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  Introduction


  The Inner Game of Music




  This is the first book written about the Inner Game principles of ‘natural learning’ that applies this methodology to a subject matter outside the area of sports. I

  am pleased that this should be the case for several reasons, since sports and music share similarities that are relevant within a learning context.




  People ‘play’ sports and ‘play’ music, yet both involve hard work and discipline. Both are forms of self-expression which require a balance of spontaneity and structure,

  technique and inspiration. Both demand a degree of mastery over the human body, and yield immediately apparent results which can give timely feedback to the performer. Since both sports and music

  are commonly performed in front of an audience, they also provide an opportunity for sharing the enjoyment of excellence, as well as the experience of pressures, fears and the excitement of ego

  involvement.




  The primary discovery of the Inner Game is that, especially in our culture of achievement-oriented activities, human beings significantly get in their own way. The point of the Inner Game of

  sports or music is always the same – to reduce mental interferences that inhibit the full expression of human potential. What this book offers is a way to acknowledge and overcome these

  obstacles in order to bring a new quality to the experience and learning of music.




  I found that much of the self-interference in the practice of sports originated in the way they were taught. The Inner Game sports books presented a radically different approach to learning.

  Techniques for heightened performance were successfully conveyed, without the normal frustrations and self-judgements that tend to take the joy out of learning and playing the game. In The Inner

  Game of Music Barry Green has translated these methods in a way that promises to bring new life and learning possibilities to this field of endeavour.




  Since the success of The Inner Game of Tennis in the mid-seventies, many people have approached me to co-author Inner Game books on a variety of subjects. Barry was excited by the results

  he had achieved with Inner Skiing, and wanted to write a book applying the methodology to music. ‘You know, Tim,’ he exclaimed to me, ‘I could write a book on the Inner

  Game of music, almost by just changing a few key words in any of your other books. It’s all the same magic; it will work anywhere!’




  I’d often thought about the possibility of cranking out simple ‘translations’ of the Inner Game into different fields. But I felt it was important for Inner Game methods to be

  re-created to reflect the unique and special aspects of a particular subject. I asked, ‘Barry, how would you like to take two or three years and explore the possibilities that the Inner Game

  might bring to the field of music? Explore them in your playing with the symphony, and with your students, develop methods and new techniques, and then refine them when you have some experience in

  using them. Then, when there is sufficient evidence that the technology is feasible and workable, we might think about doing a book to share what we have learned with others.’




  What distinguished Barry Green is that he accepted this challenge, and didn’t speak to me about writing a book for nearly three years. During this time he did literally thousands of hours

  of research and experimentation with his own performances and in his teaching. Barry’s commitment to making a difference in the way music is learned takes this book out of the realm of clever

  theory. It is a book that succeeds as a practical guide for improving the quality of music experience.




  Barry wrote the text and developed the specific techniques that are presented. I consulted closely with Barry on the content of each chapter, and take responsibility for the integrity of the

  expression of Inner Game principles. Ours has been a close and yet informal collaboration. As Barry began developing applications to music, I became more and more intrigued with music myself. Not

  only did Barry and I lead Inner Game of Music seminars with groups such as the Music Educators National Conference, but I found time in my already overloaded work schedule to take up the alto

  recorder so that I might have my own Inner Game of music ‘learning laboratory’.




  What impressed me most about Barry was his ability to shift his sights from his initial interest in writing a book, to making the Inner Game of Music a breakthrough experience both for himself

  and his students. From this background of experience comes an unquenchable enthusiasm for what the Inner Game can bring to the music world. My strong recommendation to the reader is to experience

  this book in much the same way. This is not a book of ‘right answers’. Rather, it is an exploration of new possibilities and a guide to be used in your own style of learning. It is an

  invitation to let go of some old ‘rules’, and to trust increasingly in your innate powers of learning. It is not a rejection of technique, but an approach to the learning of technique

  which does not inhibit musical expression.




  My own brief experience with teaching these methods to music students suggests that they are remarkably successful. Musicians at all levels of experience demonstrated dramatic shifts in the

  quality of their music performance, even with brief instruction. I was used to seeing these kinds of transformations taking place on the tennis court, and got a special sort of pleasure in seeing

  such immediate results in music as well.




  The same mechanism for heightened performance is at work in both sports and music, where overteaching or overcontrol can lead to fear and self-doubt. It is impossible really to concentrate on a

  tennis ball when your head is filled with scores of instructions. It is next to impossible to enjoy the game or play it very well when the emotions are involved in the fear of failure or not

  looking good before one’s instructor. Fear and overcontrol do not produce the best tennis players; they are also likely to inhibit the production of good music.




