PODIUM
FEAR WITH
ARTISTS

PEDAGOGY ‘

MPHTH 15.81.21

KONRAD RESCHKE '

1 University of Leipzig, Institute of Psychology, Clinical
Psychology and Psychotherapy

(Leipzig, Germany)

PODIUM FEAR WITH ARTISTS
“To be human means to be afraid”.
Claudio Arrau

Abstract

This article is devoted to the study of the experience of stress by people of art, especially in the situation
of speaking to an audience. In this case, paraclinical disorder caused by stress is called fear of public
speaking or stage fear, it is in many ways determinant for the further creative growth and even professional
career of people in the arts. So, stage fright is a panic anxiety that arises in both expected future and real
social situations of public interaction. Numerous studies have identified the main symptoms of stage fright
and possible signs of high levels of individual stress. The epidemiology and frequency of occurrence of stage
fright were revealed approximately equally in 50% of professional musicians and 70% of music students,
their anxiety is associated with the fear of failure, poor performance of a piece of music. At the same time,
psychological, physical and cognitive reactions, classical symptoms of stage fright and other physical
reactions were identified. The article identifies two important groups of reasons for stage fear — personal
factors and external factors-requirements, which include both personal factors (personal and professional
biography of a person), the environment and prospects of a non-artistic plan, character and personality,
characteristics of orchestral musicians, and factors - requirements, the artist's attitude to the audience and
appearance.

The study focuses on psychophysiological explanatory models, the starting point of which is a hypothetical
relationship between physical and psychological reactions and behavioral level of response. According to
these models, fear is associated with pronounced physical reactions. In the event of stress and tension,
“mutual synchrony” arises, which is dangerous for the artist's health. When physical and psychological

problems arise, it is difficult for artists to find the right psychotherapist. Without prior experience in this field,
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the therapist is unlikely to be able to grasp the stress characteristics of the artistic profession and treat them

effectively.

Therefore, it is important to teach people of art the skills of public speaking, speaking to the public as part

of psychological trainings during their studies at the university, as part of teaching them strategies for coping

with stress in general, both on stage and in everyday life.

Keywords: people of art, fear of public speaking, stage fright, paraclinical disorder, individual stress,

epidemiology and frequency of fear, psychological, physical and cognitive reactions, classic price symptoms,

psychophysiological models.

Introduction

Stress — is a normal reaction even with
artists. A stress-related paraclinic disorder
is the fear of the podium. Even a negative
assessment by other people can threaten
the positive view of yourself and your
skills — self-esteem. Almost everyone is
excited when they are asked to speak to
others, whether it is a short, improvised
table speech or the performance of a
Rachmaninov prelude on the piano.

Performing stage artists such as
musicians, actors or dancers regularly
perform in front of an audience. For her,
public appearances are not just a by-
product, but the core of her artistic career.
The external pressure is high. Often a
single appearance can decide whether an
artist is successful or unsuccessful and
can have ramifications for the entire career.
But great demands are also made on the
actual performance of the performers.
From childhood on, highly trained and
automated skKills have to be used, mostly in
a very fixed time frame and with almost no
correction options.

If this succeeds without problems,
ideally a very high artistic achievement can
arise in front of an audience. But the more
perfected and automated an activity is, the
more susceptible it is to failure. Numerous
factors, e. g. The artist’s daily form, lighting
and temperature conditions influence the
individual performance. One of the most
natural processes and major disruptive
factors for successful public appearances
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is fear of and during the performance, also
known as platform anxiety, stage fright or
fear of performing.

Podium fear — what is it?

“Panic anxiety encompasses anticipated
and / or real social situations in which
people have to present themselves on a
podium / stage in a vocal, instrumental
or acting manner and perform. Panel
anxiety is seen as a psycho-energetic state
of provision that occurs before, during
and / or after situations of public service
provision, whereby the degree of activation
is incorrectly regulated. Basically, panel
anxiety is nothing more than a normal
stress reaction in a performance situation.
The "performance situation” includes the
mental preoccupation with a performance,
the preparation for the performance, the
time after a performance and of course the
performance itself.

Slight stage fright usually improves
performance by increasing concentration
and energy potential. However, as the
anxiety response grows, so do numerous
debilitating symptoms, such as distraction,
trembling hands, and memory problems.
In this case one speaks of fear of the
podium. Anxiety and stress become a
symptom when they interfere with the
performance. A model from psychological
stress research, the Yerkes-Dodson law, is
well suited to illustrate the relationships
described above. The curve shows the
relationship between the activation or
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tension of a person and the performance
(here called "productivity”) that person can
bring in a performance situation. There

is an area of optimal medium activation
where the best performance is possible.
This area is called positive “stage fright”.
The balance is right here, enough energy
is provided to be able to perform at its
best. If the activation is too low, the power
remains below the available possibilities
due to a lack of energy. If tension is too
high, physical and psychological fear
mechanisms set in, which impair smooth
running. In this case one speaks of fear of
the podium. The boundaries between too
low, optimal and too high activation are
fluid and different for each Artist.

Methods

Explanatory models

Various psychological schools have
thought about the emergence of podium
anxiety and developed explanatory models.
At this point, the different views are briefly
summarized.

