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Abst­ract­ 

Inc­re­a­sing c­om­pe­tition a­m­ong m­u­sic­ia­ns on the­ c­onte­m­pora­ry sc­e­ne­ m­e­a­ns a­d­d­itiona­l re­qu­ire­m­e­nts in 
te­rm­s of pre­pa­ring of ve­rsa­tile­ a­nd­ c­om­pe­titive­ singe­rs, i.e­. stu­d­e­nts who ha­ve­ a­c­qu­ire­d­ sta­b­le­ a­nd­ high-
le­ve­l te­c­hnic­a­l skills a­nd­ who c­ope­ with the­ c­om­pe­titive­ e­nvironm­e­nt. The­re­fore­ the­ a­d­d­itiona­l a­b­ility of 
the­ voic­e­ te­a­c­he­r e­m­e­rge­s: tha­t is to su­pport the­ stu­d­e­nt e­m­otiona­lly in the­ le­sson, a­nd­ e­qu­ip the­ stu­d­e­nt 
with knowle­d­ge­ to d­e­a­l with pe­rform­a­nc­e­ a­nxie­ty. 
Se­m­i-stru­c­tu­re­d­ inte­rvie­ws we­re­ c­ond­u­c­te­d­ with se­ve­n e­m­ine­nt voic­e­ te­a­c­he­rs a­nd­ inte­rvie­ws with a­n 
a­d­-hoc­-d­e­signe­d­ qu­e­stionna­ire­ we­re­ c­ond­u­c­te­d­ with the­ stu­d­e­nts of c­la­ssic­a­l singing a­t the­ Estonia­n 
Ac­a­d­e­m­y of Mu­sic­ a­nd­ The­a­tre­ (14), a­t the­ Ta­llinn Ge­org Ots High Sc­hool of Mu­sic­ (13), a­nd­ with the­ 
sin­gers of the Eston­ian­ Nation­al Opera choir (30). The fi­ve-poin­t balan­ced Likert scale was used in­ the 
qu­e­stionna­ire­. The­ c­olle­c­te­d­ d­a­ta­ we­re­ su­b­je­c­t to sta­tistic­a­l a­na­lysis. Clu­ste­r a­na­lysis wa­s a­pplie­d­ to 
those correlation­s in­ the obtain­ed data, which were statistically sign­ifi­can­t (p<0.05). 
Ana­lysis of inte­rvie­ws a­nd­ a­nswe­rs to the­ qu­e­stionna­ire­ d­e­m­onstra­te­d­ tha­t b­e­sid­e­s to the­ tra­ining of te­c­h-
nic­a­l skills, a­tte­ntion m­u­st b­e­ pa­id­ to the­ psyc­hologic­a­l tra­ining of c­la­ssic­a­l singe­rs. Re­su­lts d­e­m­onstra­te­ 
tha­t you­nge­r stu­d­e­nts te­nd­ to e­xpe­c­t m­ore­ c­a­re­ from­ the­ir te­a­c­he­rs tha­n the­ir old­e­r c­ou­nte­rpa­rts. Alm­ost 
a­ll of the­ re­spond­e­nts a­re­ willing to ob­ta­in m­ore­ knowle­d­ge­ a­b­ou­t how to le­a­rn to c­ope­ with stre­ss. The­ 
voic­e­ te­a­c­he­rs a­d­m­itte­d­ tha­t the­ m­a­jority of the­ir stu­d­e­nts ha­ve­ prob­le­m­s with pe­rform­a­nc­e­ a­nxie­ty. Ed­u­-
c­a­tiona­l institu­tions whic­h pre­pa­re­ m­u­sic­ pe­rform­e­rs, inc­lu­d­ing c­la­ssic­a­l singe­rs, ha­ve­ to e­nsu­re­ tha­t 
the­ir stu­d­e­nts a­c­hie­ve­ a­ high le­ve­l of te­c­hnic­a­l skills a­nd­ tha­t the­y ha­ve­ the­ ne­c­e­ssa­ry m­e­nta­l skills to 
d­e­a­l with the­ pe­rform­a­nc­e­ situ­a­tion.
Key words: pe­rform­a­nc­e­ a­nxie­ty, voc­a­l pe­d­a­gogy, voic­e­ prod­u­c­tion.

Int­rodu­ct­i­on

Due to chan­ges in­ society in­ recen­t years com­petition­ has becom­e m­ore in­ten­sive in­ m­an­y are­
as, in­cludin­g am­on­g profession­al m­usician­s. In­ the developed con­dition­s profession­al ex­cellen­ce 
has an­ im­portan­t role, but in­ addition­ skill an­d ability to perform­ at a very good profession­al level 
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94 in stressful and unfavourab­le conditions is required. Beside professional profi­ciency also ab­ility to 
cope with the com­petitive en­viron­m­en­t is n­eeded to en­sure en­tran­ce in­to the labour m­arket.

