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A musician on stage

Introduction

There are many factors that can affect the intémpjosn made by a musician. The
words: nerves, pressure, insecurity, concentrastage fright, etc. are widely used

by us. Some even go on to become major concerns.

Some of the types of musical performance are: sbMith orchestra, chamber
music, orchestral auditions, competitions, recjtalencert as a member of an
orchestra, graded exams... In this thesis | haudiest what happens since the
musician begins to prepare a performance untilheegoes on stage (or just until
he/she starts to play for any audience) and whapdress also after the performance;
what the factors that affect his/her musical intetation are; and how the body and

the brain react when they are under big pressure.

Throughout my career as a clarinetist | have hadajportunity to experiment in
many different situations. Although | really enjphaying (otherwise, how I could be
musician), unfortunately not all of these experenevere pleasant, and this was
almost always caused by nerves or insecurities.thadrreason | decided to write
about this topic, as | wanted to know why | am al@tays able to play one hundred
percent. To do this | needed to study in detail omyn experiences so as to know
exactly what changes between when | am practiampvehen | perform for people,

and also in what situations the quality of my perfance is lower.

However, | intended not only get an exhaustive ymiglabout myself but also about
other musicians. This meant that | also held santexviews, with both professional
musicians and students, that asked among othegsthabout the preparation of a
performance, the differences between playing abrecert or at an audition, the
feelings after an interpretation which did not gellwor the point of view as a

member of a jury.

| have used the interview material to write a deston about the issues we care
most about, and have gained an overview of the mostmon strategies that
performers use in their daily lifes. With this infeation | have tried to draw a final
conclusion to help myself and others overcome $seids and remember that the

music is above everything else.
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How the nerves work

When a person, usually a child, decides to lealdag a musical instrument, he/she
does so because he/she loves music. He/she chawsastrument without really
knowing why and starts his/her career. But the i&that at that time he/she cannot

even imagine what to be a musician really means.

Of course, nobody tells beginners that they willen#éo be very strong to be able to
play in public, and still stronger if they want get a job as a player, even though
this is the reality. In my opinion, with rare extiep, a person who is mentally weak
will not be able to express what she/he wants wighinstrument when she/he has

some audience in front of her/him.

At the beginning of my musical life | always becanegvous when | had to perform
in public, but it was many years before | begarsde it as an inconvenience and
think a lot about it. My question is not how to al@etting nervous, because |
believe that some nerves help to bring the musie abut the big question is why it
happens to me and how to make it not affect mentaoh. In this way | can learn
how to stay calm despite the pressure | experiahtiee time, and still carry out the

performance without major shocks.

Fortunately for me, | am not the only person witls tconcern. This is a topic that is
often discussed and there are many debates abat iTimothy Gallwey, in his
book The Inner Game of Tennj<ites some of the most common complaints among

athletes, which can be translated almost litetallthe musical fielf for example:

- The problem is not that | do not know what to #e, problem is that | do not do

what | know!
- | play better during the rehearsal than during ttancert.

- | know exactly what | am doing wrong, but I can leaive that habit.

Lw. Timothy GallweyThe Inner Game of Tennfslew York: Random House, 1974).

2 W, Timothy GallweyThe Inner Game of Tenn{®lew York: Random House, 1974), page 23-24
(Spanish edition).
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- When | really effort to play a passage in the riglaty, | fail every time. When |
concentrate on one thing that | am supposed td fiwget another one.

- Every time | am going to arrive to the decisivenpaluring a concert, | get so

nervous that | lose my concentration.

- | am my worst enemy; it is usually me who makets| tfzal.

Most musicians have to face problems like thesa oegular basis, but it is not so

easy to learn to deal with them.

Because of this, firstly | am going to explain wivg get nervous, and to do this |
will rely on the bookBecoming an Orchestral Musician, A Guide for Aspri
Professionaldy Richard Davi§ chapter 6.

At worst, the worries of performing can lead to ysweating, to uncontrollable
shakes and panic attacks and to you even feelakg But nerves can also help you
to excel. The increased flow of adrenalin can mgwe into a higher gear and create

extra excitement and atmospHere

The first thing that a musician must do is to d@gmif his/her nerves are a reaction
to the stress of the performance or whether theycaused by having insecurities
about her/his playing. Only then he/she can knovuclwvivay he/she has to work.

