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Module Descriptor

Module Title Final Project

Brief Description The module enables students to design and
undertake a substantial project that will synthesise
their personal understanding of Learning and
Teaching philosophy and practice, and the context
and culture, of their professional Arts Practice into
one cohesive piece of work. The initial part of the
module will require the student to design the
module itself, negotiating learning outcomes,
content and assessment processes appropriate to
their professional learning journey and to SCQF
level.

The module design will be required to draw on
reflective content from previous modules to develop
an accompanying rationale for the Learning
Outcomes, Learning Content, Assessment
Components and Assessment Criteria for this
module.

This will be negotiated with the Head of

Programme/mentor.
SCQF Level Level 11
(SHE M = 11)
Credit Rating 60 SCQF Credits / 30 ECTS credits
Status (Core/Elective/Choice) Pathway 1: Core
Pathway 2: Core
Pathway 3: Core
Pathway 4: Core
Pre-requisites Pathway 1: Culture and Context (Dance), Project

(PG Cert)

Pathway 2: Culture and Context, Project (PG Cert)
Pathway 3: Culture and Context, Project (PG Cert)
Pathway 4: Culture and Context, Project (PG Cert)




Co-requisites None

Anti-Requisites None

Learning Modes \ljvggliitgsli Vl:llgleifs Total (hours)
Tutorials 1 20 20
Workshops 15 1 15
Non-Contact 14 40 560
Directed Study 1 5 5

Total Notional Student Effort 600

Module Co-ordinator

Jamie Mackay

Module Aims

1. To engage participants in evidence-informed learning,
teaching and assessment practice and research, relevant to
performing arts education, and their own professional context

and apply it to:

i)  The design of a module that addresses the participant’s
own learning priorities, drawn from a critical analysis of
their current teaching and assessment practice

ii) The design of a module that addresses the participant’s
own professional development priorities, drawn from a
critical analysis of their current professional practice.

2. To allow participants to undertake a self-generated,
autonomously directed large-scale project synthesising their
unique learning and professional development needs

3. To support and facilitate the communication and
dissemination of the evaluation of the module to a range of

audiences.

Module Content

This module descriptor is partially populated to allow each student
to design a final project that will help them synthesise their learning
on the Programme on the previous modules and continue their
professional development as arts educators. In part one of this
module the student will complete and submit the module descriptor
with an accompanying rationale. Once the module descriptor has

been agreed the student will move on to part two.

In part two of the module, the student will engage in the negotiated
project, designed in part one. This self-generated project will be
supported by the Programme leader and a professional mentor.
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In part three of the module the student will explore and reflect on
dissemination strategies, to communicate successfully to a range
of audiences

Learning Outcomes

On successful completion of this module you will be able to:

LO1

Use evidence informed learning, teaching and assessment
approaches to design and develop a module descriptor and
supporting rationale that fulfils key established learning needs and
professional development priorities

LO2

Critically appraise and engage with appropriate dissemination
strategies for the enquiry

LO3

On successful completion of this module, | will be able to
demonstrate a critical understanding of the concept of Flow
theorized, by M. Csikszentmihalyi in relation to music and drama
higher education.

LO4

On successful completion of this module, | will be able to show
evidence of critical application of Flow by designing, planning,
delivering and assessing relevant learning methods for music and
drama bachelor students.

Assessment 1, Type
and Weighting

You will be assessed through:

e ePortfolio

Assessment Criteria
for Assessment 1

Assessors will look for:

A module descriptor with rationale that evidences:

e Acritical understanding of evidence informed learning, teaching
and assessment methods and research applied within the design
of the module descriptor

e Use of evidence-based research and literature to critically
evaluate your teaching and assessment practice and identify key
learning needs

e An evidence-based critical understanding of your professional
practice priorities

e Evidence of the ability to produce academic documentation
appropriate to SCQF level 11

e Evidence of dissemination strategy/strategies appropriate
to your enquiry and engagement with a wider educational




audience.

Assessment 2, Type
and Weighting

You will be assessed through:
e Literature review

Weighting: 50%

Assessment Criteria
for Assessment 2

Assessors will look for:

e Evidence of reading and critical analysis of current ideas,
debates and issues using evidence-informed literature and
viewpoints relevant to the research subject.

e Evidence of curiosity and critical evaluation in
understanding and imagining the implications of a Flow
related pedagogy for drama and music students, with the
support of existing theories.

Assessment 3, Type
and Weighting

You will be assessed through:

e  Evaluative report with methodology.

Weighting: 50%.

Assessment Criteria
for Assessment 3

Assessors will look for:

. Skills of creativity in designing a relevant
methodology in relation to the research subject, and critical
approach to preparing the intervention and feedback
strategy based on findings from the literature and primary
data.

. Critical self-evaluation and in-depth understanding
of the pedagogical intervention in relation to the literature
around Flow and Well-being.

Alignment of
Assessment and
Learning Outcome

Assessment 1 Assessment 2 Assessment 3 Assessment 4

LO1 v
LO2 v
LO3 X




LO4 X

Please explain how
this module
develops Critical
Artistry

This module is designed to provide the student with an opportunity
to design a piece of curriculum that they will then undertake. The
module requires the student to critically identify their own practice
from the perspective of both an art practitioner and an educator. It
is through the process of designing and undertaking the module
that the student will develop their critical artistry.

Feedback

Students will receive feedback in a number of ways as follows:

e Ongoing formative feedback from a mentor
e Online/Face-to-face tutorials.

*Feedback on the completed module descriptor and rationale will
be provided by the Programme leaders in conjunction with the
identified subject mentor

Recommended
Resources

Students are normally expected to design a project that requires
no additional funding from the Programme itself. It is expected that
this project be based within the student’s existing/emerging
professional context and may involve bidding for funding from
external bodies.

A professional mentor will be provided for each student for the
duration of this module

Other Relevant
Details

None

Next Steps

Pathway 1: Exit Programme
Pathway 2: Exit Programme
Pathway 3: Exit Programme

Pathway 4: Exit Programme




Rationale

Introduction

The psychological function of performing arts seems to have been repeatedly
demonstrated as beneficial to psychological well-being (Anderson et al, 2017) as supporting
psychological and social development (Foster and Jenkins, 2017) and as intrinsically
connected to a sense of satisfaction (Csikszentmihalyi, 2002). Indeed, making Art is ‘the
provision of enjoyable experiences’ (Csikszentmihalyi, 2002, p.72). Thus, students engaging in
performing arts education would be privileged in terms of sustaining their well-being.
Moreover, since well-being equates to happiness (Csikszentmihalyi and Seligman, 2000) some
researchers assure that ‘to be high on well-being is to be simultaneously low on negative
emotion and high on positive emotion’ (Cropanzano and Wrigh, 2001, p.191). Therefore, it
could be assumed that engaging in art activities would be an enjoyable practice for the
participants, as they would experience positive emotions. However, although participating in
an Art discipline might be an enjoyable experience that help sustaining our well-being, it can

also be a difficult journey for students in performing arts higher education.

In recent years, researchers have highlighted their concern for students facing mental
issues, especially students in higher education (Storrie et al, 2010). Some factors such as
anxiety have been considered, while students tend to feel stressed about their studies or
financial concerns (Balding et al, 2001). This concern has increased with the current covid
pandemic, as students in higher education in England reported significantly lower levels of
happiness than those surveyed before the beginning of the pandemic-related restrictions
(Hewitt and Neves, 2020). Although every student can potentially develop mental issues, it
could be argued that students in performing arts education are a high-risk group. Indeed,
music and drama carry an inherent potential for triggering negative emotions. As Ascenso et
al observe (2017, p.66), musicians’ well-being might be threatened by their practice itself, as
they are under psychological pressure and might experience physical pain. In drama, students
might also be emotionally challenged as it is expected that they ‘lose themselves’ in a role

(Seton, 2006, p.1). Moreover, performing arts students in higher education including actors

8



and musician might face psychological issues as the transition from students to professionals
challenges their emotional stability (Ascenso et al, 2017). Therefore, despite engaging in
activities that promise enjoyable experiences, students in performing arts might face
difficulties to feel satisfied in their daily practice as they face the highly competitive nature of

professional art careers.

Moreover, my experience as a music, the curriculum in performing arts higher institutions can
be constraining. As modules and repertoires are most of the time mandatory, students might
have limited choice over the activities they engage in. And yet, if students have no interest or
enjoyment associated with a particular activity, it might have negative impacts on their well-
being (Burton et al, 2006). Thus, it seems important to discover in what ways music and
drama students in higher education can sustain a sense of enjoyment in their daily practice,

despite the challenges inherent to their discipline.

In order to respond to this question, performing arts students’ well-being will be explored in
relation to positive psychology. The notion of Flow and its impacts on musicians and actors’
sense of enjoyment will be interrogated. The investigation will be led as a case study where
each participant represents a case with some participants studying music, and others drama.
The research will interrogate the emotional experience of the participants. Therefore,
conducting a case study might be an appropriate approach to analyse and synthesize
qualitative data (O’leary, 2004). This research format will suit an in-depth investigation into
each participant and the collection and analysis of manageable amount of information for
each case. It could be argued that by conducting a case study, the results can hardly lead to a
generalization of phenomenon (Oancea and Punch, 2014). However, the results might open
different perspectives on performing arts students’ well-being in relation to their daily

practice and be used as a material for further investigations.

Learning Outcomes and Benefits for the Researcher

This research aligns with my previous studies on actors and musicians. During the module
context and culture and PGcert, | have already found some results that support a cross-

disciplinary learning approach in the context of teaching music by using drama techniques



(Guiffo, 2018). This project ensures the continuation of my professional development

practice.

Learning Outcome 3: During this research, it is expected that | acquire new knowledge as |
critically investigate music and drama students’ sense of enjoyment and the role of positive
psychology -more specifically Flow- in supporting well-being. In accordance with SCQF level
11, | will engage in an in-depth research informed by existing literature and synthetizing the
findings that she will critically evaluate (Scottish Credit and Qualifications Framework,

2019).

Learning Outcome 4: It is expected that | develop new skills such as designing, planning,
delivering and assessing flow related learning methods for music and drama bachelor
students. In accordance with SCQF level 11, | will elaborate new pedagogical strategies that
encourage actors and music students to improve their sense of enjoyment by delivering Flow
related activities and introducing the notion of autotelic self (Scottish Credit and

Qualifications Framework, 2019).

By engaging in this research, | will initiate and make an identifiable contribution to change
and development in my own practice (music) as well as drama education (Scottish Credit and
Qualifications Framework, 2019). It is expected that | will acquire new perspectives on my

own sense of enjoyment in relation to my music practice and teaching.

Learning Outcomes and Assessment Modes

Assessment mode for LO3: Literature Review.

Learning Outcome 3 refers to a growth in terms of knowledge. In order to show evidence of
this development, | will demonstrate a critical understanding of my research subject in a
Literature Review. Thus, the Literature Review seems to be a relevant format to demonstrate
my research and reflective skills (Royal Literary Fund, 2021). Moreover, the process of writing
a literature review will help to set out and clarify the conceptual framework for my study.

Indeed, Flow is a concept that has been explored widely in various domains and the amount
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of literature is considerable (Anderson et al, 2017; Moran et al, 2012). Although, the literature
about flow in relation to performing arts education is still limited (Cutler and Martin, 2002;
Moran et al, 2012), a literature review would help inform the practice-based research and
prepare the Learning Outcome 4, the application of the knowledge and assessment of the

intervention.

Assessment mode for LO4: Report.

Learning Outcome 3 refers to developing a practice by applying knowledge. As | will conduct
a case study, writing a report seems to be the best format to present the results of my
investigation. This structure will help organise the critical analysis and synthesis of the results.
The methodology will be particularly developed as it reflects the evidence-based practice and
would allow other practitioner to reproduce this method (Sacred Heart University Library,
2020). Thus, the methodology section will inform the creation of a Flow-related environment

and teaching approach.

Dissemination

This case study will specifically target performing arts students in higher education. It could
also inform teachers about new teaching approach in order to support their students’ well-
being. Thus, the dissemination stage will focus on the performing arts students as the primary
audience and the teachers in Performing Arts Higher Education as a secondary audience

(Frankish et al, 1996).

According to some studies, a strong dissemination strategy implies delivering the research
content to an appropriate audience, as well as receiving feedback from the audience, so that
the product can be improved (Frankish et al, 1996; World Health Organization, 2014). Thus, |
will offer to give lectures in performing arts higher education institutions (Royal Conservatoire
of Scotland, Royal Welsh College of Music and Drama, Guildhall School of Music and Drama)
and to conduct post-intervention surveys that will help me collect feedback. By engaging in
an in-person strategy, | will have the opportunity to build a stronger connection with my

audience.
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However, a dissemination strategy would benefit from implying complementary
communication tools (World Health Organization, 2014). Therefore, | will also design an
online communication strategy in order to reach my audience. The literature review and
report will be accessible via my website. Indeed, the website research section will constitute
a familiar place and provide an easy access to the research findings (Vinson Borah and

Aguiniga, 2013).

Submitting the manuscript to some journals (for example the British Journal of Music
Education) so that it can be published might also be an option. Indeed, the specificity of the
journal would naturally attract the relevant audience. However, peer-reviewed publications
have limitations as people tend not to read them (World Health Organization, 2014). In order
to counteract this phenomenon, technology could be used to encourage people to get
involved in new knowledge (Frankish et al, 1996). Thus, in case my research is published, |

will signpost my articles via social medias (facebook, linkedin).

Conclusion

Music and Drama students’ well-being is a subject that still needs more investigation. By
engaging in this practice-based research, | might contribute to helping students develop their
sense of enjoyment in their daily practice. In accordance with SCQF level 11, | will develop my
knowledge in the field of positive psychology in relation to Performing Arts Higher Education
as well as developing practical skills such as designing, delivering and assessing the impact of
a flow-related pedagogy (Scottish Credit and Qualifications Framework, 2019). The literature
review and report will inform my progression and be used as assessment modes. By sharing
my research results through lectures, online articles and social media, | might encourage
performing arts students and teachers to engage in a healthy relationship with their art

practice.
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Abstract

On their journey to becoming professionals, performing arts students engage in a difficult
practice that might affect their well-being (Ascenso et al, 2017; Seton, 2006). Although the
institutions try to provide a healthy environment, it seems that some students might struggle
to find a sense of enjoyment in their daily practice (Clark and Williamon, 2011; Seton, 2006).
Therefore, their intrinsic motivation might be negatively impacted. Some studies have
examined the concept of Flow as a way to provide an enjoyable learning experience in art
classrooms (Anderson et al, 2017; Custodero, 2002; Walters, 2016). However, the
literature does not specifically reflect on the ways Flow-related activities and the notion of
autotelic-self can help music and drama students feel more enjoyment in their practice.

Studying at Bachelor’s level, two violin students and two drama students were invited to a
series of online workshops, experimenting some Flow-related activities and being introduced
to the notion of autotelic-self. After the intervention, all students enjoyed the workshops and
are willing to use Flow-related activities in the future to experience more enjoyment and/or
improving their practice. The findings indicates that most students had a stronger sense of
enjoyment in their daily practice and assimilated the notion of autotelic self in a personal way.
Thus, some of them improved their sense of awareness, their ability to enjoy the present
moment or to get more immersed in the activity. It has also been highlighted that although
enjoyment can support motivation, some students might feel motivated by other factors.
Ultimately, all students felt that learning with other disciplines could help them feel more

enjoyment in their own practice.
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Literature Review

In the following literature review, we explore well-being in regard to music and drama
practice, and more specifically the role of enjoyment in the daily practice. Currently, students’
well-being seems to be seriously considered by performing arts universities as Music
conservatoires develop strategies to sensibilize students to wellbeing (Broad, et al, 2018). In
order torespond to students’ psychological issues, they include in their service holistic
practices, such as Alexander Technique, Feldenkrais or Yoga. Indeed, these activities help
performing artists to develop their body awareness as well as preventing them from suffering
physical pain (Schlinger, 2006). Some conservatoires decide to create specific
departments to tackle the psychological issues of engaging in performing arts studies. The
Royal College of Music’s Creative Careers Centreis recognised internationally for its
contribution to young musicians’ well-being (Healthy Conservatoires, N/A). At the Royal
Conservatoire of Scotland, students can contact counselling services in case they face
psychologically related issues, including ‘self-confidence’, ‘depression’, ‘coping with exam and
study stress’ (Royal Conservatoire of Scotland, N/A).

