performing arts.

Since there exists no specific data on the type of
performance anxiety addressed by this study, the review
of the literature will be two-fold: 1) A general survey
of theori=zs of anxiety as encapsulated in some of the
cardinal psychological systems; 2) An anthology of narra-
tive arzcounts in which the anxiety experience is sub jec-

tively described by a number of prominent musicians.

eum.

Theories of Anxiety

The Freudliar Model

The Freudian model of personality is arni energic one,
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in which the buildup of tension is intrinsically aversive,
and its discharpe consequently satis{yinp (the “pleasure
principle”). Anything which increases, or threatens to
increase tension, will thus be sensed by the organism as
anxiety - provoking.

Though environmental sources of excitation were acknow-
ledged, they were considered secondary to inner pressures.
As Hall and Lindzey note, this was because Freud felt that
"external stimuli make fewer demands upon the individual
and require less complicatéd forms of adjustment than do
the needs. One can flee from an external stimulus but it
is impossible to run away from a need" (Hall and Lindzey,
1970, p. 36). Ordaining innate biological drives as the
primary source of tenszion was crucial: it designated the

human organism as fundamentally anxious.

Whereas the contemporaineous social environment received
little attention, its early impact was apparent in the
formation of the Superego. This entity, an agpregate of
moral injunctions whose chief function was to restrain the
instincts, constituted the internalized representation of
authority.

Tmpiicit in this orientation was the view that " ... the
individual's interests are ... intrinsically opposed to
the interests of any and all other individuals” (MaéKinnon
and Maslow, 1951, p. 641). By definition therefore, SoCi-
ety was the enemy of personal gratvification. In such a

perspective, human re’ationships terd to be perceived in



utilitarian terms. Thus, e.g., a young, child's fear of
separation from his mother revolves less around depriva-
tion of a loved person, than the loss of an effective
stimulus mediator.

It is basic to Freudian theory that any source of
anxiety whose recognition is too traumatic ifor the epo
can be banished from consciousneés. This act of repression,
however, does ﬁgg extinguish the valence of the object and
its attendant conflicts: both continue to influence bechav-
ior from below the level of awareness.

Through the intercession of a variety of defense mech-
anisms, the aversive pressures of unconscious conterts
might achieve partial expression; the condition for this
release was that the primary source of énxiety remain
disguised. The symptoms of a phobia, for example, illus-
trated the way in which fear could be displaced onto an
innocuous targeﬁ which yet symbolized the vepressed object.

In a paper entitled "Inhibitions, Symptoms_and Anxiety,

(1926), Freud set forth his basic theory of human fear
experiences. Tt proposed that the effects cf the original
birth trauma, in which the organism is expelled from the
homeostatic security of the womb intc a world of over-
whelming stimulaticon, was the prototype for all subsequent
anxiety. The later developmental elaborations of this
primal trauma were: 1) Actual anxiety - in which fear has
a realistic basis in the environment; 2) Neurotic anxiety

- dread of aupgmented instinctual pressures themselves;



3) Moral anxiety - fear of harsh superepo retribution in
the event taboo impulses escapcd into consciousness or
overt behavior.

The Interpersonal Model

Beginning, with the later efforts of Alfred Adler, and
culminating in the formulations of Sullivan, Horney, Fromm

and others, there emerged an interpecrsonal school of psy-

chology. While acknowledging the great contributions made
by Freud, these theorists nevertheless rejected many of

his cardinal tenets. Common to all of them was an increased
emphasis on the social determinants of human behavior.

The gerieral science of psychiatry seems to cover much

the same field as that which is studiced by social

psycholegy because scientific psychiarry has to be
defined as the study of interpersonal relations ...

From such a standpoint, personality is taken to be

hypothetical. That which can be studied is the pattern

of processes which characterize the interaction of
personalities in particular recurrent situations or

fields (Sullivan in Hall and Lindzey, p. 138).

The interpersonalists strongly objected to Freud's
depiction of individual egos as "mere defensive buffers
and vulnerable layers between this substance (libido),
and a vague surrounding 'outer world' of arbitrary anrd
hostile social conventions" (Erikson, 1963, p. 64). This
emancipation of the ego, granting it an autonomous integ-
rity apart from biolesical imperatives, was the mest
significant innovation of these humanistic psychologists.
For them the epo {for which the more holistic term "self"
was often preferred), had its own needs; thev neicher

derived from the bigclogical instinects, nor were reducible



to them. Accordingly, Adler spoke of “social values
instead of drives," values instead of pleasurc" (Ans-
bacher, 1956, pp. 64-65). And Erikson, perhaps the most
biological of the interpersonalists, replaced the psycho-
sexual stages propounded by Freud with "social modalities"”
(p. 75). »

The social psyphologists saw Freudian philosophy as
hedonistic and static. The individual's paramount drive
was regressive, a "backward orientation ... urges to rein-
state the past ... the state of 'absolute, primary narcis-
sism'" (Ansbacher, p. 116;. In their opinion, the intro-
verted and ambivalent ego of Freud, with its yearning for
tranquility, was pathological. The assessment of a healthy
ego was that of a continﬁously active impetus, outer-
directed from birth. And its essential motivation was not
simply pain avoidance, but a positive striving toward
“perfection” (Adler), “self-actualization,” (Maslow),
“self-realization"” (Horney).

The interpersonal theory of anxiety derives from its
corresponding model of general personality. Hence, anxierty

is not a phenomenon endogenous to man, but reactive to

disturbed relations with other people. Any-éxperience,
particularly in the vulnerable and impressionable years of
childhood, which hampers the ability to establish loving
and trustworthy affiliations with others, will damage
self-esteem. In turn, this deficiency of "selfhcod"” pre-

dispnses o a multitude of anxiety reactions.



The distinction between biological drives and the

social problem of anxiety is apparent when [Erikson spéaks
of a human being as both organism and ego, and notes that,
whereas the body is exposed to pain and tension, it is the
epo which is the exclusive province of anxiety (1963,

p. 36). Sullivan echoes this theme when he asserts:

The tension called anxiety primarily appertains to the
infant's as also the mother's, communal existence with
a personal environment, in utter contradistinction to
the physicochemical environment (1953, p. 42).

In summary, Horney's paradigm for the acquisition of
"basic anxiety" in childhood affords a useful resume of the
interpersonalist philosophy:

+os through a variety of adverse influences, 2 child
may not be pernitted to grow according to his individ-
ual needs and peossibilities ... the pecople in the
environment are too wrapped up in their own neuroses
to be able to love the c¢hild, or even to perceive him
as the particular individual he is; their attitudes
toward him are determined by their own neurotic needs
and responses ... they may be dominating, overpro-
tective, intimidating ... hypocrirical, indifferent,
etc. It is never a matter of just a single factor, but
always the whole constellation that exerts the un-
toward influence on a child's growth. 4s a result, the
child does not develop a feeling of belonging ... but
instead a profound insecurity and vague apprehensive-
ness, for which [ use the term basic anxiety (iorney,
1950, p. 18).

The Behavioral Model

For the behaviorist, cocmplex inner processes, being
refractory te direct observation and quantitative measure-
ment, are considerad suspect. That autonomous intrapsychic
forces might motivate and sustain behaviors which depart
from, and even run counter to, the manifest reinforcement

coutingencies, is an unacceptable propesition,
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When the actual social-learninpg history of maladaptive
behavior is known, principles of learninpg, theory appear
to provide a completely adcquate interproetation of
psychopatholopical phenomena and psychodynamic explana-
tions in terms of symptom - underlying disorder becomes
superfluous (Bandura, 1969, p. 10).

In this framework, a phobic object is not a reification
of abstract conflicts in which both instinct and defense
are symbolized; it is rather the direct result of associa-
tion.

Learning theorists prefer to avoid inferences of holis-
tic psycholopgical constructs. People, objects, and events
are distilled into their molecular stimulus components,

which latter are devoid of "meaning," "value," or any
other emcrgent properties. Thus anythinpg, regardless of
its hypothnetical “significance,” can become arxiety laden
simply through temporal contiguity with a few uncondi-
tioned fear stimuli;

If 2 learned fear response is reinforced, it will con-
tinue to hold sway. If it is not reinforced (or antagon-
istically reinforced with pleasurable stimuli), it will
extinguish. A fundamental postulate of learning theory is
that conditioned fear, especially if intense, is likely to
generalize. Thus, not only the initial conditioned stim-
Qlus. but various objects which resemble it, may acquire
fear-inducing effects. It is important to note, however,
that the generalized stimuli are located on a sensorv
gradient, in which these most similar to the original

noxious souice elicic the greatest fear. Tne conservative
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learning model has therefore encountered difficulcty in
trying to explain instances of pervasive anxiety reactions
to situations with apparently no direct linkage to uncon-
ditioned fear stimuli.

It is intepgral to the behavioristic view that the most
apprehension is evoked by the initial conditioned stirulus
itself. This stands in sharp contrast to the psychoanaly-
tic position that overt fear in the prescence of the source
object is much inferinr to that aroused by the symbolic
displacement.

The Existential Model

The existential interpretation of anxiety is unique and
particularly engrossing. 1t is expressed by Rollo May as
follows:

Anxiety is not an affect amonp other affects such as
pleasure or sadness. [t is rather an ontological
characteristic of man, rcoted in his very existence
as such. [t is not a peripheral threat ... or a reac-
tion which may be classified beside other reactions:
it is always a threat to the foundation, the center
of existence. Anxiety is the expericnce of the threat
of imminent non-heing (1958, p. 50).

This view of arxiety as ontological illuminates the
differerce between anxiety and fear. The distinction

is not one nf depgrec nor of the intensity of the
experience, The anxiety a person feels when someone

he respects passes him on the street without speaking,
for example, is not as intense as the fear he experi-
entes when the dentist seizes the drill to attack a
sensitive tooth. But the gnawing threat of the slignht
on the street may hound him all day long ... whereas
the feeling of fear, though it was quantitatively
greater, 1s goune forever as soon as he steps out of
the dentist's chair. The dif{ference is that the anxiety
strikes at the entire core of his self-esteem and his
sense of value as 2 self, which is one¢ important aspect
of his cxperience of himseli as a being. I'ear, in con-
trast, is a threat to the periphery ¢f his existenco...
Anxiety is ontological, fear is not (ibid., p. 51).
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Existentialism thus reinstates the Freudian dictum that
anxiety is intrinsic to man, but from a completely anti-
thetical perspective. The Freudian life-drive, (i.e., the
pleasure principle), placed in an existential madel,
actually impels the pefson toward that very "nothingness”
which is the basis of Angst. Tn contrast, those biological
drives which Freud postulated as.the primal source of
anxiety, would'be regarded by the existentialist as affirm-

ations of existence. This suggests that fear might often

greater terror of an anaesthetized indifference.

The existential philosophy, with its stress on the
value of phenomenological experience, and its depiction
of a continuously striving Sel{ which ié not bound by the
past, is most akin to the social model discussed previ-
ously. However, it appears to place more emphasis on the
internal concerns of the subjective life-space; relations
with others, unless founded upon personal actualization,
may deter the strupggle for individuality.

The Constitutional Medel

The iritial distaste of most psychologists in the post-
Freudian era for biological etiologies in the shaping of
human behavior, has given way to a more moderate view,
one in which the role of inherited factors again receives
attention. An outstanding example of research along these
lines is that conducted by Thomas, Chess, and Birci (1959).

These workers, by wav of an assiduous longitudinal study,
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examined the effects of‘inborn "témperamental traits” on
the behavioral development of children.

In the following passage, the authors describe the
nature of their approach, the resistances it encountered,
and theilr reasons for persisting:

It was our repeated experience in the early and mid-
1950's to find most of our colleagues reproaching us
for returning to an outdated and discredited constitu-
tionalist position when we expressced the view that
individual organismic behavioral differences important
for development might exist in young children. In a
period when behavioral disturbance was most penerally
considered ro be produced by the environment, to pav
attention to the intrinsic characteristics of the
reactor was viewad as a return to a static and almost
Lombrosian constitutional tvpolopgy. It was indeed the
period of “he 'empty organism® for many workers in
psychiatry.,

In spite of the prevailing atmosphere, however, a
set of facts could not be neglected. These were: 1) the
lack of simple relationship between environmental cir-
cumstances and their consequencess 2) individual dif-
ferences in susceptibility to stresses and pressures:
3) differential responses to similar patterns of paren-
tal care (p. 6).

As a result of the data their research elicited, the
authors concluded that each child is born with a unique
constellation of temperamental attributes. While not
definitive in themselves, they interact with each other
and environmental fofces to influence the formation of
personality.

Though certain individual traits (e.g., withdrawal to
aovel stimuli, high intensity of response, distractibilicy,
etc.), were predictive of later behavioral disturbances,
it was the opinion of Thowas et al. that even the most

potentially unfavoreble temperamertal pestalts could be
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detoxificed by sympathetic parentihg. The worst consequen-
ces they found to ensue in cases where the child’s consti-
tutional endowment conflicted with parental needs and
expectations.

These findings are crucial for any model of anxiety.
They show that the dynamics of fear reacticns should not
be evaluated solely in terms of instinctual drives, con-
ditioned reflexes, or social interactions. An indispen-
sable organismic variable is the person's unique physical
substrate. [t is likely to affect not only the degree of
anxiety experienced, but the symptomatic expressions such
anxiety may take, as well as the behaviors invoked to
defend against it.

should be emphasizecd that none of

ct

At this juncture, i
the foregoing models of anxiety are really exclusive of
the others. Modern psychoanalysts and humanistic psychol-
ogists recognize the validity of conditioning principles,
in addition to the nzed for cmpirical verification of
psychological constructs. Similarly, learning theorists
have given much greater latitutde to the range and number
of internal mediations deemed available to the individual;
even such higher-level needs as "loss of affection"” have
been alluded to as uncenditionod stimuli (Maher, 1966,

p. 174).

Thus, a given anxious person might represent a com-
posite of several, or even all, of the sailent models.

Nevertheless, in the interests of brevity, and to help
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facilitate comparisons, the paradipgms have been presented

in their more traditional forms.

The Experiential Testimony

Due to the paucity of "hard" data, the review of the
relevant literature will depend upon anecdotal evidence,
drawn from biographical and autobiographical materials.
These excerpts will depict not Jjust anxiety per se, but
the entire milicu of the performing experience.

The majority of quotations derive from singers and
pianists. This is not because they seem to differ signifi-
cantly from other instrumentalists in the kind or extent
of their fears. Rather, they have traditionally been the
two most "visible" musical categories. Their observations
are thus most likely to receive coverage.

The following anthology, presented with little inter-
vening commentary, is designed to convey a broad impres-
sionistic flavor of the complex performing experience., It
is hoped that such phenomenological content may help to
enrich and vivify the nomothetic catepgories discussed in
the ensuing chapters.

The other shy pianist, Adolf Henselt, was no misan-
thrope. He was merely terrified of the public, and it
was a pathological terror. Once he was recopnized in a
cafe, and the band pave him an ovation. The horrified,
suddenly palvanized Henselt blindly raced through the
crowd and escaped through tho kitchen. When playing
wirh an orchestra he wouid hide in the wings until che
opening tutti was over, rush out and literally pounce

on the piano. On ~ne occasion he forpot to put aside
the cigar he was nervously chomping. - this was in

Russia - and played tho concerco cipar in meouth, smoking
away, much to the amusoment of the Czar. The mere
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thought of giving a concert made him physically ill. lle
gave very few throughout his carcer, far fewer than any
of the preat pilanists ....le was offered fabulous sums

to appear but turned down all offers. lle just could not
control his finpers when be knew people were listening.
William Mason, who admired Henscelt, has a story to tell
about his nerves:

An anccdote of Adolf llenselt, also reclated to me by
Dreyschock, is entertaining as well as suppgestive,
especially to piano-forte players, who are constantly
troubled with nervousness when playving before an audi-
ence. lHenselt, whosc home was in St. Petersburpg, was
in the habit of spending a few wecks cvery summer
with a relative who lived in Dresden. Dreyschock,
passing through the city, called on him onc morning,
and upon poing up the staircase to his room, heard
the most lovely tones of the piano-forte imaginable.