Psychophysiological explanatory models

The starting point is an assumed
relationship between physical and
psychological reactions and the behavioral
level. According to these models, fear
is triggered by noticing the physical
reactions. In the case of stress and
tension, a "responsesynchrony” occurs.
All three reaction systems are "switched
in line”, which means that there is a linear
connection between an increase in heart
rate, thoughts of fear and avoidance
behavior.

Learning theory approaches

The learning theory school assumes
that stage anxiety is learned through
conditioning. Frustration through
punishment, criticism or a lack of praise is
linked to the originally neutral performance
situation. The result is avoidance behavior.

Depth psychological explanations

Unconscious conflicts and fantasies,
the revival of early childhood object
relationships such as the parent-child
relationship through the relationship with
the conductor and audience as well as
self-esteem-related topics are at the center
of the development of podium anxiety after
the acceptance of the depth psychology
school.

Stress theory explanatory models

The interactional stress approach
developed by Lazarus and Launier (1978)
forms the core of these explanatory
models. Stimuli from the environment
or one’s own body are first evaluated in
terms of their importance for one’s own
well-being based on one’s own experience
(primary appraisal). This gives the strength
and direction of the subsequent emotion.
The requirement is then compared with
one’s own coping and reaction options
(secondaryappraisal). If this comparison
turns out negative, fear can arise.

- Treatment: opportunities and problems

For decades, research on the topic of
fear of the podium has been carried out.
Much is now known about causes and
manifestations. There has also been an
effort to do something about it for just as
long.

options

e Use of your own coping strategies

e Literature on "self-therapy”

¢ Relaxation procedures

e Course programs

¢ Individual therapy

Use of your own coping strategies

Those who perform a lot usually find
themselves or with the help of ways to deal
with stage fright. Most artists have more or
less effective coping strategies. Frequently
z. B. caffeine or relaxation procedures
applied.

Literature on "self-therapy”
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Books on “self-therapy” are surely
the medium that has affected the most
affected artists so far. They are often
written by musicians, dancers or actors
and provide a generally understandable
level of basic knowledge about the
phenomenal complex of fear of the
podium as well as self-tested, experience-
based ways to counter this. Examples
include “Courage to stage fright” by cellist
Gerhard Mantel (2003) and “Stage fright.
Causes and Overcoming with Special
Consideration of the Violin Playing "by the
violinist Kato Havas (1993).

Results

Symptoms of podium anxiety

Here are possible signs of a high level of
individual stress due to fear of the podium.

¢ Loss of performance compared to
situations in everyday practice

¢ a highly stressful and suffering
subjective experience situation

¢ an avoiding attitude and a
pronounced state of suffering before the
performance

e correlates in the physical area that
are detrimental to health (e.g. an increased
concentration of stress hormones and
longer recovery times after exertion)

For the performers and music and
art students concerned, podium anxiety
can be a serious problem in everyday
working life, which in the worst case can
hinder their careers and lead to health
problems of a physical and psychological
nature. Therefore, especially if the above-
mentioned factors occur, a targeted
influence should be taken where possible,
in which one learns to regulate the
excitement.

Epidemiology and frequency

About 50% of all professional musicians
and 70% of music students suffer from
disturbing fears of performance, which
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in some cases even lead to a career
break. This means that musicians
have a three to four times higher risk
of suffering the consequences of fears
than the normal population. In addition
to acute and chronic pain, stage fright
and other psychological stress are the
most frequently reported complaints in
musicians. Most of the studies on fear
of the podium were carried out on music
students, and a few on professional
musicians, dancers and actors. Some
interesting results are mentioned here
as examples. In a study by Krawehl and
Altenmller from 2000, 38% of the music
students surveyed stated that they always
had stage fright when they performed, 60%
at least sometimes. When interviewing
young musicians by Samsel et al. (2006)
describe 43% of those surveyed that
stage fright and fear of appearances and
rehearsals represent a strong or very
high burden for them. Studies on the
connection between podium anxiety and
psychosocial factors as well as personality
traits showed that women generally tend
to have higher podium anxiety than men.
The reason for this could be that women
in western societies are allowed to show
their fear, while men tend to suppress
them for cultural reasons. Instrumentalists
have higher overall performance anxiety
scores than singers. So far, there have
been few results on using anxiety-reducing
strategies. Overall, it can be assumed that
relatively few musicians know and apply
suitable strategies for fear management.
Relaxation exercises are the most
common. About 40% of the students
surveyed by Krawehl and Altenmiller
(2000) do not take any action against fear
of the podium.

Development over the lifetime

Children are usually not afraid to
perform because they have a healthy self-
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confidence. As a rule, they have not yet
been confronted with excessive external
and self-criticism and therefore have

no reason to doubt their abilities. From
around the age of 11, children begin to
see themselves increasingly in the context
of their environment. Evaluation by other
people is becoming more important.
Experiences in this stage of life can

point the way for future performance.

The beginning of a performance anxiety
stress often lies at this time. Adult artists
no longer have a clear correlation with
age. A habituation effect can occur
through frequent occurrence and good
"management” of the performance
situations. That a tendency towards

lower podium anxiety was found in older
musicians in studies can also be due to a
selection effect. Some musicians with high
anxiety levels may end their careers earlier.

