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Abstract

To every performing musician, stage fright has been part of their journey. Every
performer undoubtedly wants to have the best on stage in front of the audience.
However, stage fright struggles them a lot and even frightens them quitting it. We
have an old saying “Practice makes perfect”. It is workable but controversial.
Commonly, performers experience stage fright every time. However, virtuoso players
have never experienced it strongly. Rather than, it is an enjoyment. This research

paper examines different influencing factors behind stage fright.
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Literature Review

Practice is important to all kinds of career because it makes a person to be skillful

of the related techniques. In music, we need to practice to help us be more confident

in performance unless vou are a composer. Same for other aspects in music, yvou still

need to practice for mastering the techniques especially when vou are in the

preliminary learning stage. For different kinds of musicians, they have their own goals

such as well — organized and meaningful works from a composer, a piece played

musically with zero errors from a musician, a continuous creative output from multi —

media worker. As a performer, distinct performance is the final output and target

(Ericsson, 1997). We need to familiarize the new piece with score thoroughly by

spending much time in analyzing the score. The higher standard it takes, the more

effort and concentration they should be taken. To utilize the power the practice, we

need to think of different strategies and manipulate them in our practice every time

(McPherson, 2005). By doing a series of steps, well — performed musicians is no

longer a dream. However, practice does not only focus on the outcome, but also the

process of awareness of how do a musician learn from improvement during the

practice section. Progress of improvement is more important to young learners

because they still have time to build up appropriate practice habit and attitude,

Undoubtedly, there are many strategies recorded in previous related researches and
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they have to choose suitable ones for themselves. Full attention and enjoyment with

imaging, monitoring and motoring skills are important. Improvement from weak drills

must be the centered meaningful of practice, which improve the performance in time

as well. (Lehamnn & Davidson, 2002)

From reading different literatures related to music performance, the belief of

practice i1s very consolidated. It seems that practice has a magical power for all

musicians. For most of people. they believe “practice makes perfect”. However, if

there is one barrier inserted between practice and performance, whether practice can

still be powerful enough for us to rely on for a good performance will become a

critical question. In my experience of performance, stage fright is one of uneasy

obstacles and it must be same for most of instrumentalists. This may be one of the

reason forcing them to quit learning instrument. Although stage fright is common for

all musicians, the severity is what it should be concerned. According to so many

psychological research, stage fright symptoms are numerous, in which will be

discussed further in later section. A musician with a certain number of symptoms can

only be diagnosed with stage fright. It is assumed that a person with stage fright

should be able to aware of their situation and to take the initiative to seek for solutions.

The further assumption is that practice can eliminate stage fright and go straight to a




P. 7 (67)

good performance because stage fright 1s affecting the performance with no doubts.

The hypothesis should be a person with no stage fright, which means they have very

few stage fright symptoms, supposedly have adopted various strategies to make their

practice effective based on the principle of “practice makes perfect”. If the stage fright

still exists to a self — disciplined person, there 1s a bigger question to what makes

stage fright more serious than the way that practice can never resolve.

When talking about the symptoms of stage fright, there are measurable with

unmeasurable. All of them can generally be classified into the following four types

including physiological, emotional, behavioral and cognitive. Practice in here can

have two direction of interpretation. One is to “practice for better musical skills”

while another is “practice for alleviating symptoms™. It is still unknown whether both

or either one is the main purpose of practice for stage fright patient. In physiological

aspect, increased heart rate, sweating, shortness of breath, clammy hands, dry mouth,

headache, diarrhea, nausea and dizziness are the symptoms. Emotional symptoms are

more unmeasurable, including fear of failure, irntability, panic / exaggerated thoughts

and apprehension (Robson and Gillies, 1987). More abstracted symptoms come to

cognitive aspect, including lack of concentration, memory lapses when recapturing

the score, personality styles and self — confidence, stresses and coping patterns,
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internal motivation and development of self — identity. These symptoms will be

re-organized and paraphrased into my research. The last aspect is behavioral because

mind affects bodv reaction on stage or before stage, such as change of sleeping habits,

knees and hands trembling, arms and neck stiffness, lip moistening and shoulder

lifting (Dews and Williams). Among all the symptoms, it 1s important to adopt the

ordinal measurement scales with a score sheet to judge whether the person does have

stage fright. This will be clearly stated in the main part of research. Other than above

symptoms, there are still external factors determining the result of my hypothesis such

as pressure from family and peers, childhood experience in performance — related or

non — performance — related matters etc (Ely, 1991). This area 1s also the extended

part of the research.

Reviewing the last important part of literature, practice strategies stated in Susan

Hallam’s research (2001) is helpful. Although the goal of her research is different

from this one, it provides a framework to generalize the performance practice

strategies into three areas of task — oniented, organmzational and mental. For task —

oriented strategies, it focuses on how a person eritically identifies the difficult

sections in a piece in order to find out a specific way to solve the difficulties

immediately. Short section 1s repeated for a meaningful purpose and the effectiveness
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1s foreseeable. It also requires a person to use wisely the comments from textbook and

teachers. In organizational strategies, it emphasizes on the discipline of a person.

Discipline includes regularity of practice, systematic materials for practice and self —

awareness of the order and clarity of practice goals each time. The final strategies is

more technical one means that how to process the music into mind whether for

memory or not, such as thinking of the contour of melody or chant the melody or

rhythm in practice.
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Stage Fright Model

It is important to support the validity and coherence of an academic research with a

persuasive model. In this research, a model by Lehmann, Sloboda and Woody (2007)

would be adopted. This model may provide svmptoms and reason of stage fright in

making an undesirable performance to performer. Possible solutions may also be

carried out based on this model. However, this model may not be that perfect to

explain all the factors and phenomenon so that there is a necessary to find out in

further and limitations to the entire research. This model has been divided into four

components which are emotional, cognitive, physiological and behavioral (A figure is

attached below). It is clear that there are arrows crossing among the components. This

implies that all components are interrelated and affecting each other. Neither of

components can stand alone to influence the entire stage fright process. Each

component carries the same degree of importance. If solutions have to be taken, all

the components should be concerned.

Cognitive
component

Physiclogical Emotional

COmpanent A component
Behavoural-

OO
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Methodology

In this research, I have mixed approach to collect the data, which are quantitative

and qualitative.

In the quantitative part, I have prepared 50 sets of questionnaires, which 1s a very

small sample size, based on the three domains stated in the literature review, which

are “belief of practice”, “stage fright symptoms™ and “practice strategies™. My target

audience 1s all music students from the music department in EQUHK, in order to make

my research more validated in the music area. Before officially distributing the

questionnaires to the audiences, I have a pilot study with my colleague that I asked

her to give some feedbacks to my preliminary questionnaire design. After that, there is

a lot of problems including absence of translation of difficult terms of symptoms,

unclear presentation of statements and improper request of demographic information.