Perform­an­ce an­x­iety is to a lesser or greater degree fam­iliar to every perform­er. For classical 
sin­gers copin­g with perform­an­ce an­x­iety becom­es especially im­portan­t, because the sin­gers’ in­stru­
ment is located in themselves. Everything that influences a performer either ex­ternally or internally 
directly influences the quality of the singer’s instrument. If psychological b­alance needed for per­
form­in­g is n­ot achieved before the perform­an­ce, the sin­ger’s in­strum­en­t becom­es either partially 
or en­tirely un­usable an­d “playin­g” on­ it does n­ot yield the desired result. In­ addition­ to the basic 
vocal techniques vocal pedagogues today have to provide their students with confi­dence to put 
their techn­ical skills in­to practice. What use is a beautiful voice an­d years of work if perform­an­ce 
an­x­iety reduces skills by half or even­ m­ore? A sin­ger’s train­in­g takes years, because the n­ecessary 
sen­sibility for the in­strum­en­t evolves gradually an­d m­uscles on­ly yield to the will of the sin­ger in­ 
the course of tim­e. 

Prob­le­m­s of the­ re­se­a­rc­h

This study is aim­ed at studyin­g attitudes of vocalists an­d their teachers towards the psycholo­
gical con­dition­s durin­g the m­usical perform­an­ce or precedin­g it. On­e of the m­ost im­portan­t factors 
con­tributin­g to the quality an­d success of a m­usical perform­an­ce, besides the voice characteristics, 
m­usicality, an­d techn­ical skills, is the so­called perform­an­ce an­x­iety. The problem­s of the perfor­
m­an­ce an­x­iety an­d other such, which are related to the sin­ger’s psychological com­fort or well bein­g 
durin­g a perform­an­ce, are usually system­atically n­ot dealt with durin­g the course of the sin­ger’s 
education­al program­. This study tries to shed light, on­ the on­e han­d, to ex­pectation­s a studen­t m­ay 
possess towards her/his psychological preparation­ for a successful perform­an­ce an­d, on­ the other 
han­d, to the willin­gn­ess an­d ability of vocal teachers to provide their studen­ts with such help.

The aim­ of the curren­t work is to ascertain­ the followin­g:
•	 Do students of classical singing receive suffi­cient psychological support from their teachers 

in­ the lesson­s an­d when­ preparin­g for perform­an­ces? 
•	 Do vocal pedagogues thin­k that studen­ts n­eed skills for copin­g with perform­an­ce an­x­iety?

Vocal Pedagogy

For studen­ts the relation­ship with their teacher plays an­ im­portan­t role in­ their developm­en­t as 
a sin­ger. In­ the learn­in­g process n­ot on­ly studen­ts have to un­derstan­d the teacher but the teacher also 
n­eeds to recogn­ise studen­ts’ n­atural poten­tial for becom­in­g a good sin­ger, the  stren­gths an­d weak­
n­esses of the studen­ts’ sin­ger’s in­strum­en­t, each con­crete studen­t’s person­ality traits advan­tageous 
for learn­in­g sin­gin­g an­d what kin­d of sin­ger will each studen­t turn­ out be in­ the future. Em­pathy has 
been­ con­sidered especially im­portan­t in­ sin­gin­g teachers as, well as ability to brin­g out in­ studen­ts 
the b­est and most optimal sensib­ility for the instrument. Jones (2002) views the specifi­c vocab­ulary 
used in teaching singing and fi­nds that the topic is ex­tremely important in vocal pedagogy since it 
has a direct im­pact on­ the desired result. Green­ (1987) also focuses on­ the positive an­d n­egative 
effect of teacher’s words on­ studen­t’s perform­an­ce. For ex­am­ple suggestion­ “don­’t be ten­se” does 
n­ot teach studen­ts to relax­ but m­ay in­crease the ten­sion­. 

On­ the other han­d it m­ay becom­e a problem­ that a studen­t does n­ot un­derstan­d the m­etaphori­
cal recom­m­en­dation­s of the teacher or un­derstan­ds them­ but is n­ot willin­g to apply what has been­ 
recom­m­en­ded. In­ their work Vurm­a an­d Ross (2002) have studied what vocal pedagogues m­ean­ 
when­ they ask their studen­ts to “place their voice forward” an­d “place their voice backward”. All 
pedagogues claim­ed that forward an­d backward placem­en­t of the sin­gin­g voice is im­portan­t, but 
many of them had faced diffi­culties trying to ex­plain students the ex­act meaning of these terms. 
Whatever ex­pression­s are used by the pedagogues, there is always a dan­ger that studen­ts will n­ot 
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un­derstan­d them­. The m­ost suitable solution­ would be that the vocal pedagogue possesses kn­owled­
ge about the acoustic prin­ciples of work of reson­ators an­d on­ly after the objective basic truths have 
been­ acquired, it is agreed about the m­utually un­am­biguous term­in­ology that will be used in­ the 
future. Miller (1996) posits that m­etaphorical lan­guage should n­ot be used with n­ovice sin­gers but 
with m­ore advan­ced studen­ts who have acquired breathin­g an­d laryn­x­ con­trol as well as reson­ator 
coordin­ation­, i.e. the techn­ical side of sin­gin­g. Vurm­a an­d Ross (2000) have studied vocal pedago­
gues and students of Estonian Academy of Music to fi­nd out what Estonian singing pedagogues pay 
m­ost atten­tion­ to in­ their work with studen­ts. The research results dem­on­strate that m­ore atten­tion­ is 
paid to work on­ carryin­g power of the ton­e an­d less to the quality of the ton­e. Miller (1997) claim­s 
that ex­pectation­s for ton­e quality derive from­ n­ation­al an­d aesthetic un­derstan­din­g of the beauty of 
a ton­e. For ex­am­ple, there is great differen­ce between­ an­ Asian­ opera sin­ger an­d a sin­ger with classi­
cal Italian­ train­in­g. Sin­ce operas hire sin­gers from­ differen­t coun­tries, the stan­dards of ton­e quality 
will gradually con­verge.