Children generally do not get as nervous as adbésause at that age we do not
worry so much, are more carefree and everythingnsesasy and fun to us. But as
we mature and our technical skills grow, our awassmand the importance we give
to the difficulties increase as well. And in a wégcoming nervous is a natural

reaction to being the centre of attention.

% Richard DavisBecoming an Orchestral Musician: A Guide for AspiriProfessionalgLondon:
Giles de la Mare, 2004).

4 Richard DavisBecoming an Orchestral Musician: A Guide for AspiriProfessionalgLondon:
Giles de la Mare, 2004), page 112.
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In my career | have often been in the situationmwheould play, without problems,

a piece, a symphony part or the selected audigpartoire, in the days leading up to
the concert/audition, but then unable to do it mithmistakes on the big day. Also,
the exact same piece or repertoire then seems ¢agptay the next day. This does
not mean that we should downplay our performancésnstead we should learn to
separate the technical problems of our instrumedtjast play. For this we must

reach a certain level and fluency in the domaimasicality and on our instrument.

In case we feel that stress is because we thinkamenot play a particular passage
well enough, then perhaps practice is the key. Bykimg hard in an intelligent way
we gain confidence in ourselves and come to belibae we can play a passage

perfectly. This new confidence enables us to conquenerves.

One of the most effective strategies is to workhwite memory. Practicing the most
technically difficult passages slowly and withoobking at the score will help us to
understand better the harmonies and structureshat we are playing. Thus not
only can we better appreciate the music but alsdeuthe stress that comes during

a performance, the notes will then play themselves.

“You should have the score in your head, not yaadhin the score.” Hans von Biilow,

pianist and conductar

| remember one of my auditions during my highedss. | had to play th8olo de

Concoursby Messager. Towards the end of the piece theeefést passage that |

found quite difficulf.

® Richard DavisBecoming an Orchestral Musician: A Guide for AspiriProfessionalgLondon:
Giles de la Mare, 2004), page 115.

® Solo de Concour$or Clarinet and Piano, by Andre Messager, 1898itell by Daniel Bonade.
Southern Music Company.
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| had studied hard that part but could not playeitfectly and the day of the concert
| was concerned about it. | do not remember exaghigt mistakes | made during
my performance but | left the stage very angry.nflmy teacher at that time asked
me to write down on paper the things | thoughtd dane well and I thought | had
done wrong. At first | found it was a stupid ideachuse | really thought that it had
been a disaster from start to finish, but | suggtisnyself when on the short list of
good things | wrote that | had played the quickspge which worried me quite
acceptably. | had had the feeling that my fingead played on their own, without
my help.

Another time, years later, | was playing first atat in Scheherazadey Rimski-
Korsakov with the youth orchestra of my place, GaliAs | always say, the famous

three cadenzasire striking but not terribly difficult.
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| could play them without difficulty in all the relrsals, | did not make a single
mistake and therefore | was completely convincedh$ going to do it well in the
concert. However, right after thsolo there is a group of sixteenth notes that | was

not always able to play cleanly.

Vivace scherzando.

= . cres

7 Scheherazad®p. 35, by Nikolay Rimsky-Koérsakov, 1888. EditedLeipzig: M. P. Belaieff.
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During the concert everything was fine until theddie of the third cadenza, when
one of my fingers did something strange. Still yotldo not know what it was, but
there started to sound harmonics and all the ugiynds of the world. But

afterwards, to my surprise, the sixteenth notesgreas perfect.

At that moment | did not understand why my fingeasl reacted like that on those
two occasions. Now however, | think that in thatfinstance they just played in the
way that we colloquially call ‘memory of the fingéin that they played what they
had studied and repeated many times, even thougteay was thinking only
negative thoughts. And the same thing happeneddbend instance, with the added
bonus that this time my brain was still in shocteafailing in the cadenza. This
meant that it did not have time to absorb the esrat therefore was busy absorbed
with that instead of paying attention to the grofigixteenths. So, again, my fingers

played what they had repeated many times, withwuhelp of my brain.

