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[bookmark: _Toc229557367]Component 1: Project Portfolio
1.1 [bookmark: _Toc229557368]Introduction
My studies have led me to a better understanding of the neuroscience of the voice, and the way we learn. Two aspects with potential impact on my teaching practice are the role of gesture (Nafisi, 2013; Chakraborty and Jarvis, 2015; Belyk and Brown, 2017; Straube et al., 2018; Moss Erickson, 2022), and the importance of playfulness in learning (Moss Erickson, 2022a, 2022b, 2023). 

I am interested in British Sign Language (BSL) signed singing and have observed positive effects on my own singing and in the sound of my choir. Through a better understanding of the interconnectedness of gesture and vocal learning in neuroscience (Chakraborty and Jarvis, 2015; Belyk and Brown, 2017; Straube et al., 2018; Moss Erickson, 2022a; 2022b; 2023) I hope to implement the use of gesture in a more informed and considered way. 

We learn to speak using a complex, specialised feedback system as vocal learners (Jarvis, 2019; Belyk and Brown, 2017; Moss Erickson, 2022a, 2022b, 2023; Chen et al., 2024). Human vocal learners use imitation to build the constituent elements, or phonemes, from which we synthesise speech. As infants, we learn to speak through a mentor using playful exploration of a shared environment (Stoke, 1981; Golinkoff et al., 2015). I see playfulness as creating a learning environment fostering curiosity, exploration, acceptance of mistakes to enable growth, and enjoyment. Some of these elements have been integrated into successful systems of teaching music, such as Kodaly, Suzuki and Orff methodologies (Bowyer, 2015; Jiang, 2025; Mattingly, 2025). 


[bookmark: _Toc229557369]1.2	Planned Programme of Study
I work with community choirs, private singing students and musicianship classes, with ages ranging from early primary to those with dementia, which generates a range of challenges. My formative musical experiences have been in church choirs and classical groups, with a strong interest in a capella harmony of all kinds. My teaching methodology has grown through working in the National Youth Choir of Scotland (NYCOS), which provides training in teaching musicianship through Kodaly principles (Bowyer, 2015; Mattingly, 2025).

My theoretical influences include the work of Erickson (2022a; 2022b; 2023), She advocates the use of playful, varied practice to increase the amount of data the brain can use to optimise our singing, as well as using gesture to reinforce breathing, timing and pitch, or to distract from self-criticism. 

A playful mindset that explores with curiosity and freedom to make mistakes is the hallmark of the way we learn to speak (Matychuk, 2005; Golinkoff et al., 2015). Recent studies have shown that gesture plays a vital role in speech development (Iverson et al., 1999; Gogate, Bahrick and Watson, 2000; O’Neill et all, 2005). I believe this model of learning has applications in teaching music, using gesture and playfulness to create a positive learning environment.

I will look at current best practice in the classroom, highlighting examples of the use of playfulness to optimise teaching and learning in a variety of settings (Alcock, Cullen and St George, 2008; Epstein, Elefant and Thompson, 2020; Hogle, 2021; Jiang, 2025). There is evidence that gesture can benefit learners in a variety of environments, including singing, second language learning and mathematics (Gullberg, 2006; Gullberg and McCafferty, 2008; Nafisi, 2013; Novack et al., 2014; Goldin-Meadow, 2018; Kilpatrick, 2020; Wang et al., 2023).

The timescales for this assignment are documented in the attached Gantt chart (Appendix 1). Because I will be following an iterative approach (Kolb and Kolb, 2018) the processes of research and analysis extend through most of the project timeline.

There are important ethical considerations in working as a practitioner researcher. Changes to the way we work will impact on our learners, so it is hugely important to evaluate how any changes might affect singers vocally, physiologically and in terms of their confidence as singers. Erickson (2022a) refers to songbirds learning by imitation, and in a similar way we often begin teaching by copying the methods our teachers used. Over time we refine and personalise our teaching style through research and experience, adopting methods that make sense to us and that we find most effective, in an iterative process analogous to Kolb’s reflective cycle (Kolb and Kolb, 2018). The lessons we take will be informed by our personal framework, which in my case is influenced by Kodaly principles (Bowyer, 2015; Mattingly, 2025) because of my musicianship training through NYCOS. 

