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Facilitating flow and performance enhancement for classical singers
through in-lesson delivery of Acceptance and Commitment Coaching.

Consent to take part in research.

L_ voluntarily agree to participate in this
research stu i

I understand that even if T agree to participate now, I can withdraw at any
time.

T understand that [ can refuse to answer any question asked during the
research process without any consequences of any kind.

T have had the purpose and nature of the study explained to me and [ have
had the opportunity to ask questions about the study.

T understand that participation involves actively taking part in ACC
coaching sessions delivered as part of weekly vocal lessons at Monash
University, Melbourne; performing a song on two separate occasions during
Singer’s Workshop group performance classes; completing a series of short
surveys on multiple occasions during the project timeline; completing the
required home practice (10 mins 5-7 days per week between Aug 7™ and Oct
5%, 2023): submitting occasional ACC practice logs and undergoing a one-
on-one interview (maximum 30 mins) at the conclusion of the intervention.
1 understand that T will not benefit directly from participating in this
research.

1 agree (o the interview being audio-recorded.

I agree to two vocal performances being audio-visually recorded.
Tunderstand that all information I provide for this study will be treated
confidentially.

Tunderstand that in any report on the results of this research my identity will
remain anonymous. This will be done by changing my name and disguising
any details of my interview which may reveal my identity or the identity of
people I speak about.

1 understand that disguised extracts from my interview may be quoted in the
dissertation submitted to the University of Wales Trinity Saint David.

1 understand that if I inform the researcher that myself or someone else is at
risk of harm, they may have to report this to the relevant authorities - they
will discuss this with me first but may be required to report with or without
my permission
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# T understand that signed consent forms, original audio-visual recordings and
other collected personal data will be stored on a password protected personal
computer until University of Wales Trinity Saint David exam board
confirms the results of the dissertation.

# Tunderstand that a transcript of my interview in which all identifying
information has been removed will be retained until the date the exam board
confirms the results of the dissertation.

+ Tunderstand that all of the primary data supplied during the project will be
destroyed immediately following the confirmation of the results of the
dissertation.

4 Tunderstand that under freedom of information legalisation I am entitled to
access the information I have provided at any time while it s in storage as
specified above.

¢ Tunderstand that I am free to contact any of the people involved in the
research to seek further clarification and information.

Researcher: Natalie Isaksson, Ph: 0473528196, email:
natalie@nataliejones.se

Research Project Supervisor: Sophic Scott, email:
sophie/@voicestudycentre.com

 Signature of rescarch participant

S

Date

RolsizRgeis i

+ Signature of rescarcher

I believe the participant s giving informed consent to participate in this
study.
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Session One

| BE PRESENT

1. STRENGTHENING ATTENTIONAL FLEXIBILITY

+ According to Jon Kabat-Zinn (1994, p.4), mindfulness means paying attention in
a particular way: on purpose, in the present moment, and non-judgmentally.

 Being mindful comes from paying attention in a particular way, whereas staying
mindful during a complex task involves making continual adjustments to your
behaviour so you sustain mindful and focused attention on the task at hand
(singing).

+ Mindlessness (or operating on autopilot) involves states of mind where you
habitually react to your thoughts/feelings or habitually engage in behaviour or
action, not purposely, and you are unaware you are doing so. Over-engaging in
mindless states of mind can interfere with the performance experience and
prevent optimal performance quality.

.

Learning to be and stay mindful whilst singing can enhance performance quality
through strengthening flexible attention skills, improving decision making and
facilitating flow.

2. IN-SESSION EXERCISES

1. SCANNING A PICTURE FRAME (3 mins)
2. MINDFUL BREATH (5 min)

3. BETWEEN SESSION TASKS
+ Spend 10-20 mins daily practicing the two exercises completed in-session
# Please record times spent and any observations in your log
+ You may choose to extend the exercises as the week progresses
.

Mindful Breath (8 min) and/or Scanning a Picture Frame (7 mins; 3,1,3 or 11
mins; 3,1,3,1,3)
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Session Two

| OPEN UP

1. BUILDING EMOTIONAL WILLINGNESS AND DISTRACTION
TOLERANCE

o Psychological flexibility is the capacity to be fully conscious, open to our
experience with actions guided by values. This is represented in the ACT

Hexaflex/Triflex (see your folder) as: Be present (Contact with the present
moment & Self-as-context), Open up (Acceptance & Defusion) and Do what
matters (Values & Committed Action).

 Opening up (known in ACT as Acceptance and Defusion) involves
disentangling yourself from thoughts and feelings, seeing them for what they
truly are, making space for them and allowing them to come and go of their
own accord.

+ Increasing willingness to accept unwanted emotions and thoughts, allowing
them to be there without attempting to avoid, control or escape them,
increases effective attentional and emotional regulation during performance
(Acceptance).

 Getting ‘unhooked from troublesome thoughts and other unwanted internal
experiences is achieved through gaining some distance between your mind
and you. You are not what your mind tells you. They are simply thoughts and
feelings that are passing by. You don’t have to buy into them (Defusion).