These two examples from my personal experience ghaivthe theory that W.
Timothy Gallwey explains imhe Inner Game of Tennis true. He says that each
player has two “I”, | number 1 and | number 2. Theumber 1 is who speaks, who
complains when something goes wrong, and the | marahs who performs. Well,
after a period of training, the | number 2 knowsvho play but sometimes his game
is hindered by the | number 1. That is, sometimewrselves think that will not be
able to do something and yet are those negativggtiie that prevent us we can do
it. It is about getting that the | number 1 does interfere in the | number 2. To do
this we must learn to silence or distract him. i case, in the experiences | wrote
before, | understand that my | number 1 was distththinking about the earlier

mistakes, which allowed my | number 2 could playhaut difficulty.

Some time after this, and during the writing ofstkiesis, | played first clarinet in
the Concerto for Flute and Orchestry Carl Nielsen with the University of
Gothenburg Symphony Orchestra. At first, | found payt hard and thought | would
get very nervous, but over the week | realized tlvahg enough practicing means a

gain in confidence and that nerves are then mirachiz

10
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If you are constantly extending your playing intewnand higher realms, your

performing standards will also be raised, even wjwnare under pressure.

Disciplined practice and patience are usually ladit tis required to combat minor

nerves.

Furthermore, we have auditions. Auditions for jobsprofessional orchestras, to
study a master program or even for competitiones&hare all situations where
there is some other goal besides your reputatiorth&n you get nerves, but with
the additionally knowledge that the jury is notythere to enjoy the music, but to
assess you technically. They do not want to heatakes, or a note that is out of
tune or with bad rhythm. And still you should bégcourse, very musical. If you are
lucky, in an orchestral audition you will have amdufive or ten minutes (maybe

longer if you are in a competition) to show youstoglaying under high pressure.

This audition situation makes me think a lot abdoo to prepare myself and how to
not let the pressure | feel destroys my music. tR@ reason, | want to know what
other musicians think and do, so | have asked sointieem, professional, students
and freelancers, in an interview. | have then caegbdheir experiences with my
own experiences, trying to see exactly what happehsre the problems are and

what the solutions for improvement are.

11
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Interviews

I interviewed five professional musicians, threaxof colleagues from the Master in
Orchestra Performance and two players from GotebOpgra. Four of the

interviews were done in person and the other waes-imil.

| asked the following questions:

1. How do you prepare a performance?

1.1. Do you use any planning to organize the praqier week before?

1.2. What is the difference for you between an tamior competition and a

concert?

1.3. Do you do any mental training?

1.4. During the preparation, how do you use theetiwhen you are not

practicing?

2. In the case you are/were going to do an orcheatrdition, do/did you try to
know the orchestra and play similar to them or/didl you play always like you
want? Why?

3. What is in your mind when you are performing?

3.1. Is there any difference between audition, estfa concert, chamber music
concert, competition or soloist concert in the @ntation?

4. When we are in the audition and never played befatte the pianist perhaps the
tempo at which begins is not confortable for usosth we decide the tempo and

move it or just follow him/her?

5. How do you use to feel after your performance?

5.1. How to learn to be ok if something bad happens

6. Imagine that you are in the jury of an audition &job in an orchestra, what do

12
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you look for?

6.1. And if it is a competition?

Now | present the material from their answers, mgionly the most relevant things,

always anonymously.

In the first question, about how to prepare a perémce, they all agree and say
practice as the first thing. But it depends ifsitai solo concert, or a concert with an
orchestra or chamber group for example. And i§ iaiconcert with an orchestra or
chamber music group, it depends on the difficultyhe part. If it is a solo concert
then the practice should be harder, and everythagyto be “very precise”. If the
performance is with the orchestra then it is goodidten some recordings while

practicing your part. And also it is very importaotrecord ourselves.

They try to practice in “all different kind of waydut one of the interviewees
emphasized on the really slow practice so the reastlust be prepared in case the

brain does not work.

When | asked if they do any planning to organize pihactice for the performance
almost everyone said yes. And if they said “notreech” it was because of the job,

but anyway they try to work as little as possibééde the concert.

The plan can be from one month until half a yearthle beginning they start with
the music that they do not know very well or thetmaybe completely new. For
example, in the case of an audition, it would argge not to know the pieces for
the first round but maybe there are some excehats ytou have never played or
practiced before. So the first week/s should bentspgtening to recordings of that

music more than “jumping inmediatelly into the picgs practice”.

