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BMPF7103 Independent Study Module – Timothy Robert Whiting – January 21

1. The Portfolio
Introduction and Rationale

I recently took the post of Head of Music at a theatre school offering private education for individuals of sixteen and above wanting to obtain a BTEC or Degree qualification in Musical Theatre Performance.   I immediately observed students of all ages suffering from anxiety before and during performance.   They were trembling, forgetting lyrics, sounding choked and even crying during audition and performances.   I observed technically accomplished, intelligent students completely regressing under pressure and failing assessments because of this condition.   Hours of technical singing tuition was erased instantly upon this condition taking hold, leaving a visibly upset, often angry and frustrated student.   At the time of writing, there is global pandemic taking place.   I also believe that there is a silent pandemic taking place in our theatre schools, rehearsal rooms and performance venues – Performance Anxiety.   

During this assignment I will conduct a detailed study into Music Performance Anxiety.   Music Performance Anxiety (MPA) describes a particular state of arousal, exhibiting somatic, cognitive and behavioural symptoms, which occurs when musicians present themselves before an audience in performance situations (Spahn, 2015).   Even in the early stages of my research, I have found that MPA is far from a rare condition.   In a study of two thousand, five hundred and thirty-six orchestral musicians in Germany, approximately ninety percent indicated that they suffered from MPA (Gembris & Heye, 2012).   While this is by no means an exhaustive study, this begins to highlight MPA as being a widespread consideration.

Much of the literature and resources detailing MPA is centred around Professional, Classical musicians.   In fact, there is little to no research and literature available which centres exclusively around students studying Musical Theatre at degree-level.   There is a clear need for more research to be done in this area not just for myself and my own teaching but for the industry as a whole – not only locally but globally.   Skoogh and Frisk (2019) write that “an urgent responsibility lies therefore within the conservatory to critically address these issues”.   Based on my recent experiences, it is clear that there is an obvious and urgent need for this research and education.

Through this Independent Study module, I will lay the foundations for further research in the field of MPA, particularly pertaining to students of Musical Theatre.   It is obvious that the study of anxiety and other disorders is beyond the skill set of a music teacher – however with guided support from experts in the field, I am confident that I can research and deliver Performance Anxiety sessions that will be extremely valuable to my students.

Planned Programme of Study

Aims and Objectives

The aims of this project:

· To commence my own research on the causes and effects of MPA.
· To widen my own understanding of aspects of MPA.
· To obtain a detailed understanding of MPA so that I am able to begin to formulate methods of coaching and assisting my students who are suffering.
· To re-evaluate my own methodology of conducting a Literature Review with a view to finding new methodologies which will in turn lead me to discover more research.

The objectives of this project:

· I will initially carry out a Literature Review to establish current research and findings relating to MPA.   I will explore mediums including, but not exclusive to, books, journals, websites and articles.

· With the help of my tutor, I will contact industry professionals to establish relationships with individuals with whom I can discuss research.

· I will evaluate the relevance of texts which do not relate specifically to Musical Theatre and disregard those which are not helpful at this moment.

· I will not only use this information for my own personal teaching but will be mindful of the possibility of developing a training programme for staff as well as coaching students.


Gant Chart / Timeline
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	Late registration for course.   Decide on topic of study.
	
	
	
	
	
	

	Meet with Tutor to agree subject and approach.
	
	
	
	
	
	

	Aims and Objectives decided and formalised with tutor.
	