Although these initiatives can contribute to performing artists’ well-being, it could be argued
that they have a limited impact as students struggle to find the time or the desire to seek for
external support (Clark and Williamon, 2011). Indeed, even though engaging in holistic
practices might positively affect their performance, some music students are reluctant to
invest some of their practice time in working on their well-being (Clark and Williamon, 2011).
Inthe acting sector, it seems that a philosophy of ‘live and let live’ tend to minimize the mental
health issues that occur in the sector and disempower the performers to seek help when it is
needed (Seton, 2006, p.3). Moreover, some students might not be willing to seek for help
because of feeling unsafe as they perceive that revealing their mental health problems would
show evidence of wickedness, and jeopardize their future career (Storrie et al, 2010). As a
result, performing arts students might probably experience unsatisfaction and other negative
emotions despite engaging in practices that could be a source of joy. Therefore, it seems of
the utmost importance to approach the notion of enjoyment in regard to well-being.

Based onvarious definitions, enjoyment can be considered as a synonym for

satisfaction. According to the online dictionary Merriam-Webster, enjoyment can be

14



described as ‘something that gives keen satisfaction” (N/A). For the
researchers Hernik and Jaworska (2018, p.508), enjoyment is as ‘positive impression due to
positive stimuli’ or ‘feeling of satisfaction’. Thus, as a positive emotion, enjoyment would
contribute to one’s well-being. Then, it would be interesting to understand to what extend
well-being and more specifically enjoyment, can support actors’ and musicians’ practice.

The main questions addressed in this paper are: To what extent can motivation support well-
being? To what extend might the sense of enjoyment, the autotelic personality and the
concept of Flow support performing art education? What has already been done to support
performing arts students is their quest for finding a flow state? A wide variety of literature
including articles, websites and books is explored and critically analysed in order to answer

these questions. Finally, areas for further research are identified.

Performing arts students, Well-being and Motivation

Training process, goals and impacts on motivation.

Motivation is an important topic when it comes to practicing an art form as it is a ‘crucial
element in instrumental music education at all levels’ (Schmidt, 2005, p.146). As they face
challenges and setbacks, actors need to keep their motivation up (Cutler et al, 2002). Thus, as
students engage in performing arts studies, they need to stay motivated in order to master
artistic skills. It appears that motivation might depends on the nature of the goal.

From a general point of view, the student’s learning journey contains two main types of goals:
performance goals and learning goals (Dweck and Grant, 2003). Although both processes are
designed to achieve a task, both types of goals are intrinsically different. The aim of learning
goals is ‘to acquire new knowledge or skills” whereas the purpose of performance goals is ‘to
validate one’s ability or avoid demonstrating a lack of ability’ (Dweck and Grant, 2003, p.541).
As a result of such a difference in terms of achievement style, they both target different
types of motivation. On one hand, studies have shown that learning goals boost the intrinsic
motivation and performance despite facing challenges (Dweck and Grant, 2003). On the other
hand, although performance goals boost external motivation and performance in case of

success, these same goals can ruin motivation and performance in case of setbacks (Dweck
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and Grant, 2003). Thus, it could be argued that students who base their motivation on
performance goals and develop exclusively extrinsic motivation might struggle to keep their
performance and motivation up. In addition, it seems more interesting to privilege intrinsic
motivation over extrinsic motivation as people would feel motivated and effective whatever
are the circumstances. However, the main limitation of this theory is that it does not consider

that there might be different types of extrinsic motivation.

Indeed, the self-determination theory makes a distinction between controlled extrinsic
motivation and autonomous extrinsic motivation (Deci and Gagné, 2004).0On one
hand, controlled extrinsic motivation implies that people ‘have to engage in the actions’
based on their desire for external rewards or fear of punishment (Deci and Gagné, 2004,
p.334). On the other hand, autonomous extrinsic motivation implies that people engage in an
activity to achieve personal goals and select these goals based on their values (Deci
and Gagné, 2004). Therefore, autonomous extrinsic motivation can also work
alongside intrinsic motivation to support satisfaction and effective performance (Deci
and Gagné, 2004). Indeed, people experience autonomous external motivation and intrinsic
motivation when they satisfy their need for ‘autonomy and competence’ (Deci and Gagné,
2004, p.336; Deci and Ryan, 1990, pp.255-257). Therefore, although they might feel
motivated by external reasons, people engage in goals which will satisfy their psychological
needs and therefore improve their well-being. It could be argued that performing arts
students would engage in a healthy and efficient practice if they develop their intrinsic

motivation and their autonomous extrinsic motivation.

Performing Arts Institutions and Promotion of Controlled Extrinsic Motivation

It seems that performing arts students are pushed to develop a
controlled extrinsic motivation as they feel the pressure to succeed at their
auditions (Chaturvedi, 2020). Indeed, students are confronted to a reward-focused incentive
system as performing arts higher institutions such as the Royal Conservatoire of Scotland,
Guildhall School of Music and Drama, or the Royal College of London organise graded
examinations in order to validate one’s skills or not (Chaturvedi, 2020). In a recent article, the

music teacher Priya Chaturvedi assures:
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‘while these Boards do emphasise that the examination set works do not constitute
a music curriculum, but only a graded way of understanding music and progressing in
technique, too many students, and more disturbingly, teachers of music, concentrate

only on performance-orientation’ (Chaturvedi, 2020).

This situation can constitute an issue as performing goal teaching approach might push
successful students to lose their motivation if there is no external reward delivered by the
institutions (Chaturvedi, 2020). One of the limitations with Chaturvedi’s study is that it does
not dig into the details as her research does not specify if some music disciplines might be
more exposed to performance goals than others. However, although it might be premature
to generalize a phenomenon from her paper, her testimony as an academic consultant at the
Trinity College London-India gives a valuable insight of the current issue faced by music
students in Performing Arts Higher Education. In drama education, it seems that
students tend also to prioritize performance goals as students look for the teachers’ approval
and recognition, in search of a reference point that guides them from their student stage
to their professional life (Seton, 2010). Therefore, as performance goals can reduce
motivation after setbacks, performing arts students mightface demotivation and
unsatisfaction while struggling to achieve performances goals such as passing auditions.

Therefore, although some students improve their practice and find satisfaction in achieving
performance goals, the benefits from engaging in learning and personal goals would probably

be more promising as people would develop a sustainable motivation.

Intrinsic motivation, Autonomous Extrinsic Motivation and Enjoyment

It seems important that students develop their intrinsic motivation by engaging in learning
goals throughout their studies as this learning approach would help them find satisfaction
and a sustainable well-being (Deci and Gagné, 2004). Indeed, it could be argued that this
learning approach might be a positive experience for their well-being as intrinsic
motivation implies a ‘spontaneous satisfaction from the activity itself’ (Deci and Gagné, 2004,
p.331). However, Deci and Gagné analysis does not differentiate interest from enjoyment in

their interpretation of intrinsic motivation. Indeed, although intrinsic motivation can be
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rooted in a sense of enjoyment, it can also come from a simple interest in the chosen activity
(Reeve, 1989). In the caseof autonomous extrinsic motivation, satisfaction
comes from achieving personal goals, gaining in autonomy and competence, and creating
meaningful social connections with the world (Deci and Gagné, 2004; Deci and Ryan, 1990).
Although it cannot be considered as a universal formula, people might find enjoyment
as they prioritize their relationship with their own practice or their personal

and psychological needs.

Although interest might have a major role to play, the sense of satisfactionis an
important component of intrinsic motivation as enjoyment boosts people’s intrinsic
motivation (Reeve, 1989). This statement is confirmed by A. Bloom and P. Skutnick-
Henley (2005) who assure that enjoying music practice leads to intrinsic motivation. Thus, it
could be argued that finding a sense of enjoyment in the practice itself would help students
develop their intrinsic motivation and by extension, find satisfaction in achieving learning
goals. Ultimately, finding a way to redirect the sense of enjoyment from external conditions
to the activity itself could potentially help students overcome psychological challenges as well
as setbacks. Similarly, as autonomous extrinsic motivation is boosted by a sense of
satisfaction (Deci and Gagné, 2004;Deci and Ryan, 1990), it could be argued that
experiencing enjoyment in achieving personal goals leads to staying engaged in the chosen
activity. Thus, enjoyment seems to be at the core of both intrinsic motivation and
autonomous extrinsic motivation. The notion of enjoyment echoes with some research done
in positive psychology, and more specifically the concept of Flow, developed by the

psychotherapist Mihaly Csikszentmihalyi.

Sense of enjoyment, autotelic-self and the power of Flow in education

Positive psychology, sense of enjoyment and teaching.

According to Csikszentmihalyi and Seligman, positive psychology can be described as ‘a

science of positive subjective experience, positive individual traits, and positive
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institutions’” which aims ‘to improve quality of life and prevent the pathologies that arise
when life is barren and meaningless’ (2000, p.5). Thus, positive psychology promotes the
development of a mindset that helps face psychologically threatening situations. Moreover,
positive psychology states that feeding positive emotional experiences may serve help people
not only overcome mental healthissues but also prevent negative emotional
experiences (Csikszentmihalyi and Seligman, 2000). Therefore, we might assume that
nurturing a sense of enjoyment could help maintain a good mental health and prevent
mental health issues.

The virtues of nurturing a sense of enjoyment during the learning process have been
demonstrated in various studies. Indeed, enjoyment can have a positive impact on the
learning process as it can lead tothe participants’ satisfaction (Hernik and Jaworska,
2018). As a positive emotion, it canhelp people’s development by improving
memory, problem-solving skills, social connections, resilience and success at
work (Ascensoet al, 2017; Hernik and Jaworska,  2018). Ultimately,  experiencing
enjoyment encourage people to stay motivated in the activity they engage in (Reeve,
1989). Thus, developing a sense of enjoyment in their daily practice would help actors and
musicians not only improve as performers but also to have a healthier and happier (semi-
) professional life. It would also help them face the psychological challenges inherent to their
practice and stay motivated. However, enjoyment is a fragile emotional state as it can be
ruined by external considerations or a constraining environment (Conti et al, 2008).
Moreover, an excess of enjoyment in a classroom might also distract students and encourage
laziness (Hernik and Jaworska, 2018). Then, it would be appropriate to channel the sense of
enjoyment so that people feel satisfaction when they engage in learning and personal
goals. Therefore, it seems that the concept of flow would be particularly relevant to musicians
and actors as they grow in their discipline and need to keep a high level of well-being in their

training.

Flow, intrinsic motivation and sense of enjoyment
From the 1970s, professor M. Csikszentmihalyi has developed a theory of optimal experience
based on the concept of flow. According to Csikszentmihalyi, Flow is the state of mind ‘when

consciousness is harmoniously ordered’, and people ‘want to pursue whatever they are doing
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for its own sake’ (Csikszentmihalyi, 2002, p.6). Fostering a state of Flow guarantees a growing
sense of enjoyment (Csikszentmihalyi, 2002). Moreover, as it conveys positive emotions,
experiencing flow is correlated to subjective well-being (Avsec and Smolej Fritz, 2007).

Moreover, according to Ascenso and other researchers, Flow might have a positive impact on
intrinsic motivation as experiencing Flow encourages people to return to the activities for the
sake of engaging in the practice (Ascenso et al, 2017). However, this statement does not take
into account that people would need to develop their motivation in order to experience Flow
(Avsec and Smolej Fritz, 2007). Thus, it could be assumed that Flow and intrinsic motivation

fuel each other and that they both contribute to a positive emotional experience.

High

Anxiety

Challenges

Boredom

Low

Low Skl”S High

Flow chart. ‘Why the complexity of consciousness increases as a result of flow

experiences’ (Csikszentmihalyi, 2002, p.74).

Although the flow experience contains several components (challenge-skill balance,
concentration, clear goals, et caetera...), it seems that finding a balance between challenges
and skills is particularly importantas it would improve subjective well-being and

therefore support a sense of enjoyment (Avsec and Smolej Fritz,
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2007, p.7). Moreover, challenge-skills  balance would be a necessity toenjoy
any activity (Csikszentmihalyi and Gilbert, 1995) and even experts in various fields (artists,
athletes, musicians, surgeons, et caetera) would experience enjoyment while finding a
balance between challenges and skills (Csikszentmihalyi, 2002).

Thus, according to the flow chart, people experiencing a low level of challenges and a high
level of skills would feel bored (Csikszentmihalyi, 2002). On the contrary, people facing
difficult challenges in relation with a low level of skills would experience
anxiety (Csikszentmihalyi, 2002). However, by improving skills and achieving appropriate
goals, students can access a flow channel, a zone where they feel comfortable with being
challenged and experience enjoyment. The idea of keeping the task manageable echoes with
Vygotsky’s scaffolding theory. Following Vygotsky’s strategy, learners complete ‘small,
manageable steps in order to reach the goal’ with the support of a ‘skilled instructor or more
knowledgeable more knowledgeable peers’ and would then improve and gain their
independence (Kurt, 2020). This notion of self-determination is also inherent to the concept
of flow, as people learn to get a sense of control (Csikszentmihalyi, 2002). It is an important

factor as some people are also more inclined to experience Flow.

Autotelic-self, resilience and autonomous extrinsic motivation

Deriving from two Greek words, auto meaning self, and telos meaning goal, autotelic refers
to ‘a self-contained activity, one that is done not with expectation of some future benefit, but
simply because the doing itself is the reward’ (Csikszentmihalyi, 2002, p.67). It can also refer
to apersonality which is psychologically prepared to experience Flow despite external
circumstances (Avsec and Smolej Fritz, 2007). According to Csikszentmihalyi, the autotelic
self is defined by the following four characteristics: 1) setting goals, 2) becoming immersed in
the activity, 3) paying attention to what is happening, 4) learning to enjoy immediate
experience (Csikszentmihalyi, 2002, p. 209-213). Thus, people developing these
characteristics would engage in their activities with enjoyment, concentration, autonomy and
efficiency. In addition, autotelic personalities exercise resilient skills as they can turn negative
emotional experience into Flow (Csikszentmihalyi, 2002).

Moreover, the researcher Carol Dweck (2008) asserts that personality is flexible and can be
changed because of experience. Then, it could be argued that anyone can develop an
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autotelic personality. However, the main weakness of Dweck’s statement is the failure to
address the psychological challenge that imply psychological transformation especially when
it come to developing an autotelic personality. As Csikszentmihalyi suggests (2002),
developing autotelic traits is a challenging process that requires determination and
discipline. Thus, there would be a strong probability that anyone can develop their autotelic
self if they feel an autonomous extrinsic motivation to develop their autotelic traits.
Therefore, it could be argued that developing enjoyment in achieving personal
goals and finding satisfaction in accomplishing learning goals are both essential to find a state

of flow.

The roles and impacts of Flow on music and drama students

Performing art students and Flow state

The literature explains the benefits of supporting a state of Flow in the context of a group
class as enjoyment can be contagious (Walker, 2010). C. Walters (2016) confirms this
statement, explaining that music students can catch Flow by being stimulated by their teacher
and their peers. Moreover, the support of a group can help develop a state of Flow
despite challenges (Csikszentmihalyi et al, 2018) and a group performing at its best level
might experience a Flow state (Sawyer, 2007). Thus, in the context of a classroom, it seems
that providing a flow-friendly environment and encouraging efficient practice would engage
performing arts students in a particularly enjoyable experience. However, these theories do
not take online teaching into consideration and more investigation need to be made on the
subject.