 Opening up builds tolerance to distress and distractions. Learning to accept
performance-related thoughts and feelings whether pleasant or unpleasant
means that you can choose not to respond to them and focus on what is
important in that moment. This frees up mental energy during performance
for more task-relevant elements such as expressivity (we will consider this
in more detail in a later session)

2. IN SESSION EXERCISES

1. CHESSBOARD METAPHOR (3 mins)
(https/Awww.youtube.com/watch?v=phbzSNsY8vc)
2. ACCEPTANCE OF PERFORMANCE-RELATED THOUGHTS (5 mins)
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3. BETWEEN SESSION TASKS

Spend 10-20 mins daily (preferably before singing practice sessions)
Practice any combination of exercises completed in-session or those listed below

Please record which exercises you choose, times spent and any observations in
your log

4. SKILLING UP

1. LEAVES ON A STREAM (Open Up) (5 mins)

2. ACCEPTANCE OF PERFOMRANCE-RELATED THOUGHTS AND FEELINGS (11
mins)
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Session Three

| BE PRESENT

1. THE BODY AS A ROUTE TO AWARENESS

+ Although all musicians have a heightened sense of connection to the body
during performance, for the singer, the instrument is located inside the body
itself, always present, not only during performance but in all aspects of the
singer's lfe, constantly expressing and communicating emotional states and
the personality itsel.

+ Recent studies have shown links between body awareness as a factor
facilitating flow in singers and using mindfulness to enhance physical
awareness has been found to improve breathing, reduce extraneous muscle
tension and improve vocal production.

+ Using awareness of the body to help stay connected to the present moment
assists to ground you in your singing and maintain focus on the task at hand.

+ The aim of the body scan exercise is not to make you feel calmer or relaxed
(although it may have that effect). The aim is to be with your experience,
‘moment to moment, with gentle curiosity at what may arise.

* Youmay feel your mind wanders from the task at hand, just notice this,
without judgement. Label any mental distractions that are irrelevant to the.
body scanning process as “task-irrelevant” and let them go, continually
adjusting your behaviour to gently bring your focus back to the scan.

+ Should you notice sensations that are intense or difficult to stay with, bring
your thoughts back to your breathing and use it as your grounding anchor.

2. IN-SESSION EXERCISES

1. SINGER'S FOCUSED BODY SCAN (13 min)
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3. BETWEEN SESSION TASKS

+ Spend 10-20 mins daily practicing any of the exercises completed so far
+ Please record times spent and any observations in your log

+ Please complete the Identifying your Performance Values worksheet in
preparation for the next session

4. SKILLING UP

+ DROPPING ANCHOR METAPHOR (Be present) (3 min)
Uses awareness of your body and breath as an anchor when you find your
thoughts and/or emotions are overwhelming, Analogy of a ship outat sea
with a storm brewing, setting down an anchor and waiting for the storm to
pass.

+  MINDFUL MOVEMENT (Be present) (10 min)
(Anne-Mari Czajkowski)
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Session Four

I DO WHAT MATTERS
1. BECOMING THE PERFORMER YOU WANT TO BE

+ Psychological Flexibility is achieved through developing the ability for mindful,
values-guided action. The more we develop this ability, the greater our potential for
facilitating flow and peak performance experience. This desired outcome serves as
the catalyst for everything we have worked on so far in our sessions together.

VALU

Avalue is some thing or activity that has intrinsic worth for you and when you
engage in behaviour that puts you in direct contact with it, you are rewarded in
some desirable way. Performance-related values can be used as inspiration,
motivation and as an ongoing guide for behaviours that enhance our performance.

# Values are not goals; goals are concrete, measurable actions that we either
complete or not; they are distinct destinations whereas values are the path we're
on that provides us with this direction and purpose.

+ Values are not duties; a duty is something we do out of necessity or obligation,
not because we choose to doit. A duty is something we do because not doing it
‘would create problems for us or for others.

 Values are your hearts deepest desires about how you want to behave when
striving for your goals and how you want to behave when you achieve or fail at
achieving those goals.

# Performance-related values have intrinsic worth and are rewarding for you as a
singer when you're engaged with them, they will have a subjective impact on
you, you choose them freely and not out of duty, and they provide ongoing
purpose and direction for you as a singer and allow you to create goals that are
concrete, measurable, and have an end-point.

Some examples of performance-related values:
- Being an emotionally expressive performer
- Executing high level vocal technique
- Being fully prepared for performance
- Communicating with the audience
- Devoting my music performance to others
- Challenging myself as a singer to learn new repertoire
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- Being a bold, daring performer

COMMITTED ACTION VS MOTIVATION
Committed Action is bringing yourself to regularly engage in behaviour that reflects
your performance-values no matter what hurdles may arise, either internal or
external until you have achieved your desired goal.
Motivation is the desire to achieve important performance-related goals however
desire is flecting and not always present. Committed action on the other hand is the
regular engagement with valued actions even when motivation or other barriers are
present because doing 5o brings one closer to being the performer you want to be.

PERFORMANCE AND MASTERY GOALS

Goals are an important part of any worthwhile endeavour and goal clarity provides
the guidance for attentional focus during practice and performance. Such clarity of
purpose occurs on a moment-by-moment basis, keeping the performer fully
connected to the task at hand and responsive to appropriate environmental cues.

Mastery goals or learning goals may facilitate higher level task performance by
focusing attention on the learning associated with the task mastery rather than the
performance of the task itself. You may find these types of goals better suit you.

Eg. “to learn how to be the best singer I can be” as opposed to “to be the best singer |
can be”

2. IN-SESSION EXERCISES

1) DISCUSS PERFORMANCE VALUES WORKSHEET (5 mins)
2) COMPLETE PERFORMANCE MISSION STATEMENT (5 mins)
3) DISCUSS PERFORMANCE GOAL GENERATION (Smins)

3. BETWEEN SESSIONS

+ Spend 10-20 mins daily practicing any of the exercises in your collection
+ Please record times spent and any observations in your log

4. SKILLING UP

+  MINDEUL LISTENING (Anne Marie Czajkowski, 10 mins)
+  WATCH VIDEO : Defusion “Thanking your Mind” (Russ Harris, 2 mins)
https:/ /www.youtube.com/watch?v=206WtwEyqzg
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Session Five

| BE PRESENT & OPEN UP

1. CULTIVATING ARTISTIC PRESENCE

*  Whatis Artistic Presence?
Artistic Presence is the clear-headed, state-of-mind that enables performers to
choose what they want to focus on, before they focus on it & while they are
engaged with it (Juncos etal 2022 p 119). It involves the combination of mindful
acceptance of what's happening in the present moment and unhooking from
what your mind may be telling you about what's happening in that moment.