In the last two weeks it is a good idea also divite day and pay attention to the

music which we “need to focus on”.

13
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One of the interviewees told me two kind of exersiso add to the planning. The
first one is to use the passages that are redflgudi as our daily warm up, playing
them slowly and make them normal so we are notggtnget stressed because of
them. And the second one is the ten minutes exerthde only can play each
passage, excerpt or whatever for ten minutes. Tiakes us to start working
quickly, be very focused on the real problems thathave and solve them faster.
Then you see how much you can get done only inmtgnutes. This work is a bit

boring but effective in making yourself learn t@aplsomething that you could not

play.

Concerning the differences between an auditionoanpgertition and a concert, they
gave me very similar answers. The main one isvileatio not have the same energy.
The people, the audience that goes to your coneeatg to enjoy what you are
doing, “they pay the ticket and they want to heansthing beautiful or they want
an artistic experience”. In the case that you @aya soloist with an orchestra, or
even with piano or a chamber music group, you ludlver people playing with you,
sometimes they are your colleagues and “they hassifive energy for you”. “You

are also wearing a nice dress and the whole tkingce”.

An audition is totally the opposite, “it is not @at musical situation”. “You are not
there because they have chosen you, you are teeerife you want to show them
how good you are, but they do not care if it goeslwr bad, so the energy is
completely different”. We should think of it like"different musical experience, not
real, with a screen, playing with a pianist who sloet even know, everyone comes

from another country... the whole thing is funnyaiway”.

| received two important opinions about mental nirag. One of them is
visualization, which means to “imagine the situatjcsee and hear yourself playing
how you want to play. “I close my eyes for ten mesuand run through the whole
thing”. They also talked about meditation, but lke a real meditation, “just switch
off the music and the television, sit and relaxdbleast one hour on the same day of

a big concert”.

The other opinion was that mental training is nsbrfiething that we have to

concentrate on as musicians” because we have baemrig the concert situation

14



A musician on stage

from we were children playing with orchestras amhds. We grow up “knowing
that when you sit there you have to concentrat€’a b

Two of the interviewees said that they don't dotlimg special or different when
they are not practicing during the preparation queriThe other three talk about
going really deep inside themselves. They only tvatied read nice things, listen to
recordings, visualize the hall, how to walk on stagot talk to many people, and

“sleep more, eat well and do some exercise”.

In the question number 2 | asked if we should krlog orchestra before doing the
audition for it or not. They definitely say no. Seraf them tried, at least once, to
change a bit their playing but it did not work. Bvé you only try to imitate the

soloist of your instrument, in the audition you Miave maybe ten or twenty people

listening to you. We have to play naturally, othisewit is difficult to convince the

jury.

In the third question they answered that many thtasigan pass through our mind in
one second so it is very difficult to say whathere during the performance. It is
important to pay attention to how we want to soundthe intonation, listening to

the orchestra in the case you are playing witBut. we should be focused always

on the concert and the music.

| also asked about the concentration, and what ggsm@bout it in the differents
performance situations. They mostly answered thatconcentration is the same in
all cases but one of them said that the conceoirasi harder if it is a solo concert.
You can not relax and listen to your colleagues {fku do in the orchestra, “it is all

focused, all the energy”.

The fourth question is about the pianist of theitgams. Usually we can see them
before but not always, so what to do if they plagtér or slower than you? Well, in

one case the answer was “l bring my own pianistit Bie others agree about
15



A musician on stage

playing in the tempo we have decided and practilted.also fine -they say- to stop
playing and start again if something happens on égkto the piano player stop and
play alone. “They are not going to get the jobawel the job, so | think we can be

quite hard”.

In the question number 5 they said that the feediftgr a performance depends on
how they played, but in general they are happgothething happens you can be
thinking about the mistakes for maybe two hours ‘tibére are always a new
concerts”. “Sometimes you think you played realbpd in the audition and you did
not pass the round, so you get a bittersweet &iethis situation”, but that is life,

and the mistakes are not going to make you a “leasion”.

And also, when you have been working hard on pregasome music you would

like to play more than one concert, and so itseame when this is not the situation.