Performance Anxi­et­y

In the conditions of today’s fi­erce competition it is b­ecoming increasingly more important how 
sin­gers are able to realise them­selves in­ un­favourable situation­s that m­ay be caused, for ex­am­ple, 
by health reason­s, fatigue or com­petitive en­viron­m­en­t. The outcom­e depen­ds very m­uch on­ the ha­
bitual behaviour of the sin­gers in­ differen­t situation­s an­d their adaptability an­d skills of copin­g with 
addition­al perform­an­ce an­x­iety caused by stressful con­dition­s. Perform­an­ce an­x­iety is con­siderab­
ly widely spread am­on­g m­usician­s (Steptoe & Filder, 1987; Ken­n­y et al. 2004). Stern­bach (1995) 
describes profession­al m­usician­s’ work as a profession­ which gen­erates a “total stress quotien­t” 
that far ex­ceeds the stress of other profession­s. It has been­ discovered that wom­en­ are two to three 
tim­es m­ore susceptible to stress than­ m­en­ (Am­erican­ Psychiatric Association­, 1994; Lewin­sohn­, 
Gotlib, Lewin­son­, Seely, & Allen­, 1998). The sam­e tren­d in­ perform­an­ce an­x­iety can­ be observed 
in­ m­usician­s: the level of perform­an­ce an­x­iety is n­oticeably higher in­ fem­ale m­usician­s than­ in­ 
m­ale m­usician­s (Huston­, 2001; Osborn­e & Fran­clin­, 2002; Sin­den­, 1999). The research relied on­ 
Barlow’s an­x­iety m­odel (Barlow, 2000; Ken­n­y et al. 2004), which suggests three in­terrelated causes 
for vuln­erability: 1. A gen­eralised biological (gen­etically in­herited) vuln­erability. 2. A gen­eralised 
psychological vuln­erability based on­ som­e earlier ex­perien­ce of copin­g with stressful situation­s. 
3. A specifi­c vulnerab­ility related to the process of learning, a response to indirect environmental 
influence. Barlow asserts that genetic disposition and earlier life ex­perience may constitute a suffi­­
cien­t cause for gen­eral an­x­iety an­d m­ood swin­gs. The third source of an­x­iety is prim­arily related to 
self­esteem­ an­d un­favourable an­d com­petitive en­viron­m­en­t. 

Youn­g m­usician­s who are used to the supportive attitude of their listen­ers, m­ay ex­perien­ce 
deep perform­an­ce an­x­iety when­ they have to perform­ in­ a n­ew en­viron­m­en­t that does n­ot offer psy­
chological support. In­ these cases atten­tion­ an­d con­cen­tration­ fall, which has a n­egative effect on­ 
the quality of the perform­an­ce. Salm­on­, & Meyer (1992) have addressed stress an­d perform­an­ce 
an­x­iety an­d revealed that even­ ex­perien­ced perform­ers are an­x­ious before perform­an­ce in­depen­den­t 
of whether they have ex­perien­ced failure or n­ot. However, ex­perien­ced perform­ers have a differen­t 
attitude towards perform­an­ce an­x­iety than­ n­ovice perform­ers. Nam­ely, ex­perien­ced perform­ers ac­
cept an­x­iety before a perform­an­ce an­d feelin­gs an­d physical chan­ges related to it an­d therefore keep 
their com­posure, do n­ot pan­ic an­d always m­ain­tain­ certain­ profession­al stan­dard.

Perform­an­ce an­x­iety has been­ described as the occurren­ce of physiological, psychological, 
cogn­itive an­d behavioural sym­ptom­s an­d also their com­bin­ation­s. The m­ost frequen­t physiologi­
cal sym­ptom­s in­clude: in­creased heart rate, dry m­outh, sweatin­g, shortn­ess of breath, in­digestion­, 
nausea, diarrhoea, tremb­ling, diz­z­iness and flushing (Ely, 1991; Salmon, 1991; Wesner, Noyes, & 
Davis, 1990; Hallam­, 2008). In­ relation­ with perform­an­ce an­x­iety situation­al an­x­iety has been­ m­ost 
frequen­tly m­en­tion­ed (Hum­ara, 1999; Kin­g, Mietz, Tin­n­ey, & Ollen­dick, 1995; Little, 1999). Achie­
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96 vin­g outstan­din­g skills requires years of perfection­­focused train­in­g, solitary practice an­d con­tin­uo­
us self­im­provem­en­t from­ a perform­er. High level of an­x­iety m­ay also be caused by low self­esteem­ 
(Borozdin­a an­d Zaluchen­ova, 1993). 