# Greatartists are able to choose what they focus on in performance. They may
choose to temporarily shift the focus from vocal technique to other aspects of the
performance such as emotional, musical or aesthetic expression.

+ By training to inhabit the present moment, whilst accepting unwanted or task-
irrelevant internal and external distractions a singer can cultivate greater
artistic presence in performance. Artistic presence frees up the mind to allow the
singer to choose what to focus on.

Mindfulness: Strengthen Focus during Performance

# Use mindful meditation exercises to help be and stay in the present moment
Pay attention to task-relevant thoughts during performance

+ Respond appropriately to internal and external distractions, task-irrelevant
thoughts and feelings during performance

+ Regulate your attention toward external not internal foci

eg. Scanning Frame exercise; external focus (the act of scanning the frame and
relevant thoughts) vs internal focus (irrelevant thoughts and other internal
experiences)

Acceptance istress or

distraction

ling resilience by increasing tolerance to

*  Use Acceptance/Willingness exercises to practice not responding to
irrelevant thoughts, symptoms of emotional distress or other unwanted
internal experiences; simply let them be there so that they don't dictate your
behaviour during performance
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eg. Acceptance of Performance-related Thoughts and Feelings and Leaves on a
Stream

Defusion: Preserve mental energy during performance

+Ifyou're having unwanted thoughts during performance, use the defusion
exercises such as Thanking your mind’ and ‘Thought labelling to help create
some space and distance between your mind and your actions during
performance. Thought labelling helps you ‘unhook’ from unhelpful thoughts
as they oceur.

+Ifyou're being bombarded by a whole host of unwanted thoughts, take some
time before the performance and use these two techniques to prepare for
performance, then continue to thank your mind during the performance.

¢ Unhooking from unwanted thoughts during performance will help to free up
mental energy and attention for more task relevant foci such as artistic
expression.

2. IN-SESSION EXERCISES

1) WATCH PERFORMANCE VIDEOS (5 mins)

KRISTEN CHENOWETH
https://wwwyoutube.com/watch?v=EdC652¢9dpE

JESSYE NORMAN
https://www.youtube.com/watch?v=oziNxMe1LAI

2) PERFORMANCE CHOICE POINT (5 mins)

3. BETWEEN SESSION TASKS
+ Spend 10-20 mins daily practicing any of the material we have explored so far
+ Please record times spent and any observations in your log

Informal practice: notice any performance-related toward and/or away moves
youmake this week and note them in your log

4. SKILLING UP

+ Mindful Sounds and Thoughts (10 mins)
+Mindful Breathing Journey (5 mins Guided Practice & 5 min own practice)
(Anne Marie Czajkowski)
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Session Six

BE PRESENT, OPEN UP & DO
WHAT MATTERS

1. BRINGING IT ALL TOGETHER - FINDING FLOW

+ Self-as-context (Be present): creating a flexible sense of self as a performer

You want to cultivate a sense of self that is flexible and not defined by the
content of your internal experiences, whether that content is your thoughts,
memories, emotions, sensations, urges or self-evaluations.

Your mind creates stories by using the specific information within your mental
networks to create a generalisation. This is helpful for your ability to recall
information however, it may become problematic because your mind creates
stories out of everything, including you!

Limiting: Self stories that are based on arbituary relations that can change,
depending on the context. Subscribing to these types on self-stories limits
artistic and personal growth. Eg. “I gave a failed performance, so 1 am a failure as
asinger” or “I'm not good at singing jazz"

Not Limiting: Self stories that are based on non-arbituary relations your mind
makes between you and other people or you and yourself. These stories involve
a part of you that remains unchanged regardless of context. Eg. “Compared to
other singers, | have a soprano range”

Fostering a sense of your “observing self” will assist you to unhook from any limiting
self-stories 5o that they no longer serve as barriers to growth. You'll learn to experience
them more neutrally as passing internal experiences.

Metaphors for the Observing-Self:
o The Sky and the Weather
o The Stage Show
©  The Chessboard (Introduced in Session Two)

You are not defined by the stories your mind tells you about you. You are simply the
person observing these stories. Thinking of “you” as separate from “them” will dissipate
their strength. Eg. Think of the stories that may have sprung to mind in the exercise
from Session Two "Acceptance of Performance related Thoughts and Feelings” or self-
stories that typically arise in difficult performance situations.
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Be present- focus on what's important moment to moment and engage in
what you're doing

Build your mindfulness skills to help be and stay in the present moment before
and during performance. Use your sense of connection to your ‘body as your
instrument’as a route to present moment awareness and to anchor yourself
when your thoughts and emotions are overwhelming. Establish efficient task-
related attentional foci which is externally not internally driven. Respond
appropriately to internal and external distractions during performance to
maintain task-related focus and total absorption.

Open up- acknowledge and allow your thoughts and feelings
Develop willingness and practice emotional regulation through choosing
‘whether to respond to unwanted internal experiences, symptoms of emotional
distress or other distractions during performance.