My aim in this module is to reflect on new ideas I have discovered over the course of previous modules and develop ways to apply my learning to my practice. 

My objectives are as follows:
· Identify challenges within each aspect of my practice 
· Reflect on whether I can apply principles of gesture or playfulness to each challenge
· Select a specific challenge and create an artefact that will address the challenge using these principles
· Reflect on the likely success of this artefact, compared with what I might have done previously

My learning outcomes will be:
· I will have a clear picture of ways to implement what I have learned about the neuroscience of the voice in my practice
· I will have a better understanding of how my teaching style fits into the current understanding of good teaching practice
· I will have an artefact that I can implement in one aspect of my work
· A critical analysis of the potential impact of my artefact
During Component 2 I will be actively reflecting on my ideas and my artefact and measuring them against the current picture of good teaching practice, following Kolb’s Cycle (Kolb and Kolb, 2018). Assessing my artefact, I will look at whether it is clear and easy to use, whether it is likely to be useful in my teaching practice and the effect it will have on the learner. I will also evaluate my artefact against the concepts of neuroscience-inspired playfulness and gesture (Erickson, 2022a; Erickson, 2022b; Erickson, 2023).


[bookmark: _Toc229557370]1.3	Methodology 
As a practitioner researcher, I will approach this study from my own frame of reference. My paradigm is pragmatic (Pretorius, 2024) and I will inevitably bring my own preferences and beliefs to this work, shaped by my experiences as a teacher, musical director and choral singer. 

The creation of an artefact involves finding the intersection of theory with practice. I will follow Kolb’s experiential learning cycle (Kolb and Kolb, 2018) beginning by reflecting on different facets of my professional practice through the lens of what I have learnt through the course of my studies about the way we learn, and particularly the way we learn to speak and sing. I will look at challenges thrown up in different areas of my practice and reflect on how I might apply the specific ideas of gesture and playfulness. I will select a specific challenge that can be addressed in a meaningful way by the application of these ideas and develop an artefact that embodies them to address this challenge.

[image: ] 
[bookmark: _Toc229557503]Figure 1: The motivating dialectic poles of the learning cycle (Kolb and Kolb, 2018)

The broad outline of this assignment will follow Kolb’s experiential learning cycle (Figure 1) as I observe my own practice, reflect on what I have experienced against what I have learnt, analyse my teaching with the intention of improving my practice, and plan to implement change. I will reflect on different facets of my professional practice through the lens of what I have learnt through the course of my studies about the way we learn, and particularly the way we learn to speak and sing. I will look at challenges thrown up in different areas of my practice and reflect on how I might apply the specific ideas of gesture and playfulness. I will select a specific challenge that can be addressed in a meaningful way by the application of these ideas and develop an artefact that embodies them to address this challenge.

The review section will follow the pattern of Nelson’s taxonomy, “know that, know how, know what” (Nelson, 2013). In the first section, “Know that”, I will examine the theory behind the ideas of playfulness and gesture, linking these with current best practice in teaching. In the second, “Know how” I will discuss the application of these ideas embodied in an artefact that is intended to address a particular challenge within my practice. The third, “Know what” will reflect on the potential effectiveness of this artefact. 

I will conduct a critical review of my progress through this assignment, again following Kolb’s experiential learning cycle (Kolb and Kolb, 2018). The focus of this critical review will be my own progress through this assignment. The first two phases of this review (Kolb and Kolb, 2018) will be retrospective. I will observe and describe the development of my artefact through iterations of refining the challenges within different aspects of my practice. I will reflect on what goes well, the issues I encounter and how my perspective develops. The second two phases (Kolb and Kolb, 2018) will look forward to intended impact of the artefact in practice and how I will assess its effectiveness.

I will keep a reflective journal to document my thoughts and decision-making processes at each stage of the process.

My literature search will begin with authors and articles I have explored in previous assignments concerning gesture and the neuroscience of the voice, because they discuss concepts that I hope to employ in my practice, both through a deeper understanding of how and why their ideas are effective, and through actual changes to the way I teach. I will use a snowball technique of pursuing cited articles to deepen my understanding.

Throughout this process, I will be making choices that reflect my own preferences, my personal teaching style, my experiences and the priorities created by my personal paradigm (Brown and Dueñas, 2019). The topics I have chosen, gesture and playfulness, are those that resonate with my paradigm and which I believe to be a good fit with my style of teaching. 