Appearances of Podium Anxiety

"Oh this excitement, this fear. | could
never get rid of them, neither then nor
later. [...] Some of my upcoming public
concerts depress me like a nightmare,
even today. "Pablo Casals

Most of the performers will probably
be able to understand this statement.
Whether world star or orchestral musician -
the symptoms are similar.

Here is an overview of the many
possible manifestations of podium anxiety.
Body, mind and soul are closely related.
The psychological and physical reactions
mostly go hand in hand. The symptoms
are not limited to the actual performance
situation. For some people, the fear of
performing can even lead to changes in
everyday behavior.

Psychological level

At the level of psychological
phenomena, a distinction is made between
the emotional and the cognitive factor.

Emotional reactions:

¢ Anxiety overload

e Concrete fear of failure or
embarrassment

e excitement

e irritability

e Feeling of being delivered and
helpless

Cognitive reactions:

e Self doubt

Failure expectations

e Fears of failure

e Thoughts of danger

e Fear of loss of control over
movements and design skills

e fear of gaps in memory

e "Stand by yourself”
(depersonalization)

e Difficulty concentrating

Physical-physiological level

The physical anxiety symptoms arise
from an increased activity of the autonomic
nervous system. This should create the
conditions for an escape reaction in
dangerous situations.

Classic anxiety symptoms:

¢ Palpitations

e Sweat

¢ Dry mouth

¢ Hand or knee tremors

¢ Dizziness

® nausea

e Urinary or stool urge

e Difficulty concentrating

e Gaps in memory

e Difficulties in fine motor coordination

Other physical reactions:

¢ Increased muscle tone

¢ Heart rate increase before and during
the performance

¢ Increase in blood cortisol
concentration

e freezing, tightening the muscles,
holding the breath (freezing)

¢ Hyper ventilation.

The symptoms increase strongly in the
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run-up to an appearance. They are most
intense in the stage situation and return to
the starting level after the performance has
ended. The longer this normalization lasts,
the higher the burden on the organism. The
release of the stress hormone cortisol is
closely related to physical or psychological
stress.

These basically natural responses are
often misinterpreted at the cognitive level
as worrying and can themselves become
anxiety triggers. Relationships between
fear of performance and the intensity of
hearing sensitivity could be demonstrated
in professional musicians, in which case it
is not known what is the cause and what is
the consequence.

Behavioral level

In the case of severe anxiety stress,
behavior patterns spill over into situations
in daily life. Exhaustion occurs in people
who tend to use the “escape and
avoidance” pattern in fearful situations.
Situations that could trigger fear are
avoided and there is a tendency to
withdraw externally and internally. Social
withdrawal can be the result.

Other victims are more prone
to "attack”. They show increased
activatability and willingness to perform.
There is a kind of "hyperactivity” with
constant overwhelming in dealing with
yourself and others.

Chronological course

The exact timeline of fear of
performance is different for every person
and for every performance. As a rule, the
fear curve is wavy. The strongest rashes
can be seen either immediately before or
at the start of the performance. In some
cases, panic attacks occur days before.

Even during the performance, changes
in the level of fear are e.g. with sudden
sudden increase in short memory gaps or
distractions. After the concert has ended,
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the rest level is usually reached relatively
quickily.

Discussion

- Causes of Podium Anxiety

"All success has its secret, all failure has
its reasons”. Joachim Kaiser

As individual as the effects of podium
anxiety are, the causes are also different.
Every person is shaped by their origins,
dispositions and experiences in previous
life and develops throughout their lives due
to ever new impressions.

Basically, one can differentiate
between the innate reaction potential in
performance situations, which is used as
a performance-enhancing mechanism
and the effects of which must be endured
or kept at a regulated level, and the
disruptive, performance-reducing podium
anxiety. The former is unique to everyone
from birth. It enables the provision of
special services in the first place. This
mechanism should be viewed as a friend
rather than an enemy and should never
be turned off. On the other hand, the
occurrence of stronger fear reactions that
go beyond what is beneficial can have
many causes. Regulatory competencies
must be acquired here in order to reduce
the reactions to an appropriate level.

Often, the causes of the fear of
performing for the person concerned are
in the dark. As a result, stage fright is often
simply accepted. However, following the
preceding quote, it would be important to
think about possible causes of podium
anxiety and failed performances. In this
way, at least a little more clarity can be
created for the individual. Since podium
anxiety is a very individual matter,
general solutions are only of limited use
anyway. On the basis of personal causes,
customized solutions can be developed.

It can be assumed that in the rarest
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of cases there is only one cause for fear

of the podium. As a rule, various factors
add up. Here two important groups of
causes of podium anxiety — personnel and
requirements-side — are to be dealt with.

Personal factors

biography

The private and professional biography
of an artist definitely plays a major role in
the development of performance, because
nobody is born with a fear of the podium.

Some important aspects of artist
biography:

¢ Parent-child relationship

e Environment

e Family conditions

¢ Teacher and training

¢ Unprocessed events

* Performance experience

¢ Existence pressure

e Social environment and non-artistic
perspectives

¢ predisposition and personality

Parent-child relationship

The parent-child relationship is of great
importance for the entire personality
development. The education of particularly
gifted children is often more difficult than
that of "normal gifted” children. Many
parents are overwhelmed with it. The
child can perceive the child’s excessive
demands as a rejection.