Preserve precious mental energy during performance by unhooking from
unwanted thoughts, feelings and self-stories. Free up your mind to enable
present moment focus and attention on the task at hand so that elements such as
artistic expression are given space.

Do what matters- act effectively, guided by your performance values
Ask yourselfif you are spending time and energy during performance moving
away from unwanted internal experiences or moving externally toward what
matters to you most as a singer.

Create performance goals from your valued actions and establish how you can
make them concrete, measurable and with an end-point so that you can know
when you've achieved them.

Facilitating flow - how does all of this relate to peak performance and flow

© Maintenance of balance between the challenge (opportunities for action
in pursuit of performance goals) and skills (perceived capabilities of the
individual). In flow, a dynamic balance exists between challenges and
skills. This balance is driven more by our beliefs, or confidence regarding
what we are able to do in a situation, than what our objective skill levels
may actually be.

o Merging of action and awareness through total absorption in what one is
doing. Perception of oneness with the activity through a clarity of
purpose occurring on a moment-by-moment basis, keeping one fully.
connected to the task and flexibly responsive to appropriate cues.

o Clear, unambiguous feedback that is processed effortlessly to keep the
performance heading in the right direction (toward moves guided by
values).

o Total concentration on and connection with the task at hand is one of the
clearest indicators of flow state; unencumbered by extraneous thoughts
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and distractions. Although complete and intense, concentration in flow is
also spontaneous and effortless.

o Sense of control over the performance brought about by choosing what
to focus on before focusing on it and while engaging with it (Artistic
Presence)

o Loss of self-consciousness derived from non-judgemental approach to
mindfubwmawareness. Self-consciousness comes from turning
attention away from the task and onto concerns regarding facing
criticism from both others and ourselves. Unhooking from unwanted
internal experiences of critical self-talk & limiting self-stories reduces the
impact of negative self-evaluation during performance. Quietening the
ego, the part of us that critiques, and prompts self-doubt is crucial for
flow.

o Optimal performance experience (and quality!) comes as a result of flow
and due to the totally absorbing nature of flow, is most often realized
following the performance, in reflection. Flow is an autotelic experience,
in other words, the activity is intrinsically rewarding for the individual.
The experience brings about positive emotions, enjoyment and provides
high motivation for further involvement, promoting self growth.

2. IN-SESSION EXERCISES
Discuss self-as-context & “Observing self"

Discuss the course overview and review

. ONGOING TASKS

Use the time between now and the performance in October to hone your skills.
Practice any or all of the items in your home audio library regularly and continue to
observe and make notes for yourself within your practice logbook.

Ifa performance opportunity presents itself between now and then, make a plan for
using these skills prior to and during performance and record in your log book any.
observations of your process.
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SKILLS PRACTICE & AUDIO
LIBRARY

1. BE PRESENT

Scanning Picture Frame (3,7 or 11 min)
Mindful Listening (10 min, Czajkowski)
Mindful Sounds & Thoughts (10 min, Czajkowski)

- CENTRED AROUND BREATH

Mindful Breath (5 min, Jones)
- Mindful Breath (8 min, Jones)
Mindful Breathing Journey (5 + 5 min, Czajkowski)

Mindful Breath (8 min Shaw)

BODY-CENTRIC

- Singer's Body Scan (13 min, Jones)
Mindful Movement (10 min, Czajkowski)
- Dropping Anchor (3 min, Harris)

Dropping Anchor (7 min, Harris)
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- SELF-AS-CONTEXT

- Video Chesshoard Metaphor (3 min)
Metaphor Sky and The Weather
- Metaphor The Stage Show

. OPEN UP

- DEFUSION (UNHOOK)

- Video Thanking your Mind (2 min)
- Thought Labelling

- ACCEPTANCE/WILLINGNESS

- Acceptance of Performance Related thoughts (5 min, Jones)
- Acceptance of Performance Related Thoughts & Feelings (11 min, Jones)
Leaves on a Stream (5 min, Jones)

. DO WHAT MATTERS

- PEFORMANCE VALUES

Comprise a Performance Mi
values

- Generate Performance goals from the performance related vales of your missio
statement

ion Statement out of your performance -related

- COMMITTED ACTION

Commit to act in accordance with your performance values & goals in
performance

Performance Choice Point (Adapted from Harris)
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COACHING SESSION CONTENT
What to expect

Introduction to Acceptance and Commitment Coaching (ACC)

Acceptance and Commitment Coaching (ACC) (Hill & Oliver, 2018) is the non-clinical
application of the empirically supported behavioural psychotherapy known as
Acceptance and Commitment Therapy (ACT) (Hayes et al., 1999).

ACT is part of the so-called “third-wave” of behavioural psychotherapies found to be
efficacious in a variety of therapeutic settings (Bernier et al., 2009; Bond & Bunce,
2003; Gardner & Moore, 2017; Lanza et al., 2014) and human performance contexts
(Gardner, 2016; Kaufman et al., 2016)including the treatment of Music Performance
Anxiety (MPA)(Clarke et al., 2020; Juncos & Markman, 2016; Mahony et al., 2022).
In contrast to the “second-wave" of behavioural therapies such as Cognitive
Behavioural Therapy (CBT) (Pleger et al., 2018) which seeks to manage thoughts
and emotions by endeavouring to alter or eliminate them (Gardner & Moore, 2004),
ACC does not aim to reduce symptoms of music performance anxiely. Rather, it
promotes mindfulness and acceptance of those symptoms while simultaneously
increasing one’s commitment to behave in accordance with personally held
performance values (Mahoney 2022).

