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[bookmark: _Toc160483159]PROJECT PROPOSAL

[bookmark: _Toc160483160]PROJECT TITLE
Facilitating flow and performance enhancement for classical singers through in-lesson delivery of Acceptance and Commitment Coaching.
[bookmark: _Toc160483161]PURPOSE
[bookmark: _Toc160483162]Context and justification

Acceptance and Commitment Coaching (ACC) (Hill & Oliver, 2019) and Mindfulness Acceptance Commitment (MAC) (Gardner & Moore, 2007) are non-clinical applications of the empirically supported behavioural psychotherapy known as Acceptance and Commitment Therapy (ACT) (Hayes et al., 1999). MAC was developed specifically to elicit optimal athletic performance and sports psychology literature supports the efficacy of MAC for performance enhancement in that field (Gardner, 2016; Lutkenhause et al., 2007). ACC has been used non-clinically in the music domain, however studies have focused predominantly on alleviating Music Performance Anxiety (MPA) with performance quality aspects of secondary importance (Juncos et al., 2017; Juncos & Markman, 2016; Mahony et al., 2022a). This project seeks to address the gap in the literature pertaining to ACC and performance enhancement for singers through investigating the potential for ACC to facilitate the flow phenomenon.
 
[bookmark: _Toc160483163]INTENDED IMPACT- AIMS

· Foster a holistic approach to the artistic development of classical singers through ongoing performance psychology education.
· Establish an effective in-lesson framework for delivering performance enhancement coaching strategies.
· Increase the frequency and intensity of flow experience for classical singers.
· Target factors thought to facilitate flow in music performance through Acceptance and Commitment Coaching (ACC). 
· Contribute to flow research for classical singers.
· Undergo a practitioner-led enquiry which may instigate practice shifts within the wider singing-teaching community.

[bookmark: _Toc160483164]RESEARCH LOCATION & PARTICIPANTS
Sir Zelman Cowen School of Music & Performance                                           
Monash University, Melbourne, Australia. 
The participants (n=2) taking part in the study are female, first year, classical voice students at Monash University, aged 19 years. The researcher and participants have a pre-existing teacher/student relationship, and the participants represent a convenience and purposive sample (L. Cohen et al., 2018). The participants have no prior training in ACC nor do they currently receive formal mental skills training as part of their vocal lessons. Six sessions will be delivered within the context of weekly vocal lessons in August/September of 2023. 
[bookmark: _Toc160483165]REASEARCH METHODOLOGY
This project investigates the extent to which theoretical links between flow, performance enhancement and an ACC coaching strategy may apply in a real-life context (Pineau et al., 2014). Low participant numbers make this project conducive to a case study strategy and multiple cases allows for cross-analysis, increasing reliability and potential for replication (Yin, 2014). A Mixed Method Multiple Case Study (MMMCS) design provides the opportunity for in-depth focus on individual cases and a holistic view of the complex relationships and processes of flow research as seen through multiple lenses of both qualitative and quantitative data sources. (Denscombe, 2021, p.95). The mixed methods approach applies to all aspects of data collection, analysis and findings and cases will be considered from multiple perspectives (participant, external assessor, researcher/ practitioner) allowing for effective triangulation, deeper understanding, and a more complete picture than a single approach may yield (Creswell & Plano Clark, 2011. P.4).
The Triad of Flow Scales (S. Jackson et al., 2010) have been found to be valid and rigorous for quantitatively measuring flow in athletes (S. A. Jackson & Eklund, 2002a; A. J. Martin & Jackson, 2008a). This study will follow recommendations to combine them with qualitative methods such as interviews and diaries for flow research in the music domain (Sinnamon, 2012).
The sequencing of data collection will predominantly follow a convergent design with qualitative and quantitative phases occurring simultaneously (Denscombe, 2021). Both data types will have equal status in relative importance within the design and the findings from each will serve to check the accuracy of findings from the others .(Denscombe, 2021).The interviews, assessor comments and practice journals will serve an explanatory purpose, seeking to illuminate aspects of quantitative data through complementary qualitative input (Denscombe, 2021, p.195).This cross-validation and comparison of findings from alternate methods will improve the validity of the research through both methodological triangulation (Denzin, 1970), as well as time triangulation by comparing data sourced at different times in the project schedule (pre-, mid-, and post-intervention) (Denscombe, 2021).
[bookmark: _Toc160483166] DATA COLLECTION METHODS
[bookmark: _Toc160483167]Literature review
The literature review provides secondary data and a knowledge base from which to inform analysis of the primary data (Hart, 1998). From the existing body of literature, the researcher seeks to: a) develop a deeper understanding of ACT-based performance coaching strategies and links with aspects of flow b) gain insight into factors thought to facilitate flow for singers c) keep abreast of current developments in flow research, particularly in the music domain.

[bookmark: _Toc160483168]Self-report measures 
Triad of Flow Scales

The Triad of Flow Scales are area-specific data collection tools commonly used in flow research (S. A. Jackson & Marsh, 1996).  The first two are multidimensional and correspond to the dimensions of Csikszentmihalyi’s Flow State Theory (1990), while the third provides a complementary phenomenological approach (S. Jackson et al., 2010).

· Dispositional Flow State Scale-2 (DFS-2) – measures frequency and propensity for flow in general. 

· Flow State Scale-2 (FSS-2) - measures intensity of flow relating to a specific event. 

·  CORE Flow Scales – provides an experiential perspective. 

Mindfulness
· The Philadelphia Mindfulness Scale (PHLMS) (Cardaciotto et al., 2008)
Used in similar research contexts to effectively measure: 
a. Awareness (internal/external input)  
b. Acceptance (non-judgmental attitude level)
(A. M. L. Czajkowski et al., 2022; Juncos & Markman, 2016; Mahony et al., 2022a)

Psychological flexibility
· Musician’s Acceptance and Action Questionnaire (MAAQ): measures psychological flexibility/inflexibility within music performance (Osborne et al., 2022)
Area-specific adaptation of widely used Acceptance & Action Questionnaire (AAQ-II) (Bond et al., 2011) 

[bookmark: _Toc160483169]Observed performance assessment
Three independent assessors, blind to the purpose and order of recorded data will rate two performances per participant.
· Music Performance Quality Form (MPQF): adapted from Monash University Recital Exam Assessment Form (MUREAF), comprising numerical marks and assessor comments.



[bookmark: _Toc159954205][bookmark: _Toc160347037]Figure 1: Distribution of Questionnaires
KEY: DFS-2 = Dispositional Flow Scale-2; FSS-2 = Flow State Scale-2; CORE = CORE Flow Scale (S. Jackson et al., 2010); PHLMS = Philadelphia Mindfulness Scale (Cardaciotto et al., 2008); MAAQ = Musician’s Action and Awareness Questionnaire (Osborne et al., 2022); MPQF = Music Performance Quality Form
[bookmark: _Toc160483170]Semi-structured interviews 
Using pre-determined questions whilst also permitting digression or follow up questions based on participant responses allows for a flexible approach to the development of ideas in interview formats (Edwards & Holland, 2013).  Set to a mutually agreed length of time, recorded, and later transcribed for ease of analysis (Denscombe, 2021, p.239), the interviews seek to garner feedback from the participants regarding the sessional content and format (Juncos 2016) in addition to any changes in performance experience and/or quality noted by the participant or those who know their work (Kazdin, 2011). 
[bookmark: _Toc160483171]Observational diaries
The participant mental skills practice logbook will provide insights into observations made during home practice (Czajkowski et al. 2021). 


Participant Logbooks throughout 


[bookmark: _Toc159954206][bookmark: _Toc160347038]Figure 2: Data collection plan
KEY: SRQ = Self-Report Questionnaire; SN = Session Number; MPQF = Music Performance Quality Form; Perf = Performance

[bookmark: _Toc160483172]PROJECT TIMELINE

	Preliminary stage
	Fieldwork & Data Collection stage
	Anaylsis, Conclusion & Report stage



	Task
	July
	Aug
	Sept
	Oct
	Nov
	Dec
	Jan
	Feb
	Mar

	Project Proposal (10/7 – 28/7)
	
	
	
	
	
	
	
	
	

	Researcher ACC Training


	
	
	
	
	
	
	
	
	
	

	Literature Review
	
	
	
	
	
	
	
	
	

	Finalise Coaching Session Content
	
	
	
	
	
	
	
	
	

	Participant recruitment
	
	
	
	
	
	
	
	
	

	Follow distribution plan for self-report questionnaires
	
	
	
	
	
	
	
	
	

	Collect participant log entries
	
	
	
	
	
	
	
	
	

	Performance One (3/8)
	
	
	
	
	
	
	
	
	
	

	Coaching Sessions 1-6 (7/8, 14/8, 21/8, 28/8, 4/9, 11/9)

	
	
	

	
	
	
	
	
	
	

	University Mid-Semester Break (12/9 – 4/10)
Write Methodology
	
	
	
	

	
	
	
	
	
	

	Performance Two (5/10)
	
	
	
	
	
	
	
	
	
	

	Conduct Interviews (5/10)
	
	
	
	
	
	
	
	
	
	

	Distribute performance recordings & MPQFs to assessors (5/10)
	
	
	
	
	
	
	
	
	
	

	Deadline for returned materials from assessors (12/10)
	
	
	
	
	
	
	
	
	
	

	Coding and Data Analysis
	
	
	
	
	
	
	
	
	
	

	Write up results and Conclusions
	
	
	
	
	
	
	
	
	

	Submit Draft Report (12/2)
	
	
	
	
	
	
	
	
	
	

	Submit Final Report (1/3)
	
	
	
	
	
	
	
	
	
	

	Design and compile Presentation
	
	
	
	
	
	
	
	
	
	

	Final Presentation (4/3 -8/3)
	
	
	
	
	
	
	
	
	
	



[bookmark: _Toc159954207][bookmark: _Toc160347039]Figure 3: Project timeline

[bookmark: _Toc160483173]INSIDER RESEARCH & ETHICS
The insider-researcher conducts research from ‘within’, forming part of the process itself and criticisms regarding validity are often levelled at practitioner-led research (Nelson, 2013). Transparency is paramount. Should researcher values, perspectives and biases be imposed on data selection, interpretation, or presentation of findings, rigour and reliability will be threatened, regardless of whether it is intentional or not (L. Cohen et al., 2018, p.138). Social science researchers also have ethical obligations associated with enlisting human beings as research subjects (Hammersley & Traianou, 2012) and issues such as anonymity, confidentiality, informed consent, and non-maleficence must be ensured (L. Cohen et al., 2018). 

[bookmark: _Toc160483174]PERSONAL LEARNING OUTCOMES
· Deepen my knowledge of Flow State Theory (Csikszentmihalyi, 1990a) and begin to convert my understanding into effective coaching strategies for singers.
· Acquire the skills necessary for ethical delivery of ACC within the non-clinical context of my singing teaching practice.
· Devise an effective approach to increase frequency and intensity of flow experiences for singers.
· Move toward best practice for incorporating performance enhancement strategies into lessons for classical singers.
· Utilise the knowledge acquired through this research to enrich my professional and academic development.