I must have to do the revision and the final version came after one week of review.

Subsequently. I printed the copies in a plastic bag and threw all the questions on the

online Survey Monkey so that my audience can choose alternatives to return their

answers. | opened a WhatsApp group to 20 plus andiences and attached the Survey

Monkey hyperlink. For the remaining audiences, I prepared around 235 sets to be

completed in the Orchestra. After that, the collection rate was below average and I had

to take the remedial measures that ask individuals one — by — one by looking up the
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Wenger Room and luckily I met a mass class with lecturer permission that made me

capable of collecting all the remaining questionnaires. Finally, I had 50 sets of

completed questionnaires.

The next stage of research is interview, which 1s qualitative. Before that, I have to

summarize all the information from the questionnaires by calculating the percentages

of respondents in different options. Based on the statistical results, I drew out some

significant figures that probably help my interview design (A copy is attached below).

In general, I would like to know more elaborated information from audience’s

personal experience, such as significant stage fright symptoms, the actual practice of

practice etc. According to the will of respondents. around twenty people are available

for the interview and finally I sorted out 2 males and 3 females. The interview was

prepared individually in small discussion room in library. The researcher would notice

that interviewee is available for recording. The interview section lasted 20 — 30

minutes. The researcher had prepared some guided questions and conducted them in a

semi — structure format based on the interaction with interviewee.
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Age and Gender
Below 18 18 -21 Above 21 Male Female
4 24 22 17 33
Programme Year(s) from CCA department
BEd (Final) | BEd (Non — | CCA (Final) CCA BME BME
final) {(Non - (Final) {(Non —
final) final)
14 28 2 1 4 1
Major instruments
Keyboard Brass Woodwinds Strings Percussions
20 3 3 4 2
Chinese Strings Plucked Strings Chinese Chinese Woodwinds
Percussions
8 5 3 2




Level of Attainment

P. 14 (67)

Grade & or below

ATCL / Dip ABRSM

LTCL or above

31

Frequency of public performance within 5 vears in EQUHK

0 times

1 -2 times

3 — 4 times

5 times or above

37

Duration of Study of major instruments

10 vears or below

11 — 18 years

19 years or above

11

10
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Data Analvsis

This section mainly focuses on the result of stage fright symptoms distribution of

the interviewees. Starting with physiological svmptoms, this component is the biggest

among because it takes places of ten symptoms in total. These symptoms were

extracted from the journal by Robson and Gillies in 1987. None of the interviewees

are likely to have all symptoms but it is clear that two of symptoms are above the

average. They are shaking and heart — beat increase. About 40 out of 50 interviewees

are having heart — beat increase when they have performance. These two symptoms

are also put inside the interview part later on. The remaining symptoms are not as

significant as those two. They are all below the average of interviewees. The main

reason is that those symptoms with exceptionally low rates could stop a person

showing up the performance. such as nausea. dizziness, headache ete. These are quite

serious medical illness. It is actually very rare to appear on most performers unless

they get sick on the day of performance. If a performer loves performance and does

adequate preparation, these symptoms are impossible at normal situation. Those

symptoms with high rates are the most common among performers because they are

not symptoms of sickness. Rather than, they are related to other factors which are

going to be mentioned in discussion.
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Cognitive component is the second largest part because it can also draw the

symptoms back to emotional components. There are total of five symptoms extracted

from the same journal. These must not be able to summarize all symptoms for stage

fright phenomenon. An additional supplementary would be provided. Although none

of the symptoms are above the average, it is also important to look at the symptom in

the highest rate. Most people have thought blockage on stage, in other terms it 1s

called memory loss because most performers must experience in playing music from

memory. This is a common requirement for most of the contemporary instrumental

competition although it is not an official requirement in renowned music examination.

Memory loss is vulnerable to other components especially emotional and

physiological components.
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Syrcterse

Emotional component is also very essential to determine the physical status of

performer on stage because it 1s the core of performance anxiety. In the field of

psvchology, anxiety is much discussed on the basis of emotional reaction which

determines bodily actions. Although there are just two svmptoms mentioned, these

bring out the main idea of stage fright — fear with panic. Fear is a monster to an

individual in any case. No matter how hard vou are, nobody wants to live with fear.

However, human is bom in this world experiencing new things and challenges every

day. Fear is surrounding us all the time. To tackle stage fright, fear is the starting point.

It is also the core part of interview. Fear of failure and panic feelings are significantly

high and evenly distributed among the interviewees. [t shows that most performers are

vulnerable to fear. It also tells that fear of failure and panic feeling is very likely to

appear at the same time at some moments of performance. However, they have some

differences in nature. Fear of failure covers a greater spectrum of performance time

(Ely, 1991). Performers can have this kind of prediction before going on stage. It may
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be because of performer’s inadequate preparation or exaggerating the means of

performance to performers. Fear of failure may appear post-performance because of

worrving the results. The panic feeling mainly covers the time of on-stage

performance. It can also be explained as a general meaning of fear in stage fright

situation.

fERE (nausea)

.

B M (diarrhea)

ST (sweating)

& (headache)

LR

i # (dizziness)

i

H# (seli-blame)

O (dry mouth)

B (panmic feeling)

J A

EHEM (lear of failure)

LHEE (distraction)

P75 W 0 (shorimess of breath)

LoER NI (heart beat increase)

L

FRS®E (shaking)

A

@B L (exaggerating)

EEYHREMYE (change of slecping habit)

ER P A & KB (negative to life)

HWrhTE (decreasing concentration)

B—H & (thought blockage)

E® (R - % - MEE) (body stiffness)

Emotional Sympioms

B it

foar-of-lalury pank fppling

Symploms

Behavioral component is not significant because it is quite similar to the

physiological component. It is concerned more about the patterns of negative

behaviors when connecting with stage fright. It is upset that the questionnaire covers

just two of them because it is difficult to draw up some common behavioral patterns

of most performers with limited time of observation. There are two of them worth to

be mentioned. The first one is change of sleeping habits. Sleeping is important to
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restore our memory and physical status. However, some people may have a sudden
change of sleeping habits when stage fright interferes, either suddenly increases or
drops. This is very dangerous to the quality of performance. From the interviewees’
response, sleeping seems not a problem to them. Rather than, they experience body —
stiffness far more than the change of sleeping habit. Body — stiffness can be explained
by the adapted reaction of body to the stage fright that performer have not vet found a
comfortable solution to combat. It becomes natural and automatic when performer 1s
used to stage fright. Body shaking would actually become the same if it is formalized

in the practice routines to the performer.

fF& (nausea) .