Anyway, all the musicians are very critical withethselves and quite often they
only see the mistakes. “I think that there are mmacie important things in life than
one mistake, | mean, it is not life and death’wtuld be good maybe to stay and
practice a little bit the passage failed, just mow that we can do it but it is better to
think that we will have other opportunities andtjlet it go. And sometimes when
you listen to the recording of something that yilonk was terrible you realize that it

was not that bad. Even “in professional and regdigd orchestras stuff happens”.

In the sixth question | asked them if they coulkifrom the other side, in the jury
position and | asked about auditions and compastiorThey gave me different
answers. for some of them the most important tisrthe musicality, Of course the
applicants should play in rhythm, in tune and biéautut for some of the

interviewed the musicality is first of all thesenttps. And also it is important to see

the applicants relaxed and enjoying what they &gmg.

The other hand is that the most important thindeast for the first rounds, is that

the intonation should be ok, “if intonation is bamhthing else matters, in the first

16
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round, the phrasing or musicality are like a bond$ien in the second round, when
it is supposed that people can be in tune, “l warttear that you can make some
music”. Of course if we want to win an audition wfould not think only in the
notes and intonation, “but | do not know anyone wiom an audition without being
technically in control and with intonation correc&nd the jury can understand the
nerves of the applicants, but “they know if someabasl out of control or just

nervous”.

Other important thing in the auditions is if thephgant is very soloistic or not.
Sometimes “they want to become orchestra playecause it is very hard to
become soloist but often it is very hard for theund to blend in the group”. So it

depends on which position the job audition is for.

In the case of the competitions, they say thatusinbe the same thing. Maybe they

would appreciate how virtuoso the applicants are.

17
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Discussion

| decided to include interviews in this work maifdgcause | wanted to learn from
other musicians and compare their methods with nBu¢ now | realize that they

don't do anything really new compared to mysethimhk the differences are based
on mental security issues due to the nature of pacdon and also due to the work
done. Anyway | will try to discuss their opinionstivmine, although in most cases

these coincide.

For the preparation of a performance, | think igiste logical and obvious that the
first thing to do is practice, so | agree with th@nions of the respondents. Maybe
nerves bother you during your performance and, itle$aving practiced, you do
not play as well as you can. But clearly withoutrkiwog very hard you do not get

good results.

| also agree with them that it is easier to playmorchestra, even if your part is
difficult because you play with a lot of people aaré not the centre of attention all
the time, so you have more moments of relaxatiorrav/lyou do not play. You are

part of a group and everyone is making music tageth

When it is a solo concert then we must practiceléraas everything is focused on

our instrument and we can not afford to lose cotreéion at any time.

Regarding recording ones self, | have to say thdd hot practice it as much as |
should but | realize that is a very good exercisava can not have a better teacher
than ourselves. Sometimes when we hear someonleaaredo be critical in order to
help, we never say what we really think becausedwenot want to hurt their
feelings. But that does not happen when one igarito ones self, instead we listen

to every detail and find absolutely every singleitfa

| was struck by the comment about slow practiceé time of the interviewees told
me. | usually play fast passages starting fromrg eemfortable speed, playing all
the notes correctly and trying to make my fingeerh. Then when you play fast not

even have to think about it. But | remember thisspe saying "but the way |

18
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practice slow is really slow", as to make me uni@ded that he/she practices much
slower than what is common. Even when he/she rebgawith his/her chamber
music group, they practice together slowly. Theotkies that if you play really slow,

the fingers learn to make the movements well aed they can also do it when you

play faster. This is something that | undoubtedil t@st in the future.

As for planning the preparation of a performandeave to say that previously | was
not very strict with myself in this way, just praghg, but without any plan to

structure the practice. | have improved a lot \liis. | try to be prepared in advance
to play my part as best as possible, in eitherestth, chamber music group or solo
concerts. To do this, | analyze what | have to agre@nd how much time | have for
it, and not forgetting to include my daily techrdigaactice (long notes, scales,
arpeggios...). If what | have to prepare is an @il especially try to start

preparing from one month to six weeks beforehand.vihen | was talking about

this with one of the interviewees, coincidentalhe tsame who told me about the
very slow practice, she/he said that she/he beganractice for six months before to
the audition. Six months! | do not think | can Haying the same music every day

for six months, but it might be, for sure, a gooeitihod.