[bookmark: _Toc160483175]WRITTEN REPORT

[bookmark: _Toc160483176]PROJECT TITLE
Facilitating flow and performance enhancement for classical singers through in-lesson delivery of Acceptance and Commitment Coaching.


[bookmark: _Toc160483177]INTRODUCTION

The principal researcher (NI) is a voice teacher, specialising in classical music, teaching singers at tertiary level and beyond. NI identified a need for the development of performance psychological skills in her students to improve preparation for and participation in vocal performances. She seeks to elevate the relative importance of performance psychology skills in classical voice education to the same level as vocal technique and artistry. Her broader professional goal is to foster a holistic approach to the artistic development of classical singers through the ethical delivery of ongoing performance psychology education and this study seeks to provide insight into the viability of such an approach. 
The coaching strategy is informed by Acceptance and Commitment Coaching (ACC) (Hill & Oliver, 2019), a non-clinical application of the empirically supported behavioural psychotherapy known as Acceptance and Commitment Therapy (ACT) (Hayes et al., 1999). Although ACT-based approaches have been found to be efficacious in eliciting optimal performance in the sporting arena (Gardner, 2016; Lutkenhause et al., 2007), studies in the field of music have generally been limited to the use of ACC to alleviate debilitating Music Performance Anxiety (MPA) with effects on performance quality taking a secondary role (Juncos et al., 2017; Juncos & Markman, 2016; Mahony et al., 2022a).  This study will address the gap in the literature by investigating potential links between ACC and music performance enhancement through the facilitation of the flow phenomenon. The purpose of the study is to investigate the efficacy of incorporating a series of Acceptance and Commitment Coaching (ACC) sessions into the framework of individual singing lessons, aimed at facilitating flow to encourage optimal performance quality and experience. The performance coaching strategy seeks to increase the frequency and intensity of flow state for singers by promoting the pre-existing conditions thought to elicit flow in music performance. It is hoped that this study will provide the depth of knowledge necessary for NI to begin to convert flow state theory and ACC theory into effective practical applications within her voice teaching studio. Through this practitioner-led enquiry she hopes to gain knowledge that will not only assist her to move toward best practice singing teaching and performance coaching but may eventually instigate practice shifts to be adopted by peers in the wider singing teaching community.
[bookmark: _Toc160483178]LITERATURE REVIEW

The basis for this study requires a deep understanding of the construct of flow, the dimensions that characterise flow and the pre-conditions identified as necessary for flow to occur. Although flow research is a complex field, key points from the body of literature have been extrapolated and highlighted as they guide the design of the sessional content for the project. Formulation of the coaching content also requires an understanding of the ACT approach which will be outlined in this review. Potential impacts of using ACT-based approaches for performance enhancement, specifically to cultivate links between the dimensions of flow and factors thought to influence flow occurrence, will be considered as well as justification for the context of coaching content delivery.

[bookmark: _Toc160483179]The flow construct 

The concept of flow originates from the seminal work of Csikszentmihalyi (1990) and may be broadly described as a state of optional functioning (Asakawa, 2010). Flow state is regarded as “an almost automatic, effortless, yet highly focused state of consciousness” (Csikszentmihalyi, 1997, p. 110) when everything comes together, allowing an individual to “transcend one’s average and usual skill level to fully realize one’s potential” (Antonini Philippe et al., 2022, p.2). 


[bookmark: _Toc160483180]Dimensions of flow

Csikszentmihalyi ‘s work of 1990 identified nine dimensions indicative of the flow phenomenon (Fig.4, p.13). Whilst all the dimensions of the Flow State Model are significant, Challenge-skill balance, Clear goals and Unambiguous feedback are considered pre-conditions for flow to occur whilst the remaining six dimensions are identified as experiential characteristics of flow (Nakamura & Csikszentmihalyi, 2009). 



[bookmark: _Toc159954208][bookmark: _Toc160347040]Figure 4: Flow State Model
Based on (Csikszentmihalyi, 2012; S. Jackson et al., 2010)


Flow experience involves being fully engaged in the successful pursuit of an activity which has significance for the participant (Marin & Bhattacharya, 2013). It has been shown to be positively correlated to positive affect (Csikszentmihalyi, 1990a) professional fulfilment (S. Jackson & Csikszentmihalyi, 1999) personal growth and well-being, as well as satisfaction with life (Habe et al., 2019). Paradoxically, although flow is a highly desirable state, it is elusive and attempts to consciously access the state, render it unattainable (Csikszentmihalyi, 2012). Although it is generally held that the extent to which flow can be controlled is limited (Csikszentmihalyi,1990), several scholars advocate that with appropriate physical and mental training, individuals are likely to be able to increase their likelihood of reaching flow through the manipulation of certain pre-conditions for flow or flow proneness (S. A. Jackson, 1995; Sinnamon et al., 2012; Swann, 2016; Swann et al., 2012). 
Flow studies across diverse settings such as sport (Antonini Philippe et al., 2022; S. A. Jackson, 1995; S. Jackson & Csikszentmihalyi, 1999; Vealey & Perritt, 2015), in the workplace (Fullagar & Kelloway, 2009; Kirchner, 2011; Lavigne et al., 2012), education (Bakker, 2005; Cermakova et al., 2010; Maslow, 1968) and the performing arts, including dance (Hefferon & Ollis, 2006; Jaque et al., 2020), drama (J. J. Martin & Cutler, 2002) and music performance (Antonini Philippe et al., 2021, 2022; S. Cohen & Bodner, 2019b; Loepthien & Leipold, 2022; M.V. Araùjo & C.F.Hein, 2016; Rakei et al., 2022; Roman & Juncos, 2021) have sought to attain an in-depth understanding of the construct and the predictors of flow within specific domains. Csikszentmihalyi (1990) noted that although flow can occur in a variety of contexts in life, human performance settings such as sport and music are particularly conducive to flow experiences. Flow has been linked to both peak performance experience and optimal performance quality in both sport (S. A. Jackson, 1995; Russell, 2001; Schüler & Brandstätter, 2013; Sicilia et al., 2017; Sparkes & Partington, 2003; Swann, 2016; Swann et al., 2017; Vlachopoulos et al., 2000) and music (Antonini Philippe et al., 2022; Chirico et al., 2015; de Manzano et al., 2010; Sinnamon et al., 2012) and much attention in flow research in both fields has endeavoured to identify the factors facilitating flow in a bid to promote the frequency and intensity of the flow experience for the individual performer.

[bookmark: _Toc160483181]Factors facilitating flow in music performance 

Although direct causal relationships have been difficult to draw (Engeser & Shiepe-Tiska, 2012), the body of literature surrounding flow research in music performance reveals three reoccurring themes relating to flow proneness for musicians (N. Isaksson, 2023): attentional flexibility (Mornell & Wulf, 2019), emotional regulation (Marin & Bhattacharya, 2013) and heightened body awareness (Antonini Philippe et al., 2021; de Manzano et al., 2010; Dora et al., 2019). These factors arise consistently in the literature as factors positively related to the flow construct and will be brought into focus in the content of the project sessions. 
These factors, as well as the pre-conditions identified in Csikszentmihalyi’s Flow State Model: Challenge-Skill balance, Clear goals, and Unambiguous feedback (1990) will constitute the central focus of the project coaching strategy. The methods used for this will be discussed in the Methods and Materials section of the report.

[bookmark: _Toc160483182]Attentional flexibility
Being totally focused, in the present, on the task being performed is one of the clearest indications of being in flow (S. Jackson et al., 2010). Closely associated with Unambiguous feedback and the experiential flow dimension known as Concentration on the Task in hand, is the concept of effortless attention (de Manzano et al., 2010). According to de Manzano (2010), effortless attention arises through an interaction between positive affect and high concentration. It is characterised by lack of extraneous thoughts and distractibility and although the level of focus is intense, there is no effort required to maintain task appropriate focus (S. Jackson et al., 2010). Attentional flexibility has been found to be positively related to flow proneness (Dormashev & Osin, 2010) and has strong links to the practice of mindfulness; a core process of the ACT approach (Cermakova et al., 2010; Pineau et al., 2014). There is also evidence that attentional foci regulation may influence performance quality in the domain of music performance. A study by Mornell & Wolf (2019) found that maintaining an external focus led to greater automacity of technique, freeing up attentional capacity for other aspects of performance such as artistic expression whilst an internal focus resulted in higher levels of self-consciousness and reduced self-belief.

[bookmark: _Toc160483183]Emotional regulation

Regulation of emotion has also been found to be a significant contributor to peak performance and flow.  Positive affect (Antonini Philippe et al., 2021), optimism and vigour (Vealey & Perritt, 2015) and self-confidence (Ritchie & Williamon, 2012) have all been shown to be positively related to flow whilst anxiety (S. Cohen & Bodner, 2019a, 2021; Roman & Juncos, 2021), stress (Lavigne et al., 2012) and lack of self-belief (Spahn et al., 2021) have been identified as barriers to flow. It is held they tend to interfere with the efficiency of core cognitive processes during performance making it difficult to enter flow state (Koehn, 2013). There is general lack of clarity regarding the optimal combination of emotions for peak performance and several authors advocate emotional flexibility, rather than a calibrating up or down of certain emotions may be the most beneficial approach (Glass et al., 2019; Rakei et al., 2022; Roman & Juncos, 2021).
Although flow has been shown to be unrelated to general intelligence or cognitive ability (Ullén et al., 2012), a study by Marin & Bhattacharya (2013) found that at least two affective factors determine the flow experience for musicians in performance: the musical piece itself including its emotional content; the performer’s personality and the performer’s level of emotional intelligence (Marin & Bhattacharya, 2013). Although scholars are not in agreement as to whether emotional intelligence can be trained (Kotsou et al., 2019), training for optimal management of emotions during music performance may constitute a key factor in facilitating flow (Marin & Bhattacharya, 2013). 



[bookmark: _Toc160483184]Body/mind connection

Studies by Antonini Phillipe et al. (2021, 2022) have shown that both emotion and an enhanced sense of body are significant indicators for flow emergence in musicians. The 2021 study found that embodied sound – the sense that the whole body is participating in the making of sound as well as feeling connected to one’s emotions were significant factors for facilitating flow. It is understood that the relationship between a musician and their instrument may be intense, intimate, and lifelong (Kemp, 1996) and Sandgren (2005) posits that this relationship is even more complex for the singer, where the instrument or sound source is housed in the body itself. It is constantly present in daily and professional life, it expresses and communicates emotional states and the personality itself (Sandgren, 2005). Although all musicians experience a significant connection with the body in performance (Schiavo 2019, 2020), Sandgren (2002) maintains that for the singer this embodiment of sound causes them to rely on the body/instrument relationship to a greater extent and an enhanced sense of body may be even more significant for singers in facilitating flow than for other musicians.