Aspiring professional dancers usually
leave their parents’ homes very early and
spend a lot of time during their childhood
training in the dance school, so that family
support is often lacking.

Environment

Gifted children are treated as
exceptional by their environment early on.
The focus is on the child’s eye-catching
talent. That is why later self-esteem is
often based only on this area of ability. The
pressure arises to have to prove yourself
in this area and have to measure yourself

against others. Failure damages self-
esteem. The fear of loss of self-esteem
leads to a fear of situations in which

the special achievements have to be
demonstrated in public — of performance
situations.

Problems can also arise if a child
is overwhelmed early due to high
performance requirements. The excessive
demands are integrated into your own
thinking and considered normal. This can
lead to later overwhelming oneself and
ignoring the limits of resilience.

Family conditions

Many musicians come from families in
which at least one parent is a musician.
You are born into this milieu, learn an
instrument yourself and are often gifted.

It is not uncommon for the career path
to be mapped out, and there is often no
thought of career alternatives. When it
comes to the role of the family, there are
two common options for choosing the
instrument and choosing a career path:
agreement or protest.

In the event of a match, the child
responds to the wishes of his parents with
regard to the choice of instrument and
takes up the music profession because
the parents have intensively promoted
the musical development. When parents
act out their own ambitious or unfulfilled
desires about their children, conflicting
delegations can arise. The children do
not learn to perceive and implement their
own needs. In this case, fears express an
unconscious rejection of the profession
that was not learned based on one’s own
decision.

Taking up music studies can also be a
protest reaction to the rejection of this plan
by a close person. The musician is then
under pressure to have to prove to himself
and others that he can achieve particularly
high performances to justify the decision
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for this career. This can lead to stage fright
and other stress reactions.

The problems just explained naturally
occur not only with musicians, but also in
other artistic disciplines.

Teacher and training

The professional biography of an artist
must also be taken into account when
looking for causes of podium anxiety.
Especially with instrumentalists, the first
teacher is often later rated as "too nice”,
with too few demands on the instrumental
technique of the adolescent. Since these
basics are missing later, lack of technical
security can be a cause of stage fright.

However, authoritarian teachers in
particular are also not beneficial, since
the pupil hardly has the opportunity to
develop and implement their own ideas.
Inadequate pedagogical instructions and
a lack of methodology on the part of the
teacher can also be unsettling.

Education for self-discipline and
perseverance, regardless of one’s own
needs, is part of the lessons for a large
number of teachers, especially for
advanced students. This working attitude
is integrated into your own thinking. The
resulting stress results in physical and
psychological stress symptoms. A lack
of error-friendliness and the constant
compulsion to perfection do the rest.

In dance training, as a further stressful
factor, in addition to strict teachers and
physically demanding training up to the
stress limit, there is also the compulsion
to a certain appearance and weight. Strict
diets are prescribed early in order to
achieve the ideal weight. Together with the
daily stress of dance training, this often
leads to a delayed onset of puberty and
menstruation in girls and to relationship
disorders in boys.

Unprocessed events

Everyone has had one or the other
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negative, crushing or embarrassing
experience in the course of their life.
Especially in connection with public
appearances, but also in the classroom,
almost every artist biography has some
drastic experiences of failure.

The experience of failure has two
sides. If it is processed and its meaning
put in the right relation, it can be a useful
learning experience and even have a
motivating effect. If such an event remains
unprocessed, it becomes more and more
important over time. Individual negative
experiences are subjectively interpreted as
"catastrophe”, "prophecy” of future failure
and as evidence of personal inability.

As a result, further appearances are
anticipated with the fear that the failure
may repeat itself. This often happens,

simply because another failure is expected.

Performance experience

With little experience with exams,
auditions and competitions, on the
one hand there is a lack of stage safety
that can only be achieved by frequent
appearances. On the other hand, individual
negative experiences are saved. Due to the
lack of positive experience, the failures are
gaining in importance. The image of one’s
own skKills is distorted.

Existential pressure

If an artistic degree is sought or has
already started, the unfavorable job
market situation and the high competitive
pressure are perceived as extremely
stressful. Due to the constant availability
of almost perfect studio recordings, the
need for perfection for artists has grown to
infinity.

Dancers are particularly at risk of
injury. The artists are required to work with
full commitment during rehearsals and
performances regardless of the dangers.
Injuries often result in long forced breaks
and loss of level. The current roles are
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filled elsewhere. If the dancer becomes

too cautious afterwards and no longer
delivers the required expression, the end
of the career often follows quickly. Because
especially with minor injuries and Overuse
complaints rarely have time to heal them,
many dancers get used to working with
chronic pain.

Social environment and non-artistic
perspectives

The social contacts of artists are often
limited to other artists. Musicians, dancers
or actors often stay together within their
training institute or later in their work and
maintain little contact with other people.
As an active artist, this can at least work to
some extent.

However, major problems arise when
longer breaks are required due to injuries
or psychological stress or the career is
even ended. For example, dancers are
usually only active on the stage until their
mid-thirties.

There is often a lack of an environment
here that at least somewhat relativizes the
importance of the profession and helps
to find new perspectives for the future
professional life. If the social environment
consists only of other dancers, musicians
or actors, then hardly any help can be
expected from this side. Everyone hopes to
be spared from such problems. In addition,
the other artists continue to work, which
can lead to feelings of exclusion and
frustration for those affected.