By having a Flow-orientated training, performing art students would not only develop
their intrinsic motivation and autonomous extrinsic motivation but also enhance their sense
of enjoyment (Bloom and Skutnick-Henley, 2005; Custodero, 2002; Cutler and Martin, 2002;
Walters, 2016). Some researchers assure that musicians experience enjoyment mainly in
relation to their Flow state (Bloom and Skutnick-Henley, 2005). Another study reveals that

singers would tend to experience deep enjoyment and intrinsic motivation as they experience
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Flow (Walters, 2016). Finally, a performing arts education based on flow would provide an
enjoyable learning experience for both music and drama
students (Custodero, 2002; Cutler and Martin, 2002).

Although this state of mind leads to positive outcomes in terms of performance and well-
being, performing arts students might need some support to access their Flow state. Some
researchers indicated that although acting students in higher education might experience
optimal experiences, this experience was not ‘common’ (Cutler and Martin, 2002, p.350). It
could be argued that, due to their work, some actors are vulnerable to negative emotional
and psychological experiences and that it prevents them to get access to their Flow (Due et
al, 2016). Although music students in higher education commonly experience Flow in their
practice, they tend to be self-absorbed (Moran et al, 2012). Thus, they might struggle to really
pay attention to what is happening, and they would tend to lose the contact with the Flow
state. We might wonder what role teachers might play while their students could benefit

from attaining a Flow state.

Teachers and their relation to Flow
Some researchers encourage members of the educational staff, such as counsellors, to
support students in their research for fostering a Flow state (DeBellet al, 1998).
Indeed, students would feel supported as they try to take control of their psychological well-
being and to engage in effective studying (DeBell et al, 1998). Although many students might
discover flow on their own, the need for extra support seems justifiable as some of them
do not easily get access to their Flow state (DeBell et al, 1998). Therefore, it seems that
performing arts teachers would have a role to play in helping their students sustain their well-
being despite the potential psychological collateral damages inherent to studying their
discipline at professional level. It could be argued that teachers are not professionally
prepared to deal with their students’ emotional problems (Storrie et al, 2010). However,
as the teacher’s emotional investment has an impact on students’ well-being (Rodrigo-Ruiz,
2016), teachers are in first position to take responsibility for the psychological aspect of their
practice. Moreover, although there is no guarantee that every student can learn how to reach
a Flow state (Walters, 2016), their support might help some of them get access to Flow.
Indeed, music students would be prone to ‘catch’ Flow from their teacher (Walters,

2016, p.18). As students and teachers interact in a positive environment, students enjoy their
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practice and engage in a healthy and efficient practice (Hernik and Jaworska,
2018). Thus, although teachers cannot force their students to experience enjoyment, they
would positively influence the emotional state of their students by providinga flow-
friendly learning environment (Conrad et al, 2016). As they are decisions makers, teachers
might develop pedagogical strategies in order to help students experience Flow in their
practice (Fong et al, 2015). Teachers are then responsible for fostering a Flow supportive
environment in the classroom as well as guiding their learners as they try to develop their
sense of enjoyment toward their practice. Thus, we might wonder what strategies can be
used in order to help student to get and stay in touch with the state of Flow and experience

enjoyment in their practice.

Flow related teaching approach

Many researchers mention the nine components of Flow as ingredients to create a Flow
dynamic in the classroom (Anderson et al, 2017; Custodero, 2002; Walters, 2016). Once
again, the concept of challenge-skill balance seems to be particularly emphasized. The
challenge-skill balance seems extremely important for actors as it increases the probability
of reaching Flow (Cutler and Martin, 2002). In a music learning environment, a challenge-skill
balance enhances the experience of Flow (Bloom and Skutnick-Henley, 2005).In her
empirical research with young children learning music, L. Custodero (2002) ranks the
challenge-skill balance as the first factor for experiencing Flow. Moreover, singers are more
likely to experience flow during rehearsals as their skills match with the challenges of the
music piece (Walters, 2016). However, these studies fail to show how students can benefit
from designing their own goals in relation to challenge-skill balance. It could be argued
that teachers might play an important role in setting such a positive environment and
encouraging student to look for a challenge-skill balance in their daily practice.

Moreover, some researchers have demonstrated that mindfulness training can be a Flow
inducing activity (Chen et al, 2019). Although this study has been conducted with Taiwanese
athletes and need more investigation, it is likely that using mindfulness exercises might

help performing arts students find a state of Flow.
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A gap in the literature

Most studies have focused their attention on the nine components of flow and how
to create a Flow-friendly environmentin the context of teaching (Anderson et al, 2017
Custodero, 2002; Walters, 2016). The role of teachers has also been emphasized as they
might help their students engage in a healthy and efficient practice (Hernik and Jaworska,
2018; Walters, 2016). Some flow-related strategies such aslooking for challenge-skill
balance have already been explored in order to help students feel flow in the context of a
performing arts classroom (Bloom and Skutnick-Henley, 2005; Custodero, 2002; Cutler and
Martin, 2002; Walters, 2016). However, these studies are limited, as some categories of
music students have not been particularly explored, such as string instrumentalists in Higher
Education.
Moreover, accessing optimal experience in an educational context would require two
complementary strategies. The first strategy is to design flow-related activities and the
second one is to help students develop their personality to an autotelic-self (Csikszentmihalyi,
2002).
‘On the one hand jobs should be redesigned so that they resemble as closely as
possible flow activities (...). But it will be also necessary to help people develop
autotelic personalities (...) by training them to recognize opportunities for action, to
hone their skills, to set reachable goals. Neither one of these strategies is likely to
make work much more enjoyable by itself; in combination, they should contribute
enormously to optimal experience’ (Csikszentmihalyi, 2002, p.157).
No previous study seems to have investigated ways to develop autotelic traits so that

performing arts students can get access to their flow state by themselves.

Conclusion

Well-being is a major topic when it comes to studying in a higher institution. The anxiety
related to the studies and the financial issues can attack students’ mental health. Performing

art students are not spared by this phenomenon. Although they engage in a practice that
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could give them a lot of enjoyment, they might struggle psychologically as their discipline is
mentally and emotionally demanding. Their sense of enjoyment might be particularly affected
in case of failing performance goals. Although Performing Arts Higher Institutions take this
subject seriously, it seems that the problem still needs some explorations so that students’
well-being can be preserved in their daily practice.

Positive psychology researchers assure that sustaining a sense of enjoyment during
learning would help student’s motivation and happiness be preserved, despite challenging
circumstances. The concept of Flow seems particularly relevant as it helps students improve
their practice as well as keeping a certain level of well-being. Researchers have already
observed the benefits of providing a Flow-friendly environment in music and drama classes.

However, it seems that there is a gap in the research in both music and drama
practices (Moran et al, 2012). Music and drama students would benefit from learning how to
access Flow in the context of their personal practice without the support of the teacher.
Moreover, it would be interesting to explore to what extent developing autotelic personality
might help them to autonomously attain Flow. Finally, we might wonder in what ways music
and drama students in higher education can develop their sense of enjoyment in
their personal daily practice by being introduced to flow related activities and the notion of

autotelic self.
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EVALUATIVE REPORT

Methodology

Professional Context and Learning Environment

The research took place in a UK Conservatoire with the support of the BMus and Drama
departments. According to Bryman (2001, p.418), the aim of purposive sampling is ‘to sample
cases/participants in a strategic way, so that those sampled are relevant to the research
guestions that are being posed’. This method allows the researcher to target the appropriate
students so that she can answer the research question. Thus, students participated in this
research on the basis of purposive sampling (string musicians and actors in Bachelor) as well
as volunteer sampling (people willing to take part in the research). The number of participants

was a small cohort of four people, with two students per discipline.

Brief Overview of the Intervention

This research explores the impacts of introducing the notions of Flow and autotelic-
self in a cross-disciplinary learning approach to help performing arts students develop their
sense of enjoyment. The objective is to facilitate the development of the four autotelic-self
characteristics (setting goals, becoming immersed in the activity, paying attention to what is
happening, learning to enjoy immediate experience, Csikszentmihalyi, 2002) with a group of
students coming from the drama and the music departments, and to discover the impacts of
engaging in Flow-related activities. This study is centered on the participants and how they
experience this Flow related learning approach.

This project includes a series of four online workshops (limitations due to Covid-19
pandemic). Each workshop introduces an autotelic characteristic and participants engage in
flow related activities designed to develop this characteristic during the practice. The

workshops include group discussions that help refining practice strategies. The facilitator
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leads the topic and encourages the participants to share their ideas and resources in relation

to developing their sense of enjoyment in their own practice (See Appendix VII).

Appropriate Learning Environment

As the researcher teaches how to foster Flow in the daily practice, she sets up a flow friendly
environment. The Flow experience can be maximized by working with other people and
encouraging communication (Sawyer, 2007; Walker, 2010). Thus, drama and music students
are invited to share their ideas, experience, strategies in group discussion. In addition, by
engaging in group work, visualization activities and games, participants might more easily get
immersed in the activities (Csikszentmihalyi, 2002; Hernik and Jaworska, 2018). As
mindfulness might be a support for finding Flow (Chen et al, 2019), the teacher design
activities in relation with relaxation and breathing. The activities are designed based on a
scaffolding approach, reflecting a challenge-skill balance that might support a Flow
experience (Fong et al, 2015). As imposing activities might ruin participant’s sense of
enjoyment (Conti et al, 2008), the teacher informs participants that they can withdraw from

the activities at any moment or adapt the activities based on their needs.

Evaluation Tools
This study is centred on the performing artists and the benefits they might gain from
approaching Flow related activities. Thus, the researcher will engage in a qualitative research

to respond to the research question.

The chosen research method is a case study, as the researcher will engage in an in-depth
investigation of each discipline. Indeed, according to Creswell (2013, p.97), ‘case study
research is a qualitative approach in which the investigator explores a real-life, contemporary
bounded system (a case) or multiple bounded systems (cases) over time’. Moreover, in a
collective case study, ‘the one issue or concern is again selected, but the inquirer selects
multiple cases to show different perspective on the issue’ (Creswell, 2013, p.99). Thus, the
research will be based on a case study approach exploring different drama and music
disciplines as cases. Data gathering happened at the beginning (questionnaire) and at the end

of the intervention (questionnaire + interviews).
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1)

2)

Questionnaires

The same questionnaires were given to the students at the beginning and at the end
of the intervention. Thus, the impact of the intervention was assessed by comparing
both questionnaires. They were composed of open questions to explore more deeply
participants' views, and experience to date, of developing their sense of enjoymentin

their daily practice (gathering qualitative data) (See Appendix IV).

Interviews

In order to assess the impact of the intervention on the participant’s practice, students
were invited to an individual interview at the end of the intervention. This data
collection strategy was used for practical and ethical reasons. Indeed, as gathering
data happens online, individual interviews allowed the researcher to have an in-depth
exchange with each participant. Participants were able to express their own point of
view and experience, without being influenced by the other participants’ answers. The
researcher informed the students that they were free to decline or to withdraw at any
moment. Semi-structured questions were asked, providing qualitative information:
these questions allowed to dig deeper into the themes emerging from the
questionnaires and were based on the actual activities of the intervention. These
interviews were also an opportunity to explore anything that was striking / surprising
with the participants. In order to collect the data, interviews were conducted, and
audio recorded on Zoom. All data collected remained confidential. Identities were

anonymised in any documentation produced for submission (See Appendix V).

Analyzing the data

In order to analyse the data, the researcher transcribed the recorded interviews, gather the
answers from the questionnaires and proceeded to a thematic analysis. Indeed, in most
gualitative research, researchers ‘review all of the data and make sense of it, organizingitinto

categories or themes that cut across all of the data sources’ (Creswell, 2013, p.45). Both

29



guestionnaires were compared, and the answers to the interviews were categorized and
analysed thematically in relation to the answers coming from the questionnaires. The results
reflect on the interpretation of the data and will not necessarily permit the generalization of

a phenomenon.

Pitfalls / Bias/ Risks in methodology

e Participant bias. As the research took place with a small group, explored issues
of emotional connection and prioritized an atmosphere of trust, it could be
possible that participants may become biased in providing answers they think
the researcher wants to hear. This risk is reduced for the questionnaire

process, as identity are kept anonymous. However, before participants fulfil

the questionnaires, the researcher will remind them that there is no “good” or

“bad” answer.

» Researcher bias. In collecting data, a set of semi-open questions were designed

for the questionnaires and the interviews in order to avoid “leading”

questions. In analyzing data, the researcher could also show bias. In order to

mitigate this pitfall, the researcher always tried to remain alert to bias and to reflect
on the process and findings as neutrally as possible. The researcher was

aware that all research outcomes were valid and useful to inform future work,

and made a conscious effort to look for data which contradicted expected

outcomes, as well as confirmed them.

Overview of ethical considerations

During the study, the facilitator emphasizes on the importance of self-respect and creates a
safe environment for everyone. The students are aware that participation is voluntary: they

are free to withdraw at any time. All data remained anonymous and confidential - any
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references made to the participants’ responses in the dissertation used pseudonyms. The
ethical approval application was approved by the Ethics Committee at Royal Conservatoire of

Scotland (See Appendix ).
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Results

This section focuses on the impact of flow-related activities over the participants’ sense of
enjoyment. There were four participants, all students in a higher performing arts institution
based in the United-Kingdom. Two of them study music as violin students, and two others
study drama. In the results section, participants’ experience of the workshops is outlined,
based on their response to the questionnaires and the post-intervention interview. First,
music practice is explored, then drama practice is covered. The data being analysed through
a thematic analysis, various themes emerge: sense of enjoyment, motivation, concentration,
challenge-skills balance, awareness, feeling inspired and supported, freedom, effective

practice, setting goals, work ethic, playfulness.

Music Students

Participant 1: Ophelia

Ophelia’s profile, Sense of Enjoyment and Flow

Opheliais a violin student in third year at bachelor’s level. Enjoyment is a crucial aspect of her
practice,

‘I do enjoy playing and | wouldn't have continued if | didn't’.

Ophelia enjoys her practice despite challenges,

‘I always enjoy practising my art, even when it is hard and sometimes annoying’.
Pre-intervention, she describes her enjoyment as a state of concentration whatever is the
task at hand,

‘I experience enjoyment when | find myself completely focusing on one task that may or may
not be something | love’.

Moreover, Ophelia’s experience of Flow is more connected to a meditative state than a sense
of enjoyment,

‘For me, Flow means a meditative state of mind that can come from doing something we love

and or are very focused on at the time’'.
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Post-intervention, her perception of Flow is reinforced,

‘I don’t think that being in the state of Flow comes from doing something that we love. | think
it comes from a meditative state of doing something.’

Post-intervention, Ophelia experienced enjoyment while engaging in the Flow-related
activities,

‘I did enjoy the [activities]’

She recognizes that being focused while doing an enjoyable activity might enhance the
positive emotional experience,

‘If you are in a state of Flow while doing an activity you enjoy, | imagine that it’s a more

pleasant experience.’

Ophelia has not attended the first workshop dedicated to challenge-skills balance and setting
goals. Therefore, she barely raises these topics in the post-intervention questionnaire, or the

interview and these themes do not appear in the following results.

Motivation, Effective Practice and Awareness

Pre-intervention, enjoyment plays an important part in sustaining Ophelia’s motivation and
effective practice,

‘If we enjoy something, like playing the violin, we will be therefore, | think, motivated to do it
better and to keep on pursuing it’.

However, she thinks that enjoyment is not necessarily her only source of motivation,
‘Motivation can come from enjoyment but not necessarily alone (...). If someone tells me |
can’t do something, that pushes me forward’.