Another thing that | agree on with the respondéenthiat when we have to prepare
orchestral excerpts, we should listen to the pidom®s which the excerpts come
from. In my opinion, it is very important to knowe whole piece and not just our
solo, as we need to have the whole work and ile styour head, and know what
the other instruments are doing. The excerpt cabaaeen without context and as
just a few bars of music, as after playing manyesnt will become a boring routine.
| think the case of chamber music is also like,th@wvever, | do not like listening to
other versions of pieces for solo clarinet. Sevefahy teachers advised me not to
do it because it becomes very easy have our irt&ion conditioned by the
playing on a certain recording, and | believe inimstead of making ones own
interpretation. Instead, | think that it is betterlisten pieces by the same composer
but written for other instruments, so we know amdlerstand the composer's style

and how it works in other instruments.

When they told me two effective exercises to woskpaoductively as possible |

learned something new. | already knew the first, aloethe warm up with a difficult
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passage, and | actually do it occasionally, but heder heard of the ten minutes
exercise. | think it makes sense, you become fatqseckly and do not waste time,

dedicating your practice to the top priority issu@therwise we can spend one hour
or more on an excerpt, an hour that will never cagan.So ten minutes seems to

be a short time but the reality is that we wilhs&problems faster.

| disagree with their idea to make a plan of eaahid the last two weeks before an
audition. | think it is too much, as not every dagn we give the same energy or

level of effort and it could instead put more ptesson our body.

When | decided to write my thesis on this subjgatas because | find that it is hard
for me to play well in auditions particularly. Ihe clarinet auditions, they always
ask for theConcerto for Clarinet and Orchestra in By Mozart, which | had the
opportunity to perform as soloist with the Univeysof Gothenburg Symphony
Orchestra. When | received the proposal | wouldehpkeferred that they chose
another concerto, just because | associate thts auitlitions and so | was afraid |
would not be able to play it well because of thespure of playing such a famous
concerto. Then the concerts came and | could ssethk feeling was completely
different, playing the same music. It was one @f itost positive things that | lived
in the last years and | was so happy. Furthermtms, experience gave me
confidence for the next audition | had, as | jusd o repeat it. However, it was not
possible, and again and as usual | was very disajgob At that time more than

ever, | wondered why.

This was the perfect example for me to understahdtvome of the musicians
would say later in the interviews and, in my opmios a key that we have to
assimilate and work: the energy you feel is notsdmme at all. You can not see it but

it is there, in its positive or negative version.

At a concert, everything in general is nice, wesdrm nice clothes, people come to
the concert ready to enjoy your music, if it ishestra or chamber music we play
with more people who are almost always our colleagetc. The audience and the
other musicians have positive energy for you, ldttmakes you have positive

energy. Then is when you get to enjoy the musicar@uplaying.

An audition is a completely different experiencentetimes we have to perform
20
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after a long journey, spending money on it and kngwthat the jury is not there
because they want to hear your music, but to txedoest player. Everything is very
materialistic and, from my point of view, it hasthing to do with what music
means. Despite this, one of the answers | gotanrterviews made me to change a
bit the way | see the auditions. She/he told mé @imaaudition is not at all a real
musical situation and therefore we should thinktpaven from the beginning of its
preparation, as a different process. If we stothitok about all the aspects that are
around it, like traveling from other countries day behind a screen and with a
pianist who, in most cases, you do not know, thditenns take a funny character. |
think to approach it from this perspective is maceurate and will help us to be

able to play better.

To think that an audition is a funny situation daa kind of training and mental
relaxation. But there are also other forms of meingning and | asked them about
it. Overall, 1 did not perceive that mental traigivas something that musicians
practice often, at least not the most popular egescsuch as meditation or yoga.
But they do try to relax in certain way and haveithmoments of physical and
mental calm, something that | think is absolutedgessary. Here was when | learned
the word “visualization”, which means to imaginerselves playing what we have
been preparing for a specific performance. We oagine how we want to play and
what kind of sound we want to produce, watchingselwes with a relaxed attitude

and enjoying the music.

On the other hand, and | fully agree, some pedpl&ktthat musicians should not
worry too much about these issues, and the reasbacause since we were young
we have been growing up and exposing ourselved tond of performances, and

that, the experience, may be the best mental tguifor us all.