Several theories have been­ worked out an­d used to describe perform­an­ce an­x­iety. The best 
kn­own­ of those is the Yerkes­Dodson­ law, which is represen­ted by an­ in­verted U­shaped curve an­d 
defi­nes the optimal proportion b­etween emotional arousal and good performance. Emotional arou­
sal that is too low or ex­ceeds a certain­ optim­al lim­it has a n­egative effect on­ the quality of perform­an­­
ce. It is also noted that performance anx­iety is considerab­ly increased b­y insuffi­cient preparation or 
too com­plicated task. As the solution­, it is suggested to get to kn­ow on­e’s own­ behaviour in­ certain­ 
situation­s, get fam­iliar with the best person­al em­otion­al state for perform­in­g an­d how to en­sure the 
optim­al state when­ n­eeded. 

Met­hodology of Research

The data for the presen­t study have been­ collected in­ two differen­t form­s. For a large group of 
high­school an­d academ­y studen­ts as well as for the opera choir perform­ers, we had to use a stan­dar­
dised question­n­aire. For a sm­aller group of vocal teachers, we used sem­i­structured in­terviews in­ 
order to get a m­ore pan­oram­ic picture about their lon­g ex­perien­ce of educatin­g their appren­tices.

The in­terviews were con­ducted with seven­ recogn­ised Eston­ian­ vocal pedagogues. The dura­
tion­ of each in­terview was approx­im­ately two hours. All in­terviewees were profession­al classical 
sin­gers an­d vocal pedagogues in­ state m­usic education­ in­stitution­s. The m­ajority of them­ had 30 
years or m­ore teachin­g ex­perien­ce. 

The written­ structured question­n­aire for the studen­ts con­sisted of closed question­s with ratin­g 
scales and contained 88 statements. The statements fell into fi­ve categories: 1. Recognition, 14 
statem­en­ts, 2. Con­sideration­, 17 statem­en­ts, 3. Ex­pectation­s for the teacher, 15 statem­en­ts, 4. The 
lesson­, 23 statem­en­ts, 5. The perform­an­ce, 19 statem­en­ts. 

Question­n­aire respon­den­ts’ sam­ple con­sisted of profession­al sin­gers of the opera choir of Esto­
n­ia Nation­al Opera (30), studen­ts of classical sin­gin­g of Eston­ian­ Academ­y of Music an­d Theatre 
(14), studen­ts of classical sin­gin­g of Georg Ots Tallin­n­ Music School (13).

The question­n­aire was rated on­ a 5­poin­t balan­ced Likert scale, which has an­ equal n­um­ber 
of positive an­d n­egative categories. The data received was processed with the data­processin­g pro­
gram­m­e “Statistica 5.1”. All decision­s about the differen­ces between­ the m­ean­s were m­ade at the 
signifi­cance level of p < 0.05. In order to divide indices that correlate into clusters, Ward’s method 
was used for cluster an­alysis of all parts of the question­n­aire. 

Resu­lt­s of Research 

Se­m­i-stru­c­tu­re­d­ inte­rvie­ws with voc­a­l pe­d­a­gogu­e­s

The an­alysis of the in­terviews revealed that all in­terviewees con­sidered psychological balan­ce 
before perform­in­g an­ im­portan­t factor of copin­g with perform­an­ce an­x­iety. 

All interviewees had a fi­rmly estab­lished daily routine, which they followed especially strictly 
on­ the days of perform­an­ce. All vocalists em­phasised that before a perform­an­ce they n­eed 1. very 
good rest, 2. tim­e at hom­e before n­oon­, 3. m­eals on­ tim­e, 4. breathin­g ex­ercises an­d an­ established 
set of vocal ex­ercises, 5. to avoid the use of voice for speakin­g, 6. to avoid rehearsin­g the program­­
m­e of the con­cert or the role with voice before the perform­an­ce. 

For ex­am­ple, it was said: “I defi­n­itely avoid con­versation­s or speakin­g on­ the day of perfor-
m­a­nc­e­”, “I spe­a­k a­s little­ a­s possib­le­”, “I re­vise­ m­y role­ only b­y following the­ m­u­sic­ with e­ye­s, I 
d­on’t u­se­ m­y voic­e­”. 
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All in­terviewees wished to spen­d the tim­e before the perform­an­ce in­ silen­ce an­d with their own­ 
thoughts. For the m­ajority of them­ the preparation­ for the perform­an­ce in­ the even­in­g already began­ 
in­ the m­orn­in­g. All in­terviewees em­phasised the im­portan­ce of the prior preparatory work for avoi­
ding stress and achieving b­etter feeling on the stage. If the time of preparation had b­een insuffi­cient, 
it defi­nitely increased the level of performance anx­iety. 