Her mindset or emotional state might prevent Ophelia from experiencing enjoyment and
motivation,

‘Sometimes | am in a bad mood, sometimes | am just really tired, and | don’t want to play and
it’s hard to enjoy it’

Some external circumstance can also prevent her from enjoying her practice.,

‘It's hard to stay motivated and excited and not playing on stage’ (referring to the Covid-19
related restrictions).

However, she manages to recover her sense of enjoyment by using self-talk,
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‘When | feel unmotivated, or am practicing something | don’t enjoy, | remind myself why | play

(...) | play because | love it’

Post-intervention, it seems that the flow-related activities have not directly impacted her
sense of enjoyment,

‘I won’t say that [the activities] helped me enjoy my practice more.’

They did not change her experience of enjoyment either,

‘If you enjoy what you're doing, you'll be more involved within therefore it will be more
effective. (...) You're more immersed in what you're doing, your love for it will drive you to
move forward.’

However, the workshops helped her develop her sense of awareness,

‘I think [the activities] helped me become more aware of what | was doing while | was
practicing.’

From that perspective, the feedback exercise seems to have been particularly useful as she
developed an effective practice,

‘I became aware of things that | wasn’t aware before recording myself. (...) all of the sudden |
corrected a bunch of things that | had trouble with that | didn’t realize were coming from my

wrist.

Cross-disciplinary Learning environment and Feeling Inspired

Pre-intervention, Ophelia feels inspired when she learns in contact with other performing arts
students,

‘“Working with people who are passionate and love what they do is always inspiring’.

She particularly enjoyed getting inspired by the dancers’ work.

‘l used to love watching the dancers rehearse.’

Post-intervention, Ophelia had a positive emotional experience with working with actors as it
helped her get more invested in her practice,
‘being surrounded by people who feel passionate about their art can make me feel more

connected to my own’.
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Challenges and Obstacles in using Flow-related Activities

During the workshops, Ophelia faced some challenges inherent to the workshop activities,
‘Throughout the activities we had to share our opinions, our experiences and that’s scary and
vulnerable’.

Moreover, the feedback exercise was a difficult one, as she does not enjoy the technical
aspect of recording,

‘I don’t like recording. It’s not the watching back that is the unpleasant part for me, it’s the
during the process of finding the right angle and making sure the sound works and then
pressing the button’.

Moreover, a lack of time and motivation might prevent her from recording herself,

‘It takes time and energy from the playing’.

However, she recognizes that the challenge is worth it as it helps her getting appropriate
feedback,

‘You can understand what you did right and what you did wrong, what you can improve, et
caetera... It’s right there’.

In the future, some activities might be difficult to apply while specific external circumstances
affect Ophelia’s sense of enjoyment,

‘I don’t want to play when | am playing for someone | do not like or someone using me to make
themselves look good. These are the only two situations that | can think of, where | have been

in, and I did not enjoy them.’

Participant 2: Diana

Diana’s profile, Sense of Enjoyment, Flow

Diana is a violin student in third year at bachelor’s level. Pre-intervention, Diana struggles to
enjoy her practice as she feels easily bored,

‘I always get bored when | practice’.

Therefore, Diana thinks that developing a sense of enjoyment in her daily practice would

contribute to her happiness and motivation,
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‘I will associate practice with enjoyment, which would make me want to practice and feel the
joy'.

She describes Flow as an enjoyable learning experience where she motivated and in control,
‘A state where you are excited and inspired to go through with your plan, where you constantly

adapt, but find new things to further go with the ‘flow”.

Post-intervention, Diana’s perception of Flow has slightly changed as it includes more
freedom,

‘It’s more about exploring things. And finding my way to enjoy the practice.’

Moreover, Diana’s experience of Flow fosters her sense of enjoyment as it prevents her from
being bored,

‘when there's the state of flow, | just feel that I'm not bored’.

Diana enjoyed the workshops as it provided as it helped her overcome her boredom issue,

‘I'm happy because the workshops helped me’.

Diana has not participated in the third workshop about paying attention to what is
happening. Therefore, concentration and awareness do not have a central part in her post-

intervention questionnaire and interview.

Setting Goals, Freedom, Control and Awareness

Pre-intervention, having some control and freedom while practicing seems to contribute to
Diana’s sense of enjoyment,

‘When | used my teacher’s method, | applied it somewhere new in the piece and | was happy
that | can think of using those methods in practice’.

On the contrary, she is unhappy with having no control over her emotional experience while
she engages in her practice.

‘I have no strategy and that ‘kills’ me. It takes the enjoyment out of practice, and | feel like |

have no structure.’

Post-intervention, Diana explains that the workshops helped her in the process of enjoying

her practice, as she finds control and freedom,
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‘I'm happy because the workshops helped me (...) | make the decisions more by myself and
look for the methods on my own.’

Indeed, the setting goals exercises helped her exert control and freedom over her training,
‘The main thing | took out from the workshops were the little exercises like physical ones at
the first sessions, (...) it actually made me think about goals and techniques and how | can
apply them in different pieces; what | want to do, and how | can change it.

Some visualisation exercises, more specifically The Inner Room Exercise helped her with
gaining more control and freedom over her emotional state,

‘Imagining a perfect and cosy room really helps with mental health (...) you're not in the real
world here with your problems. | think that's a nice exercise to just run away and feel cosy.’
Moreover, being introduced to the Flow chart helped her to be more aware of her emotional
state,

‘I can detect if I'm not in the flow channel (...) | spot that because | saw actually the flow chart’

Enjoying Effective Practice, Challenge-Skills Balance, Concentration

Pre-intervention, Diana experiences enjoyment when she engages in an effective practice,
‘I am happy and enjoy the practice when | see | make improvement and when | see I’'m finding

new methods by myself.’

Post-intervention, Diana realizes that developing her sense of enjoyment in her daily practice
would help her engage in an effective practice.

‘By developing my sense of enjoyment, | develop as a musician. (...) It would help enjoy music
more and then look into music from different perspectives, and into playing from different
perspectives’.

Indeed, some Flow-related activities such as the physical exercises helped her get different
perspectives over her practice,

‘They made practice more interesting. Lying down on the floor made me think about different
areas. | thought, ‘Oh, my God, my hand is so heavy. How can | apply that in other pieces or
when I'm standing?’

Moreover, Diana’s concentration seems to be stronger when she uses the notion of

challenge-skill balance in her daily practice,
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‘I was practicing, | noticed that I’m getting bored, so | changed the exercise and made it harder

by laying on the floor. It made me focus on the task more.’

Cross-disciplinary Learning Environment and Feeling Supported

Pre-intervention, Diana thinks that learning with performing artists from other disciplines
might help her develop her sense of enjoyment by giving new perspectives.

‘You can always adapt methods from other fields to your own practice’.

However, she thinks that working with actors might be a difficult task,

‘It would be hard to work with actors because they don't know how to play my instrument’.

Post-intervention, Diana realizes that working with actors was a manageable collaboration,

‘I thought it would be hard to work with actors (...) but actually, it was much easier than what
| thought'.

Indeed, Diana enjoyed working with actors, as the conversational space helped her develop
her practice,

‘I really like that they were actually people from other disciplines. (...) We talked even about
methods (...) and it was very nice to actually ask them what they think could help me, even if
it wasn't really musical or technical. But in some ways, it was much more helpful than it would
be from fellow violinists’.

Thanks to this experience, Diana developed a new strategy to come back to her sense of
enjoyment while practicing,

‘Sometimes | stop (playing) and think of what advice people from different disciplines would
give me. That makes me think of the exercises given in a different way’.

Moreover, Diana found also psychological support in the cross-disciplinary learning set,

‘I felt like I'm not the only one who gets in trouble with focusing and being in the flow channel.
I'm happy there was a workshop like that, especially because there were other disciplines |(...)
we talk about how we can help each other.’

Ultimately, Diana regrets that she didn’t have the opportunity to work with other disciplines
in the past,

‘we are in a conservatoire, but | have never really had the chance to work with other

disciplines.’
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Challenges and Obstacles to using Flow-related activities

Post-intervention, Diana wants to use some of the setting goals exercises as well as the
visualisation exercises in her daily practice,

‘I would definitely use the small tasks, lying on the floor or standing on one foot or skipping
every second word. But also, | think in just normal everyday life, that task about imagining our
perfect room, why it's cosy and why it's nice.’

However, she met few challenged with some activities and she might not use the Design a
Map, Follow the Map exercise as it prevents her from finding Flow,

‘When | have a plan, | follow it. But then I'm so close, glued to it that | don't feel the flow.
Probably because | have a plan and | don't think | don't have to think about new ways [of
practicing].’

In the future, feeling bored might still represent an obstacle for Diana as she tries to feel
enjoyment in her daily practice,

‘Keep on going back to my old habits and being bored in the practice (...) that will be the main

difficulty | would say.’

Summary Music Students

Ophelia and Diana engage in the same discipline (Violin playing) at the same level (third year
at bachelor’s level) and agree that developing a sense of enjoyment is beneficial for their
practice as enjoyment contributes to her motivation, effective practice and happiness.
However, they do not share the same emotional experience in relation to their practice as
Ophelia feels more enjoyment in her daily practice than Diana. Moreover, their perception of
Flow differs as Ophelia associates Flow with a meditative state and Diana relates Flow with a

sense of motivation and control.

Post-intervention, some learning outcomes were similar for both participants as they learnt
more about Flow and how they personally relate to this notion. They both agree that engaging

in Flow-related activities helped them be more efficient in their practice. Moreover, working
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with drama students was a positive emotional experience as it helped them feel inspired and

supported in their practice.

However, the activities did not have the same impact over their sense of enjoyment. Indeed,
although Ophelia developed her self-awareness, she does not think the activities helped her
feel more enjoyment in her practice. On the contrary, Diana realizes that the flow-related
activities helped her enjoy her practice more as it supports her motivation, concentration and

prevents her from feeling bored.

Although the workshops were an enjoyable experience for both participants, they faced some
challenges during the learning process. In the future, some obstacles such as lack of time or

motivation might prevent them from using some of the activities.

Drama Students

Participant 3: Marion

Marion’s profile, Sense of Enjoyment and Flow

Marion is a drama student in second year at bachelor’s level. Pre-intervention, Marion’s sense
of enjoyment depends on her comfort zone as well as the practice context,

‘Once | have rehearsed and detailed a piece of work, | feel as though | greatly enjoy performing
and feel very comfortable. When I’m doing an improv exercise or trying something out of my
comfort zone, | don’t necessarily find any enjoyment.’

Moreover, she describes Flow as a comfortable physical and psychological experience which
supports motivation,

‘The ability to move or do an activity without tension and feeling almost led or guided by a

calming and forward moving force’

Post-intervention, her perception of Flow as slightly changed as it is related to her sense of
enjoyment and the notions of challenge-skill balance and present moment,
‘I experience Flow when there is a perfect balance of skill and challenge, and when I’m able to

fully feel and appreciate the current task at hand.’
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Therefore, she thinks that she can experience Flow and enjoyment whatever is the situation,
‘I know that | have the opportunity to find the state of Flow in every moment that | do have in
the work. And that even if that is a challenge, | can still figure out what | need to do so | can
enjoy the moment better’.

In addition, Marion describes the workshops as an enjoyable experience as she found them
manageable and relevant with her own practice,

‘I really enjoyed all the workshops and activities. | think my favourite part about all of things
we did is that it was so simple and very easy to then put back into your own practice.

Marion has not attended the second workshop which explored how to become more
immersed in the practice by using feedback strategies. Thus, she did not particularly refer to
this topic in the post-intervention questionnaire and interview and this topic is not referred

in the following results.

Mindset and Awareness and Mindfulness

Pre-intervention, Marion has some strategies to sustain her sense of enjoyment and
motivation,

‘I do like to keep intentions and mantras in my head in order to keep my motivation moving
forwards and my love for acting strong’.

By setting her mindset, she manages to be fully immersed in her practice,

‘I think one of the things that | do by myself is being immersed in the activity’.

However, her mindset might sometimes prevent her from experiencing Flow and enjoying the
present moment,

‘The concern about the opinion and about what is the product and what everyone is going to
think... It can take me out of living in that present moment.’

Marion thinks that developing her sense of enjoyment would help her keep a positive mindset
despite challenges,

‘when rehearsal is draining it can leave me in an icky mood. If | find more enjoyment, I’d be

more likely to move on with my life’.

Post-intervention, Marion’s awareness of her emotional state has improved, and it helps her

find a positive mindset,
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‘If I feel as though I’m distracted or frustrated, | can acknowledge that and make adjustments

that can set me on the right track again.’

Therefore, she has more control over her mindset and her experience of Flow,

‘The difference for me, before and after the workshop is that now | know how to get into that
state.’

Indeed, some meditations activities helped her experience Flow and enjoy her practice more,
‘I think that connecting the meditative state to rehearsal was really nice because it made me
feel really grounded in my work and I really enjoyed that moment (in the class)’.

Marion is willing to infuse more enjoyment in her daily practice as she fosters a positive
mindset,

‘I think | really want to find that enjoyment more and more, continuing to learn how to love

every single moment of the beautiful practice.’

Challenge-Skills Balance, Effective practice, Setting Goals

Pre-intervention, Marion correlates enjoyment with effective practice.

‘The more enjoyment we associate with both the end goal but also the process, the more work
we will produce as a team and individually’.

However, Marion’s sense of enjoyment can be threatened by an excess of challenge,

‘When I’'m trying something out of my comfort zone, | don’t necessarily find any enjoyment.’
Plus, Marion does not naturally set her own goals,

‘I am not a super goal-oriented person.

Post-intervention, Marion suggests that paying attention to the challenge-skills balance can
contribute to her sense of enjoyment while practicing,

‘I really like the setting goals exercises (...). | certainly want to keep that balance of the
challenge and the skill in my thoughts in my daily practice.’

Having and effective practice and choosing the right repertoire in terms of challenge-skills
balance seem to contribute to her enjoyment,

‘I had an audition a few weeks ago that | really enjoyed. | had done a lot of preparation for it

and felt that | had chosen pieces that challenged me but showed me off really well’.
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Moreover, setting her own goals was a beneficial experience, as it helps her be efficient and
find a challenge-skill balance in her practice,

‘I really like the first activity [setting goals]. Before whatever | am going to do (yoga,
practicing), | wonder ‘Okay, how much challenge do | want to have today?’ so that it can be
enjoyable, and | don’t get frustrated, but | also get some work done.’

Ultimately, Marion feels she improved her ability to set her own goals,

‘I think that | improved getting the mind set to frame my mind to set goals.’

Cross-disciplinary Learning Environment and Feeling Inspired

Pre-intervention, Marion has already experienced enjoyment in her community of practice,
‘I felt a lot of enjoyment in my performance of Macbeth (...) | greatly enjoyed the relationships
I built with my fellow actors.’

She believes she would enjoy learning from other disciplines

‘it will be fun to learn from each other’.

Indeed, she is curious to see what she can learn from other disciplines in order to improve
her own practice,

‘it would be wonderful to see into someone else’s creative process, to see what | can do to

make mine richer’ .

Post-intervention, Marion says that learning with musicians helped her be more appreciative
of her own practice.

‘I'think it made me really grateful to have an expertise in my field of acting, because sometimes
we take for granted how much we do actually know and how high our skill level is because
we’re constantly trying to get better’ .

Moreover, the violinists” work ethic inspired her to engage more in her own training,

‘what I really want to take, it’s that dedication to daily practice because | think it’s what actors

do not have.

Challenges and Obstacles in relation to using Flow-related activities

Although Marion might still experience negative emotions in her practice, she thinks she has

some techniques that help her find some sense of enjoyment,

43



‘There are certainly going to be moments in my practice feeling frustrated and now that | have
these tools, | think it’s going to be fun to play around with them’.