[bookmark: _Toc229557371]Component 2: Project Report: Critical Review of Artefact
[bookmark: _Toc229557372]2.1	Introduction
As a practitioner researcher, my position is framed by my beliefs, experiences and philosophical framework. The values of community and well-being are very important to me. I lead adult and children’s community choirs and a dementia-friendly singing group, and many of my students are choir members. My work for NYCOS includes outreach to primary children across the local area and I value this inclusivity. Kodaly’s philosophy was that everyone should have access to quality singing and music (Benedict, 2009; Bowyer, 2015; Jiang, 2025, KodalyHub, 2024; Mattingly, 2025), which aligns with my approach.

I reflected on ways to improve my teaching practice using playfulness and gesture as teaching tools. By looking at the challenges in each aspect of my teaching, I came up with a variety of potential artefacts. A list of challenges in my private teaching can be found in the table in Appendix 2, and challenges within group settings in Appendix 3.

Many of these challenges lend themselves to changes to my teaching based on what I have learnt about the neuroscience of the voice (Erickson, 2022a, Erickson, 2022b; Erickson, 2023). Because I saw many of these principles reflected in Kodaly methodology (Mattingly, 2025), I chose to address the challenge of encouraging students to apply this theory to their sight singing in choir (Geoghegan and Bell, 2008; Geoghegan and Bell, 2011a; Geoghegan and Bell, 2011b). My artefact (Appendix 5) is a series of games and exercises exploring the tonic triad, first by sound, then using solfege hand signs and the “hand stave”, and thirdly on the page. My aim is to help them recognise this pattern in context when sight-reading. 


[bookmark: _Toc229557373]2.2	Review
[bookmark: _Toc229557374]2.2.1	Know That…
I have always aimed to make my studio and my choirs a safe place where people can enjoy developing their singing skills in a non-judgemental and inclusive environment. For this reason, I was drawn to the ideas of Erickson (2022a, 2022b, 2023) encouraging singers to play and experiment to give the processing part of their brain more feedback.

Since discovering a passion for signed singing during lockdown, I have been experimenting with teaching signed songs across my practice. This has been a fascinating voyage of discovery of the benefits, the cognitive challenges and the unexpected joys of signed song. I have gained a new appreciation of the multi-faceted ways we experience music. This has led me to look at the role of gesture in speech, song and learning. Gesture has been shown to assist learning in various ways (Kendon, 1997; Iverson et al., 1999; Gogate, Bahrick and Watson, 2000; O’Neill et al., 2005; Gullberg and McCafferty, 2008; Clough and Hilverman, 2018; Goldin-Meadow, 2018; Hoetjes and van Maastricht, 2020).

This section examines the idea of playful learning and gesture, physiological reasons why they are important and their place in current teaching practice, generally and within music teaching.

Language is not something we are born with, but that we learn over the first few years of our lives. We acquire language by mimicking our parents, and through joint exploration of our environment (Stoke, 1981; Matychuk, 2005; Golinkoff et al., 2015; Bunzeck and Diessel, 2025). A parent modifies both their language and their gestures to match the learning stage of the child so that their language progresses (Iverson et al., 1999; Gogate, Bahrick and Watson, 2000; O’Neill et al., 2005). As an example, Gogate, Bahrick and Watson (2000) compared the language and gestures used by mothers across different aged toddlers, indicating an object and naming it synchronously for very young infants, but referring to unseen objects once the child could make this connection. I feel this dynamic relationship between mentor and learner forms a strong model for engaged and constructive learning.

The way we learn as infants is reflected in current best practice in teaching. Since Dewey (1986) proposed an heuristic method of teaching, where learning occurs through discovery, rather than simply by instruction as in the traditional didactic approach, the emphasis has been on learner-centred teaching. As Kolb and Kolb (2018) discussed, as well as four stages of experiential learning, there are different learning styles, so we should create opportunities for those who learn by discovery, reflection, theorising and action. Hramiak and Hudson (2013) discussed the advantages of a discovery-based approach, such as giving the learner agency, motivation and encouraging creative problem-solving, while the disadvantages include a potential for confusion, neglect of underlying principles and challenging classroom management. Allowing discovery within a scaffolded framework should mitigate some of these disadvantages and cater for a range of learning styles.