Disposition and personality

To what extent there are genetically
caused causes for increased podium
anxiety is still open according to the current
state of research. Certain personality
traits may promote the appearance of fear
of appearance. These include fear as a
characteristic, introversion, hypervigilance,
emotional instability, low self-esteem,
low mental health, increased public

self-awareness, and low psychophysical
resilience.

Special features of orchestral musicians

For orchestral musicians, particular
stresses lie in the conductance style of the
conductors, which in rare cases is effective
and appreciative, and in the atmosphere
within the orchestra.

Age / performance experience

With some experienced artists there is
an effect of "getting used” to performance
situations. It can be observed that the
intensity of the fear often diminishes in the
course of the stage career and the time
course of the fear shifts. With experienced
artists, the fear peak is more often before
the performance. Self-regulation skills
increase over time, but the tendency to
fear appearances remains.

With less stage experience, the fear
is usually greatest in the performance
situation. Not only the quantity, but also the
quality of previous audition experiences is
important. Negative experiences are saved
and influence the image of one’s own
abilities in performance situations.

(Excessive) entitlement to benefits

"Success should always only be the
result, never the goal of action.” Gustave
Flaubert

Excessive demands on one’s own
performance can become a permanent
psychological burden, since one’s own
expectations regarding the quality of the
game cannot be met. The reason for this
is usually that the artist makes himself too
dependent on the recognition by others.
Appearances only serve to achieve success
and no longer to interpret a work.

"I can’t give you a formula for success,
but a formula for failure that reads: Try to
please everyone.” Herbert Bayard Swope

Since the tastes are different and
each performance is also determined by
the shape of the day and environmental
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factors, permanent recognition by any
listener is neither possible nor wanted.
Anxiety can arise from this experience. As
already mentioned, the extensive media
networking means that there is constant
access to comparison options that are
generally better or at least more perfect
than your own interpretation. In the
classroom too, a practice method aimed
at perfection is usually taught, in which
mistakes are not seen as an opportunity to
learn, but as a problem to be removed.

In order to be able to perceive success
and live in harmony with one’s own work,
achievable goals must be set. Through
unreachable goals such as B. "Getting
better” can also appear a successful
artistic development as a Sisyphean work.
Inaccessible goals become an eternal
requirement that can never be met. Stress
and frustration can also arise here.

Factors on the requirements side

audience

The audience is the counterpart to the
performing artist. No performance without
an audience. It can act and react to the
artist. While the lecturer is often the focus
of interest on stage alone or with a few
others, a crowd of people sits opposite
him. The fact is that the audience has an
immense impact on the lecturer.

Audience-related aspects that are
important in the performance situation
include:

Size and level of awareness

e Visibility

¢ Relationship of the artist to the
audience

Size and level of awareness

The more people listen, the more
excited many artists are. The level of
awareness of the audience and the
presence of subjectively (positively and
negatively) important people can have very
different effects. Whether the presence of
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friends or acquaintances is experienced

as relieving and supportive or rather as

pressure, as failure could impair their

positive opinion varies individually.
visibility

In large concert halls, the stage is
usually well lit while the audience remains
dark. Similar to playing behind a curtain
in auditions, this can be experienced as
very pleasant because the artist can hide
the presence of the audience. However,
other artists prefer closer contact with
the audience, which is possible in smaller
rooms.

Relationship of the artist to the
audience

Furthermore, the artist’s unconscious
fantasies about his relationship with the
audience can be a source of panel anxiety.
The fact that the audience demands
exceptional quality is often interpreted by
the artist as proof that he is something
special. Gifted children are treated as
something extraordinary from an early age
and often base their self-esteem solely on
their achievements in this area.

Many artists feel like they are naked on
stage. This can have its origin in the feeling
of being exposed to the public without
protection.

"Music is hard work” Justus Frantz

Free, relaxed “playing” should be
realized on stage. But there is real work
behind it. “Playing” has consequences and
is restricted by rules and requirements.
This is a contradiction in terms that can be
perceived as stressful.

Appearance mode

This section is more likely to apply to
musicians than to other artistic areas, e.g.
Actors usually embody their role alone.

Three different performance modes are
possible:

® Solo appearance

e Chamber music
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e orchestra

Solo appearance

With soloists, regardless of whether they
perform with an orchestra, accompanied
by another instrument, or entirely alone,
the audience’s full attention is focused on
this one musician. He has the feeling that
each of his movements, every sound, every
phrase is perceived precisely, without there
being the opportunity on stage to withdraw
and be unobserved.

In addition, the person performing
must take full and sole responsibility for
his or her actions with all strengths and
weaknesses. As a result, most musicians
perceive solo performance as the most
stressful performance mode.

The higher the subjective importance
of a foreplay, the greater the psychological
stress. This is most evident in auditions in
the form of exams, competitions, auditions
or auditions in front of fellow students and
colleagues, as these can have far-reaching
consequences.

Chamber music

In chamber music appearances,
the stage fright situation can be very
different. In a well-rehearsed ensemble,
the interplay can have a calming effect,
since the teammates no longer have to
prove themselves to each other and can
be trusted in a joint stand worked out in
rehearsals.