B3 (diarrhea) ] =]

A (sweating) { O

F 6 (headache)

ME (dizriness)

B E (self-blame) gkl B
OF (dry mouth) | C

W1 (panic fecling) OOl ™ N i

&t & M (fear of failure) |

£ P8 (distraction) =ll=] 2
SFHFEE (shortness ef breath) o] [=]| 7
LB  (Beant beat imcreaic) O | i "
FEEE (shaking) a1i=] £
FEM =& (exaggerating) wi[=] =
MENMN® (change of sleeplng hablyy | O ) O] "
WP A ERE (negative to life) OOl
s 4 PR (decreasing comcentration) O O] _

BH—HEE (thought blockage) =] =] change-nf-sipeping-habit bady-atifiness
W (0E - FTW - BNR) (body stiffuess) [ O] O A

As mentioned in the very beginning in literature review, there are three parts in this
research. One of the parts is the belief of practice — performance relationship. There

must a strong belief to push the performer to practice before discussing on the
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effectiveness of practice. Practice 1s still the fundamental basis of improving the

performance outcome. The only difference is what performer should think about

practicing the music meaningfully. There are nine options in my questionnaire. I

summarize them into four options as shown in the following bar graph. Most of

interviewees actually have a strong belief of practice. They believe that effective

practice can make them perform desirably. They would focus on the improvement

process during the practice instead of just looking at the performance outcome

because the progress of improvement could also give the performer some insights to

make him/her better in performance. Furthermore, they took the initiative to find out

different strategies to help them overcome stage fright, such as comments from

teachers, online videos, reference books etc. Finally, they expect themselves for some

targets of performance. Thev are eager to do their best in performance.
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N EEDED
Trv-cut af dfferent wtratepes can help process #] [=11+] [+] [¥] [&
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When the belief of practice is strong, it 1s about time to take actions. From the
graph below, it is concluded that most interviewees know how to identify the difficult
sections from the pieces because difficult sections are always determinative to the
stage fright severity. They can mostly treat it differently and repeat it meaningfully in
the practice. However, not all of them could maintain the practice regularly. A little of
them have never practiced regularly before. For the three kinds of mental rehearsals —
photographic memory, chanting the melody and remembering the contour of melody,
the rate is on average. Interviewees normally would use them to help them enhance
cognitive memory.

Fart 3: Performance practice strategies
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Discussion

This part is mainly based on the interviews. There are five interviewees. They are

represented as (Interviewee no. 1, Interviewee no. 2 ... ..) for some critical points

mentioned in the interview that help much in the discussion. To start the discussion, it

1s important to mention that the stage fright is still being used throughout the

discussion.

Starting from emotional components, all interviewees stated that the fear and panic

feeling are uncontrollable to them. However, the out of control situation does not

sustain throughout the performance. Interviewee no. 1 has mentioned that his fear

would go away after doing enough warm — up exercises and passing through the

difficult point(s). Most of the interviewees said that it went away after completing the

performance. Still, the technical issues and physical status on the performance day are

both still the determinative factors to emotional reactions. Three of the interviewees

had mentioned that different performance settings would be different to their

emotional symptoms. Interview no. 2 had specially mentioned his emotional

symptoms went very differently when plaving solo piano performance and group jazz

performance. He said he was rather enjovable in group performance because there

was a lot more fun with his friends. No matter what kinds of performance, the
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importance of preparation had been covered by most interviewees. Interviewee no. 4

had mentioned that she felt less guilty when preparation was done adequately. It was

proved that fear is partly from the guiltiness of oneself. Audience size is another factor.

More people certainly would stress up the performer’s emotion. Whether it is an

absolute factor 1s still a question. Interviewee no. 3 had specially mentioned about her

experiences in performance that helps much her alleviate the stage fright. She

mentioned that more successful experience should be accumulated to offset the

negative thoughts towards performance in future.

Cognitive component goes deeper into the mindset of performers other than the

cognitive capacity. Most of the interviewees were quite sensitive to the mistakes but

mistakes gave them stress instead of motivation. Interviewee no. 3 had mentioned that

creating a meaningful memorv construction did help her memorize the piece

effectively that she could pick up correctly in case of thought blockage. Although

memory stability is concerned to all interviewees, the realization of desirable

outcomes is a big issue to every performer. Many interviewees had mentioned that

there were some customized rules in performance including the expectations from

teachers and audiences that made them uncomfortable. It is ideal to come back on a

realistic desk to expect and realize the self — needs of performance. It 1s believed that
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every performing musician would like to do their best in performance. It is, however,

a hardship to find out why vou would like to do vour best. Interviewee no. 2 had

mentioned a lot of why and how much “vou™ love performance. If performance is

taken as an assignment, it must be stressful to anvbody. It is important to have a

strong belief of performance and the passion of engaging to the music “you” love.

In the physiological and behavioral components, they are very subjective to the

cognitive and emotional components. All interviewees had common symptoms such

as heart beat increase, sweating and cold, and body shaking. These are as inevitable as

emotional fear. However, they are inconsistent because most of the symptoms

disappear after the performance. Special mentions came from interviewee no. 5. She

was an Erhu plaver and she said she could memorize the piece after few times of

practice. Her shaking problems could be offset by regular practice on the fright

because she totally relied on the muscle memory. This always happened to me when [

was still joining many competitions in secondary school. Although vou felt frightened,

vour fingers and brain had memornized the positions on piano based on the number of

times you practice. Since physiological svmptoms directly relate to errors and errors

relates to music quality such as timbre, tone color etc., most performers are aware of

them. Interviewee no. 5 had specially mentioned about the benefits of sleeping habits
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that help much the memory.

As mentioned before, these components cannot fully cover the factors of stage

fright. Four of the interviewees mentioned that academic studies affected their

regularity of practicing. Most of the interviewees were the BEd students from CCA

department. Their major field of study was not professional performance. Rather than,

they were trained to be a teacher and they had to take care of other non — music

courses. Three interviewees questioned about the effectiveness of doing conscious

practices of stage fright. Thev said no matter how they tried not to be nervous, the

symptoms came out automatically. Thev also questioned about whether mastering

techniques was the main purpose of performance although the quality of performance

is still important. It is, however, more important to share your music and thoughts

through interaction with audiences. Interviewee no. 5 had mentioned that engaging to

music was not effective in pieces like Etudes which is one of the music genres for

most performers to practice techniques. There is a room for discussion because some

pieces were composed musically while some pieces are composed on the technical

showecase. It is hard to discuss without any scores for reference.
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New Literature Findings

Although it is necessary to find out some ways to combat stage fright, does

anybody think of whether it is a problem to trv so hard to combat for the performance.