	
	
	
	
	

	Literature Investigation

	
	
	
	
	
	

	First study submission

	
	
	
	
	
	

	Time for edits and re-writes

	
	
	
	
	
	

	Final submission date Jan 15th 2021
	
	
	
	
	
	





Literature Review Process

In undertaking this literature review, I will be gathering research from two very different areas.   Hart (2014) writes that ‘Nearly all subject areas have their own distinctive intellectual traditions, key authors, works and styles’.   The field of psychology is fully regulated and standardised – according to the National Careers Service website (2020), one needs to complete a three-year degree in psychology accredited by the British Psychological Society (BPS) followed by a three-year postgraduate doctorate in clinical psychology in order to become a clinical psychologist.   The industry is regulated by the Health & Care Professions Council who lay out clear standard of proficiency for their practitioners.   In stark contrast, although there are voluntary associations and organisations with which Singing Teachers can register, there is currently no mandatory training requirement for an individual to market themselves as a singing teacher.   Research from psychologists will contain information from a scientific perspective whereas research from musician colleagues will contain a mixture of scientific and empirical information.    There is also a fair quantity of commercial material which is largely empirical which I will disregard for the purpose of this study.   This empirical research may be useful when applying complex psychological theories further into the project, but I am initially concerned with keeping my research scientific and peer reviewed.

It is important to retain the focus of this literature review and not be led to explore the wider psychology or other issues, commonly known as ‘falling down a rabbit hole’.    Therefore, I will focus on answering the following questions in order to extract relevant and useful information only:

· What is MPA and which aspects are relevant to Musical Theatre performance training?
· What are the symptoms of MPA relating to Musical Theatre performance training?
· Can the Musical Teacher (non-psychologist) play a part in the treatment of MPA?
· What are the current treatments for MPA?
· Safeguarding - will this research ‘trigger’ students with current mental health conditions?

My current teaching practice is centred around the training of Musical Theatre performers at BTEC and degree level.   Snyder (2019) writes that “building your research on and relating it to existing knowledge is the building block of all academic research facilities, regardless of discipline”.   My initial observations are that much of the literature is focused on classical musicians and classical singers.   A large part of this process will be analysing this information and deciding on content which is transferable and content which is specific to instrumentalists.   

My ultimate aim is to further my own knowledge of MPA while considering whether it is possible to treat or coach students on how to deal with this in their own studies. 

Critical Reflection on The Learning Process

Upon commencing this Literature Review, I was aware that MPA was a real and relevant phenomenon and I surmised that I would unearth a small amount of literature on the subject.   As I progressed through the study, I was able to discover more and more literature and research relevant or applicable to MPA, albeit pertaining to classical instrumentalists.   Lehmann et al (2007), Williamon (2004) and Lederman (1999) all presented relatable research although it pertained to classical musicians and not Musical Theatre performers.   As my studies continued, I seemed to find less and less pertaining to Musical Theatre performers which reinforced my rationale and reasonings for undertaking further research in the area.   

In my own practice, I had unknowingly been using Schon’s (1983) ‘Knowing in Action’ model.   I was using ‘intuition’ and my fifteen years of ‘experience’ to identify patterns of behaviour and instruct the student on ways that I felt they could overcome their anxiety toward performance.   Overall, this had a variable effectiveness rate in my teaching and I fell into patterns akin to Schon’s (1983) ‘reflection-in-action’ whereby I was considering the situation further but still acting immediately and not reflecting on the session when the student had left the teaching studio.   I found my teaching became inconsistent yet stagnant and I was experiencing ‘good’ teaching days and ‘bad’ teaching days.   Not long after beginning this project, I began to develop my reflection further – moving towards Schon’s (1983) reflection on action.   I found that rather than following intuition or my own individual experience, it was far more effective to make notes during the session and revisit at a later time.   I found very quickly that I was able consider the material that I was discovering through research and apply theories to trends and patterns of behaviour that I was observing in the teaching studio.   Again, I found my reflective learning patterns inadvertently falling roughly in line with another theorist, this time it was Kolb (1983): as well as having the experience (Concrete Experience) and reflecting on that experience (Reflective Observation), I was researching and learning from the experiencing by applying that research to what had taken place (Abstract Conceptualisation) and then using this research to influence what I did on return to the teaching studio (Active Experimentation), where the cycle begins again.   I found aligning my teaching style to this model extremely helpful and I intend to continue in this fashion.   