[bookmark: _Toc160483185]Challenge-skill balance 

In discussing the challenge-skill balance dimension, it is critical to note that perception drives the equation. It is self-belief or confidence in one’s abilities to meet a challenge that is more important than actual objective skill level (S. Jackson et al., 2010). Coaching aimed at effecting this dimension of flow may necessarily cover elements such as self-efficacy, level of expertise, repertoire choice and practice habits.

 
[bookmark: _Toc160483186]Clear goals 

This dimension refers to the experience of knowing clearly what to do from moment to moment during performance. Goals provide a clarity of purpose that keeps the performer connected to the task and able to respond and adjust to appropriate cues. This focus for action is an integral part of the flow experience (S. Jackson et al., 2010) and the coaching strategy will target this dimension.



[bookmark: _Toc160483187]Unambiguous feedback 

Closely associated with clear goals, this component refers to the ongoing, effortless processing of feedback during performance. Receiving and interpreting feedback with ease to determine whether one is on track toward the goals that have been set (S. Jackson et al., 2010) is enabled by ensuring effortless attention and emotional flexibility are maintained. 

The factors facilitating flow and Csiksmentihalyi’s pre-conditions for flow do not exist independently rather, they are part of a rich and complex web of inter-relationships that drives flow research (Sinnamon, 2012). For the purposes of this study, the coaching content will target attentional flexibility, emotional regulation, body/mind connection, challenge-skill balance, clear goals and unambiguous feedback and discussion will now turn to the coaching approach taken. 

[bookmark: _Toc160483188]Why use an ACT-based approach?

Acceptance and Commitment Therapy (ACT) (Hayes et al., 1999) is part of the mindfulness-acceptance wave of behavioural psychotherapies made popular within the past 15-20 years in clinical psychology (Juncos & de Paiva e Pona, 2021). At the core of the ACT approach is the concept of psychological flexibility (Hayes et al., 1999; Hill & Oliver, 2019).  Rooted in relational frame theory (Hayes et al., 2001), psychological flexibility in therapy has been conceptualised as “a number of keyways individuals can alter the function of internal experiences by flexibly responding to negative thoughts, feelings and events …allowing them to be there, while still making behavioural choices in service of the areas of their life that are important to them” (Rolffs et al., 2018, p. 458). By applying a similar premise to musicians, David Juncos & de Paiva e Pona (2021) posit musicians can develop psychological flexibility to allow for effective behavioural choices in service of the type of performer they aspire to be. According to the ACT model, psychological flexibility is achieved through the management and development of six ongoing behavioural processes, collectively known as the “ACT Hexaflex” (Fig. 5a, p.19) with six opposing components acting as barriers to desired behavioural outcomes making up the psychological inflexibility known as the “ACT Inflexahex” (Rolffs et al., 2018) (Fig. 5b, p.19). These processes will be expanded upon in the methods and materials section. 



[bookmark: _Toc159954209][bookmark: _Toc160347041]Figure 5: Hexaflex/Inhexaflex Model
(Rolffs et al., 2018, p. 459)

ACT has been found to be efficacious in a variety of therapeutic settings such as in the treatment of chronic pain  (Wetherell et al., 2011) substance abuse (Lanza et al., 2014; Luoma et al., 2012) and depression (A-Tjak et al., 2020) whilst non-clinical applications of ACT have also been effective in human performance contexts such as education (Paliliunas et al., 2018), the performing arts (Juncos & Markman, 2016; Mahony et al., 2022a; Shaw et al., 2020) and sport (Bernier et al., 2009; Josefsson et al., 2019; Lutkenhause et al., 2007). When used by non-clinical professionals such as performance coaches or music teachers, ACT is known as Acceptance Commitment Coaching (ACC) and in the sporting field it informed the development of the Mindfulness-Acceptance-Commitment (MAC) approach which targets performance enhancement in athletes (Gardner & Moore, 2007). 


[bookmark: _Toc160483189]ACC, MPA, flow and optimal performance

Sports psychology literature supports the use of the MAC program to enhance athletic performance (Gardner, 2016; Lutkenhause et al., 2007) and the ACC approach has also showed promising results in the music domain (Juncos & de Paiva e Pona, 2017; Shaw et al., 2020), signalling a similar trend in that field (Carlson, 2019; Diaz, 2011; Mahony et al., 2022a; Roman & Juncos, 2021). Research into the efficacy of using ACC with musicians has predominantly focused on the alleviation of debilitating Music Performance Anxiety (MPA) with results relating to effects on performance quality taking a back seat (Juncos & de Paiva e Pona, 2017; Juncos & Markman, 2016; Mahony et al., 2022a). A 2017 study by Juncos & de Paiva e Pona for example, found that a panel of independent assessors rated the performance quality of a group of vocalists higher following an ACC intervention aimed at treating MPA (Juncos et al., 2017). Whether this aspect was a direct consequence of the ACC or an indirect consequence of reducing the MPA could not be determined however, the authors advocate further exploration of this effect is warranted. Flow has strong links with peak performance (Antonini Philippe et al., 2021; S. A. Jackson, 1995) and is considered the antithesis of MPA. As such, the presence of one construct will preclude the other (S. Cohen & Bodner, 2019a). In other words, if a performer is in flow, they will not be experiencing MPA and if they are experiencing MPA, they will not be able to enter the state of flow. It is important to note however, that optimal functioning is not attained simply by an absence of a pathology (Seligman, 2008) and reductions in MPA do not necessarily lead to increases in flow occurrences (S. Cohen & Bodner, 2019a) nor increased performance quality (Mahony et al., 2022a). Endeavouring to facilitate flow to treat MPA may be helpful for those suffering from debilitating MPA, but the benefits of flow and enhanced performance experiences for those who have not presented with MPA is equally worthy of research attention (S. Cohen & Bodner, 2019b; Habe et al., 2019; Loepthien & Leipold, 2022; Spahn et al., 2021). This would support the case for placing flow foremost and centre in the current study into performance enhancement for singers.

[bookmark: _Toc160483190]In-lesson performance coaching

Mental performance skills training is often reserved for isolated occasions or brought in to remedy an existing problem such as MPA (Sinnamon, 2021). In the context of undergraduate courses, it is often ‘parachuted in’ as a ‘one size fits all’ psychoeducational unit, presented in a group context, over a finite timeframe (Kaufman et al., 2018). Incorporating the content into the existing singing lesson structure may assist to elevate its importance (Kaufman et al., 2018; Manikam, n.d.) and mitigate problems associated with perceived lack of time, finances, and access to formal performance skills training (Shaw et al., 2020; Weinberg & Gould, 2015).  Studies by Shaw et al. (2020) and Mahony et al. (2022) have established that it is possible for singing teachers to effectively coach their students using the ACC model to treat MPA after less than 8 hours of ACC training with an ACC specialist. Although the sessions were delivered outside the framework of singing lessons, either in separate coaching sessions (Shaw et al., 2020) or as part of group sessions (Mahony et al., 2022), the successful results are encouraging for singing teachers such as NI who have no formal training in clinical psychology but wish to be able to offer performance coaching to students in a non-clinical capacity. 


[bookmark: _Toc160483191]METHODS AND MATERIALS

[bookmark: _Toc160483192]RESEARCH PARADIGM

The principal researcher (NI) considers herself to be predominantly aligned with an objectivist ontological stance that reality exists independently from one’s perception of it (L. Cohen et al., 2018) and that there exists a single truth for discovery (Feilzer, 2010). As such she is naturally drawn to the positivist paradigm for research and would tend to favour a quantitative design approach (L. Cohen et al., 2018; Davies, n.d.). Although this epistemological position informs her view of the world (Guba & Lincoln, 1994), the demands of the project question necessarily dictate the parameters of the approach taken (Creswell, 2002).

[bookmark: _Toc160483193]RESEARCH METHODOLOGY
Although flow researchers widely support Csikszentmihalyi’s nine dimensions of flow (Csikszentmihalyi, 1990a) and have reached a consensus on the characteristics of flow state, the most reliable methods for measuring aspects of flow remain problematic (Jackman et al., 2017; Moneta, 2012). Flow research to date, particularly in the sporting domain, has sought to quantitatively measure, control and define components and factors facilitating flow through the development of psychometric scales such as the Triad of Flow Scales (S. A. Jackson & Marsh, 1996). Administering self-report surveys after performance has been found to have limitations as reliability requires the participant accurately recall the event without memory bias (Habe et al., 2019; Tordet et al., 2021). Conversely, collecting flow data during the event using physiological means (de Manzano et al., 2010; Nacke et al., 2011; Tozman et al., 2017), is even less reliable as it interferes with flow state itself (Habe et al., 2019). Purely qualitative research designs, predominantly using semi-structured interviews to garner data from subjects’ perspectives have also been undertaken, particularly in the performing arts domain (Hefferon & Ollis, 2006; J. J. Martin & Cutler, 2002), however criticisms have also been levelled at this approach, largely citing problems with validity and rigour (Creswell, 2002). Whilst flow scales have been established as a reliable measurement of flow in the sporting domain (S. A. Jackson & Eklund, 2002b; S. A. Jackson & Marsh, 1996; A. J. Martin & Jackson, 2008b), Sinnamon et al. (2012) suggest adding qualitative methods for flow research in music to address domain-specific differences and mitigate limitations of using an either/or approach. These recommendations for a mixed method, pragmatic approach have informed the design for this study and will apply to all phases of data collection, analysis and presentation of findings. Multiple perspectives (participant, practitioner/researcher, external assessors) will provide effective triangulation and increased validity and rigour (Kamalodeen, n.d.). The multimethod components will share equal status of relative importance and each will serve to cross-check the accuracy and validity of the other (Denscombe, 2021). A theory-led case study approach has been selected, seeking to illustrate a real-life application of the theory of using ACC to effectively facilitate flow and peak performance in classical singers (Denscombe, 2021, p.97). This case study is conducted from the premise that the participant’s case is representative of the larger classical singing student group (L. Cohen et al., 2018). In practical terms, the individual coaching element of the project design dictates low participant numbers, less scope for breadth of study and more scope for depth of study making the case study approach advantageous (Denscombe, 2021). 



[bookmark: _Toc160483194]RESEARCH DESIGN

Participant

The participant is a 19-year-old, female, first year classical voice undergraduate at Monash University in Melbourne, Australia. To protect her identity, she will be referred heretofore with the pseudonym “Amy”. Amy has no prior experience with ACT-based therapy or coaching nor any formal mental skills training. She had only been singing in the classical genre for five months when the project commenced.

Performance coach 

NI is an associate teacher of voice at Monash University, trained in classical voice (BMus - Melbourne University; MMus - Royal College of Stockholm) she has had an extensive career as a professional opera singer.  She has considerable experience teaching voice however, no experience in performance coaching. NI and Amy had a pre-existing voice teacher/student relationship, spanning five months at the onset of the study.