Performance is an enjovable journey in nature. Stage fright can never appear on the

virtuoso performers such as Lang Lang, Yuja Wang etc. as they do not take it as an

assignment. Movement is most natural and effective when it 1s carried out with

minimum effort (Connor, 1987). Performance requires natural movement of body, as

natural as you walk. There was an interview with renowned pianist Horowitz who

said that he had never thought about stage fright because he loved performance. The

flow of his emotions and body movement were controlled by the willpower. In the

contemporary society, most of the performers may be forced to learn instruments and

performance mav not be their cup of tea because of their parents’ will to their children.

According to Kenny (2006), most of children were not vulnerable to stage fright

although they may not be willing to learn it. The stage fright would become more

intense when they grow up because of the innate temperament and increasing

cognitive capacity. A lot of self — reflection process may be carried after receiving the

comments from others. These reflective thoughts would construct the perception to

their experiences across the adolescence. Throughout the process that performers find

out the answers of their problems of stage fright, they may realize the customized
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interpretation to stage fright from the society, where most people are negative about it

and took traditional practice routines as the first place to eliminate it as quick as

possible. However, Jackson (2007) told us that acceptance of stress is important. This

15 one of the important parts of Cognitive — Behavioral Therapy. It cures starting from

the cogmitive thoughts. It is told that every performer must experience fear and fear 1s

absolutely normal to everyone. Performer should not exaggerate the stress too much.

Smilde (2009) has mentioned that it is important to think about what drives oneself to

be a musician.

Besides from rational thinking of stage fright, it would be also possible to discuss

stage fright more clinically. A special mention by Lehmann (2007) that cognitive

component takes the lead of the vicious cycele of stage fright. It would be curious for

the researcher to look further stage fright in the clinical perspective. In the emotional

component, stage fright can be possible explained by dissociation which means out of

control. When the feeling of shame and fear appear, the limbic system in our brain

will link it up with the environmental condition quickly. This experience will not be

compensated by the former success (Green and Gallway, 1988). In cognitive

component, the performer is actually fail to retrieve and process information at the

moment when he/she is experiencing the memory loss. This is called cortical
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inhibition. Clients are more aware of the things unnoticed and overestimating the fear

visible to others. In physiological component, most of symptoms can be explained by

highly increased activation of the central nerve system (Maar, 2009). Stronger inner

sensations pass through the body where it declines reaction power, coordination,

creativity, problem-solving and decision — making ability of client during stage fright.
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Limitations

The research carries imperfect results that many aspects are not yet covered with

the limited resources. For example, music genres is one of the things should be

covered because different kinds of music bring different sensations or tensions to the

performers. Popular music requires less technical perfectness and more

improvisations while classical pieces have more constraints on the performance.

Another thing is the ignorance of performance practice. Different kinds of instruments

have its unique performance practice such as vocalist and pianist. Pianist does not

need to face to all of andience while vocalist does. Facing to all audience is definitely

a great stress.
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Conclusion

There are still many rooms for discussion on stage fright, where technical accuracy

should no longer the focus. This research may demonstrate some common features of

stage fright from the in-depth interview. Traditional practice routines seem not

workable to cure stage fright. It is significant that there are many external factors

making practice vulnerable to stage fright. There is a key to exploring the will of

performance with natural effort.
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Future Research Direction

It is questionable that stage fright can be tackled by sorts of solutions, where “stage

performance should be driven by the willpower”. There are two main new directions

to cure stage fright which are “boom the willpower” and “remove the barriers”™. It can

be either clinically wise to inspect the relationship of components or explore the

identity of being performing musicians under social norms and cultural influence. The

most important thing 1s examining the effectiveness of cognitive restructuring.
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Appendix 1 — Survey Question Sample

Introduction of research

The research aims at finding out the relationship between three components which
are belief of practice, practice strategies and stage fright from the perspective of a
performing musician. Every participant need to fill in a questionnaire and take part in
an optional interview. These results will help researcher draw a conclusion to the
hypothesis of “Performance free from stage fright is determined to the beliet and

strategies of practice.”

B ZE Al /1

HMEEHETHBERZEHRNATNGES #ENEGULEMRR

IEBME=F MO G S2MHEEFTERT —HHE  MHEAK
THWEZRANTSH -  BRSGRET SNETEREHERE TR
EEZHGBNER - %%mﬁﬁﬁ@%%m%é%rﬁﬁ'&%ﬁﬁ
Z, ZHEH A AL M AT &G

Declaration

If vou would like to obtain more information about this study, please contact Wong
Yuk Lun at telephone number or their supervisor Dr. Paulina Wong Wai
Ying at telephone number

If vou have any concerns about the conduct of this research study, please do not
hesitate to contact the Human Research Ethics Committee by email at
or by mail to Research and Development Office. The Education University of Hong
Kong.

Thank vou for vour interest in participating in this study.

L L
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THE EDUCATION UNIVERSITY OF HONG KONG
Department of Cultural and Creative Arts (CCA)

CONSENT TO PARTICIPATE IN RESEARCH

The relationship between stage fright and the performance practice strategies for
preparing a performance

| hereby consent to participate in the captioned research

supervised by Dr. Paulina Wong Wai Ying and conducted by Wong Yuk Lun .

I understand that information obtained from this research may be used in future
research and may be published. However, my right to privacy will be retained, 1.e.,

my personal details will not be revealed.
The procedure as set out in the attached information sheet has been fully explained.
I understand the benefits and risks involved. My participation in the project is

voluntary.

I acknowledge that I have the right to question any part of the procedure and can

withdraw at any time without negative consequences.

Name of participant

Signature of participant

Date
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The questionnaire will be divided into three parts. Answer all the questions according
to the instructions in each section,

Part 1: Belief of practice — performance relationship

Choose your level of agreement to the following statement. Blacken the circle for the
answer. (1 — Totally disagree, 2 — Strongly disagree, 3 — Shightly disagree, 4 — Shightly
agree, 5 — Strongly agree, 6 — Totally Agree)

1 12 (3 |4 |5 |6
1. Try-out of different strategies can help process O|O[O|O|O|0O
music more effectively.
Effective practice makes desirable performance. O|1010[O|0|0O
3. Concentration and effort are both important to a OlO|10[0|0]|0
distinet performance.
4. From preliminary stage of learning instrumentsto | O | O[O |O| O[O
mastering techniques, practice plays a very
important role.
5. Talways expect myself to have a good O|O[(O|(O|0O]|0O
performance.
6. 1 take the initiative to find different strategies to O|O0|O0(0|0]|0

help myself overcome the difficulties of pursuing a

desirable performance.

7. Practice is a progress of improvement ratherthan |O (O[O | O | OO
the outcome (performance).

8. The progress of improvement should be focusing | O | O | OO | OO
on the basic and weak skills.

9. Practice is to image. monitor and fully control an O|10|O0(0|0]|0

individual with 100 % attention.