An article on using music with children (Epstein, Elefant and Thompson, 2020, p. 85) with high-functioning autism introduced me to the concept of attunement. The authors noticed that therapists engage with these children in a playful way and allow musical interactions to start with the child’s focus of attention, using this as the starting point for learning and development. My definition of playfulness mirrors this concept of finding common ground and shared attention to foster curiosity and exploration.

Alcock, Cullen and St George (2008) discussed the way young children use playfulness with words to develop social interactions, experimenting with gestures, rhymes and rhythms, and mixing reality and imagination. They discussed Vygotsky’s view of these modes of communication combining to provide sense and meaning, something that underlies much of our communication. I believe that playfulness should include a freedom to try new things without fear of making mistakes to create an ideal learning environment.

Vygotsky’s theory of a zone of proximal development (Hedegaard, 1990; Kultti, 2013) similarly discussed the idea of the boundary between the known and the unknown as a prime state for learning, where we can explore new ideas that are not too far removed from what we already know. Scaffolding new learning with what we already know exemplifies this approach, as I hope to do by reintroducing the tonic triad pattern with small additions of complexity at each stage.

Kodaly’s philosophy (Bowyer, 2015; KodalyHub, 2024; Mattingly, 2025) centred on experiencing the concepts of music through singing prior to naming them and making them abstract, very much along the lines of the discovery phase of Kolb’s cycle (Kolb and Kolb, 2018). This embodied the ideas of playfulness and discovery through exploration. The first portion of the artefact is an information sheet for teachers explaining this philosophy (Appendix 5.1). The lessons in my artefact always begin and end with singing and hearing the tonic triad, using the framework appropriate to that level of learning. 

The work of Belyk and Brown (2017), Jarvis (2019) and Erickson (2022a, 2022b, 2023) on humans as vocal learners helped me to understand the brain as the control centre of the human voice, as a complex and nuanced driver of speech and song, with a delicate feedback system at its heart. Jarvis (2019) described the process of vocal learning beginning with listening to an adult mentor and fine-tuning vocal production using an internal feedback system between two areas of the brain to reproduce that sound, not only in humans, but also in other vocal learners such as songbirds and whales. This matches the process of language acquisition described by language researchers (Stoke, 1981; Matychuk, 2005; Golinkoff et al., 2015; Bunzeck and Diessel, 2025).

As Jarvis (2019) and Erickson (2022a, 2022b, 2023) describe, the laryngeal motor cortices of the human brain control all aspects of vocal production: the larynx, the articulators and the breathing apparatus, unlike other motor control areas which control a specific part of the body. Understanding the complexity of the vocal production system (Belyk and Brown, 2017; Jarvis, 2019; Erickson, 2022a; Erickson, 2022; Erickson, 2023) which involves very rapid adjustments of over 120 muscles has implications for the way we teach singing. Traditionally, teachers of singing concentrate on the mechanics of breathing, vowel formation and resonance, while in practice we cannot hope to micromanage the nuances of sound formation from moment to moment and from person to person (Erickson, 2022a, 2022b, 2023). As a nuanced feedback system, we can assist the brain in this fine-tuning process by providing more varied input data (Erickson, 2022a; Erickson, 2022b; Erickson, 2023) for example by singing a passage in short sections, at different tempos and dynamics, or with different emotional intention. Creating a safe environment for playful, explorative learning will, I believe, foster conditions for this kind of experimentation.

Gesture is closely aligned with the vocal learning system (Chakraborty and Jarvis, 2015; Straube et al., 2018; Erickson, 2022a; Erickson, 2022b; Erickson, 2023). This corroborates the use of child-directed gesture in speech acquisition (Iverson et al., 1999; Gogate, Bahrick and Watson, 2000; O’Neill et al., 2005). The use of gesture in second language acquisition has been shown to assist learning (Gullberg and McCafferty, 2008; Hoetjes and van Maastricht, 2020; Wang et al., 2023). Mathematics teachers who use gesture convey concepts more effectively (Novack et al., 2014; Goldin-Meadow, 2018; Wakefield et al., 2018). These authors discussed the close relationship between gesture and learning, citing examples where a new concept is demonstrated in gesture before the learner articulates it verbally.