  It seems to me that the very essence of music is the expression of the self. It needs a milieu that is conducive to reaching into one’s source of creativity and that allows for freedom of

  expression. Just as the end product of the study of music is enjoyment, virtuosity and inspiration, the actual process of learning and teaching can yield the same quality of experience. It is my

  hope that readers of The Inner Game of Music will use this wealth of material to help them experience the joy of music to the fullest.




  W. Timothy Gallwey
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  Wolfgang Amadeus Mozart, of course, was a prodigy. How else can you explain someone who started to compose at the age of five; learned to play the harpsichord, violin and

  organ; toured Europe as a concert musician; and by the age of thirteen had written sonatas, symphonies, concertos and operettas?




  But our ‘serious’ picture of the young genius may not help us to glimpse the very real child he also was. While touring England as a concert musician with Johann Christian Bach, he

  used to visit the taverns. Little Wolfgang and Johann Christian took a gleeful delight in playing with the brass spittoons, and while Johann Christian was content merely to score an accurate

  ‘hit’ in the centre of the spittoon, Wolfgang Amadeus would aim his spittle at the rim and send the spittoon spinning, until the reflected golden light of the many candles spun around

  and around the room, and everyone in the tavern began to dance.




  Not too many people know that Mozart was also one of the finer billiards players in Europe, or that he gained inspiration for his music from listening to the click of the balls and the soft thud

  as they bounced off the green baize of the billiard table.




  Was Mozart, as we so easily suppose, an extraordinary and special case? Or was he to some extent simply a child, with a child’s natural enthusiasm, and a father who happened to encourage

  him in the pursuit of music?




  Today we marvel at how effortlessly young children learn. Children who are brought up in other countries frequently absorb three or four languages, without confusing them. Children who use the

  Suzuki approach learn to play music with enjoyment, competence and fearlessness.




  Even if we view Mozart as an extraordinary exception, it is clear that all children have an incredible capacity to learn. As adults we may tend to play down their accomplishments by saying,

  ‘Well, of course they can do it – they’re kids! They don’t know what they’re doing.’ But wouldn’t it be marvelous if we could combine our knowledge and

  maturity with that childlike transparency and endless curiosity – so that we could learn, perform and listen to music with the openness of children?




  Can you remember what you felt like when you were three or four years old? You may not recall the details of what you did, but your picture of your childhood will likely contain some memory of

  youthful enthusiasm, innocence or playfulness.




  There was a time when nobody told us that playing was difficult, and we played music without feeling self-conscious about it. There were those moments when we marvelled at the excitement, the

  love and the sadness that live musicians could coax from their instruments. And there was a time when we first performed as members of a band, orchestra or chorus, and were overwhelmed by the

  massiveness of the sound, and our wonder at being part of fifty or a hundred voices all building to the same musical goal.




  Even today, as listeners, performers and teachers, we still catch glimpses of that youthful potential within us. There are moments when we somehow play a phrase so well that we ‘wonder

  where it came from’. Sometimes we feel as if we have learned a passage almost without trying; it seems to emerge magically from our fingertips. There are times during music lessons when we

  become utterly absorbed in discovering what makes a difficult passage work. And sometimes, at the concert, for no reason whatsoever, everything is somehow just right – the programme and the

  performance – and we feel caught up in the joy of a composer who lived and died a century or more before our time.




  But why are these precious moments so few and far between? If we have the ability to listen, learn and play in this fuller, richer way, why do we do it so infrequently? Is it possible for us to

  recapture our ‘youthful’ ability to see, hear, feel and understand?




  Playing the Inner Game




  For years I heard musicians talking about Timothy Gallwey’s Inner Game methods of teaching tennis, skiing and other sports. When his first book, The Inner Game of

  Tennis, came out, musicians were among the first to recognize that his techniques for overcoming self-consciousness and recapturing that youthful potential to learn could be applied in many

  areas – the playing of music among them.




  But although I heard my friends discussing Gallwey’s methods with the kind of enthusiasm they usually reserved for great composers and perhaps the occasional baseball star, the thought of

  using the Inner Game in my own life as a classical symphony double bass player and teacher never really clicked for me until I was introduced to Tim’s methods on the ski slopes.