2. The Assignment:

“Performance Anxiety is first and foremost a valuable ally” (Kruger, 1993)
A Review of Literature exploring Performance Anxiety in musicians

This independent study will explore relevant literature pertaining to Performance Anxiety.   Initially, that will include literature detailing Performance Anxiety relating to athletes, instrumentalists and classical singers although, as the research develops, I hope to be able to discover research relevant to my current teaching practice in Musical Theatre.   While I am an educator with experience in teaching, performing and coaching, I currently hold no experience or qualification in the field of psychology or any aspect pertaining to anxiety.    The main aim of this project is to deepen my knowledge and awareness of Performance Anxiety while being aware that the study of generalised anxiety disorder is beyond the scope of this study.   Authors and articles may be referred to but not explored in detail at this time.
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Description automatically generated]With a dangerously wide array of potential literature, I will work using Rolfe’s Reflective Model (2002).   A rather simplistic model, it is based around three questions.   The What? will allow me to discover research and authors unfamiliar to me.   So What? is an extremely important stage – one where I will decide how much of the What? research is relevant to Musical Theatre.   The Now What? stage is the final stage where I will translate these findings into practical applications within the teaching studio. 

Papageorgi (2014) writes that “Many musicians develop their love of music and passion for an instrument before considering how equipped they are for dealing with public performance”.   Music Performance Anxiety (hereon referred to as ‘MPA’) has been defined as the “experience of persisting, distressful apprehension about and/or actual impairment of performance skills in a public context, to a degree unwarranted given the individual’s aptitude, training, and level of preparation” (Salmon, 1990).   One of the reasons that an individual may choose to enroll in a training course spanning multiple years is to learn and hone performance skills in order to pursue a career as a professional performer.   It is accepted that an “expert performer can be conceptualized as a person who consistently demonstrates exceptional levels of performance compared to other individuals of similar ages and experience” (Papageorgi, 2014).   It is therefore concerning to discover that even successful musicians struggle with MPA, despite many years of training and developing a solid technique.   This “attests to the fact that it is fundamentally unwarranted; that is, it does not stem from being untalented or unequipped to perform.” (Lehman, Sloboda and Woody, 2007).   Wilson et al (2012) affirms that “performance anxiety is clearly a problem of some magnitude, and it is not restricted to the inexperienced amateur.”   Ely (1991), Papageorgi (2014) and Salmon (1990) all state that MPA affects musicians and performers at all stages of their career.   Ely (1991) affirms that due to the triggers of MPA being situations and events, it is categorised as a social anxiety, which is echoed by Kenny and Osborne (2006) who write that MPA “may share commonalities with social anxiety and its extreme form appears similar to social phobia.”   At the time of writing, (January 2021), the UK is experiencing another national lockdown which has followed ten months of live performances being largely prohibited under strict new law.   It remains to be seen, upon reopening of music venues and theatres, if performers are desperate to perform once more or whether the effect of this social exclusion and lack of performance opportunities will make performing even more difficult, potentially crippling careers.    

It seems that one of the driving fears of MPA for performers is being viewed in a negative light by others.   Wilson et al (2012) tells us that “human pride is apparently such a powerful motive that the fear of humiliation or disgrace can produce a … degree of emotional panic.”   Hollandsworth (1990) confirms that being in situations that could lead to being embarrassed or humiliated are part of the condition.   He also suggests that being in the presence of individuals who may evaluate or judge your performance are a major part of the anxiety.   Auditions and Performance Assessments therefore are the perfect storm of this fear of humiliation combined with social inferiority.   

The level of anxious arousal prior to performance is heavily discussed.   It is widely accepted that although over-arousal can be detrimental to the performance, there is also a risk of being under-aroused which can lead to a lack-lustre performance (Papageorgi, 2014).   All authors seem to accept that “when anxiety is controlled and kept within reasonable levels, it can be beneficial” (Papageorgi, 2014) and it is universally acknowledged that “a little apprehension or a healthy surge of energy in these situations is perfectly normal.” (McGrath et al, 2017).   Papageorgi states (2014) that “a number of students have supported its adaptive effects, such as preparing the body for the demands of the forthcoming task, increasing motivations and improving concentration”.   There is a differentiation made between adaptive and maladaptive arousal and Papageorgi goes on to list adaptive arousal:

· improving concentration and stamina
· making the performance special
· confirming motivation to do well
· improving performance quality
· signifying a passion for music  

Whereas maladaptive arousal has the effect of:

· decreasing the quality of playing
· reducing the enjoyment of playing 
· increasing tension
· decreasing control over the body
· damaging musicality/expression
· contributing to experiencing physical problems
   
Kruger, McGrath and Papageorgi all agree that some arousal is necessary to perform well and discuss an optimal arousal state.   Kruger (1993) clearly states “Performance anxiety is first and foremost a valuable ally”.   The widely used image for this ‘optimal arousal’ state is based on the Yerkes-Dodson (1908) inverted U graph.
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However, it is important to understand that this concept is based on generalised anxiety and not the precise motor actions that a musician needs to perform.   “The same bodily changes of arousal that are facilitative for some people can be debilitating symptoms for others” (Lehmann et all, 2007) does suggest that although much of the research can be transferred from sports psychology and other general anxiety studies, not all of it is relevant to musicians.   Williamon (2004) writes that “increasingly…researchers are forging cross-disciplinary collaborations” between the fields of sport and musical performance.   Indeed, even within the realms of musical performance, the optimal arousal state may vary from one musician to another.   For example, a rock drummer may perhaps need more arousal than a baroque violinist due to the nature of their actions required in performance.   Lederman (1999) draws similarities between sporting athletes (using macro muscles) and musicians (using micro muscles).    Despite obvious differences in the muscles used for performance, he concludes that “mental training techniques used in athletic training can be applied with very little change, if any, to the practice and performance of music”.   Robson (2006) is clear to state that ‘while techniques and approaches to psychological consulting are similar to working with performing artists, there are definite differences that need to be considered when comparing a vocalist to a quarterback”.   It is clear that due to the smaller motor gestures that a musician makes in order to perform that there will be a lower threshold of tolerance for this arousal than sportspeople.   Thomas (2014) states that “individual singers should be aware how much or little arousal the require to perform well.” and Miller (1996) discusses the dangers of “insufficient muscle engagement” and affirms that “it is simply not the case that the body is in a state of relaxation [when performing].”             

Among professional, adult musicians, incidences of MPA seem common.   Lehman et al (2007) estimate that around fifty percent of performing musicians are affected and Van Kemanade et al (1995) surveyed orchestra members with fifty nine percent reporting past incidences of MPA.     In a study of two thousand, five hundred and thirty-six orchestral musicians in Germany, approximately ninety percent indicated that they suffered from MPA (Gembris & Heye, 2012).   However, McGinnis et al (2005) only find between fifteen and twenty five percent of their study has experienced MPA and Ely (1991) asserts that “every public performer…suffers from some degree of performance anxiety.”    

In terms of student musicians, Shoup (1995) found roughly fifty five percent of high school music students reported suffering from MPA, Wesner et al (1990) reported that sixty one percent of students and faculty members at an American music school suffered “marked” or “moderate” distress when performing.   Juncos (2015) estimates the prevalence of MPA to be between fifteen and twenty five percent of students but also cites Steptoe and Fidler’s (1987) work which suggests that due to their younger age, university students may suffer more severe MPA than professional musicians.

There is slight disagreement between researchers relating the prevalence of MPA to gender.   Wesner et al (1990) state that MPA is more prevalent amongst female performers whereas Van Kemanade et al (1990) find an equal prevalence in both sexes.   The general consensus is that MPA is more prevalent in females, with Hunnicutt Winter and Winter (2011) stating “there is significant data to show that women have substantially more generalised anxiety than men.”   Brizendine writes extensively on the subject and explains “because of her highly responsive stress trigger, a woman becomes anxious much more quickly than a man does.   This trait evolved to allow her to respond quickly to protect her children.”   It is important to note that nearly all of the literature and research pertaining to MPA was published prior to the widespread awareness and acknowledgement of individuals who identify as non-binary.   No literature mentions individuals who identify outside of ‘male’ and ‘female’ and this is another potential area for research.      