Nafisi (2013) investigated the use of gesture across different singing studios. She noted that while a very small number of singing teachers did not use gesture, gesture was employed by most teachers to reinforce good technique such as phrasing and tone, to focus attention on rhythm and timing, and to create a visible representation of something invisible. This use of gesture as a physical metaphor resonates with Brown’s work (2023) on metaphor which emphasised the subjective nature of the experience of singing. She advocated allowing the student to construct their own metaphors to describe their somatic experience of singing, and I believe student-generated gestures can work in the same way. 

Using hand signs and the hand stave to represent notes allows children to learn aurally, visually and kinaesthetically, embodying the relationship between the notes in the pattern. My artefact explains to the teacher (Appendix 5.1) that at every level the tonic triads should be sung using these gestures. Revisiting the same concept in similar ways as the child progresses through increasing levels of complexity (Geoghegan and Bell, 2008; Geoghegan and Bell, 2011a; Geoghegan and Bell, 2011b) should cement the pattern aurally, visually and physically in long term memory.

An article on the difficulties of implementing learner-centred education while teaching English as a foreign language in Asian countries described the frustration of teachers expected to teach this way (Phan, 2014). The directive to centre teaching on the student led teachers to feel their authority as teachers had been undermined, and that they had been “colonised” and “disempowered” by a concept that did not mesh with their experience of Western education (Phan, 2014, p. 396). I find this a misrepresentation of learner-centred education: teaching through creating opportunities to experiment and explore implies structuring and scaffolding by the teacher. To me the role of the learner-centred or facilitator teacher should be to create a very specific experience that allows the learner to move towards a better understanding, so should empower both teacher and learner. 

At the other extreme, Benedict (2009) discussed the danger of the method and measurement of learning replacing the underlying philosophy of Kodaly, which was to enable self-expression and creativity. If the method becomes too prescriptive, she argued, both learner and teacher can become alienated from the joy and passion of the music. Looking at her own teaching practice through the lens of Marxism (Benedict, 2009) she discussed the way that even philosophies such as those of Kodaly and Orff, which champion learning through self-expression and improvisation, can fall prey to becoming commodities when the method supersedes the importance of the music making. In the desire to achieve a particular standard of excellence, she argued, both teacher and student can be coerced into prioritising compliance and discipline over meaningful music making. This is a reminder, I believe, that our teaching should never become complacent, but should constantly interrogate whether our students are experiencing music in personal and significant ways.
Levitin (2024, p. 234) expressed a similar concern, stating that many music students are steered “toward getting the notes right to such a degree that students are neither taught nor encouraged to play those notes expressively”. Assessment is a necessary part of education, but we should be looking for ways to measure growth and development that do not stifle expression and exploration.

How do we balance the aspiration to provide the highest possible quality of music, as Kodaly intended (Bowyer, 2015), with the need to provide accessible musical experiences? Cheng (2021) expressed similar concerns about the effects of competition and a pressure to excel on our learning environment. Just as Benedict (2009) described the danger of the use of a method turning music education into a commodity, where we need to guard against valuing the method over the music, Cheng (2021) described the potential disadvantages of a system where there is always pressure to succeed, which benefits primarily the most capable students. Cheng suggested that collaboration is a better model than competition for developing excellence, allowing us to help every student develop. While Cheng was writing in the context of mathematics, there may be similar pressure to prove the efficacy of our music teaching to the detriment of students. As teachers I feel it is our responsibility to reflect critically on whether we are prioritising the experience of every child we teach. 

A study by Kultti (2013) described learning through a mix of singing, gesture and playfulness in a kindergarten environment where children came from multiple language groups. She described children at play using the words from a song they had learnt together to narrate the actions of their free play, demonstrating how this learning gave them a common ground for communication. This type of gentle, attentive scaffolding is exactly the learning environment I would hope to create.


[bookmark: _Toc229557375]2.2.2	Know How…

Following Kolb’s cycle (Kolb and Kolb, 2018), my first step was to reflect on my experience and what I have learnt through learning about the neuroscience of the voice and the importance of gesture in learning. I created a table for individual students in my practice (Appendix 2) and one for groups (Appendix 3). I listed various instances and the specific challenges I perceive for each and then looked different approaches using playfulness and gesture.