P. 39 (67)

Part 2: Stage fright symptoms*

Choose whether you have the following stage fright symptoms. If you are an
anxiety — proms patient, here means whether the following symptoms appear more
frequently to you before real performance. Blacken the circle for the answer.

(Y — Yes, N — No)

*LLT 0K & LA S B R

{EIlE (nausea)

4 % (diarrhea)

M (sweating)

HEYH (headache)

gE 4 (dizziness)

H & (self-blame)

[1§7 (dry mouth)

i (panic feeling)

E {4 Hr (fear of failure)

U iE @ e (distraction)

I 0 %5, fi2  (shortness of breath)

LrEED#E  (heart beat increase)

FE M & (shaking)

fi: B it & (exaggerating)

B AR 3 8 002  (change of sleeping habit)

IG5 ¥ A 4 IR EE  (negative to life)

H ¥ 1T (decreasing concentration)

f% — H Z€ 3 (thought blockage)

ollel[elie](e][e][e][e][e](e](e][c]le])(e](e](e][e]le]l0] -
O|O|O|O|0|O|O|O|0|0|O|O|O|0|0|0|O |00 =

i€ (E ~ 78 - HEE) (body stiffness)

Other symptoms out of the list above, please specify here:

WA A EOIR o SR AE LU B &R
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Part 3: Performance practice strategies
Choose your level of frequency to the following statement. Blacken the circle for the

answer. (1 — Never, 2 — Rarely, 3 — Sometimes, 4 — Very Often, 5 — Always)

112345

1. 1can identity difficult passages and treat it O(O|10|0]|0O
differently from easy sections.

2. I can critically understand my weak skillsandcarry | O | O O[O | O
out a corresponding solution from teacher’s
comments.

3. 1can make use of the materials from other O|1010[|0]|0
textbooks and teachers to help myself practice
effectively.

4. 1will repeat some difficult sections meaningfully |[O | O | O[O | O

5. Iseta small target to myself in every practice with | O O | O | O | O
100 % attention.

6. 1will give myself remarks on careless mistakesin | O[O [ O | O | O
details.

7. I can maintain a regular practice for myself. O|10|00]|0

8. 1expect that every practice should be with both O(O|10|0|0O
deep and broad musical sense and judgement.

9. 1 make every practice as systematic as possible, OlO|100|0
especially before real performance.

10. I take a photograph of the scores in my mind to OlO|100|0
help myself play from memory.

11. I will pay attention to the contour of the melodyin | O |O [ O | O | O
helping myself playing from memory.

12. T chant out the melody or rhythm in practice. O|O[O(O|0O
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Part 4 — Demographic Information*

Age [] Below18 [ ] 18-21 [ ] Above2l

Gender [] Male [ ]| Female

Programme [J]BEd []CAC [] BME

Year(s) [ ] Final [ ] Non — final
Major [ ] Keyboard [ | Brass [ | Percussion [ | Woodwinds
Instruments# | [] Strings [ firgz [ 388 [ ogiE [ g
Duration of Study: ~ vears
Name of instrument:
Second (optional if any)
Instrument(s)

Exam level [ ] Grade 8 or below [ | ATCL/ DipABRSM [ | LTCL or above

Do youhave |[ ] Yes [ ] No

public Ifves, [ | 1-2times [ | 3—4times [ | 5timesorabove
performance Specify the details (optional ):
before ?

*Tick the appropriate
# oo S G L X AN

ke ke kR ke ek R ok ek R ke ek ok sk ek ksl ke ek ok sk ek R ksl s ek ek sk ek e e e e ke e o

Please note vour willingness for further interview with us by leaving vour phone no.!

DL TRERESEENG MO EHE |

B OBE / OFTHESHEHEBWRGM -

WIREE 2 B - 8T R TS s

~End~
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Appendix 2 — Statistics (Questionnaire) Percentages

Part 1 : Belief of practice — performance relationships

42 (67)

1 2 4 5 6
1 2% 4% 8 % 44 % 32 % 10 %
2 0% 6% 6% 22 % 40 % 26 %
3 2% 2% 4% 30 % 38 % 24 %
4 2% 0% 10 % 34 % 36 % 18 %
5 2% 2% 6% 32% 32 % 26 %
6 2% 0% 12 % 32% 30 % %
7 2% 4% 8 % 34 % 40 % 12 %
8 0 % 6% 8 % 36 % 38 % 12 %
9 2% 2% 14 % 34 % 42 % %
Part 2 : Stage Fright Symptoms
Y N Y N Y N N
8% 92 % 22 % 78 % 46 % 54 % 8% 92 %
nausea diarrhea sweating headache
Y N Y N Y N Y N
10 % 90 % 44 % 56 % 44 % 56 % 66 % 34 %
dizziness self — blame dry mouth panic feeling
Y N Y N Y N Y N
64 % 36 % 28 % 72 % 38 % 62 % 82 % 18 %
fear of failure distraction shortness of breath heart — beat
increase
Y N Y N Y N Y N
56 % 44 9% 26 % 74 % 24 % 76 % 26 % 74 %
shaking exaggerating change of sleeping negative to life
habit
Y N Y N Y N Y N
32% 68 % 48 % 32 % 46 % 54 %
decreasing thought blockage body stiffness
concentration

i B4l F5F -

B A
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1 2 3 4 5
1 0% 0 % 36 % 48 % 16 %
2 0% 4 % 32 % 48 % 16 %
3 2% 8% 30 % 54 % 6 %
4 0% 0% 14 % 68 % 18 %
5 2% 6 % 32% 46 % 14 %
6 2% 12% 26 % 46 % 14 %
7 2% 22 % 44 % 26 % 6 %
8 2% 2% 28 % 62 % 6 %
9 0% 6 % 24 % 62 % 8%
10 14 % 16 % 22 % 38 % 10 %
11 2% 4 % 24 % 60 %o 10 %
12 0% 8% 26 % 60 %o 6 %
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Appendix 3 — Interview Questions

1. In - depth inquiry to 4 highest ranking symptoms
(fear of failure — 64%. Panic feeling — 66%, shaking — 56 %, heart beat increase —
82%)
2. double checking of their scoring to their practice strategies by Scale 1 — 10 by
showing them appendix of part 3 in the questionniare ?
[4]1 will repeat some difficult sectons in order to make a meaningful progress —
86%
[7] 1 can maintain a regular practice for myself — 32 %
[10-12] Photographic mental rehearsal, contour of melody, chanting — 48/70/66 %
Follow-up question: do vou think how possible these strategies can help
alleviate vour stage fright symptoms? Why
Follow-up question: how do you explain such action discrepancies?
(when vou strongly agree to “Practice makes Perfect™)
Follow-up question: In what circumstances?
3. Although you agree to most beliefs of “practice makes perfect™, it is not as strong
as researcher expect. Does expectation exert pressure to your symptoms? What are

vour expected performance outcomes?
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4. Do you think stage fright is affecting yvour effective performance outcome?
Explain briefly. At the same time, do you agree that “perfectionism™ means the
fully achieved expected outcome instead of technically perfection? Also, do vou
think, in order to perform with stage fright — free, practice (that mentioned in the

appendix) 1s the imtial starting point?