Having realistic expectations is a theme that features prominently in literature and links to perfectionism.   Perfectionism is “an overconcern with small flaws and mistakes, with a tendency to focus on what’s wrong and discount what’s right” (Wilson et al, 2012).   Mor et al (1995) distinguish between self-orientated perfectionism – a high standard set upon oneself – and socially-prescribed perfectionism – a high standard set upon the performer by others.   Daubney and Daubney (2017) write that “students often feel that their performance has to be perfect to be of any value.” They go on to categorise two different strains of perfectionism.   Perfectionism strivings include setting high standards and enjoying striving to reach those standards.   However, perfectionism concerns involve setting unrealistic targets which cannot ever be met, potentially spiralling the student into depression.   Hunnicutt Winter and Winter (2011) clearly state that “this constant state of reaching for perfection leads to higher generalised anxiety which, in turn, leads to more MPA.”   Bemis and Barrada (2004) write that “perfectionism plays a large part in laying the groundwork for anxiety problems.”   Frost (1990) defines perfectionism as “excessive concern over making mistakes, high personal standards…” which fits with Barlow’s (2000) definition of anxiety as “a state of helplessness…because one is unable to obtain desired results or outcomes.   Lynch et al (1998) clearly state that “to be perfect is inconsistent with being human.”             

Although it is evident from this literature that there is no ‘one size fits all’ method, there are some general trends and theories that would be extremely helpful to students both in performance and in the classroom.   Exploring ‘optimal arousal levels’ would be a huge help to students and would perhaps go some way to them accepting, understanding and ultimately using these responses as part of the performance process.   This could be implemented through awareness-based workshops at training institutions.   Charles Miller (1996) talks of notions and understandings of breath support being antiquated and misinformed and I believe that MPA can be viewed in a similar light - current pedagogical approaches and attempts to supress MPA are largely driven by empirical advice not grounded in science and based on principles that are now out-dated and no longer relevant.   My rationale for beginning this literature review was based on my own empirical musings.   However, upon commencing this research it is clear that these are more than just musings but are in fact observations of researched, scientific phenomena.   In short, MPA is not simply a fad or an emotion – it is a documented phenomenon which can be studied, researched and a strategy for coping could be instigated.    It is clear that the antiquated ‘take a deep breath and get over it’, ‘man up’ and ‘relax’ instructions given by pedagogues and conservatoires are outdated, unhelpful and detrimental.   There is an unequivocal need for further research and education.   

Symptoms

Ely (1991) lists four major components to MPA as being physiological (increased, heart rate, sweating…), cognitive (thoughts and worries), behavioural (changing the way we behave and think to avoid situations) and psychological (how perceptions affect responses).    Thomas (2014) lists three symptoms of anxiety as being “physiological, cognitive or behavioural.”             

The physiological aspect of MPA is in many ways the most obvious and “common symptoms are excessive sweating, trembling hands, and a loss of concentration, but many others can occur” (Lehmann et al, 2007).   Riley (2012) states that “one of these physiologic symptoms alone can throw off even the most experienced performers.”   Lehmann (et al, 2007) states that “the physiological responses of performance anxiety are similar to what the body does when feeling threatened or afraid” and later goes on to explain that this feeling triggers what is commonly known as the “fight or flight” defence mechanism.   The brain in turn activates the sympathetic branch of the auto-nomic nervous system which instructs the adrenal glands to release adrenalin and other hormones into the bloodstream.   Appendix 1 shows how this effects the body.   Fredrikson et al (1992) also discuss a similar theory, liking this response to that of a phobia which triggers the body’s “emergency” system and releases adrenalin into the bloodstream.   These responses can be trigged, according to Beck and Emery (1985) by a number of stimuli:

1. Overestimating the probability of a feared event
2. Overestimating the severity of a feared event
3. Underestimating coping resources
4. Underestimating rescue factors

Maisel (2005) states that there are four main fears, all of which are relevant to modern performers – fear of the unknown, fear of loss of control, fear of strangers and fear of loss of love or approval.   