Ethical considerations

 ‘Insider research’ provides optimal conditions for the generation of new knowledge, innovation, and new conceptualisations in response to studying one’s own teaching practices (Costley, 2006) however, it also requires consideration of possible ethical issues and obligations associated with studying human beings (Hammersley & Traianou, 2012). As practitioner/researcher, NI forms part of the process itself, not merely observing rather, conducting the research from ‘within’ (Nelson, 2013) and ethical considerations of practitioner-led research must be brought into focus (L. Cohen et al., 2018).  

Risks to the participant

Non-maleficence refers to the need to ensure no harm (physical, psychological, emotional, or professional) befalls the participant in taking part in the project (L. Cohen et al., 2018). Although shown to be effective in non-clinical contexts (Josefsson et al., 2019; Shaw et al., 2020), ACT is also commonly used in clinical settings to treat a number of mental health issues (Bowen & Kurz, 2012; Hofmann & Gómez, 2017; Segal et al., 2013; Ussher et al., 2014). To prevent the blurring of boundaries between coaching and therapy (Grant & Green, 2018), it was essential that the purpose of the coaching be communicated with explicit clarity. Risk for emotional distress caused by possible adverse responses to the mindfulness component of the sessions (Hanley et al., 2016) also required attention. The Coaching Agreement (Appendix A, p.64) highlighted the parameters of the coaching relationship and advised Amy to consult with a medical professional before agreeing to participate in she had a history of clinical mental issues (A. M. L. Czajkowski et al., 2021).

Conflict of interest

The nature of the relationship between the participant and the researcher requires consideration of conflict-of-interest risks (L. Cohen et al., 2018). NI holds a position of power within the faculty as both voice teacher and specialist examiner and could potentially assert influence over Amy. Before commencement, Amy completed an Informed Consent Form (Appendix B, p.69) outlining expected time commitment, methods for data collection, the information sought and the purpose for undertaking the research. Amy was assured there would be neither positive nor negative consequences for taking part in the research (Oliver, 2003). This was communicated in written form in the Informed Consent as well as verbally, on an ongoing basis throughout the project. 

Identity protection

Participant confidentiality and anonymity were ensured with a pseudonym and codes throughout the data collection process, analysis and writing up of findings and all data was stored on a password protected personal computer (Denscombe, 2021).

Risks to the researcher
Coaching competency

Risk for accusation of incompetency was mitigated by providing transparency about NI’s limited training and lack of experience in initial discussions before the consent form was signed and the study commenced.


Risk for bias

As researcher, NI is the primary analytical instrument, whose beliefs and prior experience and knowledge will be recruited in making sense of Amy’s experience (Fade, 2004). Although NI’s own experience as a professional classical singer may aid interpretation of Amy’s case, it is vital NI does not project her own values or views onto the data so as to distort analysis (L. Cohen et al., 2018). Ethical consideration of the researcher’s preference for an objectivist ontological stance and the pragmatic approach dictated by the design brings into focus potential data analysis risks (L. Cohen et al., 2018). In opposition to her positivist tendencies, NI was required to remain open to multiple possibilities for truth, particularly in treatment of the qualitative data. NI enlisted her own ACC skills to practice psychological flexibility in her approach to all aspects of the research. Care was taken to ensure the qualitative data was afforded the same attention and bore as much weight as the quantitative data. No data was ignored or omitted because it did not ‘fit’ with the prominent line of ‘truth’ and NI endeavoured to remain open to multiple interpretations and explanations for findings (L. Cohen et al., 2018, p.138). 



[bookmark: _Toc160483195]PROCEDURE
Designing the coaching sessions

NI’s ACC training was centred around three online courses: 
1) Acceptance Commitment Therapy (ACT) – beginner’s level course (Harris, 2019).
2) Focussed Acceptance Commitment Therapy (FACT) - advanced course on condensing ACT when delivery time is limited (Russ Harris, n.d.).
3) Acceptance Commitment Coaching for Musicians (David Juncos – The Voice Workshop) – domain-specific ACT course.
As mindfulness is one of the core processes of the ACT-model (Hill & Oliver, 2019), a Mindfulness for Singers (MfS) course was also undertaken to provide singer-specific content (A.-M. L. Czajkowski, n.d.). Structural elements and psychoeducation material delivered as part of the 6-session coaching intervention were based on the above courses as well as two key books: ACT for Musicians (Juncos & de Paiva e Pona, 2021) and ACT made Simple (Harris, 2019). 
The ACT made Simple book by Harris includes a simplification of the six ACT Hexaflex processes (Fig. 5, p.19) into three key processes he calls the Triflex (Fig. 6, p.26). This provided the structural outline, whilst the experiential content was largely derived from Harris (2019), Juncos & de Paiva e pona (2021) and Czajkowski (n.d.).
NI personally recorded adaptations of suggested scripts, tailoring them for singing, using her own language style to ensure familiarity and promote ease of use (Harris, 2019). Amy also received weekly take home material and copies of audio files for home practice (Appendix C, p. 72).
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[bookmark: _Toc159954210][bookmark: _Toc160347042]Figure 6: ACT Triflex/Hexaflex Model
(Harris, 2019)

Overview of the session strategy

The sessions aimed to improve psychological flexibility and facilitate flow through an ACC strategy reflecting Harris’s Triflex: Be Present, Open Up and Do What Matters (2019) (Fig. 6) Emphasis was placed on manipulating the factors thought to facilitate flow for singers: attentional flexibility, emotional regulation and heightened awareness of the body as instrument (N. D. Isaksson, 2022) as well as Csikszentmihalyi’s preconditions for flow: Challenge-skill balance, Clear goals and Unambiguous feedback (Csikszentmihalyi, 1990a; S. Jackson, 2016; Nakamura & Csikszentmihalyi, 2009).



Delivering the content

The six 20-min sessions were delivered weekly in conjunction with six consecutive 60-min singing lessons in August/September 2023 and Amy was sent introductory material prior to the first session (Appendix D, p.89).
Using templates from Juncos and de Paiva e Pona’s book (2021, p.138), NI assisted Amy to identify performance-related values, construct a Performance Mission Statement (PMS) and generate values-driven goals for committed action (Appendix E, p.94) to cultivate a greater sense of the type of performer she wanted to be. This discussion was deliberately focused on performance-related values, rather than values for life to ensure performance enhancement would be in focus (Shaw et al., 2020). An adaption of Harris’s Choice Point (Harris, 2019, p.9) was used to identify ‘away’ and ‘toward’ moves in discussing Amy’s commitment to engage in actions that would align her behaviour with her identified performance goals (Appendix F, p.99). Throughout the sessions Amy was encouraged to; Be present – focus on what’s important in the moment and engage with it wholly; Open Up – acknowledge and allow thoughts and feelings to be present without effecting behaviour in performance; Do what matters – strive to become the performer you want to be through acting effectively, guided by your performance values.

[bookmark: _Toc160483196]DATA COLLECTION

Self-report measures
[bookmark: _Toc159954211][bookmark: _Toc160347043]Figure 7: Distribution of self-report measures
KEY: DFS-2 = Dispositional Flow Scale-2; FSS-2 = Flow State Scale-2; CORE = CORE Flow Scale (S. Jackson et al., 2010); PHLMS = Philadelphia Mindfulness Scale (Cardaciotto et al., 2008); MAAQ = Musician’s Action and Awareness Questionnaire (Osborne et al., 2022).
ACT-based measures

The Philadelphia Mindfulness Scale (PHLMS; Cardaciotto et al., 2008) incorporates two subscales: a) awareness, measuring the extent of continuous monitoring of internal/external experiences; b) acceptance, measuring the level of non-judgemental attitude toward these experiences. Higher subscale scores are indicative of higher levels of each construct and the measure has been used effectively in comparable ACC intervention single case studies (Juncos & Markman, 2016; Shaw et al., 2020).
The Musician’s Acceptance and Action Questionnaire (MAAQ) (Juncos & de Paiva e Pona, 2021), measures psychological flexibility in a music performance context.  It is an area-specific adaptation of the more widely used Acceptance and Action Questionnaire (AAQ-II; Bond et al., 2011) and although new, appears to better predict outcomes relating to university student musicians (Osborne et al., 2022). 

The flow scales

The Triad of Flow Scales are area-specific psychometric tools developed to measure the construct of flow. Each of the three types of flow scales (SHORT, LONG, CORE) has a dispositional (trait) and contextual (state) version which allows assessment of flow from two perspectives: general tendency to experience flow in the individual (trait), as well as incidence (or non-incidence) of flow in association with a particular event (state) (S. Jackson et al., 2010). This two-pronged approach proposes that flow is a specific psychological state, amenable to state based assessment and that individuals differ in their propensity for experiencing flow (Jackson, Kimiecik, Ford, & Marsh, 1998). Including both trait (Dispositional Flow State Scale – DFS-2) and state (Flow State Scale – FSS-2) measures provides a more comprehensive picture of Amy’s flow experience (Chirico et al., 2015). 
The LONG flow scales were chosen in preference to the SHORT versions as they are recommended for intervention research (S. Jackson et al., 2010). They provide multidimensional assessments of flow based on the nine dimensions of Csikszentmihalyi’s (1990) model, whilst the SHORT scales are unidimensional and only measure global flow which is considered insufficient when aspects of flow are at the centre of the research (S. A. Jackson et al., 2008). The CORE scale items are added to the project as a complementary phenomenological tool, measuring the lived experience of flow from the individual’s perspective (S. A. Jackson, 1995, 1996). 

Music Performance Quality Form (MPQF)

Performance 1 was recorded pre-intervention and Performance 2 was recorded post-intervention, both as part of a group Artistic Practice class at the University (Appendix Q, p.206). On both occasions Amy performed songs by Haydn that were similar in style, length of preparation and level of difficulty. The performances were recorded audio-visually and sent to three independent assessors who were blind to the order of the recordings and purpose of the assessment. Assessor selection criteria was based on level of expertise in classical voice teaching (A. M. L. Czajkowski et al., 2021). The recordings and corresponding grading sheets were labelled Blue (Performance 1) and Purple (Performance 2), with no indication of chronological order. The Purple label was subsequently changed to Green to correspond with the colours chosen for the charts used to present the data for ease of analysis and clarity. The assessors were instructed to comparatively grade the performances in relation to each other, rather than a general standard (Appendix G, p.101). NI had intended to use the Monash University Recital Exam Assessment Form (MUREAF) for assessment however, whilst preparing the form for distribution, the decision was taken to replace it with an adaptation of The Associated Board of the Royal Schools of Music (ABRSM), 2018 edition (Appendix H, p.121) used in comparable studies with singers (Mahony et al., 2022a). The MUREAF is not an instrument-specific assessment tool (Appendix H, p.120) and NI found it inadequate for assessing vocal performance areas such as Character & Story Telling which were central to Amy’s Performance Mission Statement. The Music Performance Quality Form (MPQF) sent to the assessors included numerical marks for five categories: pitch/intonation, rhythm/tempo, vocal tone, musicality/expression and performance of character/story telling. In keeping with the mixed methods approach, NI provided space for assessor comments, divided into two categories: vocal technique and performance (Appendix G, p.101). This method for cross-referencing subjective and observed change pre- and post- coaching has been enlisted in comparable intervention studies with musicians (A. M. L. Czajkowski et al., 2021; Juncos & Markman, 2016).