ACC fosters both mindfulness and acceptance of physiological MPA symptoms,
defusing or disentangling oneself from cognitive MPA symptoms, [earning to identity
more as an observer of one's MPA symptoms rather than taking them personally,
identifying one's performance related values, and making the commitment to
increase actions reflective of one's values during performances, rather than over-
engaging in avoidant or emotion-driven (Juncos & de Paiva e Pona, 2017; Juncos &
Markman, 2016).These six skills are collectively known as the ‘ACT Hexaflex”
(Figure 1) and are thought to be ongoing behavioural processes that directly
contribute to increased psychological flexibility, the overall aim of ACT and ACC
(Hayes et al., 1999; Hill & Oliver, 2019)

The focus of this research project however is not MPA, rather pe
enhancement in the absence of debilitating MPA.

The concept of flow originates from the seminal work of Csikszentmihalyi (1990) and
may be broadly described as a multidimensional state of conscio involving the
experience of being fully engaged in the successful pursuit of an activity which has
significance for the participant (Marin & Bhattacharya, 2013). It is characterised by a
“subjective sense of well-being and control, intense and focused ntration, an
appropriate balance between challenge and skills, unambiguous feedback, merging
of action and awareness, loss of self-consciousness, distortion of time and clear
goals” (lusca, 2015, p. 397) and has been linked to both peak performance
experience and optimal performance quality in the music domain (Antonini Philippe
etal., 2022; Chirico et al., 2015; de Manzano et al., 2010; Sinnarmon et al., 2012).

ACC has been found to be promising for enhancing performance quality and
experience for musicians (Juncos & Markman, 2016) however the efficacy of using
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(Roman & Juncos, 2021).

The coaching sessions delivered in this project will seek to facilitate flow and
cultivate artistic presence by fostering skills represented on the lefi-rand side of the
ACT Hexaflex (see Figure 1): Attention to the present moment (Strengthen Focus.
during Performance), Acceptance (Build Resilience by Increasing Disiress
Tolerance) and Defusion (Preserve Mental Energy during Performance (Juncos & de
Paiva e Pona, 2021, p.190).

The content will include targeted ACC exercises to promote the acquisition of these
skills as well as some take home psychoeducational handouts. Participants will also
receive recordings of the relevant ACC exercises for home practice use

Attention to the
present moment

Acceptance

Psychological

Flexibility

Defusion Committed

Action

Self-as-
Context

Figure 1. The ACT Hexaflex
Hill & Oliver (2019).
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I DO WHAT MATTERS

1. COMMITTED ACTION: GENERATING PERFORMANCE-RELATED
OR MASTERY GOALS

Converting valued actions to performance or learning goals:

1. After writing your Performance Mission Statement and identifying a valued
action, ask yourself - How can I make this valued action more concrete?

2. Once you've made the action more concrete, ask yourself - How can | measure

this valued action?

3. Finally, once you've figured out how to measure it, then ask yourself - How will I

know if/when I've achieved this goal? (Juncos & de Paiva e Pona, 2022)
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I DO WHAT MATTERS

1. PERFORMANCE MISSION STATEMENT
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Session Four

| DO WHAT MATTERS

IDENTIFYING YOUR PERFORMANCE VALUES

1. What is most important about being a singer to you?

e wokeg v\‘eﬁa,kko?\m

2. How do you want to be known or remembered as a singer?

3. When you're performing at your best, what are you doing exactly in your

performance?

g Fagd ad tedsed tn o |

4. When you observe others performing at their best, what are they doing in

their performance?

’&jgw* www&uwwqwiwb

5. What are some important future goals you want to achieve in your

performances?
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6. Whatare some important goals you achieved in the last year in your

performances and why were they important?

I s e e (oo baa \Rey duae
ot \ t\.:é)sv& Ma\mm@\ “\“ﬁ

7. Whenever you feel alive or excited during a performance, what are you

typically doing?

S kbl iy

8. Would it make you sad if you gave up performing? Why? Would you miss

out on anything important?
Veg \ Yo ES z&qucvﬁ “QQ).% k\m"wﬂ\«\
Soxeh .

9. Can you think of a time when you were feeling motivated or inspired as a

singer? What do you think made you feel that way?
Sk & &g \&N,\ m“ﬁ*‘dé’ adl & Ccakda S
acd \epe~ A st»a c\o&&iqxjjd

10. What s it about being a singer that keeps you motivated to perform?

L g oeendly G d i g N woak s
Wbt BT

(Adapted from Juncos & de Paiva e Pona, 2022, p. 150)
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Thematic Analysis of Performance assessment comments

1) Vocal technique (blue)

a) Pitching

b) Breathing & support
<) Tone & resonance
d) Diction

e) Legatoline

2) Performance (yellow)

a) Engagement with audience
b) Story telling

©) Confidence/self-assuredness
d) Relaxed/open stage presence
e) Facial expression & Gesture
f) Musical Style
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Compkeo] 248123 Jnple l‘,\;\rf(j Lo havmar

ORI oo o e

Preoccupied when interacting with teachers, peers, others

Worried about upcomini performances

‘Avoiding auditions or performing solo
9\0\ A6 | Avoiding making mistakes
Avoiding practice

Avoidini more cha(lenilni reienuire

Feeling distressed because your emotions are “a problem” when performing/practicing

Believing your thoughts are literally true or “real”
jvw‘\ Quick to react to your thoughts /

Giving reasons or excuses for your behaviour = Tk ‘{;—M%n‘o/
i)
fliedarirty SO

!\ ¢fC Sense of self-worth dependent on your performances

S e el e e ey
Defining yourself “as a singer” narrowly eg. “'m only a comedic singer”
Believing the “real you” is somehow different than who the sudience sees
Unable to grow or develop as a performer

Vs u{ “Losing touch with what matters about performing

T ‘»J»"‘ Don't enjoy your performances aymore

Ve Feeling burnt out

o ] Questioning your career/study choice as a performer

Your performance-related behaviour is driven by rules, not free will

Practu:e/iarformanc elated inaction or procrastination

Behaviour is more emotion-driven than value-driven
Unable to overcome performance barriers eg. performance anxiety

7.
o8
jw*’“ 2027

(Rased on Juncos v Ae Fira e Bona, 2022 p. m)
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Philadelphia Mindfulness Scale (PHLMS)

Instructions: Please circle how often you experienced cach of the following statements
within the past week

e

(1)1 am aware of what thoughts are passing through my mind.