In ensembles compiled at short notice,
mutual observation and evaluation can
occur, so that in addition to the audience,
the other players also increase the fear of
performing.

orchestra

In the orchestra, the wind instruments
are most affected by fear of the podium
because they have to perform a variety
of solo tasks. String soles have the
unpleasant effect that an individual
suddenly turns out the group must emerge.

Most strings have relatively little stage
fright when playing in a group.

Preparation for performance

It takes a lot of practice and rehearsal
time until an artist is on stage with a work.
It is therefore not surprising that adequate
preparation has an impact on the quality of
the performance. Insufficient preparation
creates uncertainties. Perfectionist work
provokes a "tryingtoohard” effect. Due to
high demands on your own performance
in terms of striving for perfection, the joy
of playing is lost. After a certain point of
hard and over-disciplined work, there are
no further improvements. Overloading
leads to cramping and tension, which has
a negative impact on the performance
quality. In addition, the space for
spontaneity and artistic expression is lost.

The repertoire should be appropriate
to the player in terms of the level of
difficulty and the requirements that it
places in terms of interpretation and
technology. Pieces that are too light can be
underwhelming, but the necessary tension
cannot be achieved. Pieces that are too
heavy trigger fear through excessive
demands.

Optimal preparation in terms of
precise knowledge of the work and
technical mastery is essential for a good
appearance. Framework conditions for the
preparation of the performance are enough
sleep, if possible the choice of appropriate
and non-obstructive performance clothing
as well as the timing of the performance
day. By creating favorable framework
conditions, good physical conditions for
coping with stage fright can be created.

Relaxation procedures

Relaxation and body-related procedures
are the most popular strategies against
podium anxiety. A comparatively large
number of artists have integrated these
into their everyday life. Autogenic training,
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progressive muscle relaxation and
Feldenkrais are common methods.

Course programs

Course programs like the one described
here are an effective way to treat mild
to moderate podium anxiety. These are
carried out in groups. Group dynamics and
contact with other people affected can
have a positive effect on the success of the
therapy.

Individual therapy

In the case of moderate to severe fear
of the podium, which may also be reflected
in other areas of life, (additional) individual
therapy is useful in most cases. Numerous
therapy options are already available under
professional guidance:

¢ Exposing psychotherapy

e Methods of modern trauma therapy

Drug treatment e.g. with beta blockers
for symptom control

e Music kinesiology, which is
supposed to create a balance of physical,
biochemical and emotional processes
through dealing with tension, relaxation
and “spring tension”

e classic psychotherapy procedures

An important principle in the
treatment of artists is that psychosomatic
backgrounds should be taken into account
for diseases in the somatic area. Many
physical ilinesses are stress-related and
not least stage fright-related.

Problems

¢ Motivation for treatment

¢ Training of therapists

¢ [gnore symptoms

¢ Permanent psychomental stress

¢ Self-fulfillment versus everyday work

Motivation for treatment

Perhaps the greatest difficulty in
treating podium anxiety is in advance.
Motivation for treatment must be
established. This is made more difficult
by the fact that fear of the podium is still
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a taboo subject in artist circles. Many of
those affected lack the courage to stand
up to their fears. They fear that this will
make them unsuitable for their profession.
The fear that treatment will degrade artistic
performance is also widespread, although
unfounded.

Training the therapist

When physical and psychological
problems arise, it is difficult for artists to
find a suitable therapist. Without previous
experience in this area, it is hardly possible
for the therapist to grasp the special
stresses of artistic professions and treat
them accordingly.

Ignore symptoms

Due to the limitless self-discipline that
is required of this professional group,
nervous and physical problems are mostly
ignored. Problem awareness only arises
when the professional practice is impaired.
Musicians are often heard to treat their
instrument more carefully than their own
organism. Problems in private life are
usually viewed completely separately from
problems in professional practice.

Continuous psychological stress

It should not be forgotten that
performing artists are exposed to a
psychological permanent stress similar to
that of top athletes. In contrast to these,
artists are not by personal motivational
coaches and physiotherapists, but often
left to their own devices in daily practice.

Self-realization versus everyday work

It is commonly expected that artists who
have turned their hobby into a profession
can fully realize themselves there and
find full artistic fulfillment in their work.
Many young artists also start their careers
on this assumption. The practice often
looks different. Everyday working life is
characterized by hard work, the fulfillment
of instructions and sometimes physical
pain due to work.
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Conclusion If one or the other can get more enjoyment
Nevertheless, or precisely because of out of it, or copes a little less stressfully
this, it makes sense to give affected artists  with his daily work, this is already a
access to offers that serve to acquire skills.  success.
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Konpap Pewke

Jleanumrckmi YHusepeutet. MHCTUTYT [1CUX010rni, KITMHUYECKOM MCUXON0Mrni 1 ricuxotepanui (Jlenanuur,

lepmaHus)