Interviews & participant logbooks

The sessions were spaced at one-week intervals to allow for important skill consolidation through home practice (Bowen & Kurz, 2012; Harris, 2019). Amy kept a logbook for the duration of the project, an advocated tool for collecting qualitative data in several mindfulness-based studies (Carmody & Baer, 2008; A. M. L. Czajkowski et al., 2021, 2022; Pineau et al., 2014) with the aim of garnering deeper insight into Amy’s experience. A semi-structured interview with Amy followed Performance 2, with NI using pre-determined questions to seek feedback about Amy’s project experience whilst also allowing the discussion to unfold according to Amy’s responses (Edwards & Holland, 2013). Post-intervention interviews with musicians have been used to garner rich qualitative data in comparable ACC studies (Juncos & Markman, 2016; Shaw et al., 2020). 



[bookmark: _Toc160483197]FINDINGS

The mixed methods research design allows for analysis of Amy’s case from multiple perspectives. Analysis of the quantitative data may be used to make inferences regarding any instances of change recorded following the delivery of the coaching intervention. The qualitative data then provides an alternate lens with which to consider the case and either dispel or support identified quantitative data trends (Cohen et al., 2019). Both sets of data will be discussed in relation to knowledge derived from previous studies and the existing body of literature in the field. The qualitative data will be analysed using interpretative phenomenological analysis (IPA) (J. A. Smith, 1996) which has proven to be a useful tool for researching flow in the performing arts (Robb & Davies, 2015). 
On analysing the self-report measures, it is important to note, they were not administered at equal time intervals over the course of the project. As a requirement of scheduling both assessed performances within the context of the Artistic Performance Practice class at the University, a gap between the delivery of the last ACC session (11/9) and Performance 2 (5/10) was necessary due to the University semester break. This meant that the midpoint of the session delivery (27/8) was not the midpoint of the entire project and caused the data to be taken at unequal intervals. 


[bookmark: _Toc160483198]ACT-Based Measures

Philadelphia Mindfulness Scale (PHLMS)

A visual inspection of Amy’s self-report data relating to both PHLMS subscales (acceptance and awareness) from August to October 2023 indicate an increase on the PHLMS acceptance scale (measuring one’s nonjudgmental attitude toward one’s experience) whilst the score on her PHLMS awareness scale (measuring one’s continuous monitoring of internal and external experiences) fell marginally. This would indicate that although Amy’s mindfulness skills improved in relation to how she accepted her internal and external experiences following her ACC training, her level of experiential awareness declined slightly over the course of the project. It is difficult to arrive at a viable explanation for the fall in the awareness subscale, although it may be possible that Amy’s growing familiarity with the PHLMS measure itself may have affected her scores over time.  Drawing attention to the concept of awareness through the sessions may have prompted Amy to be more discerning in her responses to the PHLMS taken later in the project, affecting the accuracy of her scores. There is also evidence of both critical self-awareness and difficulties with awareness and focus as identified themes in her learning journal (Fig. 22, p.50). Whilst the reason for the slight decline in score is unclear, there is no indication of an improvement in the awareness subscale. It is also interesting to note that although there was some improvement in Amy’s acceptance subscale, her scores were still below the normative mean. Amy’s inexperience with mindfulness skills training and the limited timeframe available for skill practice and consolidation of mindfulness techniques over the course of the project may have contributed to this result however, it may also be attributed to the inexperience of the ACC coach or shortfalls in the content design. The overall effect of the ACC sessions on Amy’s mindfulness scores appears to be minimal.
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[bookmark: _Toc159954212][bookmark: _Toc160347044]Figure 8: PHLMS Awareness Subscale
KEY: PHLMS = Philadelphia Mindfulness Scale - Awareness, non-clinical mean (M=36.65) and bars spanning standard deviation up/down (1 SD = 4.93; Cardaciotto et al., 2008)
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[bookmark: _Toc159954213][bookmark: _Toc160347045]Figure 9: PHLMS Acceptance Subscale
KEY: PHLMS = Philadelphia Mindfulness Scale -Acceptance, non-clinical mean (M=30.19) and bars spanning standard deviation up/down (1 SD = 5.84; Cardaciotto et al., 2008)


[bookmark: _Toc160483199]Musician’s Acceptance and Action Questionnaire (MAAQ)

Visual inspection of Amy’s responses to the MAAQ measure (Fig. 10) shows higher total scores mid- and post-intervention compared to the pre-treatment score. These results would indicate increased levels of psychological flexibility over the course of the project. In comparison with the non-clinical mean score, Amy’s psychological flexibility scores lie below the mean prior to the intervention but rise above the mean mid- and post- intervention which would indicate that not only did Amy’s level of psychological flexibility improve, but it also surpassed typical levels of psychological flexibility reported by amateur music students in a comparable setting (Osborne et al., 2022).
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[bookmark: _Toc159954214][bookmark: _Toc160347046]Figure 10: Musician’s Acceptance and Action Questionnaire (MAAQ)
KEY: Non-clinical mean (M=30.60) and bars spanning standard deviation up/down (1 SD = 7.63) M & SD taken from a combined sample of American and Australian under-graduate and graduate student musicians (Osborne et al., 2022).


Behavioural Inflexibility Table 

After the project had started, NI reflected that gathering further insight into Amy’s levels of psychological flexibility than the MAAQ provided, may be beneficial in planning the focus of coaching sessions delivered in the second half of the project.  As a result of this reflection, Amy was asked to complete a Behavioural Inflexibility Table indicating her level of engagement with inflexible behaviours that may be interfering with performance. 
Although the MAAQ measured Amy’s overall psychological flexibility as a musician, the Behavioural Inflexibility Table, derived from the book by Juncos & de Paiva e Pona (2022, pp. 191-192), is used to garner insight into specific areas that may benefit from extra attention. Amy was given an adapted version of the table (Appendix I, p.124) which included 4-6 descriptive behavioural statements indicating interference with each of the processes of the Hexaflex. She was asked to highlight any statements she recognised as indicative of her own behaviours and NI used this material to identify problem areas of “stuckness” and psychological inflexibility (Juncos & de Paiva e Pona, 2021).  
There were no statements relating to Lack of Values Clarity or Attachment to Storied Self.
There were two relating to Mindlessness: ‘Experiencing a feeling of going through the motions while performing/practicing’ and ‘Ruminating on previous performances’ which would appear to be congruent with her low scores on the awareness subscale of the PHLMS (Fig. 8, p.31). Amy selected one statement relating to Avoidance as an inflexible behaviour she recognised as true: ‘Needing to control/escape from emotions while performing/practicing’ and one statement relating to Fusion: ‘Belief that certain thoughts and feelings are not allowed’. She also identified two statements indicating Lack of Committed Action: ‘Impulsive or undisciplined behaviour’ and ‘Don’t have goals for performances or practice’. Although Amy had not selected any of the statements indicating Lack of Values Clarity on the table, it became evident during the discussion of her Performance Mission Statement (PMS) in the subsequent ACC session, that she was not aware what her performance-related values were and required assistance to identify and clarify them for herself. This mismatch between Amy’s answers on the Inflexibility Behaviour Table and Amy’s actual Lack of Values Clarity may be attributed to the nature of the statements in this category of the table. The statements were centred around ‘Feeling burnt out’ or ‘Losing touch with what matters about performing’. As Amy is at the beginning of her singing journey, she did not identify with these statements despite recognising she had problems with clarity of goals in both practice and performance. 
The remaining sessions were then geared toward improving these areas by strengthening the corresponding processes on the Hexaflex (Fig.5, p.19) to increase flexibility with mindfulness, acceptance, and the development of a PMS as priorities.
 

Flow scale results

According to Jackson et al., (2010) there is likely to be variation across the scores obtained for each of the nine flow dimensions of the LONG flow scale measures and relying on global flow scores as an indication of change in frequency or intensity of the flow experience is inadequate (Sinnamon et al., 2012). Subscale information may provide an indication of relative importance of the various flow dimensions depending on the situation as well as the characteristics of the individual (S. A. Jackson & Eklund, 2002).

Dispositional Flow Scale (DFS-2)
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[bookmark: _Toc159954215][bookmark: _Toc160347047]Figure 11: Dispositional Flow Scale (DFS-2)

KEY: CSB = Challenge Skill Balance; MAA = Merging of Action and Awareness; CG = Clear Goals; UF = Unambiguous Feedback; COT = Concentration on Task at Hand; SOC = Sense of Control; LOS = Loss of Self-Consciousness; TOT = Transformation of Time; AE = Autotelic Experience (Jackson et al., 2010)
Normative mean taken from non-clinical sample of music undergraduate (Sinnamon et al. 2012)

The LONG Dispositional Flow Scale - 2 (DFS-2) measures the frequency of flow experiences or an individual’s disposition for flow in general. It is made up of four item statements relating to the nine flow dimensions (36 items). 
Figure 11 (p.34) shows average item scores reported by Amy at three intervals, pre- mid- and post- intervention, alongside the normative mean figures for each dimension. 
Disposition to frequency of flow experience is not expected to change considerably over time as it is an indicator of trait (S. Jackson et al., 2010) however, visual inspection of Amy’s DFS-2 measure does show increases across all nine flow dimensions from pre- to post-intervention (Fig. 11, p.34). These increases were also reflected in Amy’s total scores (calculated by adding together the average item scores) which rose incrementally from pre-treatment on August 2nd (25.25) through mid-intervention August 27th (28.50) to post-treatment on October 5th (32.50) finishing just below the total mean score of 32.63.
Examination of changes in Amy’s individual dimensional scores over the project timeline, provides further detail regarding which flow components may have altered. Five dimensions showed increases in scores of 1.0 point or more: Challenge-Skill Balance (↑1.0) Clear Goals (↑1.25) Unambiguous Feedback (↑1.0) Sense of Control (↑1.0) Transformation of Time (↑1.0). Four dimensions began with scores below the normative mean and rose to above the mean at the end of the project: Challenge-Skill Balance (0.46 higher) Clear Goals (0.22 higher) Unambiguous Feedback (0.16 higher) Sense of Control (0.02 higher) which would indicate that although Amy’s propensity for flow in general was still below the mean following the ACC sessions, she recorded a higher than average propensity for flow in relation to these individual dimensions. This is encouraging given the increases reported include the three dimensions thought to be pre-conditions for flow to occur (Challenge-skill balance, Clear goals, Unambiguous Feedback) which were targeted in the ACC coaching content of the project.  The improvements in scores recorded by Amy over the course of the project may indicate increased propensity for flow from the perspective of trait following the ACC sessions (Appendix L, p.141).