  When I learn something new, I like to take lessons from an expert instructor who will tell me exactly what to do. I want to know what’s best, and to perform correctly. But my brother

  approaches learning in quite a different style. He likes to teach himself. Jerry and I began an undeclared race to see which of us could learn to ski best and fastest.




  Jerry was born with cerebral palsy and doesn’t have complete control of the left side of his body. He never outclassed me in swimming – only in tennis, golf, academics and socially.

  He was an honour student and excelled at everything; I was a B student and played in the band.




  My brother read Tim Gallwey’s book Inner Skiing, and I took extensive (and expensive) ‘how to’ lessons from a ski school. A year later we met at a California ski resort.

  I was confident that I knew the correct positions for my body, my legs, the poles and my head. I had learned all the proper techniques for manoeuvring my skis. And yet I was amazed and frustrated

  to see Jerry skiing more naturally, faster, and with what seemed like an effortless command of technique.




  I was scared to death. Here I was, right at the top of Squaw Valley. I was facing the same slope I had visited as a child, when I watched the giant slalom event there during the 1960 Winter

  Olympics. But this time I was on skis – and it was my first time away from the nursery slopes.




  An endless stream of instructions ran through my head as we took off down the hill: ‘Keep your weight forward . . . feel the inside edge of the ski . . . keep your shoulders forward . . .

  relax . . . don’t fall . . . don’t worry . . . don’t stiffen up . . .’ This constant stream of excellent advice did very little to help me get down the hill – and it

  certainly prevented me from taking any pleasure in skiing.




  Jerry, on the other hand, had put it all together. He was relaxed, confident, his shoulders were forward, and he leaned easily into his turns, putting his weight on the inside edge of his ski as

  if it was the most natural thing in the world. I was still sceptical, of course, but it did seem that he had found a better way to learn. I asked him how he did it. ‘Barry, it’s

  easy,’ he said. My brother knows just how to get to me. ‘Just forget your instructions, feel the mountain with your skis, pay attention to what works – and read the Inner

  Game!’




  I couldn’t put off reading Gallwey’s book any longer. I went out and bought a copy of Inner Skiing, and read it with a double purpose: to help my skiing, and to see how I

  could apply Inner Game techniques to the field of music.




  It quickly became obvious that Tim Gallwey’s Inner Game techniques could be applied across the board, in any area of human activity. The fundamental skills of awareness,

  trust and will provide ways to increase our concentration; to overcome nervousness, doubt and fear; and to help us come closer to our potential in almost any field. I saw very clearly

  how these skills could improve both the learning and the performance of music.




  I began to experience with my bass students.




  Early successes




  The first signal that my attempts to translate the Inner Game really worked came when I used them to teach a bass player to relax his forearm. I applied one of the simple

  techniques that Tim teaches in Inner Skiing and asked Randy to pay attention to his forearm as he played, and monitor the tension on a scale from one to ten, with one representing a very

  relaxed state and ten representing a great deal of tension. We agreed to call his present level of tension a five, and I asked him deliberately to increase it to a seven and then relax back to a

  five.




  Almost as if by accident, Randy found himself relaxing so much that he rated the tension a three. By noticing the difference in the way his muscles felt at seven and at three, he was able to

  recognize for the first time which muscles were getting in his way. He was then able to relax them consciously.




  It seemed only a little short of miraculous. I had worked with Randy for months, trying to decrease the tension in his bowing arm without much success – and now he had managed to solve the

  entire problem without my telling him what to do! Better than that, the tone of his playing was now richer and more assured than before.




  I began to understand how my brother had been able to learn to ski by himself. I saw the enormous power and effectiveness of Gallwey’s simple techniques for entering a state where we

  learn, perform and enjoy ourselves to the fullest. I must have been pretty excited when I telephoned Tim that day back in 1980 and began a dialogue and a friendship that has continued ever

  since.




  I wanted to explore and apply the Inner Game to music. Tim told me he was as enthusiastic as I was about the possibility. As we began to work together, we agreed on two conditions.




  The first was that I should use only exercises and techniques that I had tried and tested in my own experience of music: if I wanted to use a technique that I found in The Inner Game of

  Tennis, such as telling people to ‘watch the seams of the ball’, I was to modify or adapt it until it worked in a musical context, perhaps telling my students to ‘notice the

  circular bow pattern during the fast even notes’.




  The second condition was that I should maintain the simplicity and quality of the Inner Game approach. I was eager to set about translating the Inner Game into musical applications the next

  week, but I began to realize it is far from easy to create something simple. Five years later I am still refining, simplifying and discovering new techniques that utilize the three basic Inner Game

  skills of awareness, trust and will.