1 2 3 4/ 5 &4

Never Rarely Sometimes. Often Very Often

(%6 dpwdz. 1 try to distract myself when I feel unpleasant emotions.

it 1 5/ Vs 5\ 2

Never Rarely  Sometimes  Often  Very Often

(3 When talking with other people, I am aware of their facial and body expressions.

1 2 3 </ 5 4-

Never Rarely Sometimes Often Very Often

4. There are aspects of myself [ don’t want to think about.

1 2 3 4/ 5 Z
Never Rarely  Sometimes  Ofien  Very Ofien

((5)When I shower, 1 am aware of how the water is running over my body.

1 2 :s/ 4 5 i

Never Rarely Sometimes Often Very Often

6.1 try to stay busy to keep thoughts or feelings from coming to mind.

1 2 \3/ 4 1 =

Never Rarely ~ Somefimes  Ofien  Very Often

mwhcn 1 am startled, I notice what is going on inside my body.

1 2 G/ 4 ) 3

Never Rarely ~ Sometimes  Ofien  Very Ofien

8. T wish I could control my emotions more easily.

1 2 5 </ 5 I

Never Rarely Sometimes Often Very Often

Ll
Qubseaketn:  [Frigreness 2

Pcceprome — A%

SB
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Coaching Agreement
This Agreement is entered into by and between: Natalie Isaksson of 67 Fourth St, Beaumaris, VIC 3193

CLIENT NAME - e
CLIENT ADDRESS

‘whereby Coach agrees to provide Coaching Services for Client focusing on the following
topicsigoals/outcomes:

Acceptance Commitment Coaching for Performance Enhancement

Description of Coaching: Coaching is partnership (defined s an alliance, not a legal business.
partnership) between the Coach and the Client in a thought-provoking and creative process that inspires
the client to maximize personal and professional potential. It is designed to faciltate the
creation/development of personal, professional or business goals and to develop and carry outa
strategyplan for achieving those goals.

1) Coach-Client Relationship

A. Coach agrees to maintain the ethics and standards of behaviour established by the Association for
Coaching. Itis recommended that the Client review the AC Code of Ethics and the applicable standards
of behaviour.

B. Client s solely responsible for creating and implementing his/her own physical, mental and emotional
well-being, decisions, choices, actions and results arising out of or resulting from the coaching
relationship and his/her coaching calls and interactions with the Coach. As such, the Client agrees that
the Coach is not and will not be liable o responsible for any actions or inaction, or for any direct or
indirect result of any services provided by the Coach. Client understands coaching is not therapy and
does not substitute for therapy if needed, and does not prevent, cure, o treat any mental disorder or
medical disease.

C. Client further acknowledges that he/she may terminate or discontinue the coaching relationship at any
time.

D. Client acknowledges that coaching is a comprehensive process that may involve different areas of his
or her lfe, including work, finances, health, relationships, education and recreation. The Client agrees that
deciding how to handle these issues, incorporate coaching principles into those areas and implementing
choices is exclusively the Client's responsibility.

E. Client acknowledges that coaching does not involve the diagnosis or treatment of mental disorders and
that coaching is not to be used as a substitute for counselling, psychotherapy. psychoanalysis, mental
health care, substance abuse treatment, or other professional advice by legal, medical or other qualiied
professionals and that it is the Client's exclusive responsibilty to seek such independent professional
guidance as needed. If Client is currently under the care of a mental health professional, itis
recommended that the Client promptly inform the mental health care provider of the nature and extent of
the coaching relationship agreed upon by the Client and the Coach
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(9)When I walk outside, I am aware of smells or how the air feels against my face.

1 2 :L/ 4 5 2

Never Rarely Sometimes Often Very Often

10. 1 tell myself that I shouldn’t have certain thoughts.

1 2 3./ 4 5 =

Never Rarcly ~ Somefimes  Often  Very Ofien

(11 When someone asks how 1 am feeling. I can idenify my emotions easily.

1 2 J/ 4 5 g

Never Rarely Sometimes. Often Very Often

12. There are things I try not to think about.

1 2 ;/ 4 5 =2

Never Rarely  Sometimes  Often  Very Often

)1 am aware of thoughts 'm having when my mood changes.

1 o 3 4/ 5 4

Never Rarely Sometimes Often Very Often

14. 1 tell myself that I shouldn’t feel sad.

1 2 J/ 4 5 2

Never Rarely  Sometimes  Often  Very Often

@1 notice changes inside my body. like my heart beating faster or my muscles getting tense.

1 5 3 vl 5 4

Never Rarely Sometimes Often Very Often

16. If there is something T don’t want to think about, I'll try many things to get it out of my mind.

1 2 J 4 5 B

Never Rarely Sometimes Often Very Often

17)Whenever my emotions change, I am conscious of them immediately.

1 2 J/ 4 5 2

Never Rarely Sometimes Often Very Often
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18. T try to put my problems out of mind.