CORE Dispositional Flow Scale (C- DFS)
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[bookmark: _Toc159954216][bookmark: _Toc160347048]Figure 12: CORE Dispositional Flow Scale (C-DFS)
KEY : C-DFS = Core Disposition Scale ; non-clinical mean 4.5 (S. Jackson et al., 2010)

The CORE Dispositional Flow Scale (C-DFS) is a 10-item complementary measure providing an experiential perspective for assessing flow proneness with higher total scores indicating a higher propensity for flow (S. Jackson et al., 2010). 
Figure 12 shows the self-reported scores completed by Amy pre- mid- and post- ACC coaching as well as the normative mean and standard deviations for the scale. Although model fit and reliability for this scale has been promising (A. J. Martin & Jackson, 2008a), it’s use is still in initial research stages and no example of use of this scale in the music domain was found. The normative mean for this scale is therefore, taken from a non-clinical sample of school students involved in extra-curricular activities (S. Jackson et al., 2010). In line with the DFS-2 (Fig. 11 p.34), visual inspection of the complementary measure shows an overall increase of dispositional flow scores from pre- to post-intervention of 0.70 points. (Appendix M, p.150). Amy’s global scores remain below the mean for the duration of the project, as observed on the DFS-2 (Fig. 11 p.34) however, interpretation of this result as an indicator that she has a lower propensity for flow than the mean is perhaps ill-based when the normative mean is derived from a different domain sample. This C-DFS supports the rise in disposition in global terms however, provides no further insight into rise of the subscale scores of Challenge-skill balance, Clear goals and Unambiguous feedback to above the mean by the end of the project (Fig. 11, p.34). 



Flow State Scale (FSS-2)
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[bookmark: _Toc159954217][bookmark: _Toc160347049]Figure 13: Flow State Scale (FSS-2)
KEY: CSB = Challenge Skill Balance; MAA = Merging of Action and Awareness; CG = Clear Goals; UF = Unambiguous Feedback; COT = Concentration on Task at Hand; Sense of Control; LOS = Loss of Self-Consciousness; TOT = Transformation of Time; AE = Autotelic Experience (Jackson et al., 2010)
Normative mean taken from non-clinical sample of music undergraduates (Wrigley et al. 2011)

The LONG Flow State Scale (FSS-2) measures state and intensity of the flow experience. It is designed to be used as a post-event flow assessment. Respondents are directed to answer 36 scale items in relation to the activity they have just completed. Amy’s Performance 1 was undertaken prior to the beginning of the intervention on 3rd August and Performance 2 was undertaken on October 5th, approximately 3.5 weeks after the last coaching session was delivered on 11th September. Figure 13 shows the average item scores for all nine dimensions of the FSS-2 completed on the two performance occasions. The results are shown in comparison to each other as well as the normative mean for each subscale. To reduce the potential bias that can result from retrospective recall inherent in self-report measures of emotional states (Brewer et al., 1991; Keuler & Safer, 1998), Amy completed the FSS-2 assessments within the recommended 15 minutes (S. Jackson et al., 2010) of the completion of Performance 1 (Blue) and Performance 2 (Green) respectively. Visual inspection of the results indicates Amy’s total flow state score increased considerably between Performances 1 (23.25) and 2 (33.25), bringing her global flow score above the normative mean (31.60). 
Six subscales showed increased scores of more than 1.0 point between the performances: Challenge-Skill Balance (↑1.25) Clear Goals (↑1.25) Sense of Control (↑2.0) Loss of Self Consciousness (↑1.25) Transformation of Time (↑1.20) Autotelic Experience (↑1.25). 
Similarly, to the results measuring disposition to flow, the state measure shows the greatest increase in the areas of Challenge-Skill Balance (↑1.25), Clear Goals (↑1.25), Sense of Control (↑2.0) and Transformation of Time (↑1.20) with the addition of improvements in Loss of Self-Consciousness (↑1.25) and Autotelic experience (↑1.25). Although the results do not indicate whether Amy entered the state of flow, they do indicate that the intensity of her experience of Csikzentmihalyi’s pre-conditions for flow was more intense in Performance 2 than Performance 1, bringing her closer to flow experience. Amy was not only able to improve the factors thought to facilitate flow, but she also managed to improve her scores so as to surpass the mean level for other music students performing in similar contexts (Wrigley & Emmerson, 2011)(Appendix N, p.158).  These elements will now be discussed in more detail.
Challenge-skill balance
Amy’s inexperience as a classical singer comes into focus when considering this dimension. Whilst some studies advocate novices with low levels of objective skill enter flow as frequently and intensely as their more advanced, highly skilled counterparts (S. Jackson & Csikszentmihalyi, 1999; Wrigley & Emmerson, 2011) others advocate that although both amateur and professional musicians may report similar global flow experiences, there are differences in the relative import of the individual dimensions of flow (Sinnamon et al. 2012; Spahn et al. (2021). The Challenge-Skill balance and Clear goals subscales have been found to rank significantly higher with professional musicians than with music students (S. Cohen & Bodner, 2019a; Marin & Bhattacharya, 2013; Sinnamon et al., 2012) and Amy’s initial scores on the DFS-2 (Fig. 11, p. 34) and FSS-2 (Fig.13, p.37) sit below the norm for music students. The rise in Amy’s Challenge-skill balance scores on both measures to above the norm by the end of the project, indicates a stronger sense of being able to meet the challenge of the performance with the appropriate level of skill. This feeling of increased self-confidence in relation to fulfilling the required task was evident in the comments Amy made about her performance experience in the follow-up interview (Appendix O, p.165). “I felt more prepared and more like, I knew what I was doing”. Amy also reported that she felt the sessions helped with improving her focus and efficiency in practice. “Sometimes when I practice, like, I don’t really have a goal. I’m just kind of practicing because I need to practice, you know? It’s like I’ve got to practice… [now] I think more meaningful practices… I feel like I can approach practice better, like I’ve got a better understanding of what I want to do”. This suggests a move away from the mindlessness she identified on the Behavioural Inflexibility Table of ‘Going through the motions while performing/practicing’ (Appendix I, p.124) and a move toward more mindful engagement in practice and performance. Self-efficacy has been found to be a strong predictor of flow (Antonini Philippe et al., 2021; KIM et al., 2015) and has even been found to be more important than time spent practicing for predicting flow in music students (Ritchie & Williamon, 2012). Perhaps, increasing the efficiency and effectiveness of Amy’s practice, increased her sense of preparedness and fitness for the task, helping to balance the challenge-skill equation despite her inexperience. 

Loss of Self-consciousness

This dimension of flow has received lower levels of endorsement than other dimensions with athletes (S. A. Jackson & Eklund, 2002a) however, all dimensions have been found to be important for flow for musicians (Sinnamon et al. 2012).  Amy’s increased dimensional score on Loss of Self Consciousness (↑1.25) on the FSS-2 (Fig. 13, p. 37) may be partly attributed to the tendency for novices to experience a sense of losing the self because all physiological resources are fully focused on the task in hand (Sinnamon et al., 2012, p. 21) however, it is also an indication of increased confidence and challenge-skill balance which Amy herself observed as a new ease and comfort performing in front of others. “I think I was definitely better than I have been… the technical stuff was there, but I just tried to not focus on that too much. I was like, whatever happens, happens. I’ve done these songs a million times” (Appendix O, p.165).  

Attentional & emotional flexibility
Although some studies have found no correlation between level of skill and propensity for flow (Wrigley & Emmerson, 2011), others posit experience may itself be a predictor of flow (de Manzano et al., 2010). Jackson claims (1995) experienced individuals are more likely to be able to adapt to unexpected conditions during performance which may otherwise disrupt flow, a position supported by de Manzano et al. (2010, p. 302) who maintain “expertise is likely to facilitate sustained attention, reduce distractibility, and promote many, if not all elements of flow”. Increases in self-efficacy and improvements to the Challenge-skill balance may have assisted Amy to present with characteristics of a more experienced performer. Effectively, cognitive space was freed up for Amy to be more attentionally and emotionally flexible (Koehn, 2013) during the performance. Through concentrating on communicating the text and acting in accordance with her identified performance values, Amy felt she was more able to focus on the task in hand in the face of unexpected or unwanted cognitive input. In the follow-up interview, she reported being able to accept unwanted disruptions twice during the performance and simply allow them to be there whilst returning her attention to what mattered. The first instance was a mistake which caused the ensemble to falter and the second was the appearance of an unexpected intruder walking in and out of the auditorium during the performance. On both occasions, Amy felt she was able to emotionally manage the interruptions and refocus her attention, without allowing the disruptions to negatively impact her performance. 
“I think there was a little mistake in the Mermaid Song. It was kind of like a two second “oh, what’s going on? – moment” and then we just went back into it”.
“there was a tech guy who walked in and out a couple of times…I just kind of noticed every now and then, but I think I managed to stay focused” (Appendix O, p.165).

Clear goals

Amy’s subscale scores relating to the Clear goals dimension also increased on both the DFS-2 (Fig. 11, p.34) and FFS-2 (Fig. 13, p.37) flow scales over the project timeline. 
Amy indicated on the Behaviour Inflexibility Table (Appendix I, p.124) that she felt she didn’t have goals for performances or practice and that her performance-related behaviour was impulsive or undisciplined. Both statements are indicative of psychological inflexibility related to Lack of Committed Action (Juncos and de Paiva e Pona, 2021, p. 192). 

Performance Mission Statement (PMS) 

To address this problem area, NI adopted the Juncos and de Paiva e Pona’s (2021) suggested techniques for identifying performance-related values, writing a PMS
and generating performance-related goals through committed actions based on these values (Appendix E, p.94). In line with the performance-related values of other singers (Juncos & de Paiva e Pona, 2017; Shaw et al., 2020) and the tendency for amateur singers to be motivated to sing for self-expression (Grape et al. (2019), Amy valued being an expressive performer who could effectively communicate the essence of sung text to an audience. When asked to consider a singer she admired performing at their best, she observed that “They are connected to the material and emoting well” and she aspired to emulate their skills by being “totally focused and involved in what I am doing”. The second component of her PMS related to acquiring a proficient classical vocal technique that would enable her to be “focused and involved in what I am doing…by using all of the vocal techniques I have learned”.  
Amy’s PMS: “I value being an expressive, technically proficient singer by effectively communicating the material with the audience and by using a masterful vocal technique”. Although there were two parts to her PMS, the expression of the text appeared to carry more weight for her in discussion whilst mastering aspects of her vocal technique was perceived as a means to fulfilling the first performance-related value. This desire to feel connected to the text and communicate the character or narrative to the audience was a thread through all the discussions with Amy regarding her performance ability (Figure 21, p. 48, Theme 4) “My brain going, what do I need to do to get the character and actually do it well”. When formulating her performance-values Amy was asked if there was anything she thought she would miss if she stopped singing, she replied “Yes, I would miss expressing myself through sound” (Appendix E, p.94). The change in subscale scores for the Clear goals dimension for both flow scale measures DFS-2 (Fig. 11, p.34) and FFS-2 (Fig. 13, p.37) may be attributed to the work Amy did on identifying her performance-related values in her PMS. “Now I know what I want to do and I think it’s getting better, I have a clearer… view… outlook on what I actually want to achieve”.