However, Marion thinks that complacency might prevent her from using these techniques,
‘Taking for granted the work to do to achieve the state of Flow and that state of peace which
| think lot of people to do. (...) It’s just continuing every day to commit to this idea, which is if

you don’t do it, then it’s not going to happen.

Participant 4: Adeline

Adeline’s profile, Enjoyment, Flow

Adeline is a drama student in second year at bachelor’s level.
Adeline regularly experiences enjoyment in her training,
‘since acting is so multifaceted, | get to experience different types of enjoyment in my daily

practice.

Pre-intervention, Adeline says that enjoyment hugely contributes to her creativity; plus, she
relates enjoyment with the awareness of doing a fulfilling activity,

‘in order to be creative you need to always enjoy whatever art practice you pursue. That
doesn’t necessarily mean you have to be happy all the time, but you know deep down that
there’s nothing else that will give you that feeling of accomplishment.’

Pre-intervention, Adeline associates Flow with a form of laziness,

‘Before the workshop, when anyone talked about flow, | imagined something really hippy-

dippy and like being in the ether and being ‘okay’.’

Post-intervention, Adeline’s sense of fulfilment has been strengthened, although she might
or might not experience enjoyment,

‘I get to experience a sense of enjoyment most days, but there’s always a sense of fulfilment
every day.’

Moreover, Adeline’s perception of Flow has shifted as it now integrates the notion of growth,
‘it is really a tool for growth or progressing rather than just a state of being.’

Through learning about Flow, Adeline has a better understanding of her own practice,
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‘I think instructors spend so much time trying to describe how you should feel or how to get to
a certain product, but they don’t really talk about flow. After going through this, | realized that
so much of it was just flow specifically.’

Adeline’s experience of the workshop has been really positive, as she enjoyed the activities,

‘[the activities] were very fun, they were nice’

Adeline has not participated in the third workshop about paying attention to what is
happening. Therefore, concentration and awareness do not have a central part in her post-
intervention questionnaire and interview and these topics does not appear in the following

results.

Enjoyment, Motivation, Playfulness

Pre-intervention, Adeline sometimes struggles to find motivation and thinks that developing
her sense of enjoyment might help her with this issue,

‘Sometimes getting myself to do it or staying motivated is a bit tricky (...) if | establish a strong
foundation of enjoyment within myself, in a way that | can look to it for motivation

consistently, then it’ll help make those hurdles not so hard.’

Post-intervention, some Flow-related activities such as Design a map, Follow the map exercise
helped her feel more motivated,

‘I definitely learnt what would help me get into daily practice more [by] imagining myself doing
and then doing it

Moreover, this activity helped her bring back a sense of playfulness that might support her
sense of enjoyment,

‘it brought back that sense of playfulness and wonder.’

Setting goals, Challenge-Skill Balance and Enjoying Effective Practice

Pre-intervention, Adeline associates enjoyment with effective practice as she develops a
connection with her character,
‘When given a role, | love to flesh out what a character’s life looks like. Their background,

personality, everyday mundane activities.’
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Moreover, her enjoyment is stimulated while she explores ideas and get immersed in the
activity,

‘Overall, my techniques involve investing, ruminating, and imagining.’

Post-intervention, Adeline realizes that overcoming challenges contributes to her sense of
enjoyment,

‘I think once you pass the comfort zone, there is pure sense of enjoyment’.

Moreover, by setting her own goals and managing challenge-skill balance, she might get
enjoyment from her practice.

‘I really enjoyed setting goals, (...) that really helped with a person’s self-awareness and what
they are comfortable with and what they are able to do.’

Indeed, the setting goals exercises helped her engage in an effective practice,

‘What is really good about that is that it forces you to look at the text from a different angle
(...) | think this add of challenge helps refresh the text and that’s really helpful for going
forward and for memorization.’

Moreover, Adeline became more aware of the type of challenges she enjoys in a role,

‘every character brings a sense of fulfilment but at the end of the day, | think that it comes
more from characters who are different from yourself because you start really being
introspective with yourself.’

Ultimately, Adeline thinks that developing her sense of enjoyment helps her be more
efficient,

‘It helps increase productivity and get better results with more efficiency’.

Freedom, Immediate feedback, Control

Pre-intervention, freedom contributes to Adeline’s enjoyment as she liberates her character’s
emotions,

‘there is something enjoyable in letting yourself express these things.’

Adeline’s sense of control and freedom might contribute to her sense of enjoyment while
practicing,

‘I was in a session with my mentor for a piece that | have to create and perform myself (...). It

made me feel much more confident when | was able to decide on the details and the structure.’
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However, Adeline’s sense of control and freedom might be mitigated by the fear of going
against someone else’s opinion,

‘I have never thought about acting with a mirror. Or when | did, | think it’s because when |
came here people told me ‘Oh that’s the worst thing you could do’. And | thought ‘Okay, |

won’t try it then’.

Post-intervention Adeline experience of Flow helps her connect with her sense of control and
freedom,

‘[Flow is] a nice sense of control but trust with yourself that whatever is coming will help you
learn something’.

She demonstrated this statement during the workshops as she is explored different feedback
strategies,

‘Going away [back to her practice] and trying different forms of feedback is sort of funny’.
Indeed, Adeline felt free to explore methods that she used to reject, and to challenge her
assumptions,

‘I am used to the mirror for dancing and singing, but all of the sudden adding this other
emotional speaking aspect, | found it difficult but then | thought ‘Oh | am getting a lot from

this’, (...) | know there was something good there.

Cross-disciplinary Learning Environment and Feeling Supported

Pre-intervention, Adeline says that working with other people can contribute to her sense of
enjoyment,

‘“Working with others who have strong passions can remind you why you love what you do so
much.’

As an example, she might experience enjoyment while developing a connection with other
actors,

‘I was devising a movement piece with four other classmates. The strong connection we all

have has made the collaborative process very enjoyable and creative.’

Post-intervention, Adeline enjoyed communicating with violin students,
‘Working with people who are from other disciplines is really exciting... It was a really good

conversional space.’
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Indeed, she says that learning with musicians was a positive and refreshing experience,
‘Other people outside of your discipline can help you reset your mindset and see the
fundamentals’.

Thus, by communicating with musicians, she realized that prioritizing her needs is key to
effective practice and by extension, experiencing enjoyment,

‘I need to put myself fist for a second and figure out what | need to do, and then come back

and be in a neutral state so | can serve the story’.

Challenges and Obstacles to using Flow-related activities

Although she thinks the activities were useful to her solo practice, Adeline thinks that the
Flow activities did not give her strategies to enjoy working with other actors,

‘through acting, the goal is that you would always find this sense of enjoyment and fun within
a group (...). | think [the activities] were really good with developing characters, approaching
text but not the engaging with someone else.’

Moreover, she suggests that one of the visualization exercises might not be useful enough for
her,

‘Imagining a room and changing something on its own, (...) it was a good exercise but maybe
didn’t relate to my daily practice that much’.

Moreover, although some flow-related exercises might be beneficial, they might trigger inner
conflicts as Adeline goes against what she is told and her assumptions,

‘[Working with the mirror] was the most challenging of all of them. It went against my
assumptions and how | am usually told to work or how | work in general.’

During the workshops, Adeline suggests that the online format prevented her from fully enjoy
the learning experience,

‘It would have been an even more enjoyable experience if it was in person.’

Summary Drama Students

Drama students in second year at bachelor’s level, Marion and Adeline experience enjoyment

in their own way. Pre-intervention, Marion finds enjoyment while practicing in her comfort
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zone. Adeline feels enjoyment while being aware that she engages in a fulfilling activity.
However, they both think that developing their enjoyment might have a positive impact over

their practice. Moreover, they both describe Flow as a state of comfort or laziness.

Post-intervention, their perception of Flow has changed as it helped them develop their sense
of enjoyment. For Marion, Flow is a state where she feels totally immersed in an enjoyable
activity, experiencing a challenge-skills balance. For Adeline, Flow is a tool for feeling fulfilled,
free and in control. Ultimately, Marion and Adeline noticed that their training become more

efficient and enjoyable as they set their own goals and look for challenge-skills balance.

In addition, working with musicians was a positive experience as it helps them feel inspired

and supported.

Although Marion and Adeline really enjoyed the workshops, some obstacles occurred or
might challenge them in the future. For Adeline, the workshops had a limited impact over her
practice as some exercises were not particularly relevant and as the online format was a bit
constraining. In the future, digging into these exercises might be challenging as they might go
against her assumptions. For Marion, complacency might prevent her from using the Flow-

related activities in the future.
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Discussion of Results

Finding Flow and Positive Impacts

Experience of Flow and Subjective Experience

According to some studies, music and drama students experience enjoyment while being
introduced to a Flow-related performing arts education (Custodero, 2002; Cutler and Martin,
2002). This statement has been confirmed by the current study, as all participants really
enjoyed the activities. Moreover, being in contact with Flow-related activities as well as
developing autotelic traits might help students experience enjoyment in their practice
(Csikszentmihalyi, 2002). This statement is partially confirmed as most drama and music
participants described their experience of Flow as enjoying the present moment, experiencing
playfulness or not feeling bored anymore. However, Ophelia indicates that she did not feel
that the activities helped her develop her sense of enjoyment, although she felt more aware
in her practice. Moreover, she associated Flow with a state of concentration rather that
enjoyment. Thus, her statement challenges Csikszentmihalyi’s theory that correlates Flow
with a sense of enjoyment (Csikszentmihalyi, 2002). It could be argued that Flow would then

be a subjective experience that can be related to enjoyment and/or intense concentration.

Challenge-skill balance and Mindfulness practice

According to the literature, the concept of challenge-skill balance is an important aspect of
finding Flow and a sense of enjoyment as musicians and actors engage in their practice (Avsec
and Smolej Fritz, 2007; Bloom and Skutnick-Henley, 2005; Custodero, 2002; Cutler and
Martin, 2002; Walters, 2016). This statement seems to be confirmed by the drama and music
students as their sense of enjoyment increased while they discover how to set their own goals
in line with a challenge-skill balance (Ophelia did not participate in the first workshop about
setting goals; therefore, her experience of the intervention does not confirm this statement).
Music student Diana managed to overcome her boredom by infusing more challenges in her
practice. Drama students Marion and Adeline realized that addressing challenges by setting

their own goals in relation to their skills contributed to their sense of enjoyment.
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Moreover, a mindfulness training would help find a state of Flow (Chen et al, 2019). Some
music and drama participants confirmed that claim as they felt some connection between
mindfulness and Flow. Indeed, meditation practice and visualization exercises helped Marion
and Diana find a state of Flow. However, this claim cannot be generalized to all participants

as Ophelia and Adeline did not mention mindfulness as part of their Flow experience.

Effective Practice

Pre-intervention, the drama students expected Flow to be a state of comfort or laziness. That
assumption echoes Hernik and Jaworska’s point of view as the researchers assure that an
excess of enjoyment might be a source of distraction and laziness (2018). However, as they
engaged in the workshops, the drama students’ perception of Flow changed. They now
associate Flow with enjoying effective practice as it helps them grow as artist and address
challenges. This new perception aligns with the theory that fostering positive emotions such
as enjoyment would support success at work and help develop learning skills (Ascenso et al,

2017; Hernik and Jaworska, 2018).

The music students also improved their practice by engaging in the Flow-related activities.
Diana got new perspectives over her practice and developed her concentration. The feedback
exercise helped Ophelia address specific problems. Although Diana felt that enjoyment helps
her improve her practice, Ophelia indicated that the feedback exercise (recording herself) is
not an activity that she particularly enjoys. Thus, this finding suggests that rejecting
enjoyment as a primary goal might be a temporary necessity in order to develop a better

practice.

Motivation

According to the literature, experiencing enjoyment encourages people to stay motivated in
the activity they engage in (Reeve, 1989). Pre-intervention, music student Ophelia and drama
student Adeline confirmed this statement as they observed that enjoying their practice can
be an important contributor to motivation. However, Ophelia observed that there are other

factors that can help her stay engaged in her practice. Thus, as they feel motivated by external
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factors, some students might not need to feel enjoyment in their practice in order to stay

motivated.

Being introduced to the notion of Flow had different impacts on the participants’ motivation.
On one side, Adeline’s motivation improved thanks to some Flow-related activities, more
specifically the Design a map exercise. As this exercise also helped her develop a sense of
playfulness, there might effectively be a correlation between her motivation and sense of
enjoyment. Her experience would confirm that finding a state of Flow improves intrinsic
motivation (Ascenso et al, 2017). On the other side, the other participants do not mention
feeling more motivated to engage in their practice and, therefore, intrinsic motivation would
have not been boosted. However, they all felt the motivation to use more of the Flow related
exercise as it helps them in their practice. Thus, it could be argued that the flow-related
activities helped drama and music students developed their autonomous extrinsic motivation

as they all want to engage in personal goals (Deci and Gagné, 2004).

Autotelic traits and positive impacts

Autotelic self and change of personality

According to some researchers, students have different affinities with the state of Flow, as
some might find it easy to foster and other might need more support to get to it (DeBell et al,
1998). This study confirms this claim as some students already had some autotelic-traits and
other struggled not manifest them. Pre-intervention, Ophelia, Marion and Adeline already
knew how to get immersed or experience enjoyment in their practice. However, Diana

struggled to enjoy her practice and did not have strategy to foster Flow.

The literature suggests that people can change their personality and therefore develop their
autotelic self (Dweck, 2008). Once again, the research echoes this statement as all
participants demonstrated a change toward an autotelic personality and learnt how to set
their own goals, how to get immersed in the activity, how to be more present, and how to
enjoy immediate experience (Csikszentmihalyi, 2002). However, it seems that participants

were inclined to develop specific autotelic traits. Thus, in addition to confirming Dweck’s
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statement as all participants developed their autotelic personality thanks to the Flow-related
activities, this research indicates that the autotelic personality can have multiple forms

depending on the person.

Present Moment and different types of Awareness

According to Csikszentmihalyi (2002), finding a state of Flow might develop a sense of
awareness. Echoing this statement, the participants became more immersed in their training
as they engaged in Flow-related activities. Indeed, apart from Adeline who has not attended
the third workshop about paying attention to what is happening, Drama and Music
participants observed that other Flow-related activities helped them develop their sense of
awareness. However, in addition to Csikszentmihalyi’s claim, the findings reveal that
participants experienced different types of awareness in respond to specific exercises.
Ophelia paid more attention to her practice thanks to the feedback exercises; Diana and
Marion became more aware of her emotional state after being introduced to the Flow chart

and getting immersed in the present moment.

Setting Goals, Control and Freedom

According to Csikszentmihalyi (2002), a sense of control is part of the Flow experience and
contributes to the sense of enjoyment. Diana and Adeline mentioned control and freedom as
part of their experience of Flow. Being able to set their own goals by using visualization or by
choosing feedback strategies helped them find positive emotions in their practice. Moreover,
Marion finds more enjoyment in her practice as she is now able to set her own goals. (Ophelia
did not attend the first session about setting goals, which is why her results are not mentioned
in this topic). These findings support Deci and Gagné’s theory (2004) which states that
engaging in learning goals can help find enjoyment. It also confirms that engaging in personal
goals contributes to enjoying the practice (Deci and Gagné, 2004; Deci and Ryan, 1990). Thus,
music and drama participants developed some autotelic traits that allow them to experience

enjoyment as they define and engage in learning and personal goals.
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Flow and Cross-disciplinary learning environment

According to Csikszentmihalyi (2018), developing a state of Flow can be supported by the
group as it might sustain enjoyment despite challenges. Indeed, learning with students from
other disciplines was a source of inspiration and support for all participants. After working
with musicians, Marion enjoyed her practice even more and felt more motivated. After
learning with actors, Ophelia felt even more connected to her work. Diana and Adeline
enjoyed the conversational space as it offered a good support for their psychological needs
and helped them get new perspectives over their practice. These findings confirm that a
positive learning environment help students enjoy their practice and get positive results

(Ascenso et al, 2017; Hernik and Jaworska, 2018).