CTPAX XYAOXXHUKOB NEPE] BbICTYN/IEHUEM

AHHOTaUMA

CraTbsl NOCBSLLEHA U3YYEHWIO NEPEXMBAHUS CTPecca NtoAbMU UCKYCCTBa, Npexae BCero, B CUTyaLumm
BbICTyM/1IeHMS nepes ny6nvkon. B gaHHOM cnyvyae napakinHUYecKoe pacCcTpPOMCTBO, 06YCIoBAEHHOE
CTpPEeccoM, Ha3blBaeTCcs CTPaxoM NyO6ANYHbIX BbICTYMIEHWUI UM CTPAXOM CLEHbl, OHO BO MHOIOM SIBASIETCSA
onpegensowmnm ana ganbHenlero TBOPYECKOro pocTa U gaxke NnpodeccnoHanbHOM Kapbepbl Ntogewn
MCKyccTBa. UTaK, cTpax cueHbl NpeacTaBnsieT coboMn NaHMYECKYO TPEBOTrY, BOSHWKAIOLLYIO KaK B OXUAAEeMbIX
B 6yayLLeM, TaK U peasbHblX COLManbHbIX CUTYaLMaX Ny6AMYHOro B3anMoaenCcTBMSA. B xo4e MHOrOYUCAEHHbIX
nccnegoBaHun 6binn BbiSiBNIEHbI OCHOBHbIE CUMMNTOMbI NMEPEKMBAHMS CTPaxa CLEHbI U BO3MOXHbIE NMPU3HaKK
BbICOKOMO YPOBHS MHAMBUAYANbHOMO CTpecca. INMAEMMONOrusa 1 YacToTa BCTPEYAEMOCTHU CTpaxa CLEHbI
BbISIB/IEHbI MPUMEPHO B paBHOM cTeneHun y 50%-Tn npodeccroHanbHbiX My3blKaHTOB U 70%-TH CTyAEHTOB-
MY3bIKaHTOB, UX TPEBOra CBsi3aHa CO CTPaxoM Heycnexa, NioXoro MCNOAHEHUS My3blKaslbHOro NPON3BEAEHUS.
Mpwn 3TOM BbISIBNEHbI MCUXONOrMYeCKne, GU3MYeCKUe N KOrHUTUBHbIE PeaKLUMK, KNacCUYeCKNe CUMNTOMBI
CTpaxa CueHbl U apyrue GM3nyecKre peakummn. B ctatbe Bblaensetcs ABe BaKHbIX rPynnbl MPUYMH cTpaxa
CLEHbl — IMYHOCTHbIE GaKTOPbI M BHELLHME GaKTopbI-TPe60BaHMS, K KOTOPbIM OTHOCATCS KaK JIMYHOCTHbIE
daKTopbl (MMYHasa 1 npodeccrmoHanbHas 6uorpadursa YenoBeKa), OKpyXKatoLllasa cpefa v NepcnexkTuBbI
HEXyA0XEeCTBEHHOr0 NiaHa, XapaKTep M IMYHOCTb, XapaKTEPUCTUKM OPKECTPOBLIX MY3blKaHTOB, TaK M
daKTopbl - TPE60BaHUS, OTHOLLEHWE apTUCTa K ayAMTOPUN U BHELLHEMY BUAY.

B nccnegoBaHum ocob6oe BHUMaHKe yaensetcs NCUXoPpru3nonormyeckumMm o6bacHUTENbHBbIM MOAENSM,
OTMpPaBHOM TOYKOW KOTOPbIX IBASIETCH rMNOTETUYECKAs CBA3b MeXay GU3NYECKUMU U MCUXONOTMYECKUMM
peaKkuus M1 1 NoOBeAEHYECKUM YPOBHEM pearnpoBaHus. CornacHo aTuM Mofensim, CTpax CBsi3aH C
BblpaXeHHbIMK GU3NYECKNMU peaKLmsamMu. B cnyvae cTpecca n HanpsxeHus BOSHUKAET «B3auMHas
CMHXPOHHOCTb», ONacHas Ana 340p0oBbsa apTUCcTa. Korga BO3HMKaOT GU3NMYECKME U MCUXONOTMYECKHNE
npo6nemsl, NOAAM UCKyCCTBa TPYAHO HAaWTU NOAXOAsSLEro ncuxotepanesTta. bes npeabigywero onbita paboThbl
B 3TOM 061acTy NcuxoTepanesT BPAA JIM CMOXKET YN10BUTb OCOBEHHOCTM CTPeCcCca apTUCTUYECKUX Npodeccui n
NIeYnTb UX 3QPEKTUBHBIM 06Pa30M.

MoaTomy BarKHO 06Y4MTb NII0AEN MCKYCCTBA HaBblKaM MyGANYHbIX BbICTYMAEHUI, BbICTYMNEHUI
nepen ny6iMKON B paMKax NcuxosiorM4ecKkmMx TPEHNMHIoB BO BpeMs y4ebbl B BY3e, B pamKax 00y4eHuUs nx
cTpaTeruam nNpeoaoneHuns CTpecca B LE/IOM KaK Ha CLIEHE, TaK U B 0ObIYHOM XU3HU.

KnoueBble cnoBa: 1toav UCKYCCTBA, CTpax Ny6/nYHbIX BbICTYNIEHUI, CTPaX CLEHbI, NapaK/MHUYecKoe
pPaccTpoNCTBO, MHANBUAYa/bHbIV CTPECC, AINNAEMUONIOrMS U YacToTa CTpaxa, NCUXoNorniyeckne, uUandeckue u

KOFHUTMBHbIE peaKLmn, KnacCU4eCKUe CUMNTOMbI LiEHbI, MTCUXODUIUONOTMYECKUE MOAENN.