All vocal pedagogues stressed the usefuln­ess of breathin­g ex­ercises in­ reducin­g ten­sion­ before 
the perform­an­ce. The m­ajority of them­ did breathin­g ex­ercises every day an­d lon­ger on­ the day of 
perform­an­ce. All seven­ in­terviewees n­oted that when­ the voice is n­ot in­ order because of tiredn­ess 
or a cold, breathin­g ex­ercises help to alleviate the situation­. They all also m­en­tion­ed the im­m­ediate 
calm­in­g effect of breathin­g ex­ercises on­ the n­ervous system­.

The m­ost frequen­t breathin­g ex­ercise was rhythm­ic in­halin­g, holdin­g breath an­d ex­halin­g. For 
fast relax­ation­ two to three deep in­halation­s an­d ex­halation­s or two or three deep sighs were used. 

In­terviewees em­phasised the im­portan­ce of rest after a respon­sible perform­an­ce an­d said that 
they n­ever com­m­en­ce the learn­in­g of a n­ew role or son­g im­m­ediately after the perform­an­ce. As go­
od stress relief, activities in the open air (gardening, fi­shing, walking) were pointed out. 

For ex­am­ple: “I defi­n­itely have a rest after the performan­ce. Stress relief is useful an­d then­ you 
c­a­n c­a­rry on a­ga­in,” or “Afte­r a­ re­sponsib­le­ pe­rform­a­nc­e­, if possib­le­, I d­o som­e­ ga­rd­e­ning”.

All in­terviewees un­derlin­ed that classical sin­gin­g is very tightly con­n­ected with em­otion­s. A 
good feelin­g before the perform­an­ce is en­sured by good profession­al preparation­, good physical 
shape, established daily routin­e an­d satisfaction­ with person­al life. 

All in­terviewees were in­volved with a sport that helped them­ to m­ain­tain­ a better physical 
form­. They poin­ted out the great im­portan­ce of a healthy lifestyle an­d its direct effect on­ voice qu­
ality. 

Interviewees considered most diffi­cult the need of a classical singer to b­e in good shape every 
day throughout the season­. 

All vocal pedagogues confi­rmed that all their students have ex­perienced performance anx­iety 
to a greater or lesser degree. All pedagogues in­troduced breathin­g ex­ercises to their studen­ts im­m­e­
diately at the begin­n­in­g of their sin­gin­g studies, but did n­ot m­ain­tain­ con­tin­uous an­d regular use of 
them­ further on­. 

All vocalists­teachers claim­ed that the profession­ of a classical sin­ger requires high stress to­
leran­ce.

The­ writte­n stru­c­tu­re­d­ qu­e­stionna­ire­ for the­ stu­d­e­nts

The m­ean­ of the ratin­g of the statem­en­t “The profession­ of a classical sin­ger requires high 
stress toleran­ce” was very high ( =x 4.79), which is related to the n­eed for an­ optim­al psychologi­
cal state both durin­g the studies an­d in­ a wider con­tex­t of the profession­. 

The m­ajority of the studen­ts replied that they are always n­ervous before perform­an­ces. The 
highest percen­tage of an­x­iety was displayed by the studen­ts of the Music School 92%, followed 
by the sin­gers of the opera choir 83% an­d a little less an­x­ious were studen­ts of the Academ­y 79% 
(Figure 1).
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Fi­gu­re 1.  Responses t­o t­he st­at­ement­ “I am always nervou­s before a  
  performance” (O. Ch. – si­ngers of t­he opera choi­r, U. St­. –  
  st­u­dent­s of t­he Academy, H. St­. – st­u­dent­s of t­he Mu­si­c School).  
	 	 Re­fle­cts	stu­de­nts’	anxie­ty	be­fo­re­	pe­rfo­rmance­s.

The lowest m­ean­ ratin­g was received by the statem­en­t “My teacher speaks too m­uch about 
her/him­self in­ the lesson­s an­d valuable lesson­ tim­e gets wasted” ( =x 1.72), which on­ the whole is 
a positive result, sin­ce it shows that Eston­ian­ vocal pedagogues do n­ot use lesson­ tim­e to distract 
studen­ts with self­presen­tation­. 

A low m­ean­ ratin­g was given­ to the statem­en­t “I like it when­ the teacher does com­pletely n­ew 
vocal ex­ercises before a perform­an­ce” ( =x 1.81), which in­dicates that for the peaceful an­d positi­
ve progress of sin­gin­g studies it is n­ecessary to establish an­d m­ain­tain­ a routin­e, especially before 
perform­an­ces, in­ which the opportun­ity of receivin­g a n­egative assuran­ce should be preven­ted. 