As suggested by the literature, developing pedagogical strategies to help students get a sense
of Flow is part of the teacher’s responsibility (Fong et al, 2015). From that perspective, music
student Diana regrets that this kind of cross-disciplinary learning approach does not happen
more often in her own conservatoire. However, addressing Fong et al’s statement, the
involvement of other teachers as well as the Heads of each department seems to be a

necessity.

Obstacles and challenges to using these techniques

Although personality can be changed (Dweck, 2008), developing an autotelic self requires
determination and discipline (Csikszentmihalyi, 2002). Indeed, drama and music participants
faced some challenges as they explored some autotelic traits and engaged in Flow-related
activities. Ophelia felt sometimes vulnerable during the group discussion. The feedback
exercise was challenging for Ophelia and Adeline, although they both found positive

outcomes in overcoming these challenges.

Despite engaging in activities with discipline and determination, some exercises seemed to
have a limited impact on some participants. Diana and Adeline explained that some exercises

did not help them feel more Flow or enjoyment in their practice. Some Flow related exercises
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might need to be adapted to students. Moreover, the online format prevents Adeline from
fully enjoy the activities. It can be assumed that the online format might prevent enjoyment
from spreading across the group. Therefore, Walker’s theory is challenged as people might
experience less enjoyment when group flow happens in an online context compared to in

person teaching (Walker, 2010).

According to Avsec and Smolej Fritz (2007), developing autotelic traits prepare to experience
Flow despite external circumstances. This study highlights the limits of Avsec and Smolej
Fritz’'s claim as the participants might still struggle to enjoy their practice due to external
circumstances (Conti et al, 2008). Indeed, Ophelia does not enjoy having to play for people
she does not like. These activities might not help her in these specific circumstances.
Moreover, according to Seton (2010), drama students might feel dependant of their teachers’
approval as they engage in their practice. Adeline confirms this statement as she might be

reluctant to using some Flow exercises without peers’ approval.

Some researchers argue that people would need to develop their motivation to experience
Flow (Avsec and Smolej Fritz, 2007). Diana, Ophelia and Marion confirm that statement as a
lack of motivation due to feeling unwilling, bored or complacent might prevent them from

using these activities.
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Conclusion and Recommendations

Conclusion

Being introduced to Flow and the notion of autotelic self was a positive and personal
experience for music and drama participants. Although they faced some challenges during
the intervention, most of them associated enjoyment with efficiency and felt a stronger sense
of enjoyment in relation to their practice. Almost all of them associated Flow with
experiencing enjoyment or a positive emotional state. Although she did not feel that she
enjoyed her practice more and does not necessarily associate Flow with enjoyment, a music
participant benefited from the activities as she developed her awareness. Although
enjoyment has been recognized as an important aspect of the participant’s practice, an
effective practice might occur despite a lack of enjoyment. For some students, finding

enjoyment might not be the only source of motivation.

From a general perspective, the intervention helped participants get a better understanding
of the state of Flow and how to reach it. Learning how to set their own goals and to keep a
challenge-skill balance while practicing was a source of enjoyment for both music and drama
students. It helped some of them find more control, freedom, concentration, motivation and
presence in their practice. Although the experience of developing an autotelic self differed
from a participant to another, they all improved some of the autotelic traits that helped them
find more Flow in their practice. However, it seems that some exercises might have a limited
impact over the sense of enjoyment as some were not efficient, relevant to the practice or
might not really help in some specific circumstances. Moreover, motivation seems to be an

essential element to foster Flow in the daily practice.

All drama and music participants had a positive response to learning about enjoyment and
Flow in a cross-disciplinary learning environment. They found inspiration and psychological
support in the community of practice. However, the online format limited the positive effects
of this learning environment as it might reduce enjoyment. A music student regrets that this

cross-disciplinary learning approach is not more generalized in performing arts institutions.
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Recommendations

As these Flow-related activities have demonstrated a positive impact on the sense of
enjoyment in the context of a small group of music and drama participants, it would be
interesting to explore these exercises with a larger cohort including music students from other
disciplines (other string players or students coming from the brass, woodwind or piano
departments). Moreover, other performing arts disciplines could benefit from this
experiment such as musical theatre and dance. As the satisfaction of a group Flow might be
reduced in the context of online teaching, an in-person learning would be preferable. As this
study highlights the positive impacts of a cross-disciplinary learning approach, encouraging a
stronger communication between students and teachers coming from different disciplines is
suggested. It would also be recommended that teachers and students would use these
exercises and try them in the context of a class or personal training. This practice would help
them get new perspectives over their practice and potentially improve their sense of
enjoyment. Ultimately, a good communication between teachers and learners could also help
fostering a healthy learning environment and support well-being. Therefore, it is
recommended that students can discuss with their teacher on their motivation, emotional
state and the external circumstances that might affect their sense of enjoyment while

practicing.
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1. Category of Applicant

Staff Research Student (PhD)
Taught Postgraduate Student X Undergraduate Student
School

2. Applicant’s Details

Researcher's Name Fanny GUIFFO
Researcher’s Contact Email fguiffo.rcs.ac.uk
Supervisor (Name/Email) Lio Moscardini/ . moscardini@rcs.ac.uk

3. Study Details

Title of Study (50 words max)

In what ways can music and drama students in Higher education develop their sense of
enjoyment in their own practice by being introduced to the notions of Flow and autotelic-self?

Module (where relevant) Final project.

Version of application (first, second, third) First

Details of any linked application

Outline the aims and objectives of the study (400 words max)

This research explores the impacts of introducing the notions of Flow and autotelic-self to help
drama and music students develop their sense of enjoyment. The objective is to facilitate the

development of the four autotelic-self characteristics (Setting goals, becoming immersed in the
activity, paying attention to what is happening, learning to enjoy immediate experience,

Csikszentmihalyi, 2002) with a group of students coming from drama and music, and to discover to
what extent sharing resources and ideas helps them to develop their state of Flow in their daily practice.
This study is centered on the participants and how they experience the flow-related activities.

This project includes a series of four online workshops. In order to provide a broad view of the
study, each workshop is composed of two aspects. The first one focuses on introducing the four
characteristics of the autotelic-self and engaging in flow related activities designed to develop these
characteristics during the practice. The second aspect corresponds to brainstorming exercises by peer
or/and in group in order to refine practice strategies. The facilitator leads the topic and encourages the
participants to share their ideas and resources in relation to developing their sense of enjoyment in their
own practice, using the characteristics of the autotelic self. In between the workshops, participants will
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be encouraged to apply the concepts they have been taught during each previous session and to give
their feedback at the beginning of each session.

Aims of the study:
e Encouraging performing arts students to develop their sense of enjoyment in their daily
practice
e Giving practical tools so that participants can develop their autotelic self (a personality
that leads them to experience more enjoyment).
e Supporting a better understanding of the concepts of Flow and the autotelic self

Csikszentmihalyi, M. (2002). Flow. 2" ed. London: Rider, p.209-213

4. Research Participants and Recruitment

Indicate here the population(s) from which you intend to sample, and your proposed method of
recruitment.

List any inclusion and exclusion criteria. Attach copies of any materials (e.qg., letter, email, poster) you
plan to use to help recruit participants.

The researcher intends to recruit the participants via a purposive sampling. According to Bryman (2001),
the aim of purposive sampling is ‘to sample cases/participants in a strategic way, so that those sampled
are relevant to the research questions that are being posed’. This method allows the researcher to
target the appropriate students so that she can answer the research question. The area of exploration
is extended to two disciplines (drama, music) in order to consider a wider spectrum, keeping the field
of research in relevance with the research question. Each participant will represent a case, with some
cases in drama studies and other cases in music studies.

In order to reduce the sample size and keep the recruitment process manageable, the researcher will
select participants based on the following criteria. The sample group will come from a single institution,
the Royal Conservatoire of Scotland. In addition, potential participants will be in their second year,
Bachelor level. Indeed, first year students have already the primary concern of managing their time with
a new curriculum. As for third year students, they might be already loaded with the preparation of their
final exam. In case the researcher does not get enough participants from one or several disciplines,
she might extend her sampling size by targeting also third year students. Music students will be
recruited among string instrumentalists as this is a familiar area to the researcher.

Gatekeepers (Heads of each department) will support the recruitment process by sending an
explanatory email to their students (Appendix VII). The email contains the details of the dates and the
nature of the intervention. (Appendix VI). The researcher will select two students from each discipline,
based on first come basis. The researcher will ideally work with a total of eight participants.

Maximum number of participants eight (four per discipline)
Minimum number of participants: four (two per discipline)

Does the research involve work with children or vulnerable adults?
Yes No X

If “Yes’ are you currently registered with the PVG (Protection of Vulnerable Groups) scheme?
Yes No

Does the research involve the co-operation or authorization of any external groups or bodies?
Yes No X

If “‘Yes’, please attach copies of letters of support from the relevant organisations.
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Bryman, A. (2012). Social research methods. 4th ed. Oxford: Oxford University press, p.418.

5. Methodology and Procedure

Provide a brief overview, and attach any relevant materials (e.g., questionnaires, electronic links).
(400 words max)

This research constitutes an in-depth investigation exploring in what ways can Flow-related activities
help students develop their sense of enjoyment in their daily practice. Students will explore strategies
and methods that might help them to improve their personal training. This study is centred on the
performing artists and the value they gain from these learning approach. Thus, the researcher will
engage in a qualitative research to respond to the research question.

The chosen research method is a case study, as the researcher will develop detailed studies of each
discipline. Indeed, according to Creswell (2013), ‘case study research is a qualitative approach in which
the investigator explores a real-life, contemporary bounded system (a case) or multiple bounded
systems (cases) over time’. Moreover, in a collective case study, ‘the one issue or concern is again
selected, but the inquirer selects multiple cases to show different perspective on the issue’. (Creswell,
2013). Thus, the research will be based on a case study approach exploring different disciplines/cases.
(see table below).

Collective Case Study

Disciplines/ Cases Music Drama

Number of participants 2 2
(Performing arts students)

Total of participants Maximum: 8 (four per discipline)

Minimum: 4 (two per discipline)

Number of workshops 4 sessions, at the interval of one per week
(90minutes per session)

Data collection strategies Questionnaires (before/after) + post-intervention interviews

o Number of participants. The researcher is willing to work with a total of eight participants
(maximum). Having two participants for each discipline allows the researcher to explore
different perspectives and ensure the study is manageable in terms of data collection and
analysis. The researcher would also work with a minimum of 4 students (two per discipline).
That number will allow the researcher to engage in a more in-depth analysis of each case.

68



e Collecting data. As the study constitutes a qualitative research, the researcher will collect
qualitative data that informs the meaning each group of students (representative of each
performing arts discipline) ascribes to the research problem. Thus, the researcher designs two
feedback strategies in order to assess the impact of Flow related activities delivered in a cross-
disciplinary learning environment.

Firstly, the same questionnaire is given to the participants twice, via email. The first
questionnaire is sent a week before the beginning of the intervention, the other is sent at the
end of the intervention (See Appendix III). Secondly, students are asked to participate in online
interviews (See Appendix 1V). Interviews are set a few days after participants have completed
the second questionnaire and will be recorded, subject to participants’ consent. (See Appendix
V).

Interviews will be conducted and audio recorded on Zoom. This data collection strategy
is used for practical and ethical reasons. Indeed, as gathering data happens online, individual
interviews will allow the researcher to have an in-depth exchange with each participant.
Participants will be able to express their own point of view and experience, without being
influenced by the other participants’ answers. However, the students might be biased as they
might try to answer to the question to meet the researcher’s expectations. Therefore, the
researcher begins the interview session by informing the students that they are free to say
whatever they wish to say. Both questionnaires and interviews will contain open-ended
questions to extract a rich material.

e Analyzing the data. In order to analyze the data, the researcher will transcribe the recorded
interviews, gather the answers from the questionnaires and proceeds to a thematic analysis.
Indeed, in most qualitative research, researchers ‘review all of the data and make sense of it,
organizing it into categories or themes that cut across all of the data sources’ (Creswell, 2013).
Both questionnaires will be compared, and the answers to the interviews will be categorized
and analyzed thematically in relation to the answers coming from the questionnaires. The
results reflect on the interpretation of the data and will not necessarily permit the generalization
of a phenomenon.

e Overview of ethical considerations. During the study, the facilitator emphasizes the importance
of self-respect and creates a safe environment for everyone. The students are aware that
participation is voluntary: they are free to withdraw at any time. All data will remain anonymous
and confidential - any references made to the participants responses in the dissertation will use
pseudonyms.

Summary: check all that apply

Questionnaires (please attach copies of each in the format they will be presented to participants)
= See Appendix IV

Interviews (please attach a summary of topics to be explored or an interview schedule)

= See Appendix V

Experimental/Laboratory procedures (attach details)
= N/A

Other (describe here and attach details)
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Do you intend to use questionnaires or other materials that are copyright? Yes
X

If “Yes’ do you have permission to use these materials? Yes
Will participants receive any compensation, reimbursement or payment
for their participation (including course credits)? Yes
X

If ‘Yes’ please provide details

Creswell, J. W. (2013). Qualitative Inquiry and Research Design: choosing among five
approaches. 3rd ed. Los Angeles: Sage Publications, pp.45, 97, 99.

6. Ethical Issues and Risks

No

No

No

Please outline below the key ethical/risk issues associated with this study and indicate how these will

be addressed (400 words max).

Recruiting participants:

e Participants are volunteers. The participants are recruited via a purposive sampling but
requiring that the participants be volunteers. As this intervention is not part of their curriculum,
the researcher makes sure the participants feel comfortable in giving their time for the research.
At the beginning of the intervention, the researcher informs the participants that they can
withdraw at any moment and the data from anyone who wishes to withdraw from the research
will not be used. (See Appendix Ill and VI). Moreover, the researcher is transparent about the
nature of the research from the beginning of the intervention. Although, the researcher expects
that the participants will benefit from the intervention by gaining learning and educational
support, the research informs the students that there is no guarantee that they will gain anything

from this intervention (in terms of improving their practice by using a new learning).

During the intervention:

o Respect from/for everyone. This intervention involves new ways of working for performing arts
students. This includes sharing their immediate experience of the practice (boredom, anxiety,
enjoyment). Therefore, building trust within the group is the number one priority. Trust is
necessary so that students can explore their creativity and express their emotions without the
fear of judgement. In order to create a safe learning environment, preparation exercises help
to build a group cohesion. Participants are also informed of the importance of respect during
the duration of the program (self-respect and respect due to others). The researcher
demonstrates her respect for the participants by clarifying that they are allowed to miss an
exercise if they don’t feel comfortable taking part and without giving reasons (See Appendix
[1). Itis not anticipated that participants will experience any psychological distress or discomfort
as a result of taking part in this project, however, they will be signposted towards RCS Student

Support Services should this be the case.

Digital data will come from the questionnaires and interviews. In order to compare the results
of both questionnaires (before/after), the researcher will take into account the participant’s
identity. Data collected and analyzed through these methods will be submitted for assessment.
However, the researcher will guarantee the anonymity of participants in the final presentation.
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Indeed, researchers ensure ‘confidentiality and protect participants from harm’ by ‘removing
any information from the data they store and analyse that may make individual respondents
easily traceable and identifiable’ (Oancea and Punch, 2014). Thus, Participants are informed
via the information letter: ‘If you do take part, | guarantee that all information collected from
different sources will be dealt with confidentially and all students who patrticipate in the project
will not be identified” (Appendix V).

All raw data (before analysis) will only be seen by the researcher and potentially the supervisor.
Data will be stored locally on the researcher's computer and will be password protected in an
encrypted file. All hard copies will be stored securely. After the assessment is complete, all data
collected will be deleted.

Oancea, A. and Punch, K.F. (2014). Introduction to research methods in Education. 2" ed.
SAGE publications: London, p.69-70.