5. How often do you use the following strategies? (Scale 1 — 10)
a. Finding trustful partners for the virtual audience

b. mock performance

¢. mindful practice to negative thoughts in leisure time

d. Treating performance like lesson or vice versa

e. others:
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Interview Transcripts

finterview 1 : Male (7|72(9(7(417]3|5)

Researcher :

Interviewee :

Researcher :

Interviewee :

Researcher :

Interviewee :

Based on our findings from questionnaire, [ would like vou to

describe in details to the following symptoms based on vour

personal experience, which are fear of failure, panic feeling, shaking

and heart beat fluctuates, you may say it in any order.

Fear of failure is always there. | worry most about the pitch

accuracy rather than loss of memory. For examples some technical

issues like high pitches, big leaps, wrong pitches etc.

Can vou talk more about panic feeling to performance ?

Normally shaking bow, which 1s a kind of panic phenomenon to

strings player. while playing will affect the timbre and tone color of

music. When the panic feeling starts, it cannot stop.

Can vou specify the time that these panic feeling occurs (i.e.

on-stage or off-stage) ?

There is no a clear — cut time to these feeling. Sometimes the

mistakes occurs during the performance will trigger while

sometimes the panic feeling relieves after the warm-up exercises are

done. It depends much on the difficulty of the pieces and physical




Researcher :

Interviewee :

Researcher :

Interviewee :

Researcher :

Interviewee

Researcher :

Interviewee :
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status on the day of performance. The most stressful situation may

be the beginning of the piece is very difficult that unable me to

warm up.

Do vou agree that technical problems mainly affect vour panic

feeling ?

Sure, performing art requires high technical quality as well as the

comments from audience that stresses the continuing quality of

performance.

Do you think these of yvour expectations will stress vour fear of

failure ?

Fear of failure is not a big problem to me. Rather than, I do care

much about how audience feels especially I hate making so many

mistakes in front of the audience.

Can vou talk a bit more about heart beat increase?

It mainly occurs before on — stage performance. It will disappear

when my performance goes smoothly on stage.

Do vou think how the above-mentioned practice strategies can help

vou alleviate the stage fright svmptoms?

Repeated practice in difficult sections will make me more confident
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Interviewee :

Researcher :

Interviewee :

Researcher :

Interviewee :
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on stage. Regular practice maintains physical strength such as

fingers flexibility etc. that makes me control well on stage.

Photographic memory is not my cup of tea. [ memorize the piece

relving on the melody and regular practice. The capture of the score

does not help me anything.

Can you talk more about how to maintain your practice ?

Ideally 3 — 4 hours is reasonable for a day while 8 — 9 is not suitable

to our body.

How do you explain that you do not give yourself full score to your

practice strategies in general ?

Realistically, performing art is not the major in my study. I have to

take care of minor courses, pedagogy courses ete. Especially at

times when assignments come to deadline, it is impossible to ensure

regular practice or 3 — 4 hours of practice. Also when I have to

practice my ensemble piece, | will distribute less time to my

individual piece.

What is vour expected performance outcome(s) ? Does expectation

exert pressure to you ?

Expectation certainly will increase pressure on stage. It depends on




Researcher :

Interviewee

Researcher :

Interviewee :
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what you expect, if a person expects for technical perfectness every

time on stage and this may not truly help the performance. I would

think that if vour expected outcomes have been customized in vour

practice and your performance will be more natural and less

anxious.

Do you mean that what you aim at practice will guarantee your

performance ?

If T am fully aware of my quality of practice that I improve myself

step — by — step to realize my expected outcome, I feel less guilty to

myself even though my performance is not as good as [ want. In

short, I still aim at a certain standard of practicing.

Do vou think that stage fright is currently affecting vour expected

performance outcome ?

[ believe that stage fright is affecting to many people. Unlike sports

activities, performing art requires high level of accuracy. Any stage

fright symptoms happening on stage will immediately affect your

accuracy performance. Although you can master the basic

requirement of the pieces, it is impossble to let you fully involve

into the enjoyment of performance under stage fright situation.
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As vou agree to “practice makes perfect”, what does “perfect” mean

to you ? Is it a kind of realization to your expected performance

outcome 7

[ agree to your point. Perfection is an infinite progression to a

performing musician. It 1s ideal that if [ can accomplish my expected

outcome.

Interview 2 : Male (9] 7|28/ 7/10] 10| 10] 6)

Researcher :

Interviewee

Based on our findings from questionnaire, [ would like yvou to describe

in details to the following symptoms based on vour personal

experience, which are fear of failure, panic feeling, shaking and heart

beat fluctuates, you may say it in any order.

I have a lot of public performance experience. I would like to divide it

into two domains: individual and band. Two kinds of performance

practice both make me nervous before stage. However, each of it is

different to myself. Normally, [ worry about memory loss and heart

beat increase before stage. However, the panic feeling differs from

individual and band performance on stage. While I am doing my

individual performance, my heart beat keeps moving rapidly on stage
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Interviewee

Researcher :

Interviewee
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and my memory gets loss very quickly and I even have unclear

forward sight unless I rely on my muscle memory. [ know that this is

an inevitable failure and alwayvs out of control on stage. It feels better

when [ am playing music in a band setting. [ enjoy pretty much after |

get a short panic feeling. It drives me to a more successful

performance.

[ agree that you have more severe panic to vour individual

performance. How about when vou finish the individual performance?

Is that feel better?

When I finish my individual performance, I have a strong depression

feeling and vice versa for band performance. After the group

performance, I feel so successful and enjoyable.

Do vou think how the above mentioned practice strategies help

alleviate vour stage fright symptoms ? Can vou explain why ?

Actually band performance does not bring me much stage fright.

have basically used all the strategies as stated but stage fright stll

cannot be rootly eliminated. You are still able to get a memory loss

even though yvou pay 100% effort to skill up the memory and technical

problems. I wonder whether such an inevitable fault is a sign of
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Interviewee :

Researcher :

Interviewee :

Researcher :

Interviewee :
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inconfidence. The fear cannot be explained with any reason and . to

myself, tackled with feasible solutions.

Do vou really think that stage fright is an inevitable obstacle to you ?