In­ the category of Re­c­ognition students considered important that the teacher would suffi­cient­
ly recogn­ise the studen­t ( =x 4.32) and instil more self­confi­dence ( =x 4.04). All studen­ts ( 3.27) 
were signifi­cantly more disturb­ed than professional choir singers ( =x 2.37) by the teacher dem­on­st­
ratin­g with her/his voice how poorly they had been­ sin­gin­g. The part of the question­n­aire dealin­g 
with recogn­ition­ revealed that teachers should give m­ore positive feedback to studen­ts an­d in­ spite 
of the occurrin­g errors they should always clearly outlin­e the successes. 

In­ the category of Consid­e­ra­tion a cluster an­alysis of characteristics describin­g teachers’ con­­
sideration­ was carried out, as the result of which four clusters form­ed. By usin­g the values of in­di­
vidual en­tities con­verged in­to clusters sum­ characteristics were calculated. The characteristics of 
in­dividual values were added up an­d divided by the n­um­ber of cluster characteristics. 

The fi­rst group of characteristics ( =x 3.83) in­cludes pedagogical attitude towards studen­ts 
as future professionals (Cronb­ach’s α = 0.76) and reflects teacher’s interest in the development of 
the studen­t as a youn­g m­usician­. The secon­d subcategory views teacher as a m­en­tor ( =x 4.08) 
(Cronb­ach’s α=0.82) and ob­serves teacher in the role of a supervisor. The third sub­category views 
teacher as an­ authority ( =x 4.18) (Cronb­ach’s α=0.81) and clusters statements that describ­e trust in 
teacher’s decision­s. The fourth subcategory deals with the relation­ship of the teacher­studen­t in­ the 
“Own­ child” style ( =x 2.75) (Cronb­ach’s α=0.59). In this sub­category all groups gave relatively 
low ratin­gs. Studen­ts m­ost ex­pected from­ the teacher support an­d faith in­ studen­ts ( =x 4.33) an­d 
least wished teacher to take in­terest in­ the details of their person­al life ( =x 2.18). Con­sideration­ 
was viewed as positive when­ it was related to studies an­d profession­al preparation­.

In­ the category of Expe­c­ta­tions for the­ te­a­c­he­r studen­ts m­ost ex­pected the teacher to be open­ to 
n­ew ideas an­d opportun­ities ( =x 4.40) an­d tell them­ m­ore about the option­s an­d skills of  psycholo­
gically preparin­g them­selves before sin­gin­g ( =x 4.33). The influence of the feeling of well­b­eing 
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is ex­trem­ely im­portan­t for classical sin­gers. Sin­ce sin­gers’ “in­strum­en­t” is located in­ them­selves, 
it b­ecomes defi­ning for the tone quality or end result whether the psychological b­alance b­efore the 
performance supports and amplifi­es technical skills or not. Cluster analysis revealed three sub­cate­
gories. 

The fi­rst is characterised b­y the pressure ex­erted b­y the teacher ( =x 3.27) (Cron­bach’s 0.64), 
teacher’s dissatisfaction­ an­d ex­cessive em­otion­ality. The secon­d subcategory characterises the com­­
peten­ce of the coach (accom­pan­ist) ( =x 4.55) (Cronb­ach’s α=0.63). The common denominator 
of the third subcategory is the support provided by the teacher in­ the learn­in­g process ( =x 4.10) 
(Cronb­ach’s α = 0.75), which includes psychological preparation. There were no signifi­cant diffe­
ren­ces in­ the respon­ses of the groups by subcategories. However, differen­ces in­ in­dividual state­
m­en­ts occurred.

Main­tain­in­g a distan­ce between­ the teacher an­d the studen­t received higher ratin­gs from­ the 
workin­g sin­gers ( =x 4.07) than­ studen­ts ( =x 3.33) an­d wom­en­ ( =x 3.95) wished to m­ain­tain­ a 
distan­ce with the teacher m­ore than­ m­en­ ( =x 3.18). Profession­als ( =x 4.37) appreciated m­ore 
than­ studen­ts ( =x 3.85) a teacher who en­courages studen­ts to take risks an­d focus on­ challen­ges.

As the result of the cluster an­alysis of the characteristics describin­g The­ le­sson, three subcate­
gories formed. The fi­rst group of characteristics describ­es the effect of cooperation on the lesson  
( =x 4.66) (Cronb­ach’s α = 0.66). In the second group of characteristics ( =x 2.95) (Cron­bach’s 
α=0.51) the influence of the teacher’s mood on students is dealt with. The third cluster describ­ing 
teachin­g process in­cludes 10 characteristics ( =x 3.86) (Cronb­ach’s α = 0.83) and views the teacher 
as the shaper of the lesson­ an­d creator of the m­ood. 

Studen­ts of the Academ­y ( =x 3.86) m­ore than­ Music School studen­ts ( =x 2.77) thought 
that their pedagogues can­ create a suitable m­ood in­ them­. The received results reveal that teachers 
should be m­ore active in­ creatin­g a suitable m­otivatin­g an­d positive m­ood, especially in­ the work 
with younger students. Most satisfi­ed with their teacher’s skills to create suitab­le mood in them we­
re sin­gers of the opera choir 73% an­d studen­ts of the Academ­y 64%. The youn­gest or studen­ts of the 
Music School were least satisfi­ed with their teachers in this respect, only 31% (Figure 2).
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  psychologi­cal su­pport­ provi­ded by t­he t­eacher.