Is there a risk of any participants experiencing either

physical or psychological distress or discomfort as

a result in taking part in the study? Yes Possibly
No X

If ‘Yes’ or ‘Possibly’ please attach a risk assessment form.
Will researcher(s) be at risk of sustaining either physical
or psychological harm as a result of involvement in the
study? Yes Possibly
No X
If ‘Yes’ or ‘Possibly’ please attach a risk assessment form.
Does your research need to engage with sensitive material
(e.g. pornography, terrorists or extreme groups)? Yes Possibly
No X

If ‘Yes’ or ‘Possibly’ please attach a risk assessment form.

7. Good Ethical Practice Incorporated into Study

Consent Form? (please attach a copy) Yes X
No

Additional oral explanation for participants? (please attach script) Yes X
No

Additional oral consent? Yes X

No

Participants offered opportunity to decline to take part? Yes X
No

Participants told participation is voluntary? Yes X
No

71



Expert advice available if required? Yes X
No

=> RCS Student Support Services.

Participants informed there may be no benefit for them? Yes X
No

Participants guaranteed confidentiality should they so wish? Yes X
No

Participants guaranteed anonymity should they so wish? Yes X
No

Provisions of the Data Protection Act met? Yes X
No

Safe data storage secured? Yes X
No

If the procedure involves deception, will explanation
be offered following participation? Yes No
N/A X

If the procedure involves observation, will consent be
obtained from participants? Yes No
N/A X

If the procedure involves questionnaires, will the

participants be informed that they may omit any items

they do not wish to answer? Yes X No
N/A

If the procedure involves interviews, will the participants

be informed that they do not have to answer, and do not

have to give an explanation for this? Yes X No
N/A

8. Applications to External Ethics Committees

Will an application be made to an external ethics committee? Yes
No X

Please note that approval should normally be obtained from the Royal Conservatoire Ethics
Committee before making applications to external committees.

9. Applicant’s Declaration
| declare that the proposed investigation described in this application will be carried out as detailed

and that if any changes to the procedures are planned, written permission will be sought from the
Royal Conservatoire Ethics Committee.
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Applicant (signature):  Fanny Guiffo Date: 08/02/2020

10. Supervisor’s Declaration

| declare that | have read the application carefully, including attachments, and | am satisfied that it
meets the required standards.

Supervisor (signature): Lio Moscardini Date: 08/02/2020

FOR OFFICE USE ONLY: This application has been approved by the Ethics Committee of the Royal
Conservatoire of Scotland

Signature: Date:

CHECKLIST

Have you included...?

Completed copies of this form? Yes X

Signatures of applicant and supervisor? Yes

Participant consent form? Yes X

Participant Information sheet? Yes X

Copies of any questionnaires? Yes X N/A
Outline of any interview topics or an interview schedule? Yes X N/A
Outline of any focus group topics? Yes N/AX
Copies of any stimulus materials? Yes N/A X
Copies of any experimental protocols for laboratory work? Yes X N/A
Copies of any required risk assessments? Yes X N/A
Any other materials required? Yes N/A X

Letters from organisations indicating permission has been granted to co-operate with study?
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Yes N/A X

Appendix Il

Research Participation Information and Consent Form
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Researcher: Fanny GUIFFO e-mail address: fguiffo@rcs.ac.uk

Supervisor:  Lio Moscardini e-mail address: l.moscardini@rcs.ac.uk

Course Title: Med Learning and Teaching Performing Arts

Module: Final Project

Participant Information Sheet — Students

Title of project and researcher details:

In what ways can Flow related activities help performing art students in Higher education
develop their sense of enjoyment in their daily practice?

Researcher: Fanny GUIFFO

Supervisor: Lio MOSCARDINI

Degree: Med Learning and Teaching Performing Arts

You are being invited to take part in a research about Flow and discovering how Flow
related activities can help performing art students develop their sense of enjoyment in their
daily practice. Flow is the way ‘people describe their state of mind when consciousness is
harmoniously ordered, and they want to pursue whatever they are doing for its own sake’
(Csikszentmihalyi, 2002). A research project is a way to learn more about a specific
area/subiject.

Before you decide to take part, it is important for you to understand why the research is being
done and what it will involve. Please take time to read the information on this page carefully
and discuss it with other students from your class and your teachers if you wish. Please ask if
there is anything that is not clear or if you would like more information. Take time to decide
whether or not you wish to take part.

I hope that this sheet will answer any questions you have about the project.
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Csikszentmihalyi, M. (2002). Flow. 2" ed. London: Rider, p.6.

1. What is the purpose of the study?

The purpose of this study is to explore the impact of Flow related exercises (setting goals,
becoming immersed in the activity, paying attention to what is happening, learning to enjoy
immediate experience) on performing arts students’ daily practice. The objective is to teach
these techniques in a cross-disciplinary learning environment to discover if it helps students
to develop their sense of enjoyment in their daily practice. Thus, this study is centered on the
players and the value they gain from these techniques.

2. Why have | been chosen?

You are being asked to take part because you are a music or drama student (Bachelor) and
your feedback are needed for completing this research.

3. Do | have to take part?

It is up to you to decide whether or not you will take part in this study. If you change your mind
after you have started to take part in the study, you are free to withdraw at any time and | will
not use any information you have provided. There may be no direct benefit to you for taking
part in this study.

4. What will be required of me if | take part?

If you decide to take partin the project you will be asked to complete two short question sheets
about what you think of flow and sense of enjoyment. This will take about 15 minutes and will
be completed online. You can choose to answer all questions, to skip some or not to respond
at all.

You will also be invited to take part in an interview via Zoom. You will be asked to discuss
some questions about your relationship to the state of Flow and how it impacts your daily
practice. This will take about 30 minutes. These interviews will be set few days after the
participants have answered to the questionnaires. Interviews will occur online and be recorded
with the participant’s approval.

Between the 4th and the 25" of March, you will take part in a series of four workshops (one
session per week). The duration of each workshop will be ninety minutes. Each online
workshop will focus on qualities and skills that we want to develop in order to foster a sense
of enjoyment in our daily practice: setting goals, becoming immersed in the activity, paying
attention to what is happening, learning to enjoy immediate experience. You will engage in
Flow-related activities designed to develop these characteristics during the practice. For some
activities, you will collaborate with other participants, coming from various backgrounds
(music, dance, drama, musical theatre). You will be encouraged to share your ideas and
resources in relation to developing a sense of enjoyment in the daily practice. In between the
workshops, participants will be asked to apply the concepts they have been taught during each
previous session and to give their feedback at the beginning of each session.
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If you decide to participate in the workshops, you can decide to withdraw at any moment.

5. Will the information that | give you in this study be kept confidential (private)?

All Digital data coming from the questionnaires will be collected on the 1™ of April 2021 via
email. All data coming from the interviews will be collected on the 8" of April 2021. Data will
be stored locally on the researcher’'s computer and will be password protected in an encrypted
file.

All hard copies will be stored securely.

Data collected and analysed through these methods will be submitted for assessment. It will
be shared with FANNY GUIFFO’s supervisor, LIO MOSCARDINI and project assessors. All
information collected from the question sheets and interviews will be dealt with confidentially
and all students who participate in the project will not be identified. If you participate in the
interview and respond to the questionnaires, your identity will be kept anonymised in the final
presentation. All raw data (before analysis) will only be seen and heard by the researcher and
potentially the supervisor. Data will be stored locally on the researcher’'s computer and will be
password protected in an encrypted file. All hard copies will be stored securely. After the
assessment is successfully completed, all data collected will be deleted. Should the
researcher wish to use these data for any other purposes, your consent will be sought prior to
doing so.

By consenting (see participant consent form), you agree that data gathered may be shared
with the researcher’s supervisor and will be submitted for assessment at the Royal
Conservatoire of Scotland.

6. What will happen to the results of this study?

The information collected will be part of a dissertation as part of a MEd degree. Once the
project is complete, all the data collected will be destroyed. The results might be published in
academic journals and presented during conferences. If this is the case, you will be contacted
for further consent. The identity of the participants will be kept anonymised.

7. What are the benefits of participating in this study?

There might be no direct benefit to you for agreeing to participate.

It is anticipated that you may discover new approaches which may prove useful to them in
terms of developing a sense of enjoyment in your daily practice. Participants will not incur any
costs, nor will they receive any payment for participation in this study.

8. Is there any risk?

Full approval has been sought from and granted by the RCS Research Ethics Committee prior
to any activity occurring. You are unlikely to experience any physical, psychological, or social
risks through taking part in this research study.
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9. Who has reviewed the study?

This study has been reviewed and agreed by the Ethics Committee at the Royal Conservatoire
of Scotland.

10. Who can | contact for further Information?

If you have any questions about this study you can email the researcher Fanny GUIFFO
(fauiffo@rcs.ac.uk) or the supervisor of the study Lio Moscardini (. moscardini@rcs.ac.uk).

IDENTIFICATION OF INVESTIGATORS
If you have any questions or concerns about this research, please contact:

Fanny GUIFFO Lio Moscardini

The Royal Conservatoire of Scotland The Royal Conservatoire of Scotland
100 Renfrew Street or 100 Renfrew Street

Glasgow G2 3DB Glasgow G2 3DB

fguiffo@rcs.ac.uk l.moscardini@rcs.ac.uk

Rights of Research Subject
if you have any concerns about your rights in this study, please contact Lio Moscardini (see
above).

Thank you for reading this information.

*Confidentiality will be respected unless there are justifiable reasons for this to be
broken. If this was the case, we would let you about any decisions that might limit
confidentiality.

Participant Consent Form

Title of Research Study: In what ways can performing arts students in Higher education
develop their sense of enjoyment in their own practice by being introduced to the notions of
flow and autotelic-self in the context of a cross-disciplinary learning environment?

1. | confirm that | have read and understood the Participant Information Sheet for this
research study and have had the opportunity to ask questions.
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2. lunderstand that participation is voluntary and that | am free to withdraw myself and
at any time prior to the research report being submitted to the RCS, without giving a
reason and any data provided will be removed from the study.

3. lunderstand that all data collected will remain confidential and identities will be
anonymised in any documentation produced for submission or shared with
supervisors prior to that point.

4. | understand that there may be no benefit from taking part in the research and that
there will be no financial remuneration for taking part.

5. lunderstand that if | have any additional questions that | can contact the researcher
[Fanny GUIFFO, fguiffo@rcs.ac.uk] or their supervisor [Lio Moscardini,
l.moscardini@rcs.ac.uk]

6. | agree/do not agree to take part in the above study.
Participant Date
Fanny Guiffo___ Researcher 02/02/2021 Date

We take your privacy very seriously. Please find a copy of our Privacy Notice at:
www.rcs.ac.uk/policy/privacy

Appendix IlI

Additional aural explanations for participants

The following statement will be read by the researcher at the beginning of the intervention

“In this intervention, you will be introduced to the notions of Flow and autotelic-self in order
to develop your sense of enjoyment in our daily practice. We will explore a range of exercises, including
concentration techniques, strategies to define a chosen goal, methods to feel immersed in your
everyday art practice. Each workshop will include brainstorming sessions with a peer or the whole
group in order to refine strategies in relation to finding a state of Flow. This approach may very well
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be a new way of working for you. The emphasis throughout will be to establish an atmosphere of trust
and mutual respect so that people feel confident to try new activities. However, should you wish not
to take part or to withdraw from an exercise at any time, that is perfectly acceptable, and no reason
needs to be given. The aim is a positive experience for all participants and personal health and
wellbeing is a priority. Should anything be triggered and you want to discuss further you can be
signposted to various counselling services in RCS.

Be aware that this intervention is a research study and that there is no guarantee that you will gain
anything from this experience. | thank you for giving your time to participate in this research. | am
aware that your time is limited and you can withdraw from the intervention if you want to.”

Royal Conservatoire
of Scotland

Participant Consent Form
Title of Research Study:

1. I confirm that | have read and understood the Participant Information Sheet for this research study
and have had the opportunity to ask questions.

2. | understand that participation is voluntary and that | am free to withdraw myself and at any time
prior to the research report being submitted to the RCS, without giving a reason and any data provided
will be removed from the study.

3. I understand that all data collected will remain confidential and identities will be anonymised in any
documentation produced for submission or shared with supervisors prior to that point.

4. | understand that there may be no benefit from taking part in the research and that there will be no
financial remuneration for taking part.

5. I understand that if | have any additional questions that I can contact the researcher [Fanny
GUIFFO, fguiffo@rcs.ac.uk] or their supervisor [Lio MOSCARDINI/ l.moscardini@rcs.ac.uk]

6. | agree/do not agree to take part in the above study.

Participant/Parent/Guardian Date
(delete as applicable)
Fanny Guiffo Researcher 06/01/2020 Date

We take your privacy very seriously. Please find a copy of our Privacy Notice at:
www.rcs.ac.uk/policy/privacy
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Appendix IV

Questionnaires

Questionnaires will be delivered at the beginning and at the end of the intervention.
They will be introduced with the following text:

Thank you for taking the time to complete this survey/questionnaire. As part of a
research project associated with masters-level study at the Royal Conservatoire of
Scotland, | am seeking responses to explore in what ways students in performing arts
(Bachelor) can develop their sense of enjoyment in their training by using the concept
of flow in their daily practice, with the support of a cross-disciplinary learning
environment. The answers you give here may be referenced in a written submission
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1)

2)

3)

4)

5)

6)

7)

as part of a master-level module. | will be aware of the identity of the participants while
| analyse the responses. In the final presentation, all responses will be kept confidential
and the identity of the participants anonymised. All data will be stored on a password
protected device in an encrypted document. These data will be deleted upon
completion of the module. All questions are voluntary. You may answer as many or as
few questions as you like. If you complete and submit the questionnaire, it will be
assumed that you consent to its use as described above. If you have any questions
about this survey you may contact Fanny Guiffo at fguiffo@rcs.ac.uk.

We take your privacy very seriously. Please find a copy of our Privacy Notice
at: www.rcs.ac.uk/policy/privacy

Content :

What does the state of ‘Flow’ mean to you?

To what extent, if any, do you think you experience a sense of enjoyment in your
daily practice?

Do you remember the last time you experienced enjoyment in your arts
practice? Can you describe the context and feelings?

In what way do you think developing your sense of enjoyment could be important in
your art practice and learning process?

To what extent, if any, do you feel you have strategies to feel more enjoyment in your
daily practice?

Can you say briefly what these techniques are?

To what extent, if any, do you think working alongside people from other disciplines
can have a positive impact as you try to develop a sense of enjoyment in your daily
practice?
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8) What other benefits do you think might result from being able to develop your sense
of enjoyment in you daily practice?

Thank you for taking part to this survey.

Appendix V

Interview

Thank you for taking the time to take part in the interview today. The purpose of this
interview is to explore the impact of applying Flow methods to develop a sense of enjoyment
in your daily practice, with the support of a cross-disciplinary learning environment. Your
responses will be used as part of my research project. | will do everything | can to ensure
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anonymity and confidentiality. If | quote this interview in my written submission, | will replace
your name with a pseudonym. | will only use this interview materials for my project. If | want
to make any other use of this material, | will seek your consent before doing so. The digital
files from the recording of the interview transcript documents will be stored securely and will
be password protected and encrypted. Notes will be stored securely. Once | have successfully
completed the module, | will delete all data gathered in relation to this research.

In the interview that follows, you should feel free to say whatever you like. You are also free
to decline to answer any question and you do not need a reason to do so.

Before we start, do | have your consent to conduct this interview under the terms | described
above?

You are free to withdraw consent at any time.

Do I have your consent to conduct and record this interview?

Content:

¢ What was your experience of this project like? What did you think of the activities?

e In case you feel any positive change, which of all the activities were most effective in
helping you to develop your sense of enjoyment in your daily practice? Why?