Unambiguous feedback

Unambiguous feedback subscale scores showed less of an increase on the FSS-2 (↑ .75) than both Challenge-skill balance (↑1.25) and Clear goals (↑1.25) (Fig. 13, p.40). This may be explained by consideration of other studies into flow in the music domain which found that although Unambiguous Feedback is generally held to be one of the pre-conditions for flow in performance contexts such as sport (Csikszentmihalyi, 1990a; S. A. Jackson, 1995), it has been found to have less significance for musicians (Habe et al., 2019). Authors posit this difference is consistent with differences in characteristics between the two disciplines (Habe et al., 2019). Criteria for excellence in sport is largely centred around timing or scores and tends to be measured objectively whilst music performance excellence is measured subjectively with assessment criteria including aspects such as the interplay between the performer and the audience, the performer and other performers and even the music itself (Waddell et al., 2018). Habe et al. (2019) claim it may be more difficult to develop feedback mechanisms for monitoring achievement of performance goals during performance in music due to the subjective nature of measuring achievement in music. This may explain the lower level of improvement in this subscale compared to other subscales when analysing Amy’s results on the FSS-2 (Fig. 13, p.37) however, the difference may not be significant given the rise in Clear goals, a closely related dimension.

[bookmark: _Toc160483200]Assessed Performance Quality 
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[bookmark: _Toc159954218][bookmark: _Toc160347050]Figure 14: Change in assessed performance quality
Comparison of Total Marks Awarded by Assessors

Figure 14 shows the total mark scores awarded by the three independent assessors after viewing the two video performances (Appendix Q, p.206). A visual inspection of the three assessments of Amy’s pre- and post- treatment performances reveals a trend of improved overall performance scores. As expected with subjective evaluation contexts in the music domain (Sinnamon et al., 2012), there is variation in the baseline mark however, the extent of change between the two performance assessments is similar across all assessors which would indicate all assessors judged the Green performance (Perf. 2) to be the better performance.
Figures 15 - 17 provide a more in-depth breakdown of the results, showing the differentiation of marks given for each assessment category over the two performances and for all three assessors individually.
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Assessor 1 rated all categories higher for the Green performance (Perf.2) with Character & Story Telling showing the greatest rate of change (3 points). Assessor 2 rated Amy higher on all categories for the Green performance (Perf. 2) except for Rhythm/Tempo which showed no change in score. Like Assessor 1, Assessor 2 rated Character & Story Telling (4 points) with the biggest difference in score as well as Pitch/Intonation (3 points). Assessor 3 also rated all categories higher for the Green performance (Perf. 2) with Character & Story Telling (3 points), Musical Expression (3 points) and Pitch/Intonation (3 points), showing the biggest rate of change. All three assessors judged Amy’s Character & Story Telling abilities to have shown the most significant area of improvement between the two performances with assessors 2 and 3 also rating Pitch/Intonation as an area of significant improvement. This is likely to be linked to the efforts Amy made to focus her attention on fulfilling her devised PMS to engage with effective expression of the text to communicate the story and character.
In line with the findings of Juncos et al. (2017), the current study found that bringing into focus clear goals and valued actions through ACC instigated improved observed performance quality. 
In addition to the numerical assessment on the MPQF, the assessors were provided space to add written comments about Amy’s technique and performance (Appendix G, p.101). Thematic analysis of these comments using IPA serves to highlight themes that provide more insight into the quantitative assessments of the jury (J. A., Smith et al., 2009) (Figs. 18-20). A change in terminology used in the comments referring to the Blue (Perf.1) and Green (Perf.2) performances respectively, is apparent and reflects the assessors’ numerical ratings.




[bookmark: _Toc160347054]Figure 18: Assessor 1 comments
 


[bookmark: _Toc160347055]Figure 19: Assessor 2 comments




[bookmark: _Toc160347056]Figure 20: Assessor 3 comments
The comments made by the assessors provides insight into the reasoning for the mark allocations. All three assessors awarded higher scores for both Musical Expression and Character & Story Telling for the Green performance (Perf.2) and the terminology used to describe that performance suggests observed increases in self-confidence “singer appears to gain confidence” and commitment to communicating the text “clear effort to use text and vocal colours to match story”. These results reflect the findings of Juncos & de Paiva e Pona (2017) who found that a group of vocalists reported increases in self-efficacy and emotional expressivity following an ACC intervention which the singers themselves attributed to increased clarity of performance values and goals identified during the ACC sessions (Juncos & de Paiva e Pona, 2017). The changes in levels of self-efficacy and expressivity in the 2017 study were also noted as improvements in performance quality by an independent jury as in the current study. 
All three assessors rated Amy’s vocal technique in the categories of Pitch/Intonation and Vocal Tone higher in the Green performance (Perf.2) than the Blue performance (Perf.1). This observation was reflected in their written comments particularly in relation to intonation. “pitch is much better… showed accuracy of pitch”
This is in line with the increase in Challenge-skill balance and Clear goal scores on both her DFS-2 (Figure 11, p.34) and FSS-2 (Figure 13, p.37) flow scales and supports Amy’s own observations regarding her vocal technique. Amy was surprised that acting in accordance with her performance-value of communicating the text to the audience assisted her to move past vocal technical challenges that had been problematic in the past. Being so new to classical vocal repertoire, Amy had felt particularly disconnected when performing in foreign languages but because of identifying how important the text was to her as a performer, she prioritised a plan of committed action to ensure her pieces were fully prepared linguistically (Appendix E, p.94). 
“I’m like, wow, it’s so much easier when I actually know what I’m singing about. Like even all the technical stuff kind of worked. Some of the bits that we worked on and spent ages when I just thought about it and got in the moment, I’m like, OK, why didn’t I do this sooner?” (Appendix O, p165). 

The notable increase in overall performance quality may be attributed to improvements in intonation and vocal tone as well as increased expressivity and connection to the text because of realising her Performance Mission Statement (Appendix E, p.94).
This project was limited to a single case and there was no control condition so that direct conclusions about the effectiveness of ACC as a facilitator for flow cannot be made (L. Cohen et al., 2018). While it is possible Amy’s improvement was due to other factors such as growing familiarity with the classical singing genre and/or the demand characteristic that she was expected to improve as a good research participant, the consistency of her results with other ACC treatment studies (Juncos et al., 2017; Juncos & Markman, 2016; Shaw et al., 2020) suggest the ACC sessions were partly responsible for the improvement. Familiarity with her undergraduate studies and the new genre was not likely to have had a great impact given the lack of performance opportunities afforded Amy during the semester and given the assessors ratings unanimously and unknowingly noted positive change, it is unlikely the results could simply be explained by a belief that she was expected to improve.


Autotelic experience

Although it is not clear whether expressivity is a factor facilitating flow or an experiential result of being in flow (Csikszentmihalyi, 1997), increased expressivity features consistently in self-reported flow experiences (Antonini Philippe et al., 2021; Fatemi et al., 2016; Iusca, 2015; Wrigley & Emmerson, 2011). Expressivity relates to positive affect and Autotelic experience (Sinnamon et al., 2012) and the efforts Amy made to increase her expressivity in accordance with her PMS may have impacted her flow scores particularly in relation to this dimension. Her Autotelic experience scores showed improvements on both the DFS-2 and the FSS-2. On the DFS-2 measure (Figures 11, p. 34) the score rose from 3.75 to 4.00, finishing just below the mean score of 4.17 and on the FSS-2 measure (Figure13, p. 37) it rose from 2.75 to 4.00, finishing above the mean score of 3.51. Autotelic experience describes the intrinsically rewarding experience that flow brings to the individual (Csikszentmihalyi, 1990a) and although this dimension is considered an experiential component of flow, earlier studies have found it to be an important indication of flow intensity for musicians (Habe et al., 2019). 
 Amy reported many positive emotions and a sense of pride associated with the Green performance (Perf. 2). In the interview following her second performance she reported feeling “positive. I felt good about it. Much better than the first one we did six weeks ago”.
In reference to her impressions of the project experience she answered “I think it’s helped. I feel better about myself, so that’s good”. As flow is positively correlated to positive affect and satisfaction with life (Habe et al., 2019), the overall increase in flow scores Amy recorded over the course of the project may explain the increase in positive affect she experienced. 
It is also held that it is the autotelic aspect of the flow experience which provides motivation for further involvement in the activity (Csikszentmihalyi, 1990a). The physical and psycho-emotional effects of being in flow such as effortless concentration, positive affect and high levels of dopamine (de Manzano et al, 2013) improve the individual’s sense of self-belief and well-being, encouraging an upward spiral of artistic and personal growth (Bonneville-Roussy & Vallerand, 2020). Amy’s comments regarding her motivation for singing in the preparation of her Performance Mission Statement would indicate she is intrinsically motivated to sing. Over the course of the project, she experienced increases in Autotelic experience indicative of increases in positive affect (Lavigne et al., 2012), which in turn is associated with higher performance quality (S. Jackson & Csikszentmihalyi, 1999) “I just generally find it enjoyable and want to become the best that I can be”. 



[bookmark: _Toc160483201]Interviews

Amy’s subjective evaluation of the course and her own experience of any notable change in functioning provides another method to determine applied significance (Kazdin, 2011).
The first interview was conducted following the second performance to gather information regarding her overall impressions of the content and method of delivery for the course as well as any notable changes in performance experience after taking part in the ACC coaching. The analytical process followed the IPA (Smith et al., 2009) approach and familiarisation began with transcribing each interview verbatim using a transcription application. Small alterations were made manually to correct small errors in the application. This was followed by multiple readings of the transcriptions, examining the content and language used. The data was coded on the readings to help unpack the themes in Amy’s answers to the interview questions. These codes were differentiated by colour, numbers, and letters of the alphabet (Appendix O, p.165). These codes were then adapted into identifiable themes and a theme list was made. The themes associated with performance and practice behaviours were then extracted and synthesised into possible links with dimensions and factors facilitating flow for easier cross-referencing with the quantitative data. At this point, the lettering was removed from Group 1 and the four items on the theme list were assigned the numbers 1-4 instead (Fig. 21).