1 2 J/ 4 5

Never Rarely  Sometimes  Often Very Often

1 2 4 5
Never Rarely Sometimes Often Very Often

20. When T have a bad memory. T try to distract myself to make it go away.

1 2 3 4/ 5

Never Rarely -~ Sometimes  Often  Very Often

When talking with other people, I am aware of the emotions I am experiencing.

2

5

2
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Philadelphia Mindfulness Scale (PHLMS)

Instructions: Please circle how often you experienced each of the following statements
within the past week

(1.1 am aware of what thoughts are passing through my mind.

1 2 @ 4 o =
Never Rarely ~ Som@fimes  Often Very Often
2.1 try to distract myself when I feel unpleasant emotions.
1 2 K 3 )‘ 4 5 3
Never Rarely ~ Sometimles  Often Very Often

3. When talking with other people, I am aware of their facial and body expressions.

1 2 3 5 &4
Never Rarely  Sometimes Very Often
4. There are aspects of myself T don’t want to think about.
1 2 m 4 s =
Never Rarcly  Somitiies  Often  Very Often
P
(5. When I shower, I am aware of how the water s running over my body.
1 2 3 @ 5 4
Never Rarely  Sometimes  Oftcn Very Often

6.1 try to stay busy to keep thoughts or feelings from coming to mind.

.z®@53

Never Rarely  Sométimes Very Often

k7/§~/hcn 1 am startled, I notice what is going on inside my body.

1 2 @ 4 5
Never Rarcly ~ Somelmes  Ofien  Very Ofien

8.1 wish I could control my emotions more easily.

D B a3
Never Rarely  Sometfmes Very Ofien

Plv\Jwey\pSg - %O

RAccepranw G
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w
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/hen | walk outside. T am aware of smells or how the air fecls against my face.

1 2 g 3 2 4 5 2
Never Rarely ~ Somwtifies  Often  Very Ofien >

10. I tell myself that I shouldn’t have certain thoughts.

1 2 4 5 <
Never Rarely Som@mes Often  Very Often

@thn someone asks how I am feeling, T can identify my emotions easily.

1 2 3 @ s 4
Never Rarly  Sometimes Very Ofien
12. There are things 1 try not to think about.
N
1 2 ® 4 5 %
Never Raely  Somdfimes  Ofien  VeryOften

am aware of thoughts I'm having when my mood changes.

1 2 @ 4 5 3

Never Rarcly ~ Somctimes  Often  Very Often

®

14. 1 tell myself that I shouldn’t feel sad.

1 2 4 3 3

Never Rarcly  Somemes  Often  Very Often
(9 I notice changes inside my body, like my heart beating faster or my muscles getting tense.

1 2 ) 4 s >
Never Rarely ~ Somdfimes  Often  Very Often 5

16. If there is something I don’t want to think about, I'll try many things to get it out of my mind.

1 2 @ 4 5 2
Never Rarely  Sometimes  Ofien  Very Often

O Whenever my emotions change, T am conscious of them immediately.

1 2 @ 4 >
Never Rarly ~ Somelimes  Often  Very Ofien
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18. 1 try to put my problems out of mind.

1 2 Q 4 5
Never Rarcly ~ Sombtimes  Ofien  Very Often

1 3 3 (go 5
Never Rarely Sometimes Very Often

20. When I have a bad memory. I try to distract myself to make it go away.

1 2 4 5
Never Rarely  Somcfimes  Ofen  Very Often

o
W

hen talking with other people. I am aware of the emotions | am experiencing.

5

4
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Be
Philadelphia Mindfulness Scale (PHLMS)
Instructions: Please circle how often you experienced each of the following statements

within the past week

@r am aware of what thoughts are passing through my mind.

1 2 3 @ 5 i
Never Rarely  Sometimes Ol Very Often
.
2.1try to distract myself when I feel unpleasant emotions.
L = i 4
S 4 2 | =
1 9 4 5 =
Never Rarely  Somefimes  Often  Very Ofien
@thn talking with other people, T am aware of their facial and body expressions.
1 2 3 5 +
Never Rarcly  Sometimes  Often  Very Often
4. There are aspects of myself I don’t want to think about.
1 2 ! 4 5 7
Never Rarely  Somefimes  Often  Very Ofien
When I shower, I am aware of how the water is running over my body.
1 2 (D) 4 5 =
Never Rarely Sometimes Often Very Often =
6. 1ty 1o stay busy to keep thoughts or feelings from coming to mind.
1 2 @ 4 5 i
Never Rarely  Somelimes  Ofien  Very Often =
_When I am started, I notice what is going on inside my body.
i

1 2 Q> 4 5
Never Rarcly ~ Somefimes  Often  Very Often

8.1 wish I could control my emotions more easily.

1 2 @ 4 5 5

Never Rarely ~ Somelimes  Ofien  Very Often

DPrserentss 30
P plance 2L
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i

(&\Whe" I walk outside, | am aware of smells or how the air feels against my face.

1 2 4 5 =
Never Rarely ~ Somefimes  Often  Very Often

10. 1 tell myself that | shouldn’t have certain thoughts.

1 2 @ 4 s 2
Never Rarely ~ Somsfimes  Ofien  Very Often

/hen someone asks how I am fecling, I can identify my emotions casily.

1 - 3 ® 5 94

Never Rarely Sometimes Often Very Often

12. There are things I try not to think about.

1 @ 3 4 5

Never Rarcly ~ Sometimes  Ofien  Very Often
am aware of thoughts I'm having when my mood changes.
1 2 @ 4 S 2
Never Rarely ~ Somefimes  Ofien  Very Often
14. 1 tell myself that T shouldn't feel sad. =
i %

1 2 & 4 5

Never Rarcly  Sometimes  Often  Very Often

15l notice changes inside my body. like my heart beating faster or my muscles getting tense.