¢ In case you felt any constriction during the workshops, which of all the activities were
least effective in helping you to find a sense of enjoyment in your daily practice?
Why?

¢ Was there anything about the workshops that you found challenging and if so, can
you tell more about it?
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e In case you wish to use these activities in the future, which ones would you use and
in which circumstances?

e What would be the biggest obstacles to using these activities and methods?

e Are there any further comments which you would like to add? Unexpected
results/impacts?

Thank you for taking part

Appendix VI

Performing art students in Bachelor will receive the following email:

As part of my academic research on the Master in Teaching and Learning here at RCS, | am
exploring ways to help students in performing arts (musicians; dancers; actors, including
musical theatre) to develop their sense of enjoyment in their daily practice, by using the
concept of Flow. As a violinist myself, | am aware that my own training did not adequately
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support this aspect of playing and it is an area | have long been interested in. | will be
running four online workshop sessions (dates below) focusing on setting goals, getting
immersed in the daily practice, developing our attention and learning how to enjoy immediate
experience in the context of our daily practice. My focus throughout will be to build trust,
respect and enjoyment as we will work and share ideas in a cross-disciplinary context. Does
this sound like something that could be useful to you? If so, | would be delighted if you
would consider taking part.

If you do take part, | guarantee that all information collected from different sources will be
dealt with confidentially and all students who participate in the project will not be identified.
This research is supported by Ali De Souza and Sam Ellis.

Location: Online sessions.

Dates:

4" of March. 6.30pm-8pm
11" of March. 6.30pm-8pm
18" of March. 6.30pm-8pm
25™ of March. 6.30pm-8pm

Please, contact me if you need any further information: fguiffo@rcs.ac.uk.

Thank you for reading,

Fanny Guiffo

Appendix VII

Emails by the Heads of departments/Associates Head of departments

Sam Ellis
Associate Head of BMus
Dim 24/01/2021 14:31

Hi Fanny,
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These dates look fine to me, and | think your cohort selection is a good one. Just let me know when
you receive approval, and I'll send the recruitment email right away.

All best,

Sam

Ali de Souza
Associate Head of Acting

Lun 11/01/2021 17:50

Dear Fanny

Of course — it sounds very exciting.

Please do pass on the email and | will distribute it to my students.
| hope everything is well with you.

All the best

Ali

Appendix VI

Lesson Plan

Lesson Plan: Online Workshops
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Additional oral explanations for participants (at the beginning of each lesson):

“In this project, we will explore different ways to develop our sense of enjoyment in our daily
practice, in relation to the concept of flow. The intervention is based essentially on sharing
ideas and trying new problem-solving strategies. This approach may very well be a new way
of working for you. The emphasis throughout will be to establish an atmosphere of trust and
mutual respect so that people feel confident to try new activities. However, should you wish
not to take part or to withdraw from an exercise at any time, that is perfectly acceptable, and
no reason needs to be given. The aim is a positive experience for all participants and
personal health and wellbeing is a priority.

Be aware that this intervention is a research and that there is no guarantee that you will gain
anything from this experience. | thank you for giving your time to participate in this research.
| am aware that your time is limited and you can withdraw from the intervention if you want
to.”

4+ Workshop 1: Setting Goals, Boredom and Anxiety.

+» Ice breaker exercise: Funny Faces (5min)

Participants come close to their camera. Based on a count from one to three, they make
funny faces. The fifth time, they say the first sentence that comes to their mind.

+* Presentation- Power Point (10 minutes)

e Definition of the concept of flow and autotelic self, presentation of the
four characteristics.

e Explanations: what are the objectives of engaging into a cross-disciplinary
learning during this exploration.

‘Flow’ is the way people describe their state of mind when consciousness is harmoniously
ordered, and they want to pursue whatever they are doing for its own sake”
(Csikszentmihalyi, Flow, p.6).

< Exercise: Funny goals level 1 (30 minutes)
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e Presentation:
Students choose between different ‘funny’ goals which are presented. They choose a goal
they WANT to achieve, in relation to their art practice:

Examples:

-Play of an instrument/sing/rehearse a text/dance on one foot

-Rehearse a text skipping every two

words (eg. Two roads diverged in a yellow wood). For musician, replace every

two measures by a pause. For dancers, alternate sequences of movement and stillness as
you rehearse a choreography: the duration for a movement slot equals the duration for the
stillness slot.

-Play of an instrument/sing / dance as well as reading a book.

- Play of an instrument/sing/rehearse a text/dance laying down on the floor.

- Play of an instrument/sing/rehearse a text/dance and speak about your day at the same
time (if you rehearse a text, include some moments to talk about your day).

- Play of an instrument/sing/rehearse a text/dance

-etc...

= Practice time.

-Feedback
‘Why did you choose these goals? How did you feel during the practice (bored, anxious?)
What did you pay attention to? What was challenging? How did you overcome these
challenges?’

e Explanations about choosing a goal:
Balance between challenges and skills, presentation of the Flow Chart
Decreasing the level of anxiety by breaking the big goal into smaller goals.
Being aware of your feelings (boredom, anxiety, enjoyment).

¢ Exercise: Funny goals level two
Group discussion: 10 minutes

-‘If during the first exercise, you experienced boredom: how can you increase the
level of challenges? e.g: Being more demanding on the quality of the performance’.

-‘If during the first exercise, you experienced anxiety: how can you simplify the task
to achieve a sub-goal in relation to the big goal?’

-Participants expose their situation, group participation
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0

Participants try a new way of practicing, based on the ideas formulated by the group
and their own thinking process. (15 minutes).

-Feedback: 5 minutes

Exercise: Reflecting on goals

‘Remember a method/technique that you’ve learnt recently in your music/drama
class. When you tried it, did you feel bored/anxious?

How would you approach this technique now?’

Writing, reflecting on the question: 10minutes.

Group discussion: 15 minutes.

+ Workshop 2: Becoming Immersed in the Activity

Secret Leader, Warm-up exercise (10 minutes)

One participant -the leader- will be moving/gesturing and the group will be ‘mirroring’ their
action. One participant -the detective- is sent out of the space while the leader is chosen.
With the leader moving and the group mirroring, the detective is called and try to identify
the leader.

Presentation- Power Point (5- 10 minutes)

-The role of feedback as you engage in your practice.

- Important: paying attention to boredom and anxiety is a way to get feedback on

your journey to achieve a goal.

To become immersed in the activity, ‘one must learn to balance the opportunities for
actions with the skills one possesses’ (...) ‘The concentration is usually possible because the
task undertaken has clear goals and provides immediate feedback’.
(Csikszentmihalyi, 2002, p.210, 49).
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R/
L X4

Group Discussion: Getting immediate feedback (15 minutes)
Question: ‘What type of feedback do you use in your daily practice?’

-Feedback from an external observer (friend/peer/teacher, etc...)
-Senses (what you see, hear, feel...)
-Emotions (happy, excited, frustrated, anxious, bored...)

Question: ‘What items/device can help you to gather more feedback during your
daily practice?’

-Mirror, recorder, camera, comparing with videos/recording of experts...
Exercise: Setting goals, getting feedback (30 minutes)

Questions:

-What challenge do you currently face with your text/piece in your daily practice?
Try to be as specific as possible. How did you try to overcome this challenge? Which
feedback strategy did you use as you take actions to solve the problem?

-Think NEW: what other feedback strategies could you use?

Practice time:

The teacher asks the participants to explore different ways of getting feedback so
they can assess their progression and achieve their goals. They adapt their practice
based on the immediate feedback they receive. They redefine the goal if necessary
(if it’s too big or too simple). They try to include new ways of getting feedback (e.g
using your peers’ strategy).

Group Discussion/Feedback (20 minutes)

Participants are asked to describe what was their experience during the previous
practice: ‘what was challenging, what feedback strategy did you use, did you achieve
your goal, how did you feel during the practice time?’ The other participants can give
support and express their point of view on the situation.

-Summary of the challenging situation and the goal you chose.

-Summary of the feedback strategies
-Summary of the impacts
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+ Workshop 3: Paying attention to what is happening

The Rolling Ball, Warm-up exercise (10 minutes)

o
A5

= The participants stand, eyes closed. The facilitator leads the visualisation: an
imaginary ball
rolls from the feet to the top of the head.

= “Focus on your feet. A ball rolls on the plant of your feet and lead your body weight
(shift
forward, shift backward, shift from side to side). The ball rolls=>
-To the knees
-To the hips
-To the spine
-To the shoulders
-To the neck
-To the head
-To the ceiling.
At each stage, the facilitator asks the participants to question their physical
sensations. (Do they
feel tensions? Relaxed? How is their breath?)

= Open your eyes and pay attention to your environment as if it was the first time you
look at it.

e Presentation- Power Point (5- 10 minutes)

-The benefits of developing awareness and attention

‘Having an autotelic self implies the ability to sustain involvement’.
(Csikszentmihalyi, 2002, p.211).

*

< Exercise: Just a minute (5-10 minutes)

Participants pay attention to the time passing as they have to assess when a minute passes
without watching the clock. They listen to the following instructions:
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7
L X4

Find a space and focus on a blind spot.
Estimate when one minute has passed.
Raise your hand when you think one minute has passed.

-Feedback (5 minutes)

Exercise: Just a minute... or two (5-10 minutes)

Participants do the same exercise, closing their eyes and extending the goal to two
minutes.

-Feedback (5minutes)

Discussion: Temptations and distractions (15 minutes).

Participants are invited to share their experience of getting distracted while practicing. They
can share strategies that help them face this challenge.

7
A X4

Exercise: Practice Time and Concentration (35 minutes)

Participants are asked to work on a challenge that they encounter with a text or a
piece. They choose a specific goal to take up this challenge and the type of feedback
they will use to assess their learning journey.

Practice. (10 minutes)

The participants practice a concentration exercise, might be the rolling ball exercise
from the beginning. (5 minutes)

Participants re-engage in their practice with their text or piece of music.

Practice time. (10 minutes)

Feedback (10 minutes)

+ Workshop 4: Learning to enjoying immediate experience
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o
A5

Warm-up Exercise: ‘8 Counts Shake’ (5 minutes)

Series of shaking different parts of the body (arms, legs) while counting up to eight.
Then, the count is reduced to seven, six, five, et caetera.

-Feedback about daily practice (5 minutes).

‘Any question about the activities or notions explored so far?’ ‘Any comment,
reflection on your daily practice?’

e Presentation- Power Point (5- 10 minutes)
-Explanations about finding enjoyment despite challenging situations

-Correlation between a sense of enjoyment and a sense of control

‘Being in control of the mind means that literally anything that happens can be a
source of joy’.
(Csikszentmihalyi, 2002, p.213).

+»+ Exercise: The Inner Room exercise, visualizations (30 minutes)

Part 1 (10 minutes)

Participants walk in the room while the teacher lead the exercise.
= Focus on the breath
= Physical sensations
= The environment (temperature, wall, objects in the room).

Then, participants are asked to pay attention to one particular object, imagining holding
it and finally taking the object.

Part 2 (10 minutes)

= Participants sit down and close their eyes. They visualize the room as it was, focusing
on details and sensations. e.g ‘How was the floor under your feet?’

= Participants are asked to visualize some positive changes in the room.
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-Feedback (10 minutes)

‘What was your experience of this visualization exercise like? *

Explanations (5 minutes).
-Learning to enjoy immediate experience,
-leading your attention to small things that you enjoy
-Feeling free to change things so you can feel more satisfaction
Exercise: Share Your Moment (15minutes)
Participants share their experience in a conversational space.
- ‘Tell us about a time you have experienced a sense of:
wonder, satisfaction and/or enjoyment? It can be in relation to your Art practice or

not’.

‘What did you learn from this moment? What did you discover about
yourself?’

Exercise: Design a Map, Follow the Map (30 minutes)

The teacher gives the following instructions: ‘Choose a comfortable position and
imagine yourself practicing (challenges, goals, feedback strategies, outcomes).
Imagine the sensations and feelings. Imagine that you succeed in achieving this goal.’

Visualization process (10 minutes).

Practice time: the participants practice following the road that they have imagined
(10minutes).

-Feedback (10 minutes)
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Assessment Feedback Template

Student Name: Fanny Guiffo

Learning Outcomes Assessment Criteria Assignment

96




LO1

LO2

Use evidence
informed learning,
teaching and
assessment
approaches to
design and
develop a module
descriptor and
supporting
rationale that fulfils
key established
learning needs
and professional
development
priorities

Critically appraise
and engage with
appropriate
dissemination
strategies for the
enquiry

A module descriptor with rationale that evidences:

A critical understanding of evidence informed
learning, teaching and assessment methods and
research applied within the design of the module
descriptor

Use of evidence-based research and literature to
critically evaluate your teaching and assessment
practice and identify key learning needs

An evidence-based critical understanding of your
professional practice priorities

Evidence of the ability to produce academic
documentation appropriate to SCQF level 11
Evidence of dissemination strategy/strategies
appropriate to your enquiry and engagement with
a wider educational audience.

ePortfolio -

Module Descriptor
with Rationale

LO3 By the end of the A literature review that evidences: Literature Review
module, | will be
able to demonstrate e Reading and critical analysis of current ideas,
a critical debates and issues using evidence-informed
understanding of the literature and viewpoints relevant to the research
concept of Flow subject.
theorized, by M.
Csikszentmihalyi in e Skills of curiosity and critical evaluation in
relation to music understanding and imagining the implications of
and drama higher a Flow related pedagogy for drama and music
education. students, with the support of existing theories.
LO4

By the end of the module,

| will be able to show
evidence of critical
application of Flow by

Evaluative report with methodology that evidences:

e Skills of creativity in designing a relevant
methodology in relation to the research
subject, and critical approach to preparing the

Evaluative report
with methodology
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designing, planning, intervention and feedback strategy based on

delivering and assessing findings from the literature and primary data.
relevant learning N _ _
methods for music and e Critical  self-evaluation  and in-depth
drama bachelor students. understanding of the pedagogical intervention

in relation to the literature around Flow and
Well-being.

Reflection on submission(s) in relation to assessment criteria:

Assessment 1

| demonstrated a critical understanding of the current issues inherent to my teaching practice by
constructing a rationale and a module descriptor in alignment with my research project. |
demonstrated an evidence-based critical understanding of my professional practice priorities by
reflecting on the existing literature. | engaged in a robust investigation as | based my research on on
SCQF level 11 documentations. Moreover, | designed a dissemination strategy appropriate to my
research as the findings might have an impact of a specific audience. The module descriptor
identifies key-learning needs.

Gap: The module descriptor that | partially designed could have been more detailed.

Assessment 2

| demonstrated a critical analysis and reading of the current, ideas, debates and issues by using
evidence-informed literature and viewpoints relevant to the concept of Flow and Well-being. My
research was based on a wide variety of articles that offer different perspectives on the research
subject. Exploring well-being in the context of general education and performing arts studies gave
me a broader knowledge on my own teaching practice.This stage of my research allowed me to have
a better understanding of Flow and the notion of enjoyment in the context of my own artistic practice.
Gap: | could have used more visual documentations (online videos) to support my critical analysis.
| could have gone further by interrogating even more the notions of solo and group Flow. | could have
investigated more on the notion of sense of enjoyment by reflecting on theories that suggest that
there is different types of enjoyment.

Assessment 3

| demonstrated a critical self-evaluation and in-depth understanding of the pedagogical intervention
by elaborating an evaluative report and methodology supported by the existing literature. | exerced
and demonstrated my creativity by delivering a Flow related approach to teaching as evidenced in
the evaluative report. | critically analysed the intervention, by analysing and synthetizing the findings
and encouraging further investigations on the research subject.This stage of my research gave me
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the opportunity to develop my creativity and to improve my teaching practice by learning more about
Well-being.

Gap: | could have given more details about the choice of the flow-related exercises in relation to the
literature.

Date: 27/06/2021
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