  My work with Tim Gallwey took me from my home in Cincinnati to California, for tennis lessons and coaching in the Inner Game. It may sound strange that I learned more about music on the court

  from a tennis pro than in years of playing and teaching music, but in a sense it’s no less than the truth.




  Gallwey taught me that in everything we do, there are two games being played: the outer game, where we overcome obstacles outside ourselves to reach an outer goal – winning at tennis,

  playing well, or succeeding at whatever we are interested in – and an inner game, in which we overcome internal obstacles such as self-doubt and fear. These internal obstacles are the ones

  that interfere most with our performance, in music as much as on the tennis court, and keep us from experiencing our full potential. Players of the Inner Game find that when they focus on

  eliminating mental interference, their outer game performance automatically comes closer to their potential.




  My experience of the Inner Game has brought me new skills and interests that I never dreamed of. Before I started to use Gallwey’s approach, I played bass in orchestras, small ensembles

  and as a soloist. I also taught bass. The Inner Game has expanded my horizons to the point where I learned to lecture and conduct demonstrations and workshops. It has changed the way I practise,

  the way I listen to music, the way I teach, and the quality of my performance.




  I now find myself coaching chamber music groups, church choirs, bands and orchestras. My work has brought me in contact with jazz musicians, music teachers, popular music buffs and dancers. And

  I have discovered, much to my embarrassment, that I sometimes give better piano lessons than bass lessons!




  My entire attitude toward music has changed.




  My playing and teaching used to be a little on the cautious and controlled side – and perhaps even a little boring. The Inner Game has helped me tap the courage and awareness to play more

  freely and with greater spontaneity.




  I have learned to take risks and to attempt what would have seemed impossible to me a few short years ago. My teaching style has shifted from overinstructing my students to coaching them to

  learn from their own experience.




  I have also become less preoccupied with my own ‘serious’ image as a classical musician. Where I used to structure my solo concerts around the standard double bass repertoire, I have

  recently branched out in ways that allow me to broaden the appeal of my instrument.




  I now find myself working with composers, musicians, dancers and actors in a variety of styles ranging from baroque to jazz and folk. We have incorporated melodrama, space voyages and a visiting

  elephant (as ‘guest artist’) into our concerts. Together we have found new and exciting audiences of children and non-concert-goers to introduce to my noble partner, the double

  bass.




  I have even been able to apply my new insights and communication skills in a more mundane fashion – helping my children with their homework, and improving their table manners. There are

  very few areas where the Inner Game can’t be applied – with remarkable success!




  Above all, I have recaptured that childlike sense that anything is possible.




  About this book




  We are all here to explore the Inner Game of Music: listeners and performers, students and music teachers, young violinists, flamenco guitarists, jazz buffs and professional

  musicians. Perhaps some of you have read other Inner Game books by Tim Gallwey and are interested to explore Inner Game principles as they apply to music.




  What are you hoping to get out of the Inner Game?




  Would you like to increase your appreciation for different styles of music? Will reading this book inspire you to take your instrument out of the closet, where it’s been gathering dust for

  several years? Will it allow you to learn music more efficiently – and practise with more enjoyment? Or help you support your child through those difficult first music lessons? Is it going to

  help you play a better audition or recital? Will it help you ‘shake the shakes’? Or do you just want to let out the Mozart in you – your natural creativity and genius: the

  composer, the child at play, the spontaneous and musical you?




  Learning from your own experience is the very essence of the Inner Game. To help you do this, there are numerous exercises scattered throughout the book. Clearly, these exercises can’t

  always represent every style of music from bluegrass to Beethoven, nor every level of musical accomplishment from the student’s who’s just starting to the virtuoso’s. But we

  aren’t here to learn an instrument; we’re here to explore the possibilities of the Inner Game and the discovery of our own potential – a potential that can be expressed musically,

  in sports, and in a thousand other ways.




  I really want to encourage you to do these exercises and play the Inner Game of Music with me as you make your way through the book: your practical experience of what I am talking about will

  teach you much more than a reading of my words ever can.