However, not all individuals are triggered at the same level – some individuals may have a “predisposition to perceive certain stimuli as threatening” (Arneson, 2010).   He then goes on to list two types of anxiety – trait anxiety and state anxiety, thus differentiating between musicians with an inherited or ingrained mechanism and those without.   Arneson (2010) later discusses Barlow’s (2000) model of anxiety which introduces a trio of vulnerabilities which can lead to the development of anxiety.   These are generalised biological vulnerability (hereditary), generalised psychological vulnerability (based on early experiences) and specific psychological vulnerability (associated with specific stimuli which is learned).    

Two other terms were found in literature which may apply to musicians.   “Blocking refers to the fear of losing technical control over diligently rehearsed motor functions.” (McGrath et al, 2017).   “Depersonalisation is the sensation of observing the mechanics of one’s functioning self in a sort of out-of-body way.” (McGrath et al, 2017)

MPA and singers

Singers have an additional, unique conflict – the battle between two parts of the psyche; the part that wants to express itself [and the] part determined to remain silent”. (Arneson 2010).         

Although outside of the scope of this literature review, it is key to point out that many of the physiological effects of anxiety arousal have a direct effect on the production of the singing voice.   Clarke et al (2020) write that “vocal and breathing mechanisms, required for performance, are negatively impacted when anxious”.   At vocal fold level, precise and controlled tension maintains pitch and tone quality which can be adversely affected by excess tension arising from anxiety.   Miller (1996) states that “the quality of voicing is dependent on what happens at the larynx [and] subglottically with regards to pressure and airflow” and refers to the singing voice as a “dynamic muscle balance” (ibid).     Equally, breath initiates vocal fold vibration (Sundberg, 1987) and any overpressure or lack of pressure can create detrimental effects in the singing voice.   If a performer is over-aroused and experiencing shortness of breath, this will have an adverse effect on the singing voice, Miller (1996) discusses unhelpful tensions induced in the hypogastric and epigastric/umbilical regions of the torso.   An interesting final thought from Miller (1996) is the statement that “no part of the body should be in a state of perceivable tension during the act of singing, but tonicity must be present”.   There is clearly a distinction between muscle tension and tonicity and this could be an area of further research.       
While there is a fairly wide variety of research relating to instrumentalists and MPA, there is a relatively small amount pertaining to singers and the unique issues that they face when dealing with MPA.   Doscher (1994) states that singing “involves the acquisition of a set of complex coordinated functions”.   Arneson (2010) writes that “the physical systems sustaining vocal performance are precisely likely to be disrupted by the excessive tensions that accompany performance anxiety.”   While the research relating to other instrumentalists is partially relevant to the education of Musical theatre performers, the fundamental difference between an instrumentalist having their instrument externally and a singer with an internal instrument cannot be ignored.   Afterall, a performer’s MPA may disrupt their interaction with their instrument but it will not disrupt the instrument itself or change its acoustic properties in the same way that a singer can disrupt the acoustic properties of their own vocal tract.   Arneson (2010) makes the point that although the fight or flight mechanism may have been around for centuries, singers today have very modern issues to deal with which are entirely new.   For example, body-image issues, issues of transport (fear of flying is common) and even the recent threat of Covid-19 were not around forty years ago.   With these new challenges comes the additional stress which can manifest itself in anxiety and what Salmon and Meyer (1992) refer to as “self-absorption”.   While these challenges are not exclusive to singers, the effects of stress on the vocal ‘instrument’ are well documented.   As such, a piano would not be affected by the constant threat of a pandemic in the same way that a singer’s vocal mechanism may be.   