[ do think we need some practice with certain amounts of audience

around us that train us not to be so nervous playing in front of the

audience. [ have heard of some suggestions saying that you open the

door in the practice room so that people walking aside can hear your

music. [ have never tried this because I am afraid of this but it may be

my forthcoming solution to my fright.

Do vou think vou can absorb the experience and mental rehearsal that

used in band performance into individual performance ?

No

Let’s talk about maintaining regular practice.

Maintaining regular practice require a continuing habit. You cannot

suddenly play 8 — 9 on the day before the performance. Practice is

somehow related to sleeping. Somethings vou have played before

sleeping can be kept after vou wake up. Sleeping cannot help you

memorize if you practice too much. Sleeping helps much anyway.

Habituality 1s important that built from regular practice.
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Let’s talk more about the mental rehearsal strategies.

[ would prefer playing from memory but I do not prefer photographic

memory. Rather than, I would memorize the melody and note down

the chord. I would hymn the melody in my heart during performance

and | even whisper the melody if available.

Does your expected perfm'mance outcome exert pressure to your

symptoms ? What are your expectations to vourself ?

It depends on whether the expectation will give myslef too much

pressure though I would think that suitable pressure is needed for

better performance. The pressure on band performance will turn into

excitement and better memory. Little pressure is a motivation to a

desirable outcome. When 1 am doing my individual performance, I pay

much attention to technical details such as dynamics, pitches etc. that

does not help relieve pressure. I would not be so excited even I try so

best to play all notes correctly.

Is it about the nature of expectation ? (i.e. individual performance

requires higher accuracy ?)

Accuracy are important either in individual or band performance. It is

more important that how many of public performance experience
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accumulated, especially in front of the audience. In band performance,

[ feel not so stressful if my friends are accompanying with me while

on the stage.

Do vou think that vou apply different practice strategies to individual

and band performance?

Quite similar, band performance requires much musicianship and

collaboration skills as well as individual ability while individual

requires a lot of technical skills

Do you think that your mindset to individual and band performance

are quite different from each other ? Or would you see band

performance as a kind of enjoyment instead of a mission ?

Exactly, I feel pressure on individual performance because I just take it

as an assignment but for band performance it is really an enjoyment to

me. | feel that I would like to share my music in band performance.

What a perfect performance means to vou, as you agree to the

statement “Practice makes Perfect”™ ? Do you think that perfection here

means technically perfection ?

| believe that every musician are able to demonstrate their own style

and uniqueness on the stage, which is always expected by audience
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and different from listening to CDs recording. It is perfect to myself if

[ can share my music and message with audience successfully.

Technical errors are rather minor to me because music should not be

confined to accuracy only. Technical perfection to me is customized

agreement made by the former musicians but I would think we should

have our own thoughts to music and share it to audience. Furthermore,

adequate practice does not mean to guarantee a desirable performance

because they are not always positively related.

As you just mention “confidence” is also one of the factor making vou

nervous on stage. how would you explain this ?

This is a kind of external factor which does not really relate to how

you practice you music. However, practice more can strengthen your

confidence though practice covers a lot of aspects that we have

discussed before. (Special mention: brand of piano, types of audience,

number of audience)

Does stage fright still struggle you right now ?

Although I have very few individual performance right now, I would

be frightening again if I am asked to perform individually again.
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[Interview 3 : Female (8 |4 5/8/3 4|83 6)

Researcher :  Based on our findings from questionnaire, I would like vou to

describe in details to the following symptoms based on vour

personal experience, which are fear of failure, panic feeling, shaking

and heart beat fluctuates, you may say it in any order.

Interviewee :  Assume that 10 persons queening for the performance, I would be

more frightened if I am number & when the calling number comes

nearer to me. My hand feels cold and sweating. The body will

uncontrollably shake although I deem that is calm to me. I think this

is a bodily reaction. For some pieces stipulated in competition that

are well known to most audience or my teacher 1s among the

audience. I would expect judgment from teacher and I would care

how they think of performance. This gives much pressure to me.

When [ am practicing in the practice room, I would do conscious

practice to the estimated frightening thoughts ad pressures but it

does not help at all. Once I start playing on stage, it feels a little bit

better. In the middle part of performance, the body shakes less.

Furthermore, if the audience does not focus on me, I would not be

so frightened, such as piano accompaniment (my major instrument
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is piano). Individual performance is more frightening to me than

group performance (such as playing Chinese drums in the EQAUHK

Chinese Orchestra).

How possible the specific mentioned practice strategies can help

vou alleviate your stage fright symptoms ?

[f some sections are unachievable right now, it 1s even impossible on

stage. | would rather worry for some achievable targets in practice

that are failed on stage.

Do you think repeated practice to difficult section can resolve your

stage fright problems ?

Repeated practice can only bring a half of effect. Some difficult

sections cannot be tackled with repetition, such as teacher teaches

me to use different rhythmic patterns to practice a C — major scale.

In other words, to tackle a problem, I am taught to seek for different

domains that help me overcome the learning target. Repetition on

the same thing does not work anyway. Repetition with meaningful

aim does work,

However, does this kind of strategies help much to vour stage

fright ?
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[f difficult sections are all resolved, my stage fright will be better.

How about maintaining regular practice ?

Initially I agree, but afterwards I find it not much helpful to my

stage fright. Memory loss are at sudden on stage even though I

prepare very well.

Have you asked vour teachers or yourself why this happens to vou ?

Yes. | would like to say that [ only rely on physical memory and I do

not remember the piece meaningfully therefore I do not know why I

get lost. I do admit that consolidated and meaningful memory can

help when vour body does not coordinate well under stage fright.

Is it related to photographic memory skills that vou use ? Or

physical memory makes vou feel playing like automatic or by

probability ?

Not quite, physical memory still requires me to understand the piece

but not thoroughly. It largely concerns the probability of success on

the stage.

How do vou explain for your difficults facing in maintaining regular

practices when vou give vourself 5 marks in this category ?

[ live in the residential hall but I still face a full booking in the
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wenger room. It would be better if [ come back home more because

the piano in my room can always remind me to have regular

practice. | come back home at Saturaday but [ always feel tired and

then I leave home on Sunday. Academic works are always prior to

my practice. If I have very short time to prepare my performance, |

have to find shortcuts anyway.

As I find that many people expect for perfection in the performance,

what do you expect to your performance ?

Certainly I would try as perfect as [ can, for example prevention of

wrong notes, musically playing with well — controlled dynamics and

pedaling. I think that everv musician should understand their role in

every performance. If T am an accompanist, [ will try my best to

interact with my partner. If  am a plaver in the ensemble, I would

understand my part well and do the best [ can. I think these

adherences are the meaning of perfection to me. To me, I do not

want to bring any trouble to others because of my faults and lack of

preparation.