  Some of these exercises involve reading music, but the majority don’t. Some can be done in your imagination, and others need your active participation. I’d like you to feel free to

  apply the exercises at your own level, and in terms of the musical style that you feel most comfortable with: its OK to substitute the music that you are already playing for the examples I have

  given or to simplify an exercise that seems too difficult. One way to make a difficult exercise easy is to slow it down. By all means, the exercises should not become an additional obstacle to gain

  an experience of the techniques discussed. Many of my students found it helpful to do some of the exercises away from their primary instrument. For example, the singers can play some of the music

  on the keyboard. The keyboard players and other instrumentalists can vocalize either in their imagination or aloud. If you prefer reading the text and just playing through the music in your head,

  feel free to do so. The music suggested is only a guide or example of a way to gain familiarity with the concepts presented. The most appropriate examples of your own music may not occur to you

  until weeks or months after you leave a particular chapter.




  This book is also designed to help those who listen to music but neither sing nor play an instrument – the music lovers without whom the rest of us would lack an audience. Although one

  chapter of this book deals specifically with the concert-goer, listening skills are discussed throughout the book and are an essential part of the Inner Game of Music.




  The performer, after all, can only play what he hears, and so this book is as much about listening as it is about playing.




  Overview of the book




  In the next two chapters we shall take a look at the Inner Game itself, learn its basic theories, define some terms and see when and how it is played. In Chapters 4 to 7, we

  shall be developing the basic Inner Game skills of awareness, will and trust. Chapters 8, 9 and 10 apply these skills to the areas of successful performance, musical experience and learning and

  teaching. Chapters 11 to 14 speak directly to the listener, the coach or music parent and the ensemble player. The final chapter explores the application of the Inner Game to improvisation and

  creativity, and suggests some further avenues of approach to the incredible potential that exists within each one of us.




  This book can be read in a number of ways. For some it may be an intense workshop and does not need to be consumed at one time. After the first seven chapters, the remaining chapters will have

  varying degrees of interest to readers from different backgrounds. I encourage you to read this book at your own pace and in your own way. Regardless of how you read it, I hope you will have fun

  with it.




  Finally, I would like to invite you to send me any responses, stories and comments that occur to you while you are reading this book or playing the Inner Game – in your music or in your

  life. There is always more for us to learn, and I would very much enjoy learning from your experiences. In many ways a book is like a conversation, and when one person gets to do all the talking,

  it just isn’t as much fun.




  Pull up a chair. Reach for the music. And let’s go.
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  What is the Inner Game?




  What is it that a tennis pro discovers on the court, that he is then able to teach to ski instructors and golf pros, business executives and telephone switchboard operators; that can help

  physicians design more effective programmes for the prevention of stroke and heart disease and help musicians play with more assurance, musicality and delight? What exactly is the

  ‘inner’ game that these very different areas of human performance all have in common?




  Over the course of the next two chapters we will take a look at the Inner Game, explore its basic principles, and discover when and how it is played.




  The two games




  Whether you are playing tennis, engaged in business, or making music, each activity has its own challenges and ways to overcome them. It is, if you like, a game.




  This game, the ‘outer’ game, is the one we all know we are playing. You play it in the ‘outside’ world, against ‘outside’ opponents. The context or arena is

  the tennis court, the office or the concert hall. The obstacles are your opponent’s back hand, the cut-throat competition or the intricate fingering. Your goal is to win the point, or land

  the contract or play that difficult passage. And there are many books on the market designed to teach you how to play it better.




  The fundamental insight of Tim Gallwey’s approach is that you are also playing a second, or ‘inner’, game all the time you are playing the ‘outer’ game. This second

  game is subtler, less easily noticed and more quickly forgotten. It is played out in the arena of your mind. The obstacles are mental obstacles, such as lapses of concentration, nervousness and

  self-doubt. Your goal is to express your potential to the fullest. And very few books talk about it.




  These two games, the inner and the outer, are closely interrelated – and each one has a considerable impact on the other. It simply isn’t possible to engage in any human activity

  without playing both games. The problem arises when we are playing both games but think we are only playing the outer game. These are the times when, as Tim puts it, ‘the game ends up playing

  the person’, rather than the other way around.




  In this book we shall concentrate on playing the Inner Game of Music, and leave instructions on the outer game – proper hand position, breath support, bowing techniques and ‘the only

  right way to play Brahms’ – to others. We will be asking you to let go of your outer game concerns and to concentrate on developing your Inner Game.




  There are two reasons for this. First, success in the Inner Game is very often the deciding factor between success in your outer game and failure. Second, the Inner Game is a fascinating game in

  its own right – and the only game that can be ‘applied’ to all other games.