He was so fascinated that he sat down at the top
of the landing and listened for a lonp time. llenselt
was playing repecatedly the same composition and his
playing was specially characterized by a warm, emo-
tional touch and a delicious lepato, causing the
tones to melt, as it were, one into the other, and
this, too, without any confusion or lack of clearness.
Henselt was full of sentiment but he detested 'senti-
mentality.' Finally, for lack of time, Dreyschock was
obliged to annourwe himself, although, as he said, he
could have listened for hours. He entered the room
and after the usual friendly greeting szaid, 'What
were you plaving just as T came up the stairs?' ten-
selt replied that he was composing a piecce and was
playing it over to himself. Dreyschock expressed his
adiniration of the composition, and begged Henselt to
play it again, but alas! his performance was stiff,
inaccurate, and even clumsy, and all of the exquisite
poetry and unconsciousness of his style completely
disappeared. Drevschock said that it was quite impos-
sible to describe the difference; and this was simply
the result of diffidence and nervousness, which, as it
appeared, were entirely out of the plaver's poweir to
control.

All this may have come about because at his debut,
according to Alice Diehl, he had a memory lapse, left
the stage and refused to return (Schonberg, 1963, p. 199).

The curious thing was that Godowsky, headliner though
he was, never could make the public impact his extraor-
dinary gifts entitled him to make. Perhaps there was
something of Henselt in him. Before an audience his
playving, according to some of the best Jjudpes of his
time, scemcd to losc color and strength. Hyvpnotizad by
perfection as he was, it may be that in public he ro-
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fused to take a chance, worried about marrinp rthe
unruffled perfeection of his pianistics. That poes for
his recordings, too ....They are beautiful as far as
they po, but in only one case ... does the playing
bepgin to sugpest the purity, elepance, authority and
transcendental pianistic command of the man. lis
effects were noted by all professionals in his audi-
ences, but there could be no denying that concert work
inhibited him. Georpe Bernard Shaw indicates this in
an 1890 review. Godowsky had played Schumann's Etudes
Symphoniques, and thouph he rippled throupgh them with
no trouble at all, 'a certain shyness, rather enpapging
than otherwlise, prevented him from standing on his
merits emphatically cnourh to pet full credit for his
performance.' His colleaguns, who knew what Godowsky
could rezlly do, regretted this inhibition. Josef
Hofmann once told Atram Chasins, after leaving Godow-
sky's home, 'Never forpget what vou heard tonight;
never lose the memory of that sound. There's nothing
like it in this world. It is tragic that the public
has ne;or heard Popsy as only he can play' (ibid.,

‘p. 319).

From an article in The New York Times of June 10,
1978, entitled "Moscow Piano Competition: Stronpg Nerves
Are the Key:" :

Today was a day when young pianists nceded strong
nerves, but not everybody had them. Only 76 of the 39
young men and women who had signed up for the Moscow
Tchaikovsky piano competition showed up this morning
for the opening - and among them were 22 Americans.

'T just know ['ll draw the operning time,’' said
Janis Weber, a 28-vear old pianist from New York who
dreaded the prospect. She didn't pet it.

William DeVan 29, from Tuscaloosa, Ala. developed a
headache. Not so Jerome Malry, a 28 vear old plumber
from San Fransisce, who has been telling the others he
is convinced he would win - as the first black man to
duplicane Van Cliburn's feat at the original Tchai-
kovsky competition in 1958 ....7[t's mostly a quixotic
voyage, ' said one of the Americans who did not want to
give her name because, she pointed out later, 'it's
embarrassing if you don't win ....'Charles Munch, who
once conducted in this hall, said once that if you
don't see a pink haze and feel something approaching
panic you are finished as an artist,' said Andrei
Eshpai, chairman of the pianoforte jury, today. 'Good
luck.' '

Although & successful, lowpg career has its rewards,
(Eugene) Istomin balks at one aspect, what he calls
*the arnxiety for success. In order to function, | neoed
a public., We all necd it, And there is none of us wwho
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is free of that anxiety for one reason or another ...
That's the preatest problem of the performing artist

- we need an audience and performances to refine our
work. So there is a primordial anxiety that one day,
perhaps, they won't want to hear me' ....With all the
problems, the defeats, the frustration, had he ever
thought of giving up his pursuit? *Often,' he laughs
heartily. 'But [ never had any doubt that [ was a
musician from the start and that would never change.
What prevented me was the fact that T wasn't anything
else but a part of music. That was my identity, it was
me. [ couldn't live without music. [ never said to
myself, 'You are music,' but what 1 was smying was 'You
are, however infinitesimal, you are a part of music.'
He talks of a certain conscious anguish cevery time he
walks out on stage as being part of a loss of innocence.
'*But it's important to try to regain it throusgh one's
art, and that's the process of etherealization.

Does the anguish increase with the years? 'No, it
becomes more simple. 1 say to myself that this may be
the last time 1°'11 ever play. 1 may die. And it seems
‘more realistic every time 1 play. As days and years go,
it becomes more true and [ gain greater trangquility
inside myself. I'm able te shut out the anxieties more
successfully than T used to. When I was younger, [ was
aware of certain gifts, but not of myvself. T was much
more anxious as to whether T was being accepted or
recognized. llow do people like what T'm doing, am [
gocd enough? Well, today I have these anxieties - it's
perfectly normal -~ but ['m much more able to credibly
control them. My thing is reaching the stage where
there isn't anything to do hut play. This happens more
often. Come what may, I take my risks and am resigned
to them. There is nothing that's esained of anyv value
in human existence without risks ....Now I'm more
aware of the limits of time left to sing my tune. And
I'm more resigned to the inevitability that [ must
sing - and therefore there's nothing to do but sing,
make musi2 ....And that's what gives me the courage to
g0 on the stage, because ['m not impelled to be acrepted
to have the success - that is not my ambition. [ have
enough of that now. My first ambition is to speak, to
communicate the truth as best I can, in the music that
I'm playing. After a nerformance that's really what [
wanted it to bve, I feel a wonderful lipght sense of
having spent myself, having fulfilled myself. The mo-
ment of truth is the doing.’

And how does he handle the inevitable critics? 'When
the reviews are pood, ['m inutterably happy for a few
minutes. And when they’re bad, I'm unspeakably depressed
and furious for the whole day. But rarely has a review
corresponded with what [ actually ~heught about a con-
cert, ['m enormcusly susceptible and anxious for obser-
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vations someone makes to me personally. But in the
nature of a review, very few are constructive' (Jacob-
sen, 1974, pp. 96-98).

There is, apparently (according to sc many of the
world's leading, concert soloists), no real easing of
stress with time and experience. For Vladimir Ashken-
azy, 'It occasionally does pet better, but sometimes
it pgets worse. You have to work at vourself all the
time. Sometimes it's wonderful and the pressure, in
fact, makes you play better; other times ... not so
good!

An immediate impression one pets watching Ashkenazy,
is that his playing seems super-secure and effortless
ard this in spite of relatively small hands. 'That's
wonderiul! Great to hear that it comes out that way!
In fact, evervthing is a problem! Because everything
is subject to what you want to express, and once that
is the objective, it becomes very difficult. Fach note
has a meaning. Tf you just play the notes, well then,
it's rather easv' (in The Piano Quarterly, Fall 1978,
No. 103).

I have struggled very hard during the last thirty
years to secure my neutralization on the platform when
I perform, for I am in the service of music each time.
If, rightly or wrongly, I have the impressicn that the
audience is not a very good one, T might become inilu-~
enced by that, play badly and make music suffer.

A concert manager once told me that an artist should
sense, the very second he comes out, how his audience
is that night. e mentioned a famous singer and said:
'Look at this man! Hle fecls it with his first step on
the platform, and in accordance with this impression
he then decides to be serious, half-serious, or non-
serious'...50 I say it is better not to be too con-
scious of the audience. 1f you are playing in a town
where you have not been before, it is very difficult
to judge anyhow. Only if you arce very familiar with a
place, have often played there, might you distinguish
better. Yet T say it would alwavs be advisable for the
performer not to be dependent on that.

It should he taken for granted that the performer
is i the service of music, and that the listener is
in the service of music; then, if both are sufficiently
in the service of music, they will meet somehow, vi-
brate <opetcther (Schnabel, 1961, p. 188).

Sometimes the boredom of an audience, intense bore-
dom - 1 suppose it must be that - has such a force that
it creeps up to the performer and becomes a menace Lo
nim. Tsolation from the audicnce is a protection
armainst that menace -~ which 15 already a rcood reason
to strive for it.
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I have very often beon disturbed or interrupted in
my concentration wvhile playing. And as | was always
afraid that mny concentration would be interrupted, by
one or the otrher occurronce or condition, I have strup-
gled so intensely to secure isolation for myself ...
If you have played for the same audience very otten,
you mipht develop a feeling for their reaction and
their response. But we should do better not to pav oo
much attention to that, for, you sece, we should be
fully occupied with the music. The music should occupy
our whole capacity ....Music gives us enough to do ...
and we have really no time to find out what kind of
people the audience is composed of and how they react
(ibid., pp..212-213).

You know, so many pecople go to a concert to see what
a colleague does bad ... and the teachers, too ... he
doesn't go with a kind heart to hcar his colleapues, he
goes to see what he will do wrong. And, you know, these
people cannot play in public; because when they play
they see in every corner all the people who arc looking
to see what they will do wrong. Many step playing be-
cause they have absolutely no control, they are sick.
I (Rosina Lhevinne) have played so little in mv life,
but the very first time | played in Aspen { remember 1
said in my mind, '1 know vou are all my friends,'’
because when [ go 2o a concert I really, truiy, am a
friend of the person wito is playing. That is why T can
almost always, if [ want to po backstage, find some-
thing very good and speak of that, T don't speak of the
places that were bad ....I plaved very little but [ was
never nervous. A certain nervousness must be ... T was
excited but it is a preat difference te be excited or
to have stage fright (Jacobsen, p. 123).

(Glenn Gould) is convinced that audiences are in
the concert hall mainly in the hope of witnessing a
spectacular disaster of which the performer will be the
victim. Debussy put it this way:

The attraction of the virtuoso for the public is
very like that of a circus for the crowd. There is
always a hope that something dangercus may happen.

In a circus the acrobat might slip, fall off his
wire, and be horribly mutilated. [n a concert the horn
might crack, the pianist mipght forget his notes and be
horribly humiliated. *Blocd-lust,' Gould calls it. 'At
live concerts 1 f{eel demeaned, like a vaudevillian,'

In his concert-piving days Gould overcame his strong
negative feelings towards audiences by adoptinpg what he
called 'an attitude of hedalthy indifference’® to them,
pretending to hinself that what he was doing up thore
on the platform he would be doing anyway for his own
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pleasure, whether or not anyone wanted to hanp, around
and listen.

Gould acknowledges that not all performers share
his nepative attitudes toward audiences. lle mentions
Menuhin and Rubinstein as artists who need the stim-
ulus of a live audience (Payzant, 1978, pp. 21-22).

Gould's citatrion of pianist Arthur Rubinstein as some-
one who enjoys audience contact is reinforced by the

latter's own words:

The well-1lit hall, filled with people, looked twice as
big as in the morning. My appearance was preeted with a
warm applause., As [ made my bows [ became aware of a
gift which served me well through my entire concert
career: the bigper the hall, the larpoer the audience,
the morce confidence and self-control T felt, and T

bhad none of the paralvzing stage fright which afflicts
'so many of the best concert performers {Rubinstein,

1973, p. 187).

On no account,‘however, should the lack of "paralyzing"
stage fright be taken to imply a complete absence of ner-
vousness. A case in point is Rubinstein's experiences in
a piano competition he entered as a young mant

After Fischer, T heard Sirota, Pyshnov, and an Eng-
lishman. They depressed me - they played too well.
All four had the kind of technical polish which I
never possessed. And they never missed a note ....It
is better for me not to listen to the others, [
decided, lest I run away from the competition, police
or no police. As a matter of fact, I am afflicted
with an inferiority complex with repard to my play-
ing; any youngster who performs properly a Scarlatrti
sonata makes me feel that he is a better pianist than
1 (ibid., p. 347).

While readily acknowledging his anxieties, Rubinstein
broaches a pivotal issue when he states that, for him:
“Curiously enough, the atmosphere of tension and excite-
ment s favorable tc a good performance" (p. 347).

'A few days larer we heard her (soprano Angelica
Catzlini) apain at the rchearsal for her second con-
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cert ....She seemed on this occasion much less pre-
tentious, much more enpaping. She was also most
pracious to the orchestra and to the pecple who had
‘crowded in to hear her. Thus, | was quite ready to
believe what various persons told mej; namely, that
her pretentious bearinpg at her first appearance had
procecded rather from embarrassment than from pride,
and was essentially a device for dispguising her
anxiety. A younp, man who had been backstage at that
first concert assured me that at her first entrance
she had trembied from head to foot, and had hardly
been able to breathe, so intense was her nervousness'
(Pleasants, 1966, pp. 117-118).

Tenocr John Vickers:

*We travel for the job, and for the most part, an opera
singer is a lonely person. Tf there is one thing all
singers must learn to cope with, it is personal lone-
liness. This is intensified by the enormous contrast
between the stage and the hotel room. We stand onstage,
- interpret our roles, rip our emotions wide open, and
are exceedingly sensitive to every influence. [f you've
been a success, there is a tremendous sense c¢f unity
between yourself and everybody involved in the per-
formance. Then you scrape off your makeup, have a
shower, sign some autographs, and suddenly it's all
over. You are just another person in a big city, in

a strange place, where your only home is a hotel room’
(Ardoin in Breslin, 1974, p. 76).

'l was so ashamed,' (Franco) Corelli winces. Then the
excuses begins 'l ate some salami, and late in the
afternoon I began to have a pain in my liver. That
night my head began to spin and my stomach' - he pauses
then resumes, his jaw set firmly. 'It was a bad per-
formance, ' he admits quictly. ‘T was one bar ahead of
the conductor all evening. Every moment 1T was afraid.
When I was at the start of my career, do you know what
thought ran through my mind the moment I stepped on-
stage? I hoped I would arrive at the end of the opera
.+« that T would have the strength to sing every noce,
that T would be onstage when the final curtain feil'
(Downes in Breslin, 1974, p. 89).

'«eo I 1live on nerves. Somcone told me it is a good
thing for an artist to have nerves - otherwise hc
sounds mechanical. Ninety-nine percent of all artists
get nervous; for me, however, sometimes T think [ am
ninety-nine percent nerves' (ibid., p. 91).

Two hours before curtain time Corelli warms up with
some mild vocal exercises ....As the nime draws near
for him to dress te leave for the tihearer, his lace
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prows taut and a muscle twitches in his neck, com-
mencing a necural mutiny that erupts in the teeth-
rattling, leg-trembiing fear that prips him before he
sings. 'T am never happy when [ sing,' he asserts
convincinply. *Maybe when ['m shaving' (p. 94).

Leonie Rysanek:

Her marriage was the turning point in realipgning her
life and career. 'One critic,' she notes, 'wrote that
something had changed in me with the new Fideliog in
New York. Scmething bhas changed in the voice. Happi-
ness - I am very happy ... means a lot. It makes you
quiet. T am not so unhappy if a performance isn’t as
good as I would have liked it. I am still unhappy
about it, but in former days 1T was destroved. T was
always afraid to think of what will be when | retire.
I thought I would die without the stape. I know T
won't be happy without it, but T don’t think 1’11 be
that unhappvy ... T think there hasn't been one per-

- formance ~ let's be very modest - in the last two

. years that T could say, 'Boy, you werebadl!’' Some
phrases 1 didn't sing as [ wanted, but it wasn't like
the years before when I was depressed’ (Jacobsen,
1974, p. 178).

Luciaiio Pavarotti, asked why his father - in Pava-
rotti's own words, "a fantastic tenor" - never sang pro-

fessionally, simply replied: "Because if he see somebody

in front of him, he die ....And when you are afraid, the
first thing you lose is the diaphragm, and ii you lose
that you lose everything" (Rubin in Breslin, 1974, p. 1756).

On February 26, (Pablo) Casals wrote to Julius Rontgen
from the Hotel Bristol in Warsaw, thanking nim first
of all for his letrer and a sample of some pills, pre-
sumably a variety of tranquiliizer Rontgen thought
would help Casals through his devastating stage fright:
'Please send me a whole box with instructions for use'
{Kirk, 1974, p. 279).

Beforehand nad been terror. Even before playinp solo
at the Cafe Tost, Pablo had suffered a constricted
stomach and clammy hands, but this always passea when
he began to play. Just bcfore he went on ... he was
struck by severe pain in his chest, as he would be the
rest of his life when it was time to perform. And for
the first time another monstar gripped him: he was
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certain he could not remcmber the music. He told his
father and Professor Sanchez, his pianist. Topether
they pushed him toward the stage (ibid., p. 61).