Current treatments

Despite the research pointing towards MPA being a very relevant condition affecting student and professional performers, music institutions often “act in such a way as to aggravate this tendency in their students.” (Riley, 2012).   Conservatoires are known as being ‘performance hothouses’, creating highly pressured environments and encouraging regular participation and performance by their students.   Many of these performances are in front of their peers, teachers or established professionals in the industry.   The combination of the influential, often insecure student being regularly judged in such scenarios is the perfect storm for MPA.   Ely (1991) suggests that “understanding the components of performance anxiety and learning how to overcome their effects are important steps toward improving musical performances.”   Despite this, many conservatoires do not offer classes, coaching or education relating to MPA.     
       
Cognitive therapies feature prominently in MPA research.   Cognitive therapies teach the performer to replace negative thoughts with positive ones.   Ely (1991) speaks of replacing negative thoughts with positive ones and Emmons and Thomas (1998) affirm that “where your mind goes, negative or positive, your performance will follow”.   This is supported by Richard Miller (1996) who states that “no matter what the technical orientation or level of skill, a pessimistic singer is not a successful singer; mental attitude can make or break a career.”   Cognitive Behavioural Therapy features heavily in literature and Clark’s (1991) study found it to be hugely beneficial to musicians.   Hunnicutt Winter and Winter (2011) explain that treatment would most likely take the route of systematic desensitisation and cognitive restructuring.   They write that while there isn’t a universal treatment route for MPA, desensitisation has been exceptionally effective in the majority of cases.         

Moving forward from observation of emotion, acceptance is another theme in the treatment of MPA.   Arneson (2010) affirms that “if you accept your fear of performance, its power over you will be diminished.”   Daudney and Daudney (2017) also discuss labelling emotions as being helpful or unhelpful being unhelpful in itself.   Wegner (1994) suggests that supressing any emotion can cause that emotion to be intensified.   In turn, Baumeister (2007) states that intense emotions (the result of emotions supressed and intensified) have an effect on motor control.   This way of thinking aligns to the ‘New Wave’ or ‘Third Wave’ therapies (Kenny, 2011) which have emerged in the past twenty-five years.   In this time, “there have been developments in the cognitive behavioural therapies for the mood (anxiety and depression) disorders that have resulted in the inclusion of mindfulness and acceptance principles in cognitive behavioural interventions” (Kenny, 2011).         Mindfulness, with its roots in Buddhist meditation, “is a way of paying attention to present moment experience without judgement.” (Elliott, 2010).   Elliot goes on to list the benefits of mindfulness training as being “increased concentration, more focus and clarity, decreased agitation and reactivity, and a greater feeling of calm and ease.”       Of these Third Wave therapies, Acceptance and Commitment Therapy (ACT) has demonstrated efficacy on student vocalists.   Rather than supress emotions or thoughts, Acceptance and Commitment Therapy (ACT) “aims to increase psychological flexibility in the presence of unwanted symptoms by promoting mindfulness and acceptance of those symptoms” (Juncos and Markman, 2015).   Juncos published the first study detailing the application of ACT with a university music and recently Clarke et al (2020) published a study whereby ACT interventions were used with a group of six student vocalists.   The Clarke (2020) study concluded that ACT interventions showed encouraging results and laid the foundations for further work on the feasibility of incorporating such interventions into future music education courses.

Barry (1996) speaks of awareness being a successful way of dealing with MPA, where performers observe what’s happening but do not judge.   This relates to what Daudney and Daudney (2017) discuss as acceptance of emotions, which ultimately diminishes the negative consequences of these emotions and cites Gardener & Moore (2007).    Green (1986) discusses awareness instructions which “put students into an entirely different frame of mind”. 

Thomas (2014) speaks of imagery and mental rehearsal which has been used in sports for decades.   Riley (2012) states that “imaging is also the most effective tool available for mental performance preparation.”   
    