[bookmark: _Toc159954222][bookmark: _Toc160347057]Figure 21: Theme list derived from interviews
KEY: CSB = Challenge Skill Balance; MAA = Merging of Action and Awareness; CG = Clear Goals; UF = Unambiguous Feedback; COT = Concentration on Task at Hand; Sense of Control; LOS = Loss of Self-Consciousness; TOT = Transformation of Time; AE = Autotelic Experience (Jackson et al., 2010)

Amy’s answers had a distinctly positive orientation with a particular emphasis on the elements that had improved (Theme 4). 
Amy asked for permission to share the ACC home practice audios with other singers in her undergraduate course as she felt the experience was so positive that she would recommend it to her peers. “I think it would be beneficial, especially to like my peers…I’m going you should do this...” Amy felt the collection of audio exercises she had by the end of the project was a great library because she could tailor her practise to suit her needs. ”I got to choose what I wanted to do … some days I’d do like 20 minutes , other days, I’d only do like 10 minutes if I didn’t have enough time”. Although recommendations had been for NI to make tailor-made recordings of ACC exercise for Amy (Harris, 2019) she felt it made no difference whose voice was on the recordings. Amy found exercises longer than 10 mins too difficult due to the mental energy and time commitment required. “the 10 min movement one was good…but if it’s like 10 minutes sitting, I get a bit fidgety and I can’t really concentrate, so I prefer the shorter ones”.  Although there is evidence that the beneficial effects of meditation on sustained attention can be seen in as little as four days (Zeidan et al., 2010), perhaps this was an unrealistic aim for someone with no experience with mindfulness in the limited timeframe. The difficulties Amy had with sustaining focus is evidenced in her practice journal (Fig. 22, p. 50, Theme 1) and may have contributed to the low-level of changes recorded on the awareness subscale of her PHLMS (Fig. 8, p.31). 

Body/mind connection

In addition to preferring the shorter tasks, Amy’s most practiced home exercises were Dropping Anchor (Harris, 3 min) Mindful Breathing (Isaksson, 5 min) and Mindful Movement (Czajkowski, 10 mins) as evidenced in her practice journal (Fig. 22, p. 50, Theme 2). These exercises used the body as a route to mindful awareness to improve attentional and emotional regulation in performance and she found they also assisted her sense of grounding and readiness for singing. “Dropping Anchor was a good way to just ground myself and feel like, in the present moment, not stuck in my head” Mindful breathing “also allowed me to do that and just like, focus on myself… on one thing rather than everything that’s going on” and Mindful Movement (Czajkowski,10 mins) “was a nice way to relax and also stretch before singing”. This physical sense of grounding may also have contributed to the changes noted by the jury in her vocal technique as “improvements in supported tone” (Davis & Chapman, 1998). 


Content delivery

Weinberg & Gould (2015)  posit there is an unwillingness of elite athletes to prioritise mental skills training on top of their already hectic practice schedules. The domains of sport and music share the common characteristic of requiring long hours of practice to execute coordinated complex skills (Sinnamon et al, 2012) and Amy felt that if she hadn’t undertaken the ACC sessions within the framework of her singing lessons, she would not have made time to do it. “I didn’t have to allow much more time in the week…especially because this semester was very busy for me.” Conversely, Amy felt the 20-minute allocation within the lesson time was not long enough and expressed a desire to have the 20 mins extended to 60 mins “because some weeks we were a bit rushed for time”. 
It may be more effective to alternate longer ACC coaching sessions with vocal lessons rather than attempting to incorporate coaching into the lessons themselves. She also benefitted from the ‘safe space’ the in-lesson delivery afforded her and noted
 “it’s easier to focus more on you when you’re one-on-one… if it’s in a group …I don’t really know what to say and what people are going to think”.


[bookmark: _Toc160483202]Amy’s Practice Logbook Observations

Amy’s logbook reflections provide an alternate lens and more detailed view her case (Denscombe, 2021). Using the same IPA process for qualitative analysis (Smith et al., 2009), her reflections were grouped into three categories. 

[bookmark: _Toc159954223][bookmark: _Toc160347058]Figure 22: Themes derived from Amy's practice journal

Amy frequently chooses negative language to describe herself and her perceived lack of success with assimilating the newly learned ACC skills (Fig. 22, Theme 3).  Comments such as “I found myself just staring blankly at the frame with no real intended purpose” and “I noticed myself to be quite fidgety, especially at the beginning. I did not feel very focused as I kept getting distracted and forgetting to pay attention to my breathing” indicate frustration with the process. Although she acknowledges improvement at times with entries such as it “helped me to calm down my thoughts and feel grounded before I started to sing” and “this helped me to achieve more awareness…” she also appears uncertain of progress with comments like “I think I am getting better” and “I think I managed to stay focused most of the time”.
There is much repetition throughout the journal (Appendix P, p.182) which would either indicate that her skill level did not change significantly, or her perception of her skill level did not change over time. These journal entries do not match the data derived from the interview where Amy states clearly that she feels her ACC skills have improved. She was able to “pay attention to what’s happening, but also not focusing too much on my outside thoughts…I was more focused on the song than what my brain was telling me”. It is possible that Amy’s answers in the interviews were tempered by a desire to please NI due to the existing teacher/student relationship and the fact that NI holds a position of power in that relationship (L. Cohen et al., 2018). Despite reassurance there were no right or wrong answers, Amy appeared embarrassed if she hadn’t completed tasks or ‘liked’ a particular exercise and even apologised for her answers during the interview. “I hope these thoughts are coherent when you listen to this recording”.
Amy may have unintentionally exaggerated her account of the experience in the interview so as not to disappoint or offend NI whilst her journal entries were perhaps less encumbered and possibly more honest.  This is difficult to establish due to several shortfalls surrounding the learning journal data. The timeframe for ACC practice was too brief and more illuminating results may have been achieved over a longer timeframe. Amy’s journal notes should have been collected weekly instead of at the end of the project to allow for monitoring, discussion, and feedback. 
There is evidence in the journal that some concepts were slightly misconstrued such as Amy’s reference to feeling “more relaxed”. The purpose of the mind training exercises was not to instigate relaxation, it may be a pleasant side-effect, but it is not the goal (A. M. L. Czajkowski et al., 2021). The aim is not to feel better but to get better at feeling (Harris, 2019). Had NI monitored Amy’s practice, this could have been raised and clarified. 

[bookmark: _Toc160483203]LIMITATIONS/RECOMMENDATIONS
The project commenced with two participants however, one of the participants chose to withdraw from the project shortly after the delivery of the second session. None of the data could be used and the project became a single subject case study. This reduction in participants precluded possibilities for cross-analysis between cases which reduced the reliability of the results (Yin, 2014). 
Although the focus of this project was on facilitating flow and performance enhancement, it may have been beneficial to screen the participants for indications of debilitating MPA prior to beginning the project. Although NI had prior knowledge of the participant, no baseline regarding MPA was established which may have been beneficial in both delivering the content and discussion of the findings. 
In the data collection phase, NI realised an error had been made in selecting which CORE flow scale to use. As changes in disposition to flow are not expected to change greatly overtime it would have been preferable to add the C-FSS instead of the C-DFS as the complementary flow scale. 
The most significant limitation of this project lies in the lack of experience of the researcher/practitioner. This inexperience impacted both the undertaking of the research and the quality of the coaching. This may have been mitigated in part by enlisting an experienced ACC supervisor to help oversee the coaching aspects of the project. Devising the ACC session content (Appendix C, p.72) was a complex task and although NI wanted to tailor the material to classical singers and combine elements taken from different sources, it may have been more prudent to choose a single, already established ACT-based program as the foundation. Adaptations to the session content based on the project feedback is advisable for future consideration. Although Amy recorded improvements related to the ACT-based processes of ‘being present’ and ‘opening up’ (Fig. 6, p.26), analysis of the qualitative data indicated ‘doing what matters’ appeared to have the most impact in Amy’s case. It may be beneficial to work on a PMS earlier in the coaching process so that later ACC content may be tailored according to the individual requirements of the singer. 
 It became clear in the planning phase that having to fit the session content into the framework of a 60 min singing lesson would be challenging and that participants were not prepared to dedicate more than 20 mins per lesson to the training. Despite completing the Focussed Acceptance Commitment Training (FACT) course, NI found it difficult to condense the coaching content. Sessions often felt rushed for both parties and went over time. It may be advantageous to alternate ACC sessions with regular singing lessons to provide more concentrated session time whilst maintaining ongoing ACC skills development. 
A future study with a similar design could assess a larger number of singers to allow for cross-case analysis and increased rigour (Yin, 2014), utilising a revised delivery format and honed session content under the guidance of a specialist ACC supervisor.
Although unplanned and outside the parameters of the project, another recording was made on the same occasion as Green (Perf. 2). Amy received considerable positive feedback from her peers in the Artistic Performance Practice class following her Green performance and was visibly bolstered. NI took the decision to allow Amy to repeat her performance. NI made an additional recording of this performance which was also sent to the jury of assessors along with Green and Blue, labelled Yellow.  Amy’s Yellow performance received the highest grades from all the assessors as well as the most positive comments (Appendix G, p.101). It is conceivable that it was not only the repetition that improved the performance between Green and Yellow. Amy’s peers appeared to boost her self-confidence enabling her to transcend any feelings of self-consciousness and inhabit the character of the piece even more effectively. Self-efficacy has been found to be a more important than skill acquisition for facilitating flow (M.V. Araùjo & C.F.Hein, 2016; Ritchie & Williamon, 2012) and further study looking specifically at performance coaching aimed at the cultivation of self-efficacy may provide important insights for facilitating flow in singers.

[bookmark: _Toc160483204]CONCLUSION
This case study sought to investigate the efficacy of targeting factors thought to facilitate flow in music performance through in-lesson delivery of ACC. The aim was to increase both frequency and intensity of flow experiences for classical singers as well as instigate an improvement in performance quality. Multiple methods of data collection and analysis were combined and cross-referenced to deepen understanding of the case and increase the internal validity of the project findings. Amy’s self-report measures indicated that she improved both her propensity for flow and the intensity of her flow experience in performance following the ACC sessions and the jury of assessors supported this result by rating an increase in performance quality corresponding to these measures. This positive development was also evident in the data derived from Amy’s post-performance interviews where two key elements seemed to have had an impact: a) improving Amy’s ability to be present and focus appropriately, in the face of unwanted distraction, particularly through the physical mind/body connection work; b) establishing the parameters for her performance-related values, goals and actions. The data derived from Amy’s project practice journal failed to clearly support the trend indicated by the other sets of data however, there were several limitations which may have contributed to this. 
Findings from case studies are not to be interpreted as final or absolute (Noor, 2008), nor are they to be overstated (Yin, 2014) however, the results from this project may be regarded as part of the ongoing process of refining ideas and theories relating to flow and ACC already established through previous research (Denscombe p 101). 
This project enabled NI to gain a deeper understanding of Flow State Theory (Csikszentmihalyi, 1990a) and begin the process of converting this knowledge into an effective coaching strategy to facilitate flow and enhance performance quality for classical singers.  Despite her lack of formal psychology training and minimal experience of ACC, results indicate the coaching may have brought about positive change and both the research and coaching experience contributed much to NI’s academic and professional development. Feedback from Amy and NI’s own observations provide a valuable resource to guide a restructuring of the ACC sessional content, moving forward toward best practice for ethically incorporating ACC into her singing practice. 
Although generalisations are difficult to make, the results are encouraging and with further study and adaption, the ACC coaching strategy applied in this project may be effective in facilitating flow and performance enhancement for classical singers. The ACC approach may be a viable strategy for the delivery of ongoing performance psychology to address the gap in skills observed in singing students within NI’s teaching practice. It is hoped that this study contributes in a small way to the under investigated area of flow research for classical singers, prompting future studies that may lead to practice shifts within the wider singing-teaching community. 
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