Barbirolli's grecatest memory of Casals was of the
Catalan's last solo appearance with the Royal Phil-
harmonic in London ... Barbirolli remembered it in
1969 as though the performance had been the night
before: 'He was a very nervous man in those days. Oohtl
He told me of his sufferings. le used to grunt out of
sheer nerves, trying to control them, and yet he
played with all his emotions - marvelous ....The
orchestra was completely transfixed' (p. 364).

The proclamation that a certain artist "never" under-
goes performance -anxiety should not necessarily be taken
at face value. Defenses such as repression and denial may
camouflage sizable accumulations of fear. Furthermore,
since the phenomenon can manifest in obliquely unsuspected
ways, it is imperative to clarify just what is denoted by
“anxiety."

The great violinist Jascha Heifetz claims to be totally
free of nervousness before performance. Yet, the resultant
portrait of a serene and untroubled artist is graphically
belied by the following:

Jascha Heifetz believes in luck. Luck believes in hin,

too - but Heifetz takes it not at all for granted. In

spite of more than thirty years on the concert stage,
he still worries about that string wkich is always
about to break. The lights in the concert hall - they
are just about to go out, in his imagination. Of
course, the liphts never have gone out in Heifetz's
musical world. He says that is only luck, and meanwhile
he lives in unhappy anticipation.....He 1s certain that

‘music is a most unrewarding profession,' believing

that only genius can suffer so much. He is glad that

his children, Robert and Josepha, have no sparks of
genius. He nerely wants them to be happy, ordinary,

blicthe (Axelrod. 1976, p. 428).

In rhe casec of i{leifetz, the customary personalized
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anxiety of performing appears to have been subjugated,
only to re-emerge through externalization as a non-human

environment of malevolent and unpredictable forces.
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Areas of Investigation: A) The Morpholopy of Anxiety

wWhat are the physical Symptoms and psychological Fears
endogenous to the state of premonitory Anxiety, and how
might they relate to one another. Do they vary haphazardly
from person to person, or exhibit some cohesivenessi in
the latter case, what might be the significance of such

cohesions.

B) Coping Mechanisms

What are the Devices used by frightened musicians - both
before and during perfermance - in the attempt to quell
anxiety. Do they display any systematic affiliation with

either individual or collective Symptoms and Fears.

C) Artendant lvpotheses

It was predicted that Performance Anxiety, as operation-
ally defined through a composite of Symgtoms and Fears,
would correlate (in the stipulated direction), with the
ensuing factors:

1. The Facets of Anxiety

This heading pertains to variables intended to gauge

anxiety along the guantitative axes-of magnitude and dura-
tion. They included: a) the person's assessment of his own
degree of nervousness; b) self-comparison of his stress
level with that of colleagues; c) length and amplitude of
prior anxiety; d) tendency for nervousness to hamper per-
formance; e) frequency with which premonitory fears accually

materialize; f) extent to which anxiety obtrudes into the
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performance itself.

In addition to substantiating alternate measures for
Performance Anxiety, the anticipated correlations would
also provide trenchant endorsement for the validity of the
Symptom-Fear scale., (Q1. 7, 8, 10, 11, 12, 18)s (+ direc-
tion) |

2. Distractibility

Distractibility, perhaps the leading manifestation of
anxiety during performance, would be assessed in both its
internal and external aspects, with regérd to susceptibility
and ease of recovery (Q13, 14, 15, 16, 17, 19, 20); (+)

3. Musically-Specific Character Traits

High-Anxiety subjects were hypothesized as more likely
to:

a) believe that nervousness before performance con-
stitutes an abnormal phenomenon, with the concomitant
implication it is therefore ego-alien and unacéeptahle:
(Q9): (+)

b) appraise their performances as unpredictable and
inéonsistent over time, both in terms of "intra-
comparative" judgments, and discordant evaluations
‘between self and listeners; (the "Consistency"” items,
Q21-25): (#)

¢) rely on others for preparatory coaching, validation

of musical opinions and values, and approval for efforts:

IThe descriptive phrases within parenthsses indicate the
identity of the categories, and their labels throughout the
discussion. .
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(the "Self-Other®” items, Q26-29); (+)

d) perceive themselves as strongly competitive with
fellow instrumentalists: (Q30); (+)

e) be severely critical of themselves and others,
sensitive to adverse criticism) and slower to recover
from its disconcerting effects; (the "Criticism"” items,
Q31-34); (+)

f) undergo a variety of distressing repercussions
in the event of an unsuccessful performance; (the
"Adverse Reactions® Q35 a-h); (+)

4, Age at which the individual first began studying his
instrument; age at which he first performed in front of an
audience. Ostensibly, the higher these initial ages, the
more consequent anxiety. (Demographic variables); (+)

5. Amount of performing experience in childhood. (Q38); (+)
6. The feeling of having been pressured to perform in
childhood against one's will. (Q39); (+)

7. Number of performances given in the course of an average
year. (Q40); (-)

8. The musician's sense of having options, and alternative
areas outside of music for soliciting self-esteem. This
category was assessed by number and range of non-musical
hobbies, as well as other career choices. Presumably, the
preater the investment in such extrinsic pursuits, the less
chance of the individual's sense of worth and identity being
exclusively devendent on the vagaries of his musical pro-
fession; corsucquently, the lower his anxicty. {“Alternma-

tives, Q4l1-a0); (=)
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9. The rtendency for a respondent to add extra items to the
given lists of Symptoms, Fears, and Adverse Reactions. (Ql

t-v, Q2 u-w, Q35 i-k)s (+)

D. The "Data-Gathering" Variables

Several other domains were selected as worthy of atten-
tion. Either because they did not seem directly related to
the criterion of Anxiety, or due to equivocal inferences as
to the nature of the relationship, they were not linked to
particular directional hypotheses. Nevertheless, they were
construed as of vital general applicability to the subject
of performing. It was therefore likely that any significant
findings would harbor heuristic value for further research

in the area.

1. Demugraphic Variables of age, sex, place or birth, birth

‘order, number of siblings, parents' socio-economic status
and whether either or both parents were themselves musi-
cians; the Cantril Self-Anchoring Scale, designed to compare
an individual's level of aspiration with his appraisal of
fiis past and present general 1life status.

2. The Exopenous Factors - variables, "extra-curricular" to

the musician himself, and inherent in the physical circum-
stances under which a given performance takes place. Inter-
est attached to whether such factors might increase, de-
crease, or be simply unrelatcted to the artist's degree of
anxiety. (Q4 a-k)

3. A List of Ingredients which might te deemed of impor-

tance in the attainment of a successful solo career.
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(Q5 a-k)

4, Whether the mrusician, in concert, would tend to adhere
to a pre-determined plan of interpretation, or succumb to
the emotions of the moment. (Q36)

5. The proclivity to offer any Additional Examples to the

furnished lists of Devices, Exogenous Factors, and Ingredi-
ents; the content of such additions. (Q3 u-w, Q4 1-n, Q5
j-1)

6. Number of self-motivated Comments ventured by a respond-
ent, concerning either the questionnaire itself, or the

general province under investigation.

E. The Rotter Locus cf Control

As an independent standardized measure that might have
bearing on aspocts of the Performance Anxiety Syndrcme, the
Rotter Locus of Control was appended to the questionnaire.
Two feasible, but diametrically opposed hypothescsaccom-
panied its inclusion.

a) an individual whose sense of control was primarily
internal might be expected to have a secure and consist-
ent appreciation of his abilities. Thic would help insure
him against distractions, the upheavals of adverse crit-
icism, and absence of consensuval validation for his werks
hence, he should experience less anxietys

b) somecne whose laocus of control was largely exter-
nalized would tend to attribute any failures to circum-
stances bevond his Jurisdiction; delegating blame to

ulterior forcoes would enable him to avoid depression,
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 gui1t. and other intronunitive reactions which might be
expected to enhance preliminary anxiety: ergo, the less
sense of personal control, the less apprehension.

At this juncture, it should be czutioned that, since a
correlation does not specify direction of causality, any
significant relationship between Anxiety and the Rotter
could not, in itself, verify eitherrof the foregoing etio-
logical hypotheses; Thus, a positive coefficient between
the Index and the External pole of the Rotter might also
connote that a high level of antecedent Anxiety can engender
feelings of helplessness. Again, the etiology might lie
with some other variable that embraces both parameters.
Nevertheless, a viable correiation would be of interest as
a first step toward substantiating a deterministic frame-
work.

Questionnaire item 37 ("To what degree do you feel in
control of how well you play - in contraét to the influence
of circumstances possibly beyond your control”),.was con-
structed specifically in the attempt to apply the Locus of
Control dimension to the restricted area of performance; it
will henceforth be referred to as the "Rotter Musical Repre-
sentative.” This variable was expected to mirror the trend

of the Rotter vis a vis the Anxiety Index.



32

Preamble to Chapter I1I

In order to narrow the range of issues germane to Per-
formance Anxiety that might be suitable for quantitative
analysis, an initial pilot srudy was conducted.

Ten solo musicians were interviewed. The methodology
involved an informal discussion, structured around certain
specific questions, but allowing leeway for unanticipated
input. Subjects were also encouraged to offer any sugges-
tions of their own as to the topics such research might
profitably canvass.

The resultant information, in conjunction with the kind
of narrative data synopsized in the Introduction, formed
the nucleus of this investigation.

Its implementation is described in the subsequent chap-

ters. -
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Chapter TT

METHOD

Sub jects

The sample was composed of 46 subjects, 21 male and 25
female. They ranged in age from 23 to 42, with an average
of 31, Criteria for inclusicn were that the person be a
professional musician with solo experience, and that his
main financial support derive from the practice of his
craft. The eligible categories chosen were those of: sing-
er, pianist, and any of the orchestral instruments. In the
event the musician was familiar with both individual and
ensemble playing, he was asked to confine his responses
exclusively to the solo experience. Precise instructions
regarding the self-administration of the questionnaire are

contained in its Preface (see Appendix D).
Procedure

The questionnaire was mailed to each participant, along
with a stamped, self?addressed envelope for return to the
researcher. Subjects were also given the latter's phone
number, and told to contact him should any problems arise.
In those few instances wherein a sub ject had neglected to
fill out some of the questionnaire items, he was phoned by
the examiner, read the pertinent items, and asked to fur-

nish appropriate responses.
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Data Analysis

In order to distinpguish between the multitude of areas
explored by this study, the following lexicon will be
employed: 1) Any of the variables comprising the Anxiety
Index will be referred to as either a "member" or "compo-
nent;"” 2) The Devices will be addressed simply as them-
selves; 3) All variables not encompassed under the rubric
of the two prior categories (including Add-symptom, Add-
fear, Demopraphics, the Cantril Scale, and the Rotter
Locus of Control), are designated the "extrinsic items;"
4) The term "variable” or "element" will indiscriminately
reference any constituent of the questionnaire.

Two prelimirnary indices were compiled as tentative
Anxiety Measures, with which the remaining questionnaire
elements might then be correlated. Respectively, these
were: summation of an individual's scores across all
Symptoms; another summation across all Fears. The substan-
tial covariance between these two measures (Spearman Rank
Order Correlation of .646} p<.001), justified their amal-
gamation into a conjoint scale, entitled the "Preparatory
Anxiety Index." To establish the intra-consistency of this
composite, each of its individuzl members was correlated
with the Index as a whole. Consequent to this operation,
three Sympitoms and four Fears were deleted from the scale.

The part-wnole correlations were then recomputed in the

!The fourth decimai place has been rounded off.
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absence of the extraneous components. The resultant edited

instrument, designated the "Refined Anxiety Index,” served
as the operational definition for Performance Anxiety
throughout this investigation.

The Index was next correlated with each of the coping
Devices, and the same procedure was applied to ascertain
the order of the significant extrinsic items.

A correlation Between the Anxiety Index and either a
component or variable extranecous to it determines the
amplitude of the coupling. It does not, however, specify
which Index members are most implicated in the particular
relétionship. nor the comparative degrees 6f their parti-
cipation. To help clarify this issue, all of the Index
members were individually correlated with one another.
Likewise, the significant Devices were matched in pair-wise
fashion with each component, and the relevant items sub-
jected to the same form of analysis.

As is apparent from the introductory citations, the
amount of premonitory anxiety is not necessarily predictive
of impaired performance. Tiwus arose the crucial issue of
what factors might differentiate the domain of anxiety
from that of its effects. The single variable "Hamper"
(Q7), was therefcre correlated with all other elements of
the questionnaire. Resulting significant interrelations
were then enumerated, and compared to the cbtaired cor-
relations between those same variables and the criterion

of Anxiety.
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Chapter 117

RESULTS AND DISCUSSTON

The chief findings of this investigation are embodicd
in Tables 1 - 6. They present complementary forms of data
analysis which can be referenced to disclose two primary
modes of informationz |

1) Quantitative Analysis

a. Magnitude - the degree or strength of a given
correlation

b. Order - the positional ranking of significant
correlations

2) Qualitative Analysis

a. Individual configuration for any one member of
the Refined Anxiety Index, with respect to other mem-
bers, Devices. and extfinsic items

b. Specific elements which may discriminate between
two or more correlated variables, in the sense of being
systematically associated with one, while independent
of the other(s)

c. "Supplementation of content” for any given
element through its alliances with other elements.
Application of the foregoing treatments to every signi-

ficant association revealed by statistical computation
would represent a task of forbidding proportions. In the
following expositinn, therefore, vital examples will be

furnished for each mode cf anaiysis. These will illustrate
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both the means by which they can be extracted from the
data, as well as the special relevance inherent to each
approach,

The Refined Anxiety Index

Table 1 illustrates the hierafchy of those components
significantly correlated with the Refined Index in its
entirety. It is noteworthy that, of the original 39
assorted Symptoms and Fears, only seven (see Appendix A),
proved inadequate for differentiating between pervasively
Low and High Anxiety subjects at p<.05.

If one wanted a single optimum indicator that best
encapsulated the overall Index, asking a musician to what
extent he feared disappointing friends through an inferior
perfcrmance (F15) would serve the purpose most succinctly.

There are 21 other members, however, whose p<.001
correspondences with the Index also stamp them as effec-
tive individual representatives. The profusion of weighty
correlations evident in Table 1 would also seem to imply
that the Anxiety experience is, to considecrable extent, a
unitary phenomenon. Among the sharpest discriminators it
is: the Fears, and especially those Fears which seemingly

concern the interaction between the performer and others

that exert gr-atest leverage upon the whole Index. The
latter set of variables appears to constitute the quint-
essence of the Performing Anxiety entity, and will hence-
forth be addressed as the "Interpersonal Fears."”

When several variables correlate hipghly with another
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Ordered Correlations Between the Refined Anxiety Index and

tts Individual Members

Name of Member

Disappoint friends
Disappoint teachers
Cold audience
Communication

Cold

Boring performance
Disappoint relatives
Memory slip

Wrong notes

Bad review

Muscle tension
Headaches

Disappoint self
Diahhrea

Tripping

Sweating

Shaking or trembling
Appetite loss
Compared to others
Dry mouth

Nausea
Self-conscicus=paral
Dizziness or faintness
Stomach pain
Shortness of breath
Hot

Exhaustion

Lose control
Twitching

Energy loss
‘Insomnia

Audience laughs

Abbreviations: M =
P = Probability; Dir =

Member of Index; Q = Questionnaires
Direction of correlation

M number Q number Corr P level Dir
F15 20 .778 . 001 +
F17 2q . 755 . 001 +
F10 23 . 708 . 001 +
F9 2i 669 . 001 +
S17 1q 663 . 001 +
F13 2m 651 . 001 +
Fl16 2p 641 . 001 +
F1 2a .623 .001 +
F2 2b . 597 .00 +
F18 2r . 583 . 001 +
S11 1k . 568 . 001 +
si4 1n .539 . 001 +
Fl14 2n . 504 . 001 +
Sé6 1f 497 . 001 +
F4 2d 479 . 001 +
s13 Im 474 001 +
S12 11 Ja67 . 001 +
S2 1b 448 .00 +
F12 21 447 0,001 +
S7 1g 445 . 001 +
S4 1d 432 001 +
F19 2s .405 .003 +
S9 1i .403 . 003 +
S3 1c .385 . 004 +
S8 1h . 382 . 004 +
S1é 1p . 365 . 006 +
S15 1o . 348 . 009 +
F3 2¢c .322 . 015 +
S19 1s . 307 .019 +
F8 2h . 275 032 +
s1 la 272 .034 +
F11 2k .253 . 045 +
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yariable which subsumes them, the expectancy is that they
will, in turn, correlate highly with one another. The
broad homogeneity intimated by Table 1 is indeed confirmed
by the matrix of qualitative correlations (see Table 2).
The inter-correlational density is thick in the upper left
quadrant, but attenuates with those components less tied
to the overall Index. |

From Table 2, it is also apparent that all of the sig-
nificant correlations between members of the [ndex are
positive. Therefore, there are seemingly no instances in
which a heightening of any particular Symptom or Fear is
"cdmpensated" by diminution of some other(s). The tenable
assumption that Low-Anxiety instrumentalists might suffer
from other types of stressors than their High-Anxiety
counterparts can be similarly discounted due to the absence
of any inverse correlations.