From a psychological perspective, this literature review may seem shallow and rudimental.   However, from a personal view this has given me an exceptional foundation from which to base further study.   MPA is clearly a multi-faceted condition with multiple treatments and it was beyond the scope of this literature review to explore them all.   Unearthing introductory information about each treatment method has illuminated many areas for further study.   The combination of anxieties and complexities pertaining to individuals clearly requires teachers to adopt a multi-faceted approach in order to coach their students successfully.   As music educators, we must not teach just tone, pitch and musicianship but we must also coach our students how to deal with the emotional response that is often triggered by performing and auditioning.   Arneson (2010) writes that it is the voice teacher’s responsibility “to recognise a particular student’s proclivity toward stage fright and to guide the student to a method for finding treatment.”   It is clear from this literature review that no single approach or technique will be appropriate for all students.   Despite the depth of study required to further understand anxiety, it is heartening to read that “while the voice teacher is not a therapist, he or she is capable of dealing with students’ mild to moderate anxiety in an educational context.”     

Conclusion and Application in the Teaching Studio

Performing in Musical Theatre will always induce anxiety.   The musical education system, based on hundreds of years of tradition, will always require performance under pressure.   Auditions will always be a part of a performer’s expectation alongside being judged in all aspects of their performance (and often aesthetic) by colleagues and ultimately, potential employers.   It is clear that these anxiety-inducing scenarios will always exist in the performance domain and I believe it fruitless to expel energy trying to alter this.   This study has led me to one word – acceptance.   It is clear that we as educators must understand MPA, its causes and symptoms but instead of coaching students to fight this anxiety, we must raise their awareness so that they can learn to coexist with this phenomenon.   

Through carrying out this study, I have become aware of optimal arousal levels and their relationship and importance to being successful in performance.   This is an area which I will delve further into with a view to creating awareness-based workshops for university students to explore their individual arousal levels and the effect that performing has on their own bodies.   

Although the various performing scenarios cannot be altered, it is clear that perfectionism plays a role in MPA.   On a very practical level, tutorials with individual students can include discussion around setting realistic targets and managing this perfectionism which can play such a crippling role in performance.

Although a full search of available treatments for MPA was outside the scope of this study (indeed, that is a study in itself), Acceptance Commitment Therapy (ACT) has emerged as a relatively new and potentially effective therapy which could be implemented within an education setting.   While it is evident that those involved in the coaching of students would need to undertake a certain level of research and understanding of ACT, it is also possible for this to be implemented in a studio setting without the need for formal psychological qualifications.   

It is my belief, building on the findings of this study, that a method needs to be developed that leads student performers to understand and accept MPA, thus rendering them psychologically flexible.   The success of this system would allow their technical training to be uninhibited leading to a student free to perform with musical and vocal flexibility, thus resulting in improved performance.   As educators, we must stop fighting MPA and allow it to become the “valuable ally” (Kruger, 1993) that it has the potential to be.    
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Appendices

Appendix 1 

How the Physical Changes of Arousal Translate into Physiological Symptoms of Anxiety (Lehmann et all, 2007)

	Adaptive bodily function
	Sensation felt

	Heart beats vigorously to increase oxygen supply to muscles
	Pounding chest

	Glands in the skin secrete perspiration to lower body temperature
	Excessive sweating, wet palms

	Lungs and bronchial airways open to supply more oxygen
	Shortness of breath

	Saliva flow decreases
	Dry mouth, lump in the throat

	Digestive system is inhibited as blood is diverted from stomach to muscles
	“Butterflies in the stomach”, nausea

	Pupils dilate to sharpen distance vision
	Blurring and focusing problems

	Muscles tense in readiness for increased physical exertion
	Tension, shaking hands, muscle tremors



Appendix 2

Emmons and Thomas (1998) Symptoms of Anxiety

	Cognitive
	Physiological
	Behavioural

	Indecisiveness
	Pounding heart
	Pacing

	Worry
	Profuse Sweating
	Actions getting faster

	Feeling overwhelmed
	Rapid respiration
	Actions getting slower

	Unable to concentrate
	Muscle tension
	Aggressive behaviour

	Attention deficit
	Dry mouth
	Angry behaviour

	Loss of confidence
	Trembling
	

	Forgetfulness
	Frequent urination
	

	Fear irritability
	Nausea
	

	
	Loss of appetite
	

	
	Sleeplessness
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