  Tim Gallwey points out that ‘we are playing the Inner Game every day, whether we’re aware of it or not, and winning or losing it every moment.’




  In a sense, the Inner Game is the key to success in the larger game of life.




  We all carry within us a reservoir of potential, which consists of natural abilities, capacities and knowledge. We develop this potential when we face situations that challenge us to perform at

  new heights of achievement in any field of endeavour.




  To meet these challenges, we have to solve problems in the real world around us. We have to play the outer game. You may, for instance, need to find ways to get the ‘cool’ sound of

  Miles Davis when it’s your turn to solo in a jazz combo.




  But there are a whole set of inner problems that we also face and which directly affect our outer performance. You may feel nervous when the spotlight is on you, or feel doubtful that you can

  pull off a difficult progression. These doubts are the challenges you face in the Inner Game.




  As we turn to examine the inner world, with its teeming doubts and hopes and expectations, we need to know just what is going on inside us.




  Inhibiting attitudes and tendencies – such as anxiety, fear of failure and self-doubt – make us feel stressful, and our muscles respond by tightening up. They also distract and

  scatter our attention and make us lose interest in what we are doing. In Inner Game terms, the kind of mental static that interferes with our natural ability is known as

  ‘self-interference’.




  Tim Gallwey’s Inner Game approach teaches the awareness of attitudes that inhibit the expression of our full performance potential.




  Inner game basics 1: the performance equation




  The basic truth is that our performance of any task depends as much on the extent to which we interfere with our abilities as it does on those abilities themselves. This can

  be expressed as a formula:




  P=p–i




  In this equation P refers to Performance, which we define as the result you achieve – what you actually wind up feeling, achieving, and learning. Similarly,

  p stands for potential, defined as your innate ability – what you are naturally capable of. And i means interference – your capacity to get in your own way.




  Improving performance by reducing interference




  Most people try to improve their performance (P) by increasing their potential (p) through practising and learning new skills.




  The Inner Game approach, on the other hand, is to reduce interference (i) at the same time that potential (p) is being trained – and the result is that our actual performance

  comes closer to our true potential.




  The stumbling block: self-interference




  Remember the worst moment?




  I’d like you to go back for a moment and take a look at the most painful and unpleasant musical experience you ever had. Even if it happened years ago, you may still

  have a very vivid picture of what happened – the tension in your body, and even the conflicts that were taking place in your head. It is likely to be an event that is engraved in your memory

  with surprising clarity, and you can probably describe it easily.




  I remember only too clearly the day I played the bass for a final in my first year at Indiana University. It was a juried exam and in addition to my own bass teacher, Murray Grodner, the

  examining board included the distinguished concert cellist Janos Starker; Josef Gingold, the dean of violin teachers; and William Primrose, perhaps the greatest viola player of all time.




  I was a nervous wreck. I felt sick to my stomach and was certain I would forget the music I had taken such pains to learn. Playing in front of the acknowledged masters in one’s field is

  hardly the sort of thing that’s conducive to self-confidence and ease. My hands were sweaty, my knees wobbled (which is a problem when you’re holding a double bass), my heart was

  pounding, and I had trouble just breathing comfortably.




  Worse, I can still hear the little voice in my head, pounding away at my last reserves of self-confidence. ‘I’m playing out of tune. What will they think? And I hit a wrong note

  there. Oh no, my bow is shaking. When will it stop? Still shaking. This is terrible. Now for the tricky part. Damn, if I could go over that bar again, I’m sure I could play it more smoothly.

  Hand up, remember, elbow firm, relax the third finger and vibrate fast! Yippee, I got it! Hope at least they were impressed with that little flourish. . .’




  I played as well as I could, given the battle that was going on inside me. And I don’t suppose you’ll be too surprised if I tell you the distinguished panel wasn’t very

  impressed.




  Remember the best




  And then there’s the best musical experience you ever had. Can you remember it? It may have been a lesson, a recital or a concert. What was it like? How much can you

  recall about the thoughts you had while you were playing? What was going on in your mind?




  Did your mind interrupt in the middle of your playing to say, ‘Wow, this is really wonderful – I’m not making any mistakes?’ Or is it possible that you were so involved

  in what you were doing that your mind wasn’t able to comment on it? And if it did comment, just once maybe, to congratulate you, didn’t it almost make you lose your stride?




  The hundreds of musicians that I have spoken with – soloists, orchestral players, young students and seasoned sessions men – almost all find it very difficult to remember much about

  the times when everything went well. They were aware that things were falling into place, and they remember feeling exhilarated and delighted.