- Though, as noted above, there is ligelihood that com-
ponents of high standing in Table 1 will tend to inter-
relate, the pairwise data of Table 2 precisely delineates
those variables which do conjoin, as well as the compara-
tive strength of each significant bond. It also. indicates

the exceptions - i.e., those anticipated correlations

which do not manifest.

I1f, as one example, the chiefly affiliated F15 (Fear
of Disappointing Friends), 1s canvessed for its selective
configuration across the other components, the following

trends are revealed:



TABLE 2

Ordered Intercorrelations Betwzen Members of

¥ F FFS F FFFF S S8 FSF

1517 10917 1316 1 2 18 11 14 14 6 &
Dsp: friends Fl15 1 2 a ba a a bba b c ab
Dspt teachrs F17 a 1 a ba b a baa b b bec
Cold audnce F10 a2 a 1l 223 a a bba b ¢ ab
Ceanmunicacion F9O b &t &2 1b 2 b bbe a ¢ a ¢b
Cold g1y a a a bl b ¢ aac ¢ b c
Tering perfm FiI3 a2 & a a2b 1 a cb a ¢ ba
Dept reilatvs Fl16 & a a be a 1 cca b ac
Memory slips F! b b b ba c 1a c b o]
Wrong notes F2 E a b ba ¢ ¢ alb ¢ a
Bad review Fig & a a c¢ccec t a b1 c ab
Muscle tensn Sli b b ac a c 1 b ¢ b
tHieacaches Si4 b ¢ ¢ b ¢ b 1 b e
Dsgpt s2if F14 ¢ b a ¢ bac ¢ o 1 b
Diakhrea S6 a b a cb » a a e 1b
Tiripoing F4 b ¢ b bec a ¢ ¢ b b b b1l
Sweating. S1Z b b ¢ cc c o
Shaking si2 c c c c c c
Apwer 10ss 32 c b a b ¢
Compnared L1z a ¢ b ¢ ¢ b ca b c
Dry mouth 7 c ¢ a bbb cc b
Neusea S4 c ¢ ac b c c
Self-con-par F19 b b ¢ b c cec ¢ o]
Faintnsass SS c ¢ ¢ ca b c c
Stomach nain S3 c a c b ¢ b
Sacrt breath £38 c c cb <
Bot Slé c < c b ¢ b
Exhausticn Si3 < e c a b
Leose control F3 be ¢ bc & ¢
Twitching Si9 e
Energy loss F3 c c b b b
Insoxnia s c
Audnece laughs Fl! ¢ b b b I

Note. - Abbreviations: a p<.001; b = p«<.01;

the Refined Anxiety

S 8§ S F S
13122127
b ca ¢
b ¢ c C
b a
bec b
b
c c
c b
o] a
c ¢ c ¢
a ¢
c b
b
c ¢ ¢
¢ b
a c
a 1
1
¢ 1
H
a C
c Cc
le] b
b c
c c a
b b
b c
]
b b
c ¢
c
fe;
c = p<.05

TOoNO n &M
0O ToT -

0

= )

<

(o]

oW
Mmoo woHn
o0
0

TRO0O0

Tndex

o0 o

0

o0

0w

pot
O\U)

voo

0Oo

b
U‘(D

Q= 00

(G e 7]

00w

[s s

0w

9200
%]

Pt

[

oo

noov o

pud

0

(=N v A« S ¢

oo

[

047



41

Symptoms - p=<:.001l with Cold, Diahhrea; p<.0l with
Muscle Tension, Sweatings: p<.05 with Appetite Loss,
Stomach Pain, Nausea, Dry Mouth, Shorfness of Breath,
Faintness

Fears - p«.001 with Cold Audience. Compared to
Others, Boring Performance, Disappoint Relatives,
Disappoint Teachers, Bad Review; p<«Z.01 with Memory
Slips, Wrong Notes, Tripping. Communication, Self-
Conscious-Paralysiss p <.05 with Audience Laughs and
Disappoint Self.

Correspondences with F15 notable for their absence were
in order of deviation from expectancy): Symptoms - Head-
aches, Shaking, Hot, Exhaustion, Twitching, Insomnia;
Fears - Loss of Control, Energy Loss.
In addition to delineation for any specific Index mem-
ber, the qualitative mode is especially relevant to the

area of differential diagnosis. For the therapist asked

to treat a nervous performer predominantly afflicted with
selective Symptoms or Fears (or, alternatively, an other-
wise Low-Anxiety client who evinces just a few compo-
nents ), and for the researcher desirous of examining a
single constituent in relative isolation, the ability to

distinpguish between correlated signs of Anxiety is indis-

pensable.

lror comparisons among the 5-point scales, exact corre-
lation cosfficients may be misleadinpgly precise. Strength
of relationship for the pajirwise data is tiwus expressed
in terms of probability ievels.
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The technique of qualitative differentiation can be
usefully applied to any interdependent mcembers of the
Index. Sweating and Shaking, for example, covary at
p<.001 and would therefore scem closely allied Symptoms.
Though they do, as anticipated, correlate with many of
the same members, there are some discrepancies. Probably
the most striking is Sweating's p<.0l 1link to F15, in
the absence of ‘a significant connection between the latter
and Shaking.

Thus, Table 2 may be employed as a sort of resolving
lens for discrimiration of details among component parts
which have been shown to possess overall commonality.

Among those Fears at p<.001 with the Anxiety Index,
one stands out as somewhat anomalous. Fl4, the Fear of
Disappointing Oneself, exhibits the least attachment with
the tightly clustered world of the Interpersonal Fears.
This is especially true when it is counterposed to the
three Fears which involve Disappointing Others (Fi5, F17,
F16). The hypothesis that F14 does connote a somewhat
autonomous domain, with an individual complex of dynamics,
will become a vital theme of this discussion; it will be
more fully explored in the following pages.

| One other perspective regarding the Anxiety [ndex may
be included here. Symptoms 17 and 11 (Cold and Muscle
Tension) are, respectively, most commingled with the Tndex
as a whole, and hence with the Interpersonal Fears.

The term "Cold” has often (as with F10 of this study)
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been metaphorically invoked to describe someonec who is
aloof, isolated, and ungiving. And one subject in the pilot
study spoke of difficulty in "reaching oﬁt" to an audience
expressing itself through a literal sensation of muscular
constraint. For this person, any manipulations that dis-
pelled the physical rigidity seemed to concomitantly re-
duce the emoticnal inhibitions: (the p< .001 correlation
between Muscle Tension and Fear of non-Communication is
especially striking in ﬁhe context of her observations).
Such metaphorical transmutations suggest that the
diverse Symptoms and Fears comprising the Anxiety Index
might most aptly be characterized not in terms of inter-
acting aspects of a common experience, but rather as uni-

tary expressions of a psychophvsical holism.

The Devices

Table 3 illustrates the magnitude relationships between
the Refined Index and techniques used to alleviate anxiety.
Of the 20 such mechanisms provided in the questicnraire,

1 proved to be significant differentiators (at p = .05
or less) for levels of anxiety. lwo more Devices were
disclosed as Trends.! Again, as with the Symptom-Fear
amalgam, all correlaticns were positive. Thus, High-
Anxiety subjects can be described as using significantly
more of a wide assortment of coping Devices., Prima facie,
the absence of any negative correlations would seem to

proclude speculavion that Low-Anxiesty performers mipht

lror this study, & Trend 15 defined as p = .05 - .06,
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Ordered Correlations Between the Refined Anxiety Index

and Significant Devices

Name of Device

Distract self
Superstitions

Rapport with audience
Support from others
Other surroundings
Exercise

Cynical humor

Imagine no audience
Imagine someone absent
Perspective

Positive pep talk
Push fear away
Ridicule fears

Q_number

3

ARV OIAD NN T

434
415
0398
L] 356
«355
.334
314
.304
.297
.282
<265

L] 001
. 002
,003
. 008
. 008
012
017
.020
.023
.029
. 037
Trend
Trend
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be using different (and perhaps therefore more adaptive)
strategies. There is, however, a possible flaw in such an
argument; it will be elaborated upon when Hamper is dis-
cussed as a separate entity.

Qualitative inspection (see Table 5) reveals that Dis-
tract Self and Rapport with Audience - two of the Devices
most associated with the Index do.-as expected, exhibit
the greatest consénguinity across the Interpersonal Fears.
However the third Device in the paramount triad - that of
Superstitions - shows a marked departure from the expected
disposition.

Among its four highest loadings, three consist of Memory
Slips (F1), Wrong Notes (FZ). and Loss of Control of Tem-
pos and Dynamics (F3). Unlike the Interpersonal Fears,
these trepidations seem to hinge on a collapse of the
individual's regulatory faculties, a breakdown of his
psychophysical defenses against panic.'

In a sense, perhaps all three can thus be regarded as
"Loss of Control Fears." Their selective alliance with
Superstitions may thus arise from a proclivity for indi-
viduals menaced by their own disruptive impulses to attempt
curbing them through irrational, but repetitively comfort-

ing behavicrs.

Confirmed Hyvpotheses

The fact that six of the seven Facets of Anxiety cor-

related sipnificantly with the Refined Irdex is compelling

evidence for the legitimacy of the latt2r as an cperational
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measure (see Table 4). Three of the six: Length Advance
worry (rl = .6363 p<.001), Depree Advance Worry (r =
.6223 p<.001), and Nervous (r.= .472; p<.001), were the
extrinsic items pre-eminently affiliated with the Symptonm-
Fear Index.

An intriguing qualitétive observaction concerning the
Facet set (see Table 5), is that Insomnia, the Symptom
least bound to the Index, showed its most pronounced tics
with two of the six Facets - namely Nervous and Compare
(p<.001). Thus, performers who introzpectively assess
themselves as nervous and to greater degree than the
ma jority of their colleagucs, are also more likely to be
troubled with Insomnia than any other Symptom.

The premise that Hi-Anxs2 wculd encounter more general

Distractibility during performance received partial cor-

robcration., Of the seven initial items in the set, Inter-
nal Distraction (r = .381; p =.004), Recovery frbm Tuternal
Distraction (r = .376; p= .005), Recovery from Slip (r =
«323; p=.014), and Recovery from External Distraction

(r ='.278: p =.031), were significant in the order given.
The individual Symptoms most widely dispersed across this
category were: Muscle Tension, MNausea, and Insonnia; the
prominent Fears: Disappointing Friends, Bad Review, and
Unfavorable Comparison.

Of the five Consistency variables only one - the sub-

lupw = Spearman rank order correlation coefficient,

< "Hi-Anxs* and "Low-Anxs" respectively denote High and
Low Anxiety Subjects. :



47

TABLE 4

Ordered Correlations Between the Refined Anxiety Index
and Significant Extrinsic Items

Name of Item Q no. Categorxl Corr P 1ev?1
Length advance worry 10 Facet .636 . 001
Degree advance worry 18 Facet .622 001
Nervous 6 Facet 472 061
Guilt 35¢c - Reactn 421 002
Confidence 10%5 35h Reactn 417 . 002
Anger at others 35g Reactn 411 . 002
Cold audiance 28 S1foth . 399 .003
Internal distraction 13 Dstret .381 004
Recover from criticism 34 Critic 376 <005
Recover from int dstret 14 Dstrect 376 . 005
Depression 35e Reactn 374 005
Embarrassment 35d Reactn 372 . 005
Affected by criticism 33 Critic .355 .008
Age Demog -.336 011
Satisfy self wvs. others 27 Sifoth 334 .012
Others help prepare 26 Sifoth 326 .014
Swaved by others 29 S1foth .326 014
Recover from slip 20 Dstrct . 323 .014
Hamper 7 Facet .321 .015
Hobbies 43 Altern 355 .0182
Anxiety subsides 12 - Facet .281 L0029
Recover from ext dstrct 16 Dstrct 278 .031
Importance of concert 4d Exogen 276 .032
Compare 8 Facet 266 + 037
Ladder past -.262 ,040
Proximity of audience 4b Exogen 2)8 0462
Comments 45 -.25 042
Self-consistency A 21 Consist .256 043
Addfear 2u-w .256 043
Difficulty of pieces 4h Exogen .252 . 046
Anger at oneself 35fF Reactn Trend

Strangers in audience 4f Exogen -Trend

Iabbreviations: Facet = Facet of anxiety; Reactn = Aver-
sive reaction: Slfoth = Self vs. other; Dstrct = Distrac-
tion; Critic = Criticism: Demog = Demographic variable;
Altern = Alternacive; L[xogen = Exogenous factors Consist
= Consistency

2Two-tailed TEsT



TABLE 5
Correlations of Anxiety Index Members with Devices and Extrinsic items
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jective impression that playing level fluctuated capri-
ciously across performances - showed significance. This
suggests that Hi-Anxs do perceive their 6utput as more
labile. However, the lack of differentiation implies that
once they have performed, their retroactive self - judgments
and consensus of those judgments with the opinions of
others, are not likely to diverge markedly from corres-
ponding evaluations by the low-Anxs.

The hypothesis that Hi-Anxs woculd be more dependent on
others for help and for validation of their musical ethos,
received emphatic confirmation. Of the four Self-Other
items, all were verified.

Sensitivity to Criticism (r = .355; p=.008), and
attendant delay in Recovery (r = .3763 p = .005}, both
correlated significantly with Anxiety. The Fears oi Un-
favorable Comparison and Bad Review were most connected
with the former variables, and thereby provided some clues
as to rthe kinds of criticism primarily dreaded.

The assumption that Hi-Anx performers would exhibit

more of a spectrum of Aversive Reactions in the event of
failure, was graphically supported. Of the eight reac-
tions in the questionnaire, five (plus one Trend) proved
significant. In decreasing crder of covariance (see Table
4): Guilt (r = .421; p = .002), Loss of Confidence (r =

417 p = ,002), Anger at Others (r = .411; p = .002),

1

Depression (r = ,374; p .005), Embarrassment (r = .372;
p = ,0G5), and Aunger at Self (Trend), were all nore

promninent among the Hi-Anxs.
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The following salient correlations (see Table 5) in-
volving the Aversive Reactions deserve emphasis for their
possible dynamic implications:t Embarrasshent with Fear of
a Cold Audience; Depression with Muscle Tension and Fear
of Energy lLoss; Anger at others with Headaches and Shaking.
The Symptoms of Muscle Tension, Sweating and Twitching,
and Fears of Disappointing Friends and Running out of
Energy during performance, generalized to greatest extent
across the Aversive Reactions.

Perusal of the extrinsic item data consequent to anal-
ysis suggested formation of a “post hoc"” category that had
not been part of the original framework: though frequency
and susceptibility to a variety of noxious impingemencs
were characteristic of the Hi-Anx group, they were perhaps

most cogently epitomized in their protracted recovery from

such stimuli.

In accordance with this view, a retrospective category,
captioned the "Recoverv Index," was assembled from those
elements which had suggested the proposed dimension. In
rank order with the Anxiety Index, these were Recovery
from: Criticism, Internal Listraction, Slip, and External
Distraction.

To ascertain whether these items did, in fact, consti-
tute a viable gestalt, they were correlated with one
another. The rcsulting network is depicted in Table B
(see Appendix). it strongly implies that the parameter

of Recovery is crucial for any schema of Ferformance
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Anxiety.

A tendency to volunteer Additional Fears was shown
partial to Hi-Anx subjects. Their content is replicated
in Table C.

Of all the questionnaire variables tied to predictions,
only one evinced significanec in a direction opposite to

anticipation. Alternative Q43 - Number of lobbies -

expected to yiéld an inverse relation to Anxiety, actually
correlated positively (r = .355; p = ,018 two-tailed). The
available data does not prcvide any firm clarification for
this anomaly. However, it is feasible that a plethora of
extra-curricular activities may représent an effect of
Anxiety - a kind of escapism. If this interpretation has
merit, then Hobbies might result from the same kind of
motivation that impels a defense such as Distract Self

(Q3b).