Do vou think what you mention is a responsibility being a musician

and this may bring you stress ?
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Yes, being a performing musician is always responsible to show

their best ot the audience, I would say this is a commitment to

myself.

Do vou think that stage fright is now struggling vou so much ?

Now feels better actually, and teachers help me a lot. Frankly, there

are less recitals now so I do not worry much about stage fright. My

teacher encourages me to gain successful experience from different

competitions. I claim that it is important to absorb successful

experience.

How about unsuccessful experience ? Does it also help ?

From successful experience, I would appreciate myself for tiny

accomplishment when I give myself a small target every time such

as manner, no wrong notes etc.

Do you think failure can motivate you to do better next time ?

There is no a clear cut to me whether failure is absolutely negative

to me. More importantly, I need someone reminds me always that

failure can still give me some insight although I would still recall

failure when I am having stage fright However, I would prefer to

accumulate more successful experience to overcome failures. In




Researcher :

Interviewee :

Researcher :

Interviewee :

P. 61 (67)

short, the number of success should more than the number of

failures.

As vou agree to “Practice makes perfect”, what “perfect” means to

you ?

[ am still struggling how to be perfect according to what the scores

tell me. However, | would like to say that communication skills

through music is more important because this is the truth of

performing art. Scores are just reference for your technical

preparation. The struggling mindset still roots in my mind right now.

[ would hope that this mindset can be eliminated latterly.

Do vou think stage — fright — free can be achieved by doing 12 items

of practice strategies that listed out on the appendix or these are your

starting point to improve your stage fright ?

I do not agree that these strategies can fully resolve my stage fright.

Psychological factors still occupy a key position.

interview 4 : Female (9651019810 8] 7)

Researcher :

Interviewee :

Let’s talk about the fear of failure on stage.

Before going onto the stage, my body shakes because | know so many
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people will watching at me. When I am performing on stage, my body

also shakes uncontrollably no matter how I tell myself not to afraid.

My heart rate also increases.

How about post — performance ?

It is better and calmer after performance, still there is some little fear.

Is there any difference between you play percussion in Chinese

orchestra and solo performance ?

Yes, less anxious in group performance. I am still anxious in ensemble

performance because my fault will affect others. But, in the group

ensemble, the audience will not only focus on me so [ am more

relaxed.

Do vou think how possible these strategies can help vou alleviate stage

fright ?

[ thinking maintaining the practice is important. Better preparation

should calm me more in the performance. I think that the fear comes

from how bad my preparation (practice) 1s. In other words, if | prepare

well and 1 still make the fault, I will blame less to myself.

Let’s talk about repeating difficult section meaningfully. What do vou

think ?
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This also works. Every time of practice should show a little

improvement of the difficult sections. I have tried it successtul and it

does help alleviate my stage fright.

How about the mental strategies that mentioned in items 10to0 12 ?

Remembering the melody does help. I think the chanting out the

melody also works. Because when you sing out the melody, your brain

is memorizing it. [ will also sing in my heart on the stage performance.

How can you explain that vou cannot maintain well your regular

practice ?

It is difficult for me right now. It is quite difficult to arrange one or two

day practice for a week.

Most people believe “practice makes perfect”. Does this stress on your

performance outcome? What do vou expect to vourself in

performance?

The first thing is to avoid any technical errors. Also, focusing on what

you hear. For example [ would look carefully to the conductor in the

Chinese Orchestra. [ would also remind or help other members if T go

sioothly. These don’t give me any pressure because [ think it is a

“must — do”.
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Do you think stage fright is still struggling you?

Stage fright does not affect me much right now. For example if [ want

to focus on my performance or stay focus to the conductor’s gesture,

stage fright would not scare me away from these. Normally, in my

controllable arena, I can mostly do 1t easily. However, stage fright

brings me mistakes. In my opinion, it is half — and — half situation.

What does “perfect” mean to you ?

It must be based on the ground of the formal requirements of the

performance. What you think does not necessarily match with the

formalized standard, it is just a proof of vour ability. I think the

expected outcome from the perspectives of audience would still give

me pressure.

To eliminate the stage fright, in what extent the above listed strategies

can help vou?

[ agree that these strategies are likely my starting point. I think I

should maintain more regular practice and understand more my

weakness with corresponding solutions. I have also thought of that

before. By doing these, I believe my stage fright will be improved.

Tell me more about the additional strategies that just mentioned.
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These will be done after the previous list of strategies have been

finished.

Interview 5 : Female (10 10 1[1[1[7]1]7]8)

Researcher :

Interviewee :
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Interviewee

Let’s talk more your stage fright symptom.

My heart beat doesn’t increase. However, my hand and leg shake very

seriously. As I am an erhu player, the performance will be greatly if

my hand shakes heavily. My concern of stage fright is my desirable

performance outcome will be ruined by the anxious reactions. I am not

worrying about the consequences of my performance failure. 1 do not

frightened anvmore after performance.

How do the above strategies can help vou alleviate the stage fright?

I believe that maintaining the practice more and more can help my

muscle memory that I can play it automatically on the stage even

though I am having stage fright. If my practice is not prepared enough,

these svmptoms will become the obstacles. Sufficient practice can

prevent any side effects from the stage fright svmptoms. [ would also

trv to engage myself to the appropriate emotion of the pieces

performed.
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[t seems you give very low score to the mental strategies mentioned.

Why?

Through repeated practice, | would memorize the piece automatically.

[ don’t need to remember it deliberately. My finger can have its own

muscle memory. Although | may memorize the melody successfully,

my finger’s memory can help me finish the performance even though I

can’t remember the melody anymore. The memorizing process is easy

and I have never rushed to memorize any piece except the etudes. |

have never spent very much time on memorizing the piece.

As we mentioned that so many people agree to “practice makes

perfect”, it 1s believed that perfectionism may affect ones expected

outcomes. What is vour expected performance outcomes then ?

My expected outcome is the standard equivalent to my usual practice

at least. However, it always 20 % off. So I would prepare 120% so that

I can achieve 100% standard. This will not give me any pressure. |

pursue a better practice instead of better performance. Although I think

performance cannot make me enjoy the music, technical skill is totally

required for a professional music. I hate performance but I love music

though because I don’t like being watched by so many people. I enjoy
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music but [ don’t like to show off to others.

Is stage fright still struggling you now ?

Every time shaking struggles me but the affect is decreasingly

undoubtedly. It depends on how much I care about the performance. If

it is important to me, [ would do more psychological preparation.

To achieve stage fright free, do vou think vou can do more by

referencing the strategies on the list ?

Practice is still more important. Training of performance such as mock

performance to others is also helpful to me. I will find anyone to be

my virtual audience. If someone who have not listened to my music

before, I would feel more nervous because I only have one chance to

perform in front of him. Only maintaining the practice is important for

me and others are subsidiaries.
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