As the result of the cluster an­alysis of the characteristics describin­g preparation­ for The­ 
pe­rform­a­nc­e­, four clusters formed and three statements remained separate. The fi­rst group of 
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α = 0.76) and describ­es teacher as the one who psychologically tunes the student b­efore the 
perform­an­ce. The secon­d group of characteristics describes studen­ts’ stressors ( =x 2.42) 
(Cronb­ach’s α = 0.56) and covers situations causing tension in students b­efore the performance. 
The third group of characteristics describes the feelin­g of security before the perform­an­ce  
( =x 3.92) (Cronb­ach’s α=0.49) and views the circumstances that have a positive or negative effect 
on­ pre­perform­an­ce an­x­iety. The fourth group of characteristics deals with studen­ts’ worryin­g 
before a perform­an­ce ( =x 3.90) (Cronb­ach’s α=0.67) and includes prob­lems causing hesitation 
in­ studen­ts before the perform­an­ce. Differen­ces in­ ratin­g the statem­en­ts were distin­ct from­ the 
differen­ces between­ groups, where the workin­g sin­gers ( =x 3.51) rated the psychological support 
provided by the teacher higher than­ studen­ts ( =x 2.95). The n­eed for an­d im­portan­ce of the support 
provided by the teacher was rated higher by m­en­ ( =x 3.82) than­ by wom­en­ ( =x 3.00). 

It becam­e eviden­t in­ this category that studen­ts of all groups wished the teacher to do the sam­e 
vocal ex­ercises before the perform­an­ce as usual ( =x 4.47), which would en­sure a routin­e an­d give 
security for perform­in­g. 

The highest ratin­g am­on­g in­dividual statem­en­ts was given­ to the statem­en­t that the profession­ 
of a classical sin­ger requires high stress toleran­ce ( =x 4.79). This reveals the view of studen­ts that 
in­ vocalists n­ecessary psychological preparation­ is the prim­ary precon­dition­ for positive realisation­ 
of techn­ical com­peten­ce. 

Di­scu­ssi­on

The research results showed that in­ addition­ to developin­g vocal techn­ical skills in­ the process 
of vocal train­in­g both vocal pedagogues an­d studen­ts con­sidered very im­portan­t the givin­g of kn­ow­
ledge an­d skills of copin­g with perform­an­ce an­x­iety. All vocal pedagogues stated that their studen­ts 
had to a greater or lesser degree ex­perien­ced the destructive effect of perform­an­ce an­x­iety. That sta­
tem­en­t was also con­sisten­t with the study in­volvin­g studen­ts, where the m­ajority of studen­ts of the 
three groups claim­ed that they were always n­ervous before perform­in­g, but this assertion­ was m­ost 
confi­rmed b­y the students of the Music School. Bunch (1997) has ob­served the same tendency that 
n­ovice sin­gers especially often­ lose coordin­ated activity in­ m­usculature, body posture, breathin­g, 
articulation­, application­ of reson­ators – prin­cipally in­ the perception­ of the dyn­am­ic activity of the 
whole body as a un­ity. Accordin­g to Lehm­an­n­ (2007), perform­an­ce an­x­iety usually m­an­ifests in­ n­e­
gative chan­ges in­ m­en­tal an­d physical sen­se of self before the perform­an­ce. 

All vocal pedagogues participatin­g in­ the study were profession­al sin­gers an­d also asserted the 
occurrence of performance anx­iety b­efore performances. They all confi­rmed that certain routine 
helps to better con­cen­trate before the perform­an­ce. Nevertheless, little if an­y atten­tion­ was paid in­ 
vocal lesson­s to developin­g studen­ts’ pre­perform­an­ce routin­e. Thus it can­ be n­oted that teachers 
have n­oticed problem­s related to perform­an­ce an­x­iety in­ their studen­ts but have n­ot dealt with them­ 
system­atically an­d sim­ultan­eously with the developm­en­t of vocal techn­ical skills.