Unconfirmed Hyvpotheses

In a study concerned with articulation of structure,
the irrelevant variables are also of importance for delim-
iting the boundaries of the phenomenon. Those variables
initially hypothesized as linked with Anxiety which did
QQL attain significance wefe:

1. Demographics: Age when first began studying instrument;
Age when first performed
2. Appraisal of nervousness before performance as abnormal

3. Facets of aAnxiety: llaterialization of Fears
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4. Distractibility: sensitivity to external distractions
ability to maintain concentration in the face of pro-
longed outer distraction, disruption by life problems
extraneous to music

. Consistency: seclf-appraised objectivity of judgment:
~coincidence of own judgment with listeners: agreement
between expectation and actual performance

6. Competitiveﬁess with others

7. Criticism: severity resarding self; regarding others
8. "Rotter Representative"” of self vs. external control
of playing skiil

9. Frequency of performance in childhood; feeling cf hav-
ing been pressured to perform in childhood

10. Number of concerts and auditions per'year

11. Alternatives: ease of transition to other vocations
and number of surrogate choices; time spent on qutside
interests |

12. Inclination to add Symptoms or Aversive Reactions

13..The Rotter Locus of Control

The Data-Gathering Variables: positive findings

This research, as noted earlier, posed a number of
qﬁestions to which no specific predictions were attached.
They were included tc¢ discern whether certain issues
épplicable to the general performance milieu might have
epecial relevance to the province of Anxiety. Significant

findings were as follows:
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1. Demographics: negative correlation of Anxiety with
increasing Ape (r = -.336;3 p = .011)

2. Exogenous Factorss positive for Importance of Concert
(r
(r

p = .046), The positive correlations for the latter three

]
i

2763 p .032), Proximity of Audience to Performer

.2583 p .042), and Difficulty of Pieces (r = .252;

factors indicate that escalation in each area was experi-
enced as aversivep A negative Trend appeared for Number
of Strangers in the audience

3. Comments: a negative correlation (r = -.258; p = .042)
with the Refined Index. This suggests that the ability to
spéak with comparative freedom and openness about the
discomforts of performance énxiety may, in itself, be
therapeutic. Conversely, those artists who choose to
*hold in” their feelings may pay a price for this reti-
cence.l

4. A negative correlation between Anxiéty and the Past
scores of the Cantril Scale (r = -.262; p = .040). This

intriguing link requires further exploration.

The Data-Gathering Variables: nepative fiprdings

1. Demographics: no correlation for Number of Siblings,
Birth Order, Parents' SES
2. Exogenous Factors: uncorrelated with Size of Andience,

Size of Hall, Number cf Pieces, Familiarity of Pieces,

- Familiarity of Surroundings, Number of Prior Performances

1 % : "o "
:In this context, see also Davice 3a ("Seek Supvort and
Reassurance frcm Others).
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3. Ingredients: all elements insignificant

4., Extent to which perfermances were perceived as molded
by prior design, rather than immediate feelings: no
correlation

5. No statistical connection between Anxiety and the
tendencies to providgvextra responses to the lists of
Devices, FExogerious Factors, or Ingredients

6. No correlatian with the Present or Future rungs of the

Cantril Scale.

Portrait of the.High Anxiety Performer

Before subsequent issues are broached, the main attri-
butes of the Higli Anxiety solo musician, as thus far
elicited, will be summarized.

The performer aifilicted with exces$s nervousiness per-
ceives himself as beseiged by a multitude of Symptoms and
Fears. Of these, the most unified seem to concern the
artist's need to share intimate emoations with others in
whom they will encounter a sympathetic acceptance.

To cope with his fright, he uses more of a wide diver-
sity of tactics, both before and during performance.
Increased proximity of an audienre affects him adversely,
és does the respective importance of a performance and
inherent difficulty of the compositions he is to play. He
sees himself as nervous, and more so than others. His
premonitory anxiety is greater in both degree and dura-

tion, z2nd rakes longer to subside once a porformance has



begun. He is more distractible, particularly by impinge-
ments of internal origin.

The Hi-Anx musician feels his playing to be inconsist-
ent from one performance to the next, and is dependent on
feedback from others as to the merit and validity of his
work. Markedly bothered by adverse criticism, he also
recovers more slowly from ité effects. In the event of
an unfavorable recital, he is prey to more of a broad
range of adverse personal reactions.

He is likely to be younger than his Low-Anx counterpart,
express interest in a greater humber of hobbies cutside
music, and possibly exhibit more reluctance to discuss
his experiences with anxieties surrounding performance.

In appraising his genéral life status of five years
ago, he is likely to assign it a significantly lower
rating.

The High Anxiety instrumentalist may also be evaluated
in a chronological paradigm of: 1)Pre-performarce,

2) Trans-performance, and 3) Afterméth, phases. In this
framework he can be said to suffer from more of a greater
amount of Symptoms and Fears over a longer span in phase

1, experience—prolongéd nervousness and distractibility

in phase 2, and, after an inauspicious audition or concert,
be more hurt by external disapproval as well as a host of
covert repurcussions. Though his equilibrium is easily
disrupted by many kinds of unsettiing events, he is cven

more conspicuous with repurd to the extended intervals
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needed to regain stability.

Hamper as a Separate Subset

As was obvious from the excerpts quoted in the Intro-
duction, degree of antecedent anxiety cqnfers no‘predictive
power as to talent. However, the association between
Anxiety and Hamper (r = .3213. p = .015), does affirm that
very anxious performers are more likely to be impeded by
their nervousness. This is especially the case for those
who fear Disappointing Relatives, Teachers, and being
Unfavorably Compared to Others - along with the physical
symptoms cof Hecadaches and Sweating.

Cardinal interest affixed to what variables, extraneous

to the Index itself, might serve to discriminate between

the correlated domains of Hamper and Anxiety; in pursait
of this objective, the qualitative technique of differcn-
tial diagnosis was employed. Results of this operation can
be seen in Table 6.

Since the entire realm of Hamper - unlike the Refined
Index - derives from a single five-point measure, the
contrasts, however intriguing, should be viewed in terms
of divergent tendencies rather than statistical "facts."
Accordingly, they will be considered with respect to their
generalized significance.

The two relevant variables were found to coincide in a
number of areas, of which the most evident involve dis-

tractibility, dependen~e on others. and sensed inconsistc-
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TABLE 6

Correclations of Hamper with Devices and Extrinsic Items
Compared to Anxiety Index Correlations for the
Same Variables

Name of Itcm Q number Category Hamper P Index P
Relaxation 3c Device - C

Exercise 3d Device - C + C
Perspective 3g Device - cC C
Number of pieces b Exozen + C
Difficulty cf pieces 4h Fxopen. + C + c
Internal distraction 13 Dstrct + b + b
Recover int distret 14 Dstrct + b + b
Recover ext dstret 16 Dstret + C +
Degree advance worry 18 Facet + + a
Outside problems - 19 Dstrct + b

Recover from sliip 20 Dstret + b + c
Self-consistency 21 Consist + ¢ + ¢
Others help prepare 26 S1foth + + C
Satisfy self vs. others 27 S1lfoth + b + C
Guilt 35¢ Reactn + ¢ + b
Rotter Locus of Control 065



58

ency. A notable departure in the first category, however,
resides in the inclination for the Hamper - aspect to be

bothered by intrusions extraneous to music (Q19).

The absence of relation between Hamper and, bnth the
Sensitivity to Criticism and Aversive Reaction items
(Guilt being the sole exception), constituted a striking
disparity. Since these elemeﬁts were ordained as compris-
ing the "Aftermath" stage, it might be hypothesized that,
in comparison to Anxiety, Hamper is more enmeshed with
Trans-performance happenings than repercussions of the
performance itself.

.Another salient difference is that one Device not
common to anxiety, along with two that are, manifest
negative correlations with Hamper. Though correlation, as
repeatedly stressed, does not specify causality, some
sequences are more likely than others._The apparent para-
dox may be reconciled through an hypothesis that the data
reflects a temporal series, wherein escalation of anxiety
motivates increased use of several Devices; in turn, their
effects serve to reduce both Anxiety, and its consequent
expression in Hamper.

An alternative speculation is also plausible. Device
3g (Putting Things in Perspective) tries to shrink over-
whelming anxiety to manageable proportions by lengthening
distance between the person and the dreadad object. As
such, it appears the mechanism most implicated with the

attempt to directly control the feared event - as opposed
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to either suppressing it, or endeévoring to deny aspects
of its presence.

In conjunction with the techniques of Relaxation and
Exercise to "work off excess enetgy" differentially allied
with Hamper, 3g suggests that the goal of the Devices may
be not so much to alleviate anxiety as to harness it; free-
floating (consequently disruptive) anxiety may therefore
be canalized into “fuel"vfor a more impassioned and con-
vincing performance. The dichotomv drawn by Rosina Lhe-
vinne between nervousness énd stage fright (p. 20) is very
apposite in this regard.

Before the Anxiety - Hamper contrasts can be defini-
tively assessed, one interpolation not included within
this questionnaire would be mandated: to what extent might

anxiety diminish consequent to utilization of various

Devices, and how might such mitigations (if any) compare
with their respective effects upon Hamper.

Support for the conjecture that the Devices tend to
selectively relieve Hamper would also suggest that some of

the mechanisms positively correlated with both Anxiety

and Hamper, might be construed as not only ineffective,

but maladaptive tactics capable of engendering stress.

In any case, Devices 3d (Exercise) and 3g (Perspective)
seem to afford a convenient tool for anyone wishing to
examine aspects of either criterion variable "uncontamin-
ated” by the other. l.e., they render differential diag-

noses not just by indicating systemaric linkage with one
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element and random distribution with the other, but in
identifying an area of "mutual antagbnism" between them,
Thus, a musician high in 3g would also tend to be exclu-
sively high in Premonitory Anxiety (i.e., proportionately
low in Hamper): just the reverse would be anticipated for
somecone reporting little use of that Device.

On p. 51, it was noted that, of seven initial Facets
of Anxiety, oniy Materialized failed to correlate with
the Refined Index. Lven more remarkable is its lack of
affiliation with Hamper, a variable that would seem to
be registering similar events. This anomaly, together
with the observation that, among 46 éases. Materialized
received the lowver score of the two in 27 instances (with
12 other pairs being equal), implies that the Premonitory
Fears do, indeed, tend to hamper performance, but more
through "latent discomfort® than actual occurrence. As an
example, someoné worried about striking wrong notes during
a concert might rarely do so; however just the threat of
possible eventuation might impair his efficiency in other,
nerhaps more subtle ways.

The preceding suggests that many anterior Fears are
“irrational" insofar as the time and effort spent ruminact-
ing about them seem cut of proportion to their true man-
ifestation. This disparity in turn coinotes a pervasive
need, among Hi-Anx performers, to bind their agitation
through an obsessive feoussing on concrete fears which,

though distressing, are much prefeirable to a free-floating



61

panic. The localized phobiu may thus represent a scraen
or euphemism for other and pgreater traumas. They embody
the advantage of redirecting anxiety into a relatively
circumscribed area, and one over which the individual can
exert some influence.

A cogent illustration of this postulated dynamic was
furnished by a subject in the pilot study. For many years,
this artist had persistently dreaded having a memnory
"blackout,” this, despite the fact that bher menory had
never yet failed her. Yet, just the encroaching fear that
it “might*® happen led her to adopt the seemingly logical
antidote of playing from the printed score. To her surprise
and chagrin, this maneuver not only intensified the pre-
occupation about memory lapses, but incitred the presenne
of other and more disturbing anxieties which she described
as having been "hidden behind"” the ostensible fear. She
was thus relievéd to resume performing from memory, and
to the comparatively mild and direct stresses it entailed.

Perhaps the most provocative finding involving Hamper
resided in the latter's p = .065 correlation with the
‘Rotter Locus of Control. This probability level lies
slightly outside the restricted criteria for a Trend
imposed by this study. Nevertheless, the pivotal impor-
tance of the Hamper dimension, together with the firmly
established power and applicability of the Rotter,
strongly advocates continued exploration of the rela-

tionship between the two areas. Replication with a
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greater number of subjects and, if possible,. the con-
struction of a more substantial and variggated Hamper
scale akin to the Refined Index is recommended.

If the differential tendencies for Anxiety and Hamper
vis a vis the Rotter can be verified, they may be linked
to the following conditions. The Refined Anxiety Index
served to distinguish individuals whose control over their
musical endeavors was self-localized, from those whose
inner stability was derived from others, but others over

whom said individuals have_some degree of influence. By

contrast, the realm inhabited by Hamper and the Rotter
counterpose self-contrel against large-scale, often
impersonal forces, in the face of which the subject feels
helpless.

The affiliation between Hamper, the Locus of Control,
and permeability to Outside Conflicts (Q19), and yet
Hamper's lack of correspondence with the Rotter represent-
ative further delineates the mature of the relationship:
it seems to imply that the Hamper - Rotter overlap con-

cerns matters extraneous to specifically musical diffi-

culties.

Suppestions for Further Research

Now that so many c¢f the constituents of the performance
anxiety syndrome have been identified, they may be further

explored through a multitude of treatments.
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Content_Analysis

There is probably no significant variable educed by
this study which could not benefit from more detailed
inspection of its properties. Several, however, seem
especially fitted for this type of analysis. Among the
Symptoms: Cold, Muscle Tension, Shaking, and Self-
Conscious-Paralysis require clarification as to the body
parts involved. Are the somatic sensations generic, or
limited to those‘organs focally implicated in the act of
performing.

.The Interpersonal Fears contain the gist of the Anciety
experience, and any of them could be profitably explored
as to their attributes and dimensicns. Of special interest
are the presumed conseguences 2f any given Fear's materi-
alization. E.g., re Fear 9: in what ways is the artist
worried about not communicating; how, in his opinion, are
both he and listeners affected by such inability; which
specific emotions seem hardest to expressi what factors
seem to hinder or facilitate self-expression.

Though any of the Devices can be subjected to quali-
tative elaboration, Q3t perhaps constitutes the case of
greatest interest. What is the content of the Supersti-
tions? Do they display commonality or vary arbitrarily
from person to person. And, can qualitative information
furnish clues as to the psychodynamic conflicts with which
the superstitious person might be wrestling. The world

represented by this single Device could, in itseif, scrve
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zs the topic for an entire thesis.

The causes of Internal Distraction, the "others" implied
in the Self-Other items and their relationships to the
performer, the types of Criticism sensed as most perni-
cious, the substance of the Aversive Reactions, and fur-
ther explication of the Cantril "Past" rating, all merit

additional contentual analysis.

Chronological Differentiation and Causality

The correlaticens of any variable with others may give
indications as to its content. Fear of Memory Slips, for
instance, covaries strongly with prolongation of anxiety
during performance (Facet Qi2). It is therefore tenable
that this apprehension may be fundamental to the trans-
performance phase. Similarly, F12 is the highest ranking
component with Recovery from Slip and so the Fear of being
Unfavorably Compared to Others may play a prominent role
in the latter interval of Distractibility. Numerous other
examples of such bondings have, been cited throughout this
discussion.

Though correlations do not stipulate direction of
causality, they are often precursors for its elucidation.
Establishment of deterministic sequences traditionally
necessitates a reseavch design in which the experimenter
can manipulate crevarianle and then assess iﬁs impact on
some other.

In tre realin of Performance Anxiety, there are a few
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parameters amenable to such treatment. The three sipgnifi-
cant Exogenous Factors might be independgntly altered, and
their effects upon anxiety evaluated; among them, Proxim-
ity is probably the physical circumstance most accessible
to measurement.. In 1like fashion, a researcher interested
in possible causal liasons between Muscle Tension and
expressions of anxiety, might be -able to vary the symptom
and monitor consequences on the dependent variables.

Most of the relationships divulged through this study,
however, seem much too subtle and complex for the ¢lassi-
cal experimental format. A more reliable and direct
approach would invoke a re-examination of the Anxiety

Index along a more clearly discriminated temporal gradi-

ent.

The yet unsettled question of whether certain Devices
reduce agitation simply entails ascertaining if the
various components of the Refined Index do, in fact,
decline after their use. Similarly, the amount of conso-
nance between anticipatory Fears and actual repurcussions
of failure coﬁld be sauged by asking about each Fear beth
pricr, and subsequent to, performance. Such informatiocon
is especially germane to the anomalcus findings for Facet
Q11 ("Materialized") previously recounted.