1 2 "@ 4 5 5
Never Rarely Sonrefimes Often Very Often

16. If there is something I don’t want to think about, I'll try many things to get it out of my mind.

1 2 3 4 5
ey 4

Never Sometimes Often Very Often

'henever my emotions change, T am conscious of them immediately.

1 2 ® 4 s 3
Never Rarely Sometimes Often Very Often

Prvisenass 3o
Beoporc 5 ¢ e
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NN

18,1 try to put my problems out of mind.

1 2 @ 4 s
Never Rarely  Sometimes  Ofin  Very Often

19. When talking with other people, I am aware of the emotions I am experiencing.

1 2 3
Never Rarely  Sometimes

5
Very Often

20. When I have a bad memory. I try to distract myself to make it go away.

1 2 i) 4 5
Never Rarely  Sometimes  Ofien  Very Ofien




image63.tiff
Scoring:
Awareness Subscale: items 1.3.5.7.9.11,13.,15.17.19

Acceptance Subscale: items 2,4,6,8,10,12,14,16,18.20
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F. The Client understands that in order to enhance the coaching relationship, the Client agrees to
communicate honestly, be open to feedback and assistance and to create the time and energy to
participate fully in the program.

2) Services

‘The parties agree to engage in a 6 session Coaching Program delivered as extensions of existing singing
lessons. Coach will be available to Client by e-mail between scheduled meetings as defined by the
Coach.

3) Schedule and Fees.
NIA
4) Procedure

‘The time of the coaching meetings and/or location will be determined by Coach and Client based on a
mutually agreed upon time.

5) Confidentiality

This coaching relationship, as well as allinformation (documented or verbal) that the Client shares with
the Coach as part of this relationship, is bound by the principles of confidentialty set forth in the AC Code.
of Ethics. However, please be aware that the Coach-Client relationship is not considered a legally
confidential relationship (like the medical and legal professions) and thus communications are not subject
o the protection of any legally recognized privilege. The Coach agrees not to disclose any information
pertaining to the Client without the Client's written consent. The Coach will not disciose the Clients name
as a reference without the Client's consent.

Confidential Information does not include information that: (a) was in the Coach’s possession prior (o its
being furnished by the Client; (b) is generally known to the public or in the Client's indusry; (c) is oblained
by the Coach from a third party, without breach of any obligation to the Client; (d) is independently
developed by the Coach without use of o reference to the Client's confidential information; or (e) the
Coach is required by statute, lawfuly issued subpoena, or by court order to disclose; (f) is disclosed to the
Coach and as a result of such disclosure the Coach reasonably believes there to be an imminent o likely
risk of danger or harm to the Client or others; and (g) involves illegal activity. The Client also
acknowledges his or her continuing obligation to raise any confidentiality questions or concerns with the
Coach in a tmely manner.

Client Agrees _- Client Refuses

According o the ethics of our profession, topics may be anonymously and hypothetically shared with
other coaching professionals for training, supervision, mentoring, evaluation, and for coach professional
development and/or consultation purposes.

7) Cancellation Policy

NA

8) Record Retention Policy
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The Client acknowledges that the Coach has disclosed his/her record retention policy with respect to
documents, information and data acquired or shared during the term of the Coach-Client relationship.
‘Such records will be maintained by the Coach in a format of the Coach's choice (print or digital/electronic)
for a period of not less than 1 years.

9) Termination
Either the Client or the Coach may terminate this Agreement at any time
10) Limited Liability

Except as expressly provided in this Agreement, the Coach makes no guarantees, representations or
warranties of any kind or nature, express or implied with respect to the coaching services negotiated,
‘agreed upon and rendered. In no event shall the Coach be liable to the Client for any indirect,
consequential or special damages. Notwithstanding any damages that the Client may incur, the Coach’s
entire liability under this Agreement, and the Client's exclusive remedy, shall be limited to the amount
actually paid by the Client to the Coach under this Agreement for all coaching services rendered through
and including the termination date.

11) Dispute Resolution

If a dispute arises out of this Agreement that cannot be resolved by mutual consent, the Client and Coach
agree o attempt to mediate in good faith for up 30 days after notice given. If the dispute is not so
resolved, and i the event of legal action, the prevailing party shall be entitied to recover legal fees and
court costs from the other party.

12) Severability

If any provision of this Agreement shall be held to be invalid o unenforceable for any reason, the.
remaining provisions shall continue to be valid and enforceable. If the Court finds that any provision of
this Agreement is invalid or unenforceable, but that by limiting such provision it would become valid and
enforceable, then such provision shall be deemed to be written, construed, and enforced as so limited.
14) Waiver

The failure of either party to enforce any provision of this Agreement shall not be construed as a waiver or
limitation of that party's right to subsequently enforce and compel strict compliance with every provision of
this Agreement

15) Applicable Law

This Agreement shall be governed and construed in accordance with the laws of Australia without giving
effect to any conflicts of laws or provisions.

16) Binding Effect

This Agreement shall be binding upon the parties hereto and their respective successors and permissible
assigns.




image4.tiff
Please sign and return a copy of this Client Agreement prior to the first scheduled coaching meeting.
Retain one copy for your records and email the other to: natalie@peakvocal.com

COACH: NATALIE ISAKSSON

DATE: 2/8/2023

CLIENT: U

DATE: 2/8/2023