  That effortless fast technical passage, that quick motion to a high note when you hit it right on the button, and most of all, that unique suspended moment when you actually became the emotional

  or sensory quality of the music – the colours, the water, the love – we have all had times like these. They happen when we are mentally alert and aware, but too absorbed in the moment

  to be running any mental gossip. And as a result, it’s very difficult to recall just exactly what was going on in our minds at the time.




  The lesson




  What can we learn from all this?




  Most of us have very clear memories of that self-critical internal conversation running on in our heads while we were playing poorly, and yet it often seems that we hardly remember noticing it

  at all while we were playing well. Isn’t it reasonable to think that our performance would improve tremendously if we could eliminate that critical voice altogether?




  Exercise: identifying self-interference




  Take a moment to think about the things that make you nervous. Imagine yourself going on stage to play a concert and feeling those last-minute anxieties. Make a list of all

  the things that worry you, and then compare your list with the list I have compiled from literally hundreds of interviews with all sorts of musicians.




  The musicians I spoke with, many of whom are at the top of their profession, all seemed to find themselves facing some of the same worries. Of course, the list varied from individual to

  individual – but the general focus was always the same. They said they




  

    [image: ]   doubted their own ability




    [image: ]   were afraid they would lose control




    [image: ]   felt they hadn’t practised enough




    [image: ]   were concerned they wouldn’t see or hear properly




    [image: ]   were worried about their accompanist




    [image: ]   thought their equipment might malfunction




    [image: ]   worried about losing their place in the music




    [image: ]   doubted the audience would like their playing




    [image: ]   feared they would forget what they had memorized so well




    [image: ]   or feared that even if everything went well, their parents would still be disappointed they hadn’t

    gone into business.


  




  Exercise: noticing the effects of interference




  These doubts and fears crop up, in one form or another, for almost all of us, and not just in the realm of music. Business executives, salespeople, artists and athletes all

  experience equivalent doubts and fears.




  Make a second list, this time of the mental and physical effects that doubt and anxiety have on you while you are performing, learning or listening to music. How can you tell that you are

  feeling nervous? What are the clues that tell you that you are not at your best? What is body telling you? And what’s going on in your mind at times like this?




  Again, you can compare your own list with the one that I drew up after interviewing musicians of every stripe and shape. Here’s how their answers broke down into our two categories:




  Physical problems included




  

    [image: ]   loss of breath




    [image: ]   dry mouth




    [image: ]   increased heartbeat




    [image: ]   sweaty hands




    [image: ]   shaking fingers, arms or knees




    [image: ]   loss of the ability to see or hear clearly




    [image: ]   loss of sensitivity in the fingers




    [image: ]   tension




    [image: ]   stiff body movement




    [image: ]   feeling sick.


  




  Mental problems included




  

    [image: ]   inner voice’s blaming or praising




    [image: ]   forgetting the words or fingering




    [image: ]   forgetting the music




    [image: ]   losing the sense of timing




    [image: ]   feeling distracted




    [image: ]   losing concentration.


  




  Once again, your own list very likely include the same two categories of interference, and maybe even some of the same specific problems.




  Inner Game basics 2: Self 1 and Self 2




  If you think about it, the presence of that voice in your head implies that someone or something is talking (it calls itself ‘I’), and someone or something else is

  doing the listening. Gallwey refers to the voice that’s doing the talking as Self 1, and the person spoken to as Self 2.




  Self 1 is our interference. It contains our concepts about how things should be, our judgements and associations. It is particularly fond of the words ‘should’ and

  ‘shouldn’t,’ and often sees things in terms of what “could have been.”




  Self 2 is the vast reservoir of potential within each one of us. It contains our natural talents and abilities, and is a virtually unlimited resourse that we can tap and develop. Left to its own

  devices, it performs with gracefulness and ease.




  A word about terminology




  Many people, when they want to discuss these things, use terms like the ‘subconscious’, ‘unconscious’ and ‘conscious’ minds. They may talk

  about the difference between ‘right brain’ and ‘left brain’ thinking. They may distinguish between the ‘reptilian’ and ‘mammalian’ brains and the

  ‘neocortex’, or speak of the ‘brain/body’ or ‘body/mind’.




  Each of these terms and distinctions has its place and meaning, and in a later chapter we shall discuss the difference between right and left brain modes of musical activity. But life gets very

  tricky when people start throwing different definitions of these terms around.