Konpap Pewke

Jleanumr YumBepcuteTi. [lcuxonorus, KIMHUKasblK MCUXO00MMS KaHe rcuxotepanusi MUHCTUTYTbI (Jlernuur,

FepmaHusi)
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CYPETIUIHIH KONWIIK ANAbLIHAA CO3 COUNEYAEN YPEMI

AHpaarna

MakKkana eHep agamaapblHbIH CTPECCTIK KYMNEPiH, eH, anabIMeH, Kenuwinik anabiHaa
ceusney affanblHaa 3epTTeyre apHanfaH. byn afaania CTPECCTEH TyblHAAFaH
napak/JInHUKasblK OY3blNbIC KENLWiNiK angbliHAa cenney ypeni Hemece caxHaaH XKYPEKCiHYi
[en atanagbl, 6yn KebiHece eHep agamMaapbiHbIH OfaH api WbiFapMallblibIK 6Cyi MeH TinTi
KoCibW MaHcabblHbIH WewyLwi daKkTopbl 606N Tabbliaabl. COHbIMEH, CaxHaaH YpenneHy
— 6y 6onallaKTa KYTIJIETIH oHe KoFaMblK 63apa opeKeTTecyliH/ KapblM-KaTblHacTafbl
HaKTbl 9NEYMETTIK }aFaannapbiHaa nanga 6onatbiH aypoeneH Masachi3abifbl. KentereH
3epTTeynep caxHagaH ypenneHyain Heriari 6enrinepiH XKaHe XeKe CTPECCTIH XKofFapbl
JeHremniHiH, MyMKiH 6enrinepi aHblKTanbl. CaxHa KOPKbIHbILbIHbIH 3MUAEMUONOMUACHI
MeH Xuiniri wamameH 50% Kocibn my3blikaHTTapaa ¥oHe 70% CTyaAeHT My3blKaHTTapaa
TeH gopexene aHblKTanabl, 0OnapAblH anangayLbliblFbl COTCI3AIKTEH, My3bIKasblK
LblFapMaHblH Halllap opblHAaNYbIHAaH KOPKYbIMEH 6aniaHbICTbl. COHbIMEH Gipre
NCUXONOTUSANbIK, GU3MKaNbIK XOHE TaHbIMAbIK peaKkuusanap, caxHagarbl YPERiHiH,
KlacCUKanblK 6enrinepi }xoHe 6acka puanKanblK peakuusnap aHblKTanaol. Makanaga
caxHafllaH ypenneHyiH eKki MaHbl3bl TOObl KEPCETINTEH — eKe daKTopnap *KoHe CblPTKbI
daKTopnap — Keke daKTopnap (agamMmHblH KEKe oHe Kacibn emipbasiHbl), KopluaraH
opTa XaHe KOpKeMiK eMec XocnapblH 6onallarbl, CUNaTbl MEH TYIFAChbl, OPKECTPJIIK
MY3blKaHTTapAblH cunaTTamManapsbl XaHe daKTopnap — Tanantap, CypeTLliHiH ayauTopusiFa
KOHE CbIPTKbl KEIBETKE KaTbIHACHI.

3epTTey NncMxoduU3nonorusblK TYCiHOipMe Modenbaepre epeKklle Hasap aygapasbl,
onapablH 6acTtanKbl HYKTECI PU3UKaSbIK XKOHE NCUXOSIOTUSNbIK peaKkuusanap MeH MiHes-
KY/IbIK YKayanTapbl apacblHAafbl TMNOTETUKANbIK 6aniaHbic 60MbiN Tabbinaabl. Ochl
MoAenbaepre CoMKec ypen ankblH GU3MKanblK peakumnsnapmMmeHr 6annanbicTel. CTpecc
NneH WKWenexic XaraanblHaa CypeTLliHiH AeHcayNbliFblHa KayinTi «e3apa inecnenik» nanga
6onagpbl. Pn3nNKanblK KoHe NCUXONOrMAbIK Npobaemanap TyblHAaFaH Ke3ae eHep
aflamJapblHa TUICTi NncuxoTepaneBT Taby KMblHFa coFafbl. Ocbl canagarbl ToXipubeci
HOK MNCcUXoTepaneBT KOPKEMAIK KOCINTepaiH CTPeCcC epeKLWenikTepiH TyciHin, onapabl
TMiMAI Typae emaen anmvanabl. CoHabIKTaH eHep agamaapbiHa KOO0-aa 6inim any KesiHae
NCUXONOTUANBIK TPEHUHITEP asaCbiHAA Kenuwinik anablHga cenney, Kenuwinik angbiHaa
cenney narablnapbliHa YUPETY, caxHaaa Aa, KapanambiM emMipae ae CTPECCTi KeHY
cTpaternanapbiH YUPETY MaHbI3/bl.

Tipek ce3pep: oHep ajamMaapsbl, Kenuwinik angbiHAa cenneyneH ypenery, caxHagaH
HYPEKCIHY, NapaKkiMHUKanbIK 6y3blfbIC, YXEKE CTPECC, ANUAEMMUOSIOMUS HKOHE KOPKbIHbILL
MUiNiri, ncuxonoruanblK, PU3nKanblK KoHe KOFTHUTUBTIK peaKkunsnap, 6araHblH,
KNaccuKanblK 6enrinepi, ncMxopmnsnonornsnbik Moaenbaep.
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