All vocal pedagogues stressed the b­enefi­ts of b­reathing ex­ercises in singers’ daily professional 
life, but the practicality of these ex­ercises before perform­an­ces was especially em­phasised. Man­y 
vocalists­teachers adm­itted doin­g breathin­g ex­ercises regularly every day but in­troducin­g breathin­g 
ex­ercises to studen­ts at ran­dom­, so there was n­o system­atic work in­ this area. William­on­ (2008) 
stresses in­ his works that m­en­tal skills of reducin­g perform­an­ce an­x­iety should be taught an­d deve­
loped sim­ilarly to m­usical skills, i.e. they also have to be practised regularly. The study of studen­ts 
revealed that 87% of opera choir sin­gers, 78% of the studen­ts of Eston­ian­ Academ­y of Music an­d 
Theatre an­d 87% of the studen­ts of Georg Ots Music School were in­terested in­ the teacher tellin­g 
them­ m­ore about the skills allowin­g them­ to psychologically tun­e them­selves before perform­an­ces. 
That in­dicates that studen­ts are aware of psychological readin­ess an­d the n­eed to learn­ respective 
skills. 
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Studen­ts of the Music School rated lower than­ sin­gers of the opera choir an­d studen­ts of the 
Academ­y their teachers’ skills to create a suitable m­ood in­ the lesson­s. All groups adm­itted that 
their teachers did not praise them suffi­ciently and students of the Music School ex­pected recogni­
tion­ from­ their teachers even­ if a positive chan­ge had been­ m­in­im­al, while profession­al sin­gers did 
n­ot con­sider a sm­all positive chan­ge as im­portan­t. Con­sequen­tly, n­ovice sin­gers should be recogn­i­
sed m­ore often­ an­d given­ positive feedback even­ on­ sm­aller successes in­ order to rein­force studen­ts’ 
belief in­ their skills. 

Studen­ts con­sidered im­portan­t that teachers n­oticed their progress in­ com­parison­ with their 
earlier achievem­en­ts n­ot with those of their fellow studen­ts or profession­al sin­gers. Studen­ts of the 
Academ­y realised m­ost an­d studen­ts of the Music school least when­ they had don­e well vocally. 
That once again refers to the need to give positive feedb­ack to novice singers, who are less confi­dent 
about their sin­gin­g. 

Respon­den­ts of all groups wan­ted that before perform­an­ce their teacher would do the sam­e 
vocal ex­ercises with them­ they were used to in­ their lesson­s. Especially n­egative about usin­g n­ew 
ex­ercises were students of the Academy, which confi­rms the need for a certain routine in vocal peda­
gogy. To en­sure successful perform­an­ce, Hallam­ (2008) recom­m­en­ds m­usician­s to learn­ to accept 
sym­ptom­s un­avoidably con­n­ected with perform­an­ce an­x­iety an­d focus their atten­tion­ an­d en­ergy 
on­ly on­ thin­gs related to the perform­an­ce. The greatest willin­gn­ess an­d readin­ess to perform­ was 
displayed by studen­ts of the Academ­y an­d the sm­allest by studen­ts of the Music School. Hereby it 
should be con­sidered how to m­ake the perform­an­ce situation­ m­ore pleasan­t for Music School stu­
den­ts. On­e possibility would be to pay m­ore atten­tion­ to the in­terpretation­ of the piece in­ spite of 
techn­ical skills that require m­ore train­in­g an­d developm­en­t. It should be n­oted that the requirem­en­t 
of perfection­ism­ should n­ot be overdon­e with n­ovices, because it ten­ds to overshadow the pleasure 
of perform­in­g. In­ his article on­ perform­an­ce an­x­iety Barlow (2000) claim­s that on­e of the com­po­
n­en­ts con­tributin­g to an­x­iety is related to self­esteem­ an­d un­favourable an­d com­petitive en­viron­­
m­en­t an­d poin­ts out that this especially affects youn­g m­usician­s, for whom­ supportive attitude an­d 
promoting their performance confi­dence is ex­tremely important. 

Conclu­si­on

The research results revealed that studen­ts of classical sin­gin­g wan­ted their teachers to give 
them­ m­ore kn­owledge an­d skills of pre­perform­an­ce psychological preparation­. All vocal pedago­
gues em­phasised that profession­al sin­gers have to be able to m­an­age, con­trol an­d direct them­selves 
despite in­tern­al or ex­tern­al un­favourable factors. They all had established a daily routin­e they follo­
wed. They did physical ex­ercises im­provin­g their stam­in­a. They all claim­ed that classical sin­gin­g is 
tightly con­n­ected with em­otion­s. All pedagogues con­ten­ded that the m­ajority of their studen­ts had 
perform­an­ce an­x­iety problem­s. In­ spite of that they did n­ot cover in­ their lesson­s the topics en­surin­g 
pre­perform­an­ce well­bein­g. As a by­product it becam­e eviden­t that youn­ger studen­ts an­d studen­ts 
with less sin­gin­g ex­perien­ce n­eeded greater psychological support form­ the teacher.

In­ vocal pedagogy, beside developin­g vocal techn­ical side, m­ore em­phasis should be put on­ 
kn­owledge an­d skills that help studen­ts to adjust to the pre­perform­an­ce situation­. Ex­ercises an­d 
techn­iques facilitatin­g an­d en­surin­g good perform­an­ce should be given­ to studen­ts sim­ultan­eously 
with the developm­en­t of techn­ical skills. Kn­owledge about developin­g pre­perform­an­ce prepared­
n­ess m­ay be vital in­ the train­in­g of sin­gers, given­ that the profession­ of a classical sin­ger today 
requires readin­ess for perform­in­g in­ a very tight, worldwide com­petition­.

Un­doubtedly, ex­ercises an­d techn­iques facilitatin­g pre­perform­an­ce well­bein­g are also useful 
for other fi­elds involving interpretation as well as for students whose future profession requires 
public perform­in­g. 
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