The general subject of anxiety-reducing strategies
cculd be broadened to encoupass the duration much preced-
ing performance. This addresses the important issue of

stvle nf practicinz. It is the artist'’s daily regimen that
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perhaps best epitomizes his attitudes toward his craft
and the demands it entails. This as yet largely unex-
plored area should harbor great import for all aspects of
the solo musician's task.

In summary, it is a time-scale approach, perhaps extend-
ing into wide ranging longitudinal surveys, that seems to
offer the optimum path for transforming correlational

relationships into causal ones.

Brass Instrument Documentation

With use of such mechanical adjuncts as the MG, GSR,
~and Thermocouple, it might be possible to validate a sub-
ject's introspective assessment of selected physical
symptonrs against a standard of objective measurecment.
Furthermore, contrasts of both baselines, and departures
irom those baselines for performers, might provide an

impersonal technique for discriminating levels of anxiety.

It is the widespread ubiquity of certain Index Symptcms
across so many forms and manifestations of arxiety that
renders the prospect of such instrumental corroboration

so intriguing.

Further Validation and Delineation of the Phenomenon

through Standardized Tests

Whether the significant parameters disclosed by this
inquiry are limited to the artistic sphere, or extend into
glohal personaiity, is of vital consideration. Tt is

therefore urged that a variety of relevant tests already
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in the literature be administered to performers whose
differential degrees and types of anxiety have been diag-
nosed through this questionnaire. Any areas exhibiting
convergence between musical and "extraneous" characteris-
tics could then be further probed with other appropriate
tools. Among those established tests which seem especially
pertinent: the State-Trait anxicty forms might be used to
contrast pre ahd post-performance concerns, as well as
musical vs. extraneous anxieties: the Defense Mechanism
Inventory in conjunction with the Devices for further
articulation of stress-reducing strategies and their
possible psychodynamic implications{ any personality test
yielding a measure for dependency on others for the Inter-
personal Fears and Self-Other items; the Embedded Figures

test for Hamper and the indices of Distractibility.

Age

The equivocal testimony as to relation between age and
performance anxiety was touched upon in the Introduction.
This research disclosed mitigation in several Symptoms and
Fears over time. However, it should be noted that this
sample was made up of comparatively younpger performers
(average age of 31), and the questionnaire might therefore
be profitably readministered tov an older and more experi-
enced group of musicians. Perhaps some kind of curvilinear
functicon might help to resolve the ambiguity surrounairng

the two criterion variables.
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A related proposal advocates a longitudinal examination
of the anxiety constituents using repeated measures of the
same subjects. It would be edifying to determine which
variables might remain constant, and which shift with time

(as well as the direction of those shifts).

Related Catepories

The questionnaire can be given to individuals in allijed
fields. Comparative data obteined from actors, dancers,
even athletes, would be welcome. The latter group may,
in fact, offer the chance to scrutinize the physical man-
ifestations of anxiety in their purest form.

In this regard, any musician who has encountered
performance anxiety would likely resonate with these
comments by tennis player Arthur Ashe:

Of course, I never look like I'm choking. I'm a
slasher, a free swinger, so | always appear loocse -
but that can be very misleading. Like right now,
when I'm nervous on the court, [ have an actual
difficulty in breathing. And that problem is com-
pounded when I try to run. My lepgs move stiffly, and
soon my whole bady offers only the most deliberate
movements. It's as if I've lost all instincts {or
playing tennis so that my mind must repeatedly
explain to my body what it already knows how to do
(1975, p. 101).

The Gratification of Periorming

This dissertation occupied itself chiefly with the
negative features of perfoimings ergo, the Hi-Anxs reported
more of a diversity of unpleasant experiences. But, in
what ways are the less frightened musicians "higher?"

The kinds of intense fulfiliment obtaimble through the



69

partaking and sharing of an art-form also deserve atten-
tion. This realm is perhaps epitomized by what might be
termed "peak cxperiences" in artistic communion. Many
musicians have designated the quest for these exalted
moments as a prime incentive of their work.

Their descriptions for these transcendental (and appar-
ently unpredictable) ‘interludes seem remarkably similar to
those used by éxponents of the mystical disciplines to
characterize attainment of Union. Apparently crucial to
these states is the impression of self-dissolution. This
fosters a melding in which performer, music, instrument,
and audience are absorbed into an undifferentiated one-
ness, an organic identity.

Of many such representatives, the foilowing may be
singled out:

He uses ‘ecstasy' indiscriminately for a quality of
the music, a.quality of the performance, an Attitude
f the performer, and an attitude of the listener.
But this lack of discrimination is intentional and is
the essence of Gould's meaning: that 'ecstasy' is a
delicate thread binding together music, performance,
performer and listener in a web of shared awareness
of innerness...On rare occasions at a concert pertform-
ance there is a moment of powerful magic in which
performer and audience seem to mergze in oneness, in
total sympathy. This can be felt, but it cannot be
explained. Gould has experienced it, as have many
performers and listeners. lle values it hipghly but is
uneasy with it because he cannot control it ....For
ecstasy, there must be not just a merging of self with
other selves, but of self with the innerness of the
music (Payzant, 1978, p. 65).

Compare with these statements:
This otheyr kind of knowledge is based on something

wirich can only be called 'union.' The more subject and
cbject, the observer and that which is observed, merge
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into ecach other, that is, are 'united' with each other,
the more profound and illuminating the knowledpe be-
comes; and the less it becomes capable of description
(Happold, 1973, p. 62).

In the state of Contemplation there is found a self-
forgetting attention, a humble receptiveness, a still
and steady pazing, an incense concentration, so that
emotion, will, and thought are all fused and then lost
in something which is none of them, but which embraces
them all. Gradually, by a deeper and deeper process of
self-merging, a communion is established between the
seer and what is seen, between him who feels and that
which he feeéls (ibid., p. 70).

There was awareness of undifferentiated unity embracing

perfecy. identification of subject and object: logic was

transcended ....The concept 'I' had ceased to be; I was

at once the audience, the actors and the play!? {Blofeld,

197C, p. 33).

And perhaps the ideal symbiotic intimacy between the
artist and his medium of expression is eloquently depicted
by D. T. Suzuki in his introduction to Fugen Herrigal's

“Zen _in the Art of Archery:"

If one rcally wishes to he master of an art, technical
knowledge is not enough. One has to transcend technique
so that the art becomes an ‘artless art’® growing out

of the Unconscious. [n the case of archery, the hitter
and the hit are no longer two opposing objects, but

are one reality. The archer ceases to be conscioug of
himeelf as the one wihio is engaged in hitting the bull's
eye which confronts him. This state of unconsciousness
is realized only whien, completely cempty and rid of tne
self, he becomes one with ... his skill (1964, Intro).

A less esoteiic matter apropos the rewards of performing
is whether there exists a "performer's personality" among
artists of various disciplines. This hypothetical type
would serve to distinguish those individuals whose enjoy-
ment derives less from the intrinsic values of the craft,
than the chance to exhibit their own talents. I.=., the

art-form, by serving as a vehicle for self-aggrandizement,
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enables them to become éyn05ures for the admiration of
others.

The legitimacy of this supposed performing style,
together with its possible relation to anxiety, nececds

investigation. -

Pragmatric Applications

The value of this questionnaire as an adjunct to any
ensuing research on etiology or therapeutic aid, hinges
on refinement of its practical use in three main areas:
1. As a diagnostic tool to ascertain degree of overall
anxiety, as well as the specific difficulties likely to
accompany various mixtures of Symptdms and Fears.

2. Utilization as a prophylactic instrument: detection of
the syndrome in its early stages would likely aupment the
efficacy of any consequent therapeutic interventions.

3. Implementation of the questionnaire as a predictive

tool for descrying individuals prone to abardon a solo
career due to inability to manage its inherent pressures.
This would entail a longitudinal survey geared to correlat-
ing the parts of thclqucstionnaire with the criterion

variable of vocational change.

Taxonomy and Ftiolopical Hyvpotheses for Three Proposed

Anxiety - Related Catepories

At this point, an attempt will be made to integrate the
vast expanse of biograpnical and research daca thus far

amassed into an encompassing system of tri-partite classi-
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fication. [ts features,'while prdvisional. deserve thorough
corroborative inquiry. It should be emphasized, however,
that the hypotheses to be presented refer solely to musi-
cal rtraits and dynamics; extrapolation into general per-

sonality would be premature at this juncture.

1. The _Interpersonal Fear Group

The prospectively High-Anxiety musician, early in his
performing history, receives embhivalent messages from the
persons most invested in his musical strivings. These
reinforcements are outwardly favorable and supportive,
but harbor undercurrents of hostility in which jealousy
and competitiveness may figure prominently. These conflic-
ting attitudes aré introjected, and thus come to personify
a large part of the artist'z erratic perceptions of his
own work.

When he is confronted with an audience, the negative
aspects of the self-image are then projected outward, and
onto the unstructured stimulus represented by the faceless
multitude; it is therefore seen as "out to get" the per-
former.

The inceonsistent feedback assimilated in the early
years has prevented the artist from establishing a secure
core of intrinsic self-esteem; his sense of musical iden-
tity is therefore tenuous. Because of this, he becomes
excessively reliant on others for their support and
reassurance, and for aifirmation of his musical judpments

and beliefs. His fears therefore revolve around how others
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will evaluate him, rather than on how ne evaluates himself.

This “outer-directed" orientation renders him hyper-
vigilent to external cues. In turn, this is responsible
for his inordinate distractibility.1 Sensitivity to criti-
cism and the plethora of ‘aversive reactions to failure,
coupled with an especially marked delay in recuperation
from stress, alsq seem to bespeak a kind of person whose
sense of musical worth is externally derived and requires
continuous replenishment by outside agencies.

If the preceding formulation is viable, then comparisons
between the Hi-Anx individual'’s view of: the attitudes of
parents and initial teachers, self-attitudes, and presumed
audience atrtitudes toward rthe artist, should exhibit sub-
stantial consistency. Since these are hypersensitive arecas,
their probing might best be conducted through unstructured
media, such as the Thematic Apperceptiqn Test. Instruc-
tions for the latter might even be modified so as to more
closely approximate the performance situation. The attempt
to design a set of TAT-like cards specifically attuned to
the musician's environment should also receive serious

consideration.

1Though the internAal nole of distractibility was dis-
closed as most significant, its affiliation with several
of the Intecrpersonzl Fears suggests that some ruminations
of exterral origin may atfect the person indirectly, i.e.,
by precipitating internal distractions which then disrupt
concentration. This is relevant to the "scrcen fear”
defensive machinations propounded earlier (p. 61)., Addi-
tional content analysis for this anxicty manifestation is
needed in this context.
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Ancillary support could be furnished by content analy-
sis of pertinent variables. Who might be the persons
indigenous to such elements as Devices 3a (Support from
Otherg), p (Imagine Playinp for Someone Absent), r (Seek
Rapport with Audience); the four Self-Other items: Sensi-
tivity to Criticism (Q33), Recovery from Criticism (Q34);
and the whole domain of Aversive Reactions. Proximity of
Audience (Exogenous Factor Q4b), in conjunction with the
inverse correlation between Anxiety and Strangers in Audi-
ence (the Q4f Trend), suggests that it is enhanced proxim-

ity betwcen the artist and people he knows which is

threatening; specifically who are they, and what sort of
discomforts are engendered by their increased closeness?

If the persons central to the Interpersonal Fears, and
their attitudes toward the musician, are perceived as the
game or similar as those implicated in these "outer-
directed" variables, then the core of the Anxiety phenom-
enon may be reducible to the performer's ambivalent rela-
tionships with just a few crucial individuals.

2. The Low Anxietv Group

In contrast to the previocus category, Low-Anxiety
performers are exemplified through remarks such as the
following:

'Success isn't all-important. It is fine, of course, to
step before an auwdiernce. But the enjovment that the
artist gets from doing his work well and trying to de
it better that really matters. That satrisfaction an
artist who believes in himself - and every true artist
must - gets whetber the public appreciates him or not.
T was once an unsuccessful artist. [ had almost no



money and very little apprerciation. Nobody wanted to
hear me play, but [ enjoyed doinpg it and I felt that

I could make people listen to me, so [ kept on working
until [ did' (Kreisler in Lochner, 1950, p. 230).

T'm Janet Baker and no one else. What I believe is one
aspect, one view of a work - mine - and it must be
valid. You can admire what someone else does, but ...
you cannot imitate. [t's a very personal thing. [

can't be someone else, only an individual. So, as I

said before, the problem of jealousy is a complete

waste of time ... I don't want to be scmebody else,
with what comebody else has. T want to be me and as

good as I can be (Jacobsen, pp. 10-11).

There was also the period in which Sills pave up sing-

ing altogether, because ot her twn children's needs at

home. When she returned, however, something important
had happened. 'l really stopped caring what people
thought about my voice and 1 decided to sing for my-
self ....T7've always said 1 have preat Joy in singing
and if the audience has it, it's a happy coincidence

(ibid., p. 213).

These artists have apparently been able to consolidate
an autonomous scnse of esteem which can withstand external
viciszitudes. A sense of optimism pervades their scrivings.
They perform for their own enjoyment (see Self-Other item
Q27), and are thus considerably less preoccupied with the
interpersonal aspects of their endeavors. And, judging by
their tendency to also worry less about disappointing
themselves (F14), they play not just to avoid self-censure,
but for the gratification of the experience. Thiz movement
toward plecasure also manifests in the comparative absence
of intropunitive repricals subsequent to unsatisfactory
performances (the Aversive Reactions). Such "fear" as they
do expericnce seems more that of tackling challenges in
the service of the music. E.z.,

For her (Myra Hess), a public pverformincc was an
occasion confidently and happily shared with people
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she reparded as fricnds. She was nervous,. but not

because she sensed hostility an the part of her

hearers. Rather it was because she feared that she
might fail to rise to the pgreatness of the music she

was to play (Payzantc, p. 22).

At first pglance, the absence Qf a positive correlation
between the Anxiety Index and Harshness of Self-Criticism
(Q31), would seem to militate apainst the foregoing inter-
pretations: one might anticipate that the Low-Anxs should
score markedly less in this variable, and that it would
therefore differentiate them from the Hi-Anx performers.

Inspection of the relevant frequency distribution con-
firms that it was the uniformly high ratings for Q31 across
the entire sample witich was responsible for the lack of
expected covariance. Assuming the validity of the preced-
ing hypotheses, two conjectures may be venturad to account
for the unexpectedly severe self-criticism rankings among
the Low-Anxs:

1. Low anxiety musicians, while directing less rigorous
criticism toward their own efforts, might feel that mini-
mal scores on this parameter wculd be equated by others
with inferior personal standards and laxity of discipline.
They therefore biassed their assessments to conform with
what they regarded as the "proper" response,.

2. A more likely alternatcive is that the Low-Anxs did,
indeed, accurately convey their perceived degree of self-
criticisn. For this species of performer, however, it may
be that such evaluations are utilized in a positive and

constructive mannecr, for the greater benefit of the music,
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Placed in a psychoanalytic schema, such artists might be
portrayed as motivated by the demands of the Ego-ideal,

perhaps symbolically represented by the music itself.

The "Inner-Directed” Anxiety Group

On pape 42, it was noted that Fl14, the Fear of Disap-
pointing Oneself - among all those Fears correlated at
p<.001 with the Refined Index - seemed to diverge most
appreciably from that dense gestalt of Interpersonal Fears
which constitutelits essences this was especially obvious
when it was contrasted to the latter's Disappoint Others

segment.

The proposal that these contrary directions of anxiety
are somewvhat dissociated along the continuum of fear,
gains credibility from the observation that Fl4 is uncon-
nected with any of those Recovery Items deemed organic to
the Interpersonal Fear cluster.

Embarrassment, the fecling of having been made to
appear foolish in the eyes of others is, fittingly, the
only Aversive Reaction associated with all of the Disap-
point Others members (F15, 16, 17), but shows no system-
atic affiliation with Fl4., Conversely, Guilt, said to
result from a sense of transgression against internal
moral strictures, attains its highest correlation with
Fi4 (actual probability of .003), while being relatively
less interwoven with the Disappoint Cthers components.

If F14 does connote a differential province of anxiety
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then, in sharp contrast to the Low-Anxiety class, the
individuals it subsumes may function under the auspices
of a rigorous Superepo. Their efforts would then not be
motivated by active pursuit of an idealized and ego-
syntoniec goal, but derive from the need to avoid the
traumas provoked by a "bad" performance.