As for how to invest the time in which we are nadgiicing the truth is that | do not
think much about it but | usually tend not to stiz&aas much. | practice several
hours a day and the rest of the time | try to e#dtome. | think it is a way not to
lose concentration while you let your body relaxwéver, not all respondents think
like that, some of them say they are locked in thedes and in their own world, not
talking much with other people and watching orelishg only nice news. | guess

everyone is different and has to do what they masit so as to avoid stress.
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Trying to listen and investigate the orchestravitmich we want to do the audition
was something | doubted a lot, so | included thissgion. They said unanimously
that it is not a good idea, everyone must play éikeays, naturally. Otherwise it will

be very difficult to convince the jury. | think tleeis no big discussion here, not

when everyone responds in the same way and Ithrestapproach.

In my opinion it is very common to lose concentratduring the performance and
often thoughts that have nothing to do with the imuse are playing can appear in
our mind. In my case | often have to force myself of complaints about the reed
not being good or about doubts as to whether Itake the whole phrase without
breathing. Actually | do not think there is muchearan do about it, or at least none
of the interviewees gave me any method to workhis tn my opinion we should
try to be as concentrated as possible to get intsiarso that nothing can disturb it,
and that is the most important thing. Of coursés ore difficult to achieve it when
we are playing a solo concert because the effedl lis higher, but | do not think

there is a big difference in the type of concerdrat

Now another of my big concerns comes, having ty pla audition with a pianist
with whom | have never or almost never played wo#fore. | worry if | get
distracted by something external to me when | appssed to play at my highest
possible level. | rule out the option of bringing wwn pianist because of economic
issues as to take myself and my musical instrumentthe audition is already

expensive enough.

| liked the confidence with which one intervieweddtme that if she/he saw that the
pianist was not doing well or was not letting her'lplay the way she/he wanted to
just tell the pianist to stop. She/He seemed verg &ind maybe that is the best
solution, but | do not know if | would be able to that and in any case | hope not to
have to make that decision ever. But | think, ltkem, that we are who should

decide the tempo and pianists should follow ushduld be like that.
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As for how it feels after a performance, they ofsary that they are happy. | am not
in agreement with that. We all make mistakes, dlierbest musicians in the world,
and | doubt they are really able to let it go ssilgaespecially if something has gone
wrong or really far from what we expected. If itthenes usual to not feel good after
a concert maybe we should dedicate our lives toetloimg else, that is true, but
when something goes wrong it is also normal to $ae&l or disappointed, and that
does not mean it is a bad thing. In that sensénktive must keep our feet on the

ground and try not to let it affect us too much.

I now pass to the other side, the place of the jumas very interested to know what
they think, what they pay more attention and ds.l&#is is one of the reasons why
| interviewed two musicians who are working in efpssional orchestra and

therefore had been part of a jury on more thanomeasion.

I am surprised about they both think quite diffelgnone saying that the most
important thing from the first moment is the musitgaand the other one saying that
they would not listen for a long time to someoneowias problems with intonation.
| could not say with which | agree more, probablithwboth at the same time
because | think these two things are both extremgbprtant. A musician has to be
musical and of course be in tune. And do not thirik very difficult to reach this

reasoning. Super simple and complicated at the siamee

And finally, another thing that | strongly believand even had to experience
sometimes is the difficulty to play with someone owls very soloistic, both
musically and character issues. | would decidematork with them either.
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Conclusion

| think | was never very ambitious. | am a quietsopa, | like music, | like to play

the clarinet, and | love when | am inside an ortiaeBut | never tried to be the
best. Still, almost always got good results in wihdid and | conducted my studies
without difficulty. Perhaps because | did not giagself great goals in life.

Since | was a child | always got nervous playing geople, but never saw it as a
serious problem because it happens to everyonecdvigern came when | started
auditioning for orchestras, both youth and profassi. The feeling is a mixture of
nerves and negativity, a very bad feeling. | wariteé#now why, why there was so

much difference between the auditions and a nocoratert, for instance.

Doing this thesis | realized that the secret isrghis no secret. Everything is
achieved successfully if there is work behindslvery unusual that your body will
not respond to all the work done even if the brainot focused.

Practice, practice, practice.
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