My next step was to select one of these potential solutions for development as an artefact for this assignment. From the individual students, the most suitable solution was to create a resource to encourage students to explore different affective intention in a song. This was a relatively simple resource to create, and one which I will need to test and refine with use over time – a rough draft is provided in Appendix 4. I decided not to use this as my artefact as it did not lend itself to deeper discission.

The most suitable solution from group settings was the creation of a set of lessons on the tonic triad for musicianship students. A game used frequently in musicianship classes uses the idea of a “poisonous rhythm” to encourage attentive listening and rhythmic confidence. The rhythm pattern ta-ta-ti-ti-ta is described as “This one’s poi-son-ous” or “Don’t clap this one back”. The teacher claps various 4-beat rhythms for the class to repeat, and anyone who repeats the “poisonous” rhythm is out.

I wanted to use the concept of picking out a particular pattern to build a similar game for pitch recognition, involving a combination of sound, gesture and the visual appearance of the pattern on the page. I chose the tonic triad as it has a distinctive visual pattern on the stave, occurs often enough for there to be suitable examples in a range of real songs, and can be developed into a harmonic structure when the learner is ready to do so.

The first component is a short information sheet for the teacher explaining the prerequisite knowledge for each stage, and the reasons for the order of use:

In my artefact, the major tonic triad, do-mi-so, is introduced at a very early stage, as soon as the student is comfortable with the pentatonic scale (where no interval is smaller than a tone).  We are building familiarity with the structure of a perfect fifth built from a major third followed by a minor third. The minor tonic triad, la-do-mi, has the inverse structure, a minor third followed by a major third. The use of hand signs and the hand stave will help embody the relative pitches and the direction of pitch change. As discussed earlier, the use of gestures will assist kinaesthetic and visual learners. The spacing of the signs should be even to cement the concept of third intervals and to echo the spacing across the stave.

At the end of Bronze One (Geoghegan and Bell, 2008) the learners should be comfortable with the pentatonic scale, do, re, mi, so and la, using the solfege hand signs or the hand stave to illustrate them (Appendix 5.2, Bronze Level). 
[image: ]
[bookmark: _Toc229557504]Figure 2: Image of solfege hand signs (Simon, 2019)
There is a logic to the signs. Do, our tonic or home note in the major scale, is a strong fist suited to the importance of the note. The perfect fifth so is also very definite. The two signs that are just a semitone from their neighbours point in that direction, ti to do and fa to mi. This correspondence is useful in building the intonation of these relative intervals by the shape of the gestures.
 
As explained in the notes to the teacher,
In this context we show that do, mi and so are either all on consecutive spaces on the stave [image: ] or all on consecutive lines [image: ].
At the start of the exercise they will sing the pentatonic scale, then the triad do-mi-so, using the hand signs spaced vertically to indicate the third intervals. Next they will revise the concept that do, mi and so are all on adjacent lines, or all on adjacent spaces, demonstrating on their “hand stave”. 
[image: ]
[bookmark: _Toc229557505]Figure 3: Hand stave and correspondence with lines and spaces of the stave

For each example they will locate do, practise placing do, mi and so on their hand stave with that starting do and then try to find the pattern in the written example. Lastly, they will sing the whole example. 

At the Silver level (Appendix 5.3 and 5.4) the process is repeated in the context of the full diatonic scale, both in the major and the natural relative minor, where the natural minor has no chromatically altered notes. By the end of Silver Two (Geoghegan and Bell, 2011a) clefs are introduced. As I explain in the teaching notes,
· Once the clefs are introduced, sing the examples at absolute pitch as far as range allows. If it necessary to transpose, explain why! 
They should be able to find do and la for scales with up to 3 flats or sharps, and will look for la-do-mi, the minor tonic triad, as well as do-mi-so (Geoghegan and Bell, 2011a). To encourage an atmosphere of lightness and curiosity, I have introduced two cartoon dogs, Do for the major triad and Lala for the minor triad, using a rough approximation in their paws of the hand shapes for do and la. At this stage I have introduced extracts from pieces of music that they should be able to sing (do-based exercises 5, 6 and 7, as well as the la-based exercises), with some scaffolding preparation from the teacher, having