A curious incqngruity between the purportedly different
anxiety vectors is worth examining; it concerns the use of
Devices. The mechanism of Distracting Oneself (Device 3b)
is most pervasive across the Interpersonal Fcars. Those
instrumentalists whose forebodings primarily involve
interactions with others are thus more likely to attempt
“blotting out” the prospective concert or audition prioy
to its occurrence. Once 6n stage, however, they reverse
this inclination, actively seeking to establish Rapport
(3r) with the audience.

By contrast, musicians whose apprehensions most concern
Disappointing Themselves prominently seek Support fromn
Others (3a) before performing. Once the recital actually
begins, however, they try to pretend there is No Audience
Present (30).

These behaviors in the trans-performance interval seem
to run counter to expectations. l.e., it appears sensible
that those who most dread offending others would adopt
preliminary defenses that Serve to remouve them from people.
But a corollary anticipation is that, once faced with the

direct objects of stresc, they would persevere - to even
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greater extent - with the policy of striving to remain
within themselves. And, reciprocally, thaose whose aversive
stimuli are presumably of internal origin would be expeccted
to move toward others in the attempt to escape them. Thus,
their differential proclivity to withdraw from the presence
of their listeners is similarly discordant.

A possible resolution for this paradox lies in the
ensuing hypothésis. Whereas the Devices mobilized by the
two groups in the interval preceding performance are
appropriate to their differential conflicts, actual con-
tact with the threatening situation precipitates a decoin-
pensation - a reversion to maladaptive behaviors. Thus,
the trans-performance defenses, ostensibly invoked to
lessen anxicty, may more accurately be described as
reflecting the dynamics of the two Fear categories. As
such, they would symbolize manifestations of the very
conflicts they ére intended to relieve, and perhaps even
éXacerbate thcm.

In any case, the antithetical defensive postures in-
trinsic tc the two groups supports the contention that
they inhabit separate realms. A tool such as the Myers-
Briggs Type Indicator, designed tc evaluate personality
along a dimension of introversion-extraversion, might have
special applicability to these issues.

Another conspicuous difference between the two bcstu-
lated anxiety catepgories lies in their relation to F3.

This member, almost totally lacking in affiliation with
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the Interpersonal Fearsg, correlates at p = .01 with Fl4.
Perhaps, therefore, the attempt to defend against intra-
psychic threats has more to do with expenditure of psy-

chophysical energy.

Since the Fl14 category is predicated on a single five-
point variable, both the cautions and recommendations made
in regard to Hamper apply to it as well. Tt is advocated
that the conteht and boundaries of the Disappoint Self
orientation be further explored with a more comprehensive
and multi-faceted index. This would help to demarcate both
its areas of consensus and autonomy with respect to the

Interpersonal Fears.

Relation of the Research Findings to Established Models

of Anxiety

The importance attributed by Freud to the function of
tension-reduction seems at least partially relevant to
artistic motivation. There does appear to be a preliminary
buildup of internal pressures, which are greater and more
prelonged among High-Anxiety performers; the act of per-
formance, whatever its outcome, substantially discharges
these pressuras.

However, the reduction 6f the artistic experience to
the sublimation of libidinal desires seems overly simplis-
tic. If sex and agpression do play a part, it is likely
that they do so within the context of larger holistic

values which have transformed their primal nature. The



81

needs and contingont fears of the performing artist
revolve much more around sharing and communication, than
in tension-reduction. And that view which portrays the
solo artist as desperately sceking narcissistic prati-
fication threugh adoration from a multitude of others is
also untenable. It is refuted by the observation that the
cptimum musical attitude is one in which the performer
has completely'subjugated his own needs to the demands of
the nusic.

From the available evidence, there seems no justifiga-
tion for assuming that the central fears reported by the
musicians in this study represented é symbolic diéplace-
ment for other latent concerns (i.e., interpersonal fears
as a euphemism for sexuval and aggressivé conflicts). They
seem instead to accurately mirror the performer's main
apprchensions.,

:Perhaps the closest approximation between this research
and Freudian theory lies with those performers who worry
most about Disappointing Themselves. The dynamics postu-
lated for this group strongly resemble those operations
said to underlie "moral anxietv."

In summary, it might be-said that the results of this
study disagree not sc much with the Freudian doctrine of
intrapsychic processes, or the interactions ascribed to

them; racher, it takes issue with the motivations held to

engender their activity.
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The role of simple learning theory in the acquisition
6f performance anxiety is graphically displayed by the
pianist Henselt's dramatic response to a memory slip. It
does not, thoupgh, explain why the same type of mishap
taken in stride by so many instrumentalists, brought about
the collapse of his career.

The great disparities in mapnitude of anxiety experi-
enced by musicians with apparently similar recent perform-
ing histories, changes within the same individual over
time which do not easily attribute to environmental rein~
forcements, and the incongruity between feared events and
their actual manifestation, all present difficulties to
. the conventional learning model of anxiety.

A particularly vexing problem in this context is the
seeming lack of mitigation in either global or specific
performance fears with repeated, and non-reinforced,
exposures to thé same situation. Three hypotheses, of
varying congruence with the conditioning paradigm, may be
suggested to account for this anomaly:

1. Extinction depends on the physical mechanism of habit-
uation - the organism's ability to become innured to
repeated presentations of the same neutral stiﬁulus. For
the solo instrumentalist, however, it is necessary to
struggle against habituation, sc¢ that recurrent perform-
ances of the same compositions do not become boring or
stereotyped. The most convincing interpretations are those

"

which convey the impression that the pleces are "fresh,
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and being played for the first time. This effort may well
benefit the artistry of the musician, but att the price of
nullifying those mechanisms that ordinarily help to reduce
anxiety.
2. A good deal of the trepidation experienced by the per-
former is not ecxorbitant, but based on rational concerns.
The intrinsic demands of any concert place immense strain
on all aspects of functioning; and the external contingen-
cies ar=z such that even one unsuccessful recital can
seriously damage a musical.career. Thus, the soloist may
be likened te a professional soldier. No matter how many
times the latter mav have emerged unscathed from the field
of battle, there is always the risk of injury in the next
campaign. In this schema, a moderate, perhaps even high
degree of anxiety affords the optimal defense apzainst
failure. Hence, anxiety does not extinguish because it is
an adaptive drive, required for coping with unusually
stressful situations.
3. 1The anxieties of performing derive not from simple
fears, but a complex of internal, ongoing, and meaiaingful
needs, i.e., the artist is not concerned with avoiding but
"obtaining." Whereas physical fears may extinguish, ir-
grained psychological needs - requiring continuous ful-
fillment - do not.

In general, it may be said that the frequent lack of
corrclation between the degree and coantent of performance

arxiecty, and the obscrvable reinforcement contingencies,
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place a great strain on the traditional learning model.
This strain can be appreciably lessened by interpolation
of such constructs as vicarious conditioning, higher-order
habit formation, etc. Such a plethora of inferred varia-
bles, however, is foreign to the essential philosophy of
behaviorism.

Nevertheless, the information ébtained through this
research strongly bespeaks the existence of a network of
molar internal processes which do not reduce into simple
reflexes, and which are not in isomorphic¢ correspondence
with environmental factors.

'This investigation neither corroborated nor diécounted
the existential theory of anxiety. The absence of veclun-
tarily offered fears of “non-being" among the sampile
sub jects does not, of course, prove that such apprehen-
sions might not reside beneath conscious awareness. Per-
haps specific questions directed at this area might elicit
more conclusive data.

1f a primal dread of "nothingness" dees underlie human
anxiety, then the following might be asserted: it would
be hard to suggest any field of endeavor in which the
existence of the Self is more vitally reaffirmed than
through the actualization of great works of art. The dis-
comforts surrounding performance would be a small price
to pay for subjugaticn of the much greater Angst.

The possibility that irnate temperamental traits mipht

play a role in perforaance anxiety is borne out by this
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survey. The enhanced distractibility among anxious per-
formers, topether with their protracted rate of recovery
from a multitude of stresses, suggests that differences

1n constitutional endowment might well be a vector in the
eticlogy of the syndrome. An intriguing corollary is that
some of the very sensitivities which are perhaps indis-
pensable to artistic achievement may be the same character-
istics that increase susceptibility to anxiety. The rela-
tionshins between temperament, artistic talent, and per-
formance anxiety well merit examination.

Tt seems apparent that the complex life style of the
pefforming musician, with both its rewards and disadvan-
tages, fits most'congenially into a social-humanistic
model of personality.

A fundamental conclusion of this study was that a
ma jor cause for excessive anxiety resiqed in early con-
flicts with those most involved in the performer's musical
life. These conflicts result in a distressingly labile
sense of artistic esteem. The afflicted musician therefore
needs constant reassurance from the social environment
that his expressive attempts are understood and apprecia-
ted,

This formulation comes close to that "neurotic need for
affection and approval,” provoked by disturbed interper-
sonal relatinns, which tlorney designated a primary defense

against "basic anxiety:

This neod is charoeterized by an Indiscriminate wish to



please others and to live up to their expectations.

The person lives for the pood opinion of others and is

extremely sensitive to any sign of rejection or un-

friendliness (1942, p. 406).

Yet, judging by the dynamics attributed to the Low-
Anxiety performer, it would not seem that direct repair
and enhancement of interpersonal relationships is the
correct therapy for such problems. Rather, emphasis should
be placed on an epo-supportive approach which sceks to
enfranchise¢ the artist from the often fickle and biased
reactions of others. He should be encouraged to search for
his unique individuality, to reify his own inner convie-
tions, before trying to convey these values o others.
Paradoxically, it is this cloistered immersion in sub jec-
tivity that is likely o make any ensuing transactions
with others more authentic and ruvlfiiling.

Of course, this is not to imply that constructive
criticism should be ignored. But such evaluations should
be utilized in a way that actualizes the artist's own
musicai personality, and not as imperatives to conform to
the wishes of others.

It is a crucial advantage of the humanistic model that
it views anxiety as not only contingent on direct psycho-
iogical traumas, but al<o upon the frustration of positive
goals in an otherwise untroubled individual. This 'strug-
gle towvard realization" appears especiaily germane to the
efforts cf the performing artist. 1t shouid be part of any

model which seceks to ciarify hiis psychoioglical parametars.



APPENDIX As Tablc A

Members Deleted from the Preparatory Anxiety Index

Due to Insignificant Correlations

Name of Member

Vomiting

Heart palpitations

Skin rashes

Fainting on stage

Vomiting on stage

First one to break silence
Sabotage own playing

M _number
S10
S18
F5
Fh
F7
F20

Q_number

le
13
1r
2e
2f
2g
2t

87
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APPENDIX Bt Table B

Intercorrelations among Constituents of the Retrospective

Recovery Index

Q3 Q14 Q20 016

Recover from criticism (Q34) 1 - . 064 . G013 , (112
Recover from int dstret (Q14)  .064 1 001 .001
Recaver from slip (Q20) . 001 . 001 1 . 001

"Recovor from ext dstret (Q16) 012 .001 001 1
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APPENDIX C

Contents of the List Categories Most Frequently Selected for
Volunteered Additional Responses

Symptoms

1. Stomach "butterflies* in anticipation 2. Can't stop pacing
the floor 3. Feeling of numbness 4, Scnsation of choking 5. I
have a musi¢le coordination problem which affects me particularly
when I get nervous or excited - usually the day before a per-
formances; I have glasses that help control the blurred vision
which usually occurs 6. Yawning 7. Sharp pains in chest at begin-
ning of performance 8. Muscle spasms (chills?) up center of
tongue, starting near rear of mouth 9. Biting nalls 10. Sleepi-
ness 11. Feeling you need to urinate when you don't 11. Kidney
pains 12. Gagging

Fears

1. The fear that every mistake you have ever made in practicing
and playing the piece will ocecur in one performance 2, The fear
that if something goes wrong, you will not be in control of the
situation and will not be able to recover smoothly and quickly
(fear of unpredictability) 3. Fear of losing return engagements
if you don't play well 4., Fear of technical breakdown 5. Playing
with an ugly sound 6. Fear of a "dead” hall 7. Getting hiccupsy
losing control of technique 8. Fear of losing muscular control
in arms and hands 9, Desire to die rather than proceed with what
appears to be momentary masochismi this occurs at the point of
stepping on stage and leaves after the performance is underway
10. The fear that you might have to face a noisy audience

Devices

1. "The audience is only there to enjoy the beauty of the music”
(convince yourself of this backstage before the performance)

2. Meditation in the form of a technique of concentration on the
work 3. Ask friends to send "good vibes" from the audience 4. To
share the beauty of the music with the audience, offering them a
gift 5. Hoping that I ecan do the best of my ability 6. Play
through the program for {riewnds numerous times before actual
performance and "pet used to it" 7. Practice rehearsing at the
same time and in the same clothes as will be used at concert

8. Feel you want to make the audience love the pieces as much as
you do; giving a gift to somcones sharing something beautiful

9. Having an underlying confidence and beliet in oneself 10. Do
manual labor: iron, scrub 11. “Over” rchearsing 12. Play passapges
of the pleces very slowly and quietly 13, Prepare as thorouphly
as possible, including memory relnforcements 14. Try and enjoy
the nusic making of fellow performers, to interact with them

15, Bo actor's trick of “poing into character” before beginning
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APPENDIX D

Dear participant,

Thank you for cooperating with this study. Its purpose is to
help delineate and.clarify some of the psychological factors that
affect the performing artist in his work, Though the lives and
music of the great composers have received mmuch detalled investci-
gation, litrle attention has been paid to the experiences of the
interpreter; the attempt to remedy this striking lack 1s a prime
goal of the present research,

It should be stressed that there are no "right” or "wrong"”
answers to any of the items which follow. Your own experience -
whatever it may be - is just as important and valid as anyone
else's. Since treatment of data will be in terms of group trends
rather than individual cases, the names of those who take part
in this survey will be kept confidential. Once the results have
been analyzed they will - should you be interested - be available
for your inspcotion. It is hoped that the informatlon derived
from yoursclf and others will help performers in a variety of
disciplines to more effectively utilize their abilities.

All you have to do is complete the encloscd inventory, put it
in the stamped self-addressed envelope I have providod, and mail
it back to me. Should you have any questions, please don't hes-
irate to call me at 544-1050.

Reminder: please do not omit any questions in the forms you
are about to fill out,

Thanks again for your help.

Sincerely,

Jeff Hutterer



Name:

Instrument:

Date of birth:

Place of birth (city/state/country/):

Number of brothers and/or sisters you have that are younger than
you are (circle one): 0 1 2 3 more

Number of brothers and/or sisters you have that are older than
you aretr 0 1 2 3 more : '

Mother's occupation:

Father's occupations

Age at which you first began studying your instrument:

Age at which you first performed in front of an audience (more than
ten people):

1. The following is a list of physical symptoms and changes in function-

ing that have been associated with performance anxiety, Please circle the
appropriate number corresponding to the degree to which each of them affects
you. {The number "1" represents no effect at all, and the number "5" a very
great effect.) In the event you experience physical sensations that are not
on the given list, please enumerate them in the blank spaces that have been
provided; be sure to also circle the depree to which you experience them.

a. Insomnia a. none 1 2 3 4 5 very much
b. Loss of appetite b. 12345
c. Stomach pains or cramps c. 12345
d. Nausea d. 12345
e, Vouiting e, 12345
f. Diarrhea . 12345
g. Dry mouth B 12345
h. Shortness of breath : h. 12345
i. Dizziness or faintness i. 12345
j. Heart palpitations g 12345
k. Muscle tension or stiffness k. 12345
1. Sheking or trembling 1. 12345
m. Sweating ' m. 12345
n. Headaches n. 12345
0. Feelings of exhaustion o. 12345
p. Feeling unusually hot or feverish p. 12345
q. Feeling unusually cold q. 12345
r. Skin rashes r. 12345



s. Nervous twitching or other sensations of
physical restlessness

(Any more?)

t.
u.
V.

t.
u.

V.

none

92

12345 very much
(Please score them)
1234

1
1

2
2

3
3

4
4

5

5
5

2. Here is a list of specific fears which some musicians have described in
connection with nervousness about performing. Please cirecle the numbers

corresponding to how much each item applies to you.

a.
b.
c.
d.

e.