  These terms are designed to describe the ways in which the incredibly complex human being is ‘wired and programmed’. They are technical terms, from the disciplines of

  neurophysiology, philosophy and psychology. As Karl Pribram, the distinguished neurophysiologist, has noted, we have as yet only the faintest inkling of what really goes on within the human

  brain.




  Useful as these terms, they can only confuse the issue here. Self 1 and Self 2 should not be taken to mean ‘left and right brain’ or ‘mind and body’ or ‘conscious

  and unconscious’. They are terms that Tim Gallwey has coined to get around the complexity of these other definitions and the vast amount of argument surrounding them.




  Unlike ‘unconscious’, ‘left brain’ and the rest, Self 1 and Self 2 do not pretend to describe particular mental structures or areas in the human body and brain. They

  describe mental and bodily processes in terms of their results rather than their nature. Hence the simplicity of Gallwey’s definition:




  

    [image: ]   If it interferes with your potential, it’s Self 1.




    [image: ]   If it expresses your potential, it’s Self 2.


  




  That’s it. It’s that simple. Self 2 may have access to the unconscious, or the right brain, or whatever; so might Self 1. The point is simply to know whether you

  are experiencing interference or expressing your fullest resources.




  What are the characteristics of Self 1?




  Self 1 gets in our way when it tells us what we should and shouldn’t be doing, and talks to us largely in terms of the past and looming future. It loves to predict

  failures and successes, and often discusses things that have already happened in terms of the proverbial ‘if only’. Like an after-dinner speaker, it also enjoys having our undivided

  attention.




  Thinking is natural and thoughts are likely to be present in every aspect of our lives: sometimes we pay attention to our thoughts, and sometimes we ignore them and change the subject. Self 1

  includes not only our own thoughts, but also whatever we have picked up from our teacher’s instructions, the hints our friends give us, our parents’ hopes and desires, and our own urge

  to fulfil or reject those expectations. It includes everything we ‘think’ we should be doing or worrying about.




  While you are listening to Self 1’s instructions, warnings, criticisms and general play-by-play commentary, it is next to impossible to pay full attention to the music. Even when the

  comments that Self 1 makes are valid and true in themselves, it keeps you from being fully absorbed in the moment.




  It is helpful to notice your thoughts, and to find out how much they contribute to your activity and how much they interfere with it. The best way to get to know your Self 1 is to give it a

  voice.




  Exercise: getting acquainted with Self 1




  While you are reading the next couple of paragraphs, I’d like you to notice any chatter that is going on in your head and then speak the chatter out loud. ‘How am

  I expected to keep on reading and speak out loud at the same time?’ ‘My mind is pretty quiet today, isn’t it?’ ‘I need to get to the shops before dinner.’




  Notice how your talking interferes with your reading.




  How many things can you pay attention to at the same time? Almost everyone can drive a car and talk, but can you read and talk simultaneously? If you can, is your reading as effective as it

  would be if you weren’t talking? Do you understand as much, or do the words simply become a blur on the page?




  That’s enough.




  Did you miss some of what you were reading? Do you need to go back and retrace your steps, rereading the passages you missed while you were thinking of something else?




  Over the next few days, repeat this exercise while you are listening to music or playing your instrument. Notice how effective you are at what you are doing while you are speaking your thoughts

  out loud.




  Even when you aren’t speaking your thoughts out loud, they are still going on inside you. The distraction may be subtler, but it operates in much the same way, and speaking your thoughts

  aloud is one way of focusing in on it and seeing what impact it has. Most people find that their playing is less satisfactory when their minds are wandering or when they are listening to the

  ‘talker’ inside their own heads.




  How did Self 1 get into the act?




  Most children are avid and natural learners. For about the first eight years of our lives, we are in a wide-open state, ready and able to absorb whatever comes in front of us.

  We learn to walk and talk in the Self 2 way – without interference. Then, quite subtly, something changes. We begin to collect ideas, attitudes and concepts, to draw conclusions and to form

  our belief structures.




  Of course, all this is proper and natural. These structures and attitudes provide us with the security of knowing what is known and can be taken for granted. But they also seal us off from Self

  2, from the open and absorbing attitude with which we learned to walk and talk.




  As we discover the value and utility of having relatively fixed ideas, attitudes and opinions, the gap between our ‘critical’ and ‘creative’ selves becomes wider, and our

  spontaneous ability to tap the resources of Self 2 gradually disappears.
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