Memory slips
Hitting wrong

notes

Losing control of tempos or dynamics

Tripping on the way to your place on stage

Fainting on stage

f. Vomiting on stage

. Having to be the first one to break the
silence

h. Rurnning out of energy and being unable
to finish

i. Being unable to communicate what you

wantned to express

3.
K.
1.
Mm.
n.
o.
p.
q.
r.
s,

undernine,

u.
V.,
W,

Getting a cold response from the audience
Being laughed at by the audience
Being unfavorably compared to others

Giving a boring or dull performance

Disappuinting
Disappointing
Disappointing
Disappointing
Getting a bad

yourself

friends

relatives

coaches or teachers
review

Beconing so self-counscious you may have
trouble moving

t. The fear that you, yoursclf, may try to

or "sabotape,

"

your own playing

a.
b.
c.
d.

none

b pmd b b e pud s pd  pemb b

b et e

— . b b b b

NN N NN
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Wow W W W W W W W W

(o
S

N NN
W W Ww W

W W W W W

(&

4
4

o
Vv i v vt it it it

s

4
4
4
4

5 very much

wvr b o

i
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(97 ]
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3. The following is a catalogue of devices or techniques which some musi-
clans use to try to reduce or channel their anxiety. Please circle the
extent to which you employ them; (the quotes within parentheses are actual
examples of cthe given category furnished by performers).

a. Seek support and reassurance from others a. never 1 2 3 4 5 very much
b. Try to distract yourself: ("Read a bocok,”

"Go to a movie") b. 12345

¢. Employ some relaxation technique, such as .

Yoga meditation, to calm yourself c. 12345

d. Some form of mild exercise, to ‘'work off

excess energy’ d. 12345

e. Use of alcohol e, 12345

f. Use of tranquilizers f. 12345

g. Try to 'put things in perspective;’' ("It's
not brain surgery,® "In 200 years nobody will

know the difference anyway”) g, 12345
h. Attempt to ‘'push the fear out of the way'
or just ignore it h. 12345
i. Convince yourself that it's ridiculous to
worry, that there'’s nothing to worry about i. 12345

j. Don't try to do anything; Jjust ‘flow with’
the anxiety and wait for it to diminish on ‘
its own Je 12345

k. Give yourself a positive °'pep talk'’ to
boost your confidence; ("I'm going to go out
there and bowl them over™) k. 12345

1. Give yourself a 'self-derogatory® pep talks

("If you don't know those picces by now, my

dear, maybe you'd better go back to nursery

school and take your bottle with you") 1. 12345

m. 'Put down' of the audience; ("I picture
them as a bunch of dried-out cabbages, sitting

on chairs®) m. 12345
n. Use of 'cynical humor'; ("Well here I go
again - a lamb to the slaughter™) n. 12345

o. Imapgine that you are playing only for your-
self, with no audicnce present 0. 12345

p. Imapine that you are playing for some per-
son (or persons), who are not actually present

q. Imagine that you are playing in the midst
of other physical surroundings ("A summertime
meadow” q. 12345

r. Seek to establish a personal rappoct with
once or more members of the audience, and play
as if just for them r. 12345

s, Try to immerse yourself 50 deeply within
the music, that you become oblivious ro any-
thing eclse s. 1234

(¥}
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t. Rely on superstitious ‘good luck' charms

or actions t. never 1 2 3 4 5 very much
u.
u, 12345
V.
v. 12345
W,
W 12345

4. To what extent does an increase in these factors effect your performance
anxiety; (check your choice for each item):

No change Less fear More fear

a. Size of audience a. ____ o —_—
b. Proximity (physical closeness) of

audience b, ___ —— —
c. Size of concert hall C. ___ I —_—
d. Importance of concert d. —_— —
e. People you know in audience e. ___ —_— e
f. Strangers in audience f. __ _— —
g. Number of pleces you have to perform e — —
h, Difficulty of pieces ‘ h, _ — —_—
i. Familiarity of pileces Y., —_— —
j. Familiarity of the surroundings in which

you are to perform Je _ —
k. Number of prior performances you have

given in the recent past ke —_ —
1. 1, —_— —_—
m. m. - —
n. n. — _—

5. How important do you believe each of the following ingredients to be in
the establishment of a successful performing career:

a. Hard work a. not at all 1 2 3 4 5 extremely
b. Talent b. 12345
c. Strong nerves C. 12345
d. Persistence d. 12345
e. Money : e, 12345
f. Luck f. 12345
g. Making friends with influential people g. 12345
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h, Physical appearance h. not at all 1 2 3 4 5 extremely
L. Charisma i. 12345
J. 3. 12345
k. k. 12345
1. L. 12345

For the following questions, please nircle the number that most closely

approximates your own experience. As before, the numbers are arranged in
rank order, from one extreme to the other of whatever arca to which the

question refers. . :

6) In general, how much nervousness do you expericnce before a performance:

1. 2. 3. ° 4, 5.
None Slight Moderate Considerable Extreme

7) To what extent does your anxiety actually hamper or interfere with your
performances:

1. 2. 3. 4, 5.
Not at all Moderately Extremely

8) How would you compare your own level of nervousness with that of your
colleapues in general:

1. 2. 3. 4, 5.
Much less Bir less About the sane Bit more Much more

9) To what extent do you consider some degree of anxiety before perform-
ance to be an unhealthy or abnormal phenomenons

1. 2. 3. 4, 5.
Normal Moderately abnormal Very abnormal

10) llow far in advance of the performance do you begin to feel nervouss
1. 2, 3. 4, 5.
Same day Several days Two weeks One month Several months
11) How often, on the average, have the events you feared actually mater-
ialized:
1. 2. 3. 4, 5.
Never Halif the time Almost always

12) At the actual time of performance, at what point does your nervousness
begin to subside:

1. 2. 3. 4. 5.
After coning Part of Whole of First half Continues through
on stage first plece first pilece of program entire performance

13) In the course of a recital, how frequently are you distracted from
attention on the music by irrelevant thouplits from within your own mind:s

1. 2. 3. 4, 5,
Never Rarely Occasionally Often Constantly
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14) When you are distracted by such internal events, how quickly can you
recover your concentration:

1. 2. 3. ) 4, 5.
Immediately In a short while Very slowly

15) How easily are you distracted from the music by things happening
outside you; (e.g., someone coughing in the audience):s

1. 2. 3. 4. 5.
Not at all Moderately Very casily

16) When you are distracted by such external disturbances, how quickly
can you recover your concentration:

1. 2. 3. 4. 5.
Immediately In a short while Very slowly

17) Should an external distraction persist, how well can you continue to
concentrate despite its presences

1. 2, 3. 4, 5.
Very easily Extremely difficult

18) Before a performance, how much time do you generally spend worrying
about things that might pgo wrong:

1. 2. 3. 4, 5.
None Worry constantly

19) To what extent do any problems you may be experiencing in your life
out:side of music, interfere with your performing:

i. 2, 3. 4, 5.
None Very much

20) Should you experience a memory slip or other error while performing -
how rapidly can you forget about it and recapture your concentration:

10 2. 3. 4. 5.
Imnediately Very slowly
21) How gonsistent - across performances - do you consider your playing
to bex )
1. 2, 3. -4, 5.
Very consistent Extremely erratic

22) Do you regard yourself as an objective and accurate Jjudge of your
own playings .

1

. 2. 3. 4, 5
Rarely

Always
23) How often do your own assessments of your pectormances coincide with

those of other muslcians:s

1. 2. 3. 4, 5.
Never Hlalf the time Invariably
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24) llave you ever had a chance to listen to tapes of any of your perform-
ances at a later date? If so, to what extent do your reactions upon hearing
then coincide with those you had just after playing:

Usually, the tapes heard later sound (check one) About the same
Better Worse than the concert seemed when it took place,

[ ———

25) How frequently, on the average, do yourperformances measure up to the
expectations you set for thems

10 26
Never

5.
Always

3. 4,
Half the time

26) To what extent do you depend on the help of others in preparing firr an
important concert or audition, as opposed to relying jusc upon your: own
efforist

t. 2,
Rely on self

-
5.
on othors

3. 4,
About 50-50 Bepend

27) To what degrec do you perform for your own satisfaction, as opposed
! Y 1

to trying to fulfill the needs or expectations of others:

1. 2, 3. 4, 5.
Just for self Primarily for others
28) If an audience should recact coldly to a concert in which you felt
had played very well - how much would this bother you:

JOLt

1. 2. 3.
Not at all

29) How easily, in general, are you swayod

colleapues regarding your playing - in the

own convictions:
1.

Not at all

2. 3.

30) To what extent do you fecel yourself to
colleapues:

1.
Not at

2, 3.

all

31) How vigorous a critic of yowr own work

4, 5.
Very upsetting

by the cpinions ot musician
event they po apainst your

4. 5.
Very much influenced

Le competitive with your fullow

-
)'
Extroemnely

4.

do you econsider yourself to bes

1, 2. 3. 4, 5.
Mild Medium Harsh
32) How cvigorous a critic are you of the plaving of others:
1. 2. 3. b, 5.
Mild Medium llarsh

your playings

1.
Not at all

2l 3.

33) In peneval, Low strongly ace you affecrted by adverse criticism of

“, 5.
Extecemely
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34) 1f you receive such criticism, how long does it take for you to
recover your confidencet

i. 2. 3. 4, 5.
Very quickly Very slowly

315) In the event you should play badly, how clusely do each of the follow-
ing correspond to your reactions ‘

a. Indifference a. none 1 2 3 4 5 very much
b. Disappointment b, i 2345
c. Guilt c. 12345
d. Embarrvassed ' d. 12345
2, Depression e, 12345
f. Anger at yourself f. 12345
g. Anpger at others 8. 12345
It Loss of confidence in yourself h. 12345
i. i, 12345
Joo J» 1 2345
k. k. 12345

36) To what extent are your performances determined by pre-planned inter-
pretations, in contrast to "spur-of-the-moment” feelings and impulses:

1. 2. 3. 4, 5.
Adhkere to pre- Surrender to feelings
determined plan of the moment

37) To what degree do you fuel in control of how well you play - in concrast
to the influence of circumstances possibty beyond your control (e.g., luck,
how you happen to feel at the moment, ote. )t

1. 2. 3. 4, 5,
Self in control FExternal factors

38) How often did you perform as a child:

1. 2. 3. 4, 5.
Never Very often

39) (t you did perform as a youngster, did you ever teel pressured or
foreed to perform against your will?
1. 2. 3. 4, 5.
Nevoer Very often

40) How many performances plus auditions do you average in the course of
a yeart

1. 2. 3. : 4, 5.
1-95 5-10 10-15 15-20 rmore than 20

41) If you had to leave music as a cavecr, how easily could you make the
cransition to another line of work:

1. 2. 3. 4, 5,
Very easily Extrenely ditficule
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42) In order of preference (from most to least desired), please list as
many alternative professions you can think of that would interest you:d

43) Please list all your hobbies and interests outside of music:

44) In a given month, how much time do you actually devote to those outslde
interests, as compared to musical pursuitss

1. 2. 3. 4, 5.
Very little About evenly A great deal
divided

.-

45) The space below is provided for you to make any comments you wish
regarding: the items of the questionnairej your respouses to theni or
any area or issue you feel the questionnaire may have missed, but which
you consider of importance.
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10 10
9 9
8 8
7 7
6 _ 6
5 5
A 4
3 3
2 2
1 1
0 0

Instructlions: Above is a numbered ladder, Consider the top of the

ladder (rung 10) as the best possible quality of life for you, aand
the bottom of the ladder (rung 0) as the worst possible life.

Please place a lerter "X" on the rung of the ladder corvesponding
to where you feel your 1life is now..

Please piace o "Y" on the rung corresponding to where you teel
your life was tive y»aes apgo.

Please placa a "Z" on the rung covrespouding to where you el

your life will be flve years {rom _now,
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Though the following proup of ttems was not specifically devised in
connection with the psycholopy of pertorming, it nevertheless has a
crucial bearing on the issues being investipated here.

Instructions

This is a questionnaire to find out the way in which certain

important events in uus society affeoct different people. Fach item
consists of a pair of altcrnatives lectered "a” or "b", Please

select the one statement of each patr (and_ o

ly_one) which you

more strongly believe to be the case as far as you are concerned,
and circle the corvesponding letter., Be sure to select the one you
acrtually believe to be more true vather than the one you thilnk you

should choose or the one you would like to be trie, This is a mea-
sure of personal beliefly obviously there are no right or wrong
answers, Please answer these items carefully, but do not spend too
much time on any one item. Be sure to give an answver for ecvoery
choice.

In some instances you may discover chat you believe beth state-

ments, In such cases, be sure to select the onn you more strongly
believe to be the case as far as you are concerncd. In other in-

stances you might believe that both statements are untrue. I
cases, merely choose the statement wvhich seems to be 1os
as far as you are concerned. Also, please try to respond 9T
icem independently when making your cheilce; do not be influenced

such
[}

o each

Yy your previous choices.

a.,

b.

a.
b,

A
b,

a.
b.

Children get into tyveuble because thelr parents pupish them
too much,

The trouble with most children nowadays is that thelr parents
are too easy on them,

Many of the unhappy things in people’s lives are partly due to
bad luck,
People'’s nistortunes result from the mistakes they make,

One of the major ceasons why we have wars is because people
deon’t take enough intesest in politics,

There will always be wars, no matter how hard people try (o
prevent them,

In the long run people get the respect they deserve in this world.
Unfortunately, an iudividual's worch often passes unrecognized no
matter how hard he tries.

The idea that teachers are usually unfair to students is nonsense.
Most studonts don't cealize the excent to which their grades are
influenced by acceidental happenings.

Without: che right breaks one caunot be an etffective leader.,
Capable people who {atl to become leaders have usually not taken
advancage of theiv oppaatunitioes,

No matter how hard you tiy some people just don't like you,
People who can't pget others to Like them don't understand how to
et along vith others,

Heredity plays the major role tn detormining ene’s pecsonality,
It s onn's experiences In 1ite which determine what they are 1ike,



10,

11.

13.

14,

15.

16!

17.

19,

20.

21,

22.

A,

a.
b.
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I have often found that what is poing to happen wilil happen.
Trusting to fate has never turned out as well for me as making
a decision to take a definite course of action.

In the case of the well-prepared student there is rarely if ever
such a thing as an unfair test,

Many times exam questions tend to be so unrelated to course work
that studying is really useless,

Becoming a success is a matter of hard work: luck has little or
nothing to do with it.

Getting a pgood job depends mainly on being in the right place
at the right time.

The averape citlzen can have an influence in pgovernment decisions.
This world is run by the few pcople in power, and there is not
much that the little guy can do about it.

vhen I make plans, [ am almost certain that T can make them worlk.
It is not always wise to plan too far ahead because many things

turn out to be a matter of goed or bad fortune anyhow.

a.
b.

a.
h.

a‘
b.

b.

A

b.

There are certain people who are just no good.
There is some good in everybody.

In my case getting what I want has little or nothing to do with
Tuck.

Many times we might just as well decide what to do by flipping
a coin,

Who gets to be the boss often depends on who was lucky enough to
be in the right place lirst.

Getting people to do the right thivg depends upon ability; luck
has little or nothing to do with it.

As far as world affairs are concerned, most of us are the victims
ot forces we can neither understand, nor control.

By taking an active part in political and social affairs the
people can control world events.

Most people don't realize the extent to which their lives are
controlled by accidental happenings,
There really is no such thing as "luck.”

One should always be willing to admit mistakes,
Tt 18 usually hest to cover up one's mistakes.,

[t is hard to know whethier or noc a person really likes you,
How many friends you have depends upon how nice a person you are,

In the lonpg vrun the bad things that happen to us arve balancad by
the pood ones,

Most misfortunes are the result ol lack of ability, ipnorance,
laziness, or all three.

With enough effort we can wlipe out political corruption.
It 1s difficult for people to have much control over things
politicians do Ln office,.



23,

29.

&

b.

a.
b.

a.
L.

a‘
b,

b,
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Sometimes I can't understand how teachers arrive at the grades
they pive.

There is a dircct connection between how hard T study and the
grades 1 pet,

A pood lecader expects people to decide for themselves what thoy
should do,
A pood lcader makes it clear to cverybody what thelir jobs are.

Many tines 1 feel that I have little influence ever the things
that happen to me.

Tt is impossible for me to belicve that chance or luck plays an
important role in my life.

Peoplo are lonely becausc tlﬁy don't Try to be {fricendly.
There's not much use in trying too ha.rd Lo pleasce poeoplet if
they like you, they like you,

There is too much cmphasis on athletices in high school,
Team sports are an exceellent way to build charactor.

What happens to me is mostly a matter of my own doing.
Sometinmes 1 feel that [ don't have enouph control ovesr the
dircection my life is vaking.

Most of the time 1 can't understand why politicians behave the
way they do.

In the Yong run the people are responsible for bad povernmeot on
a national as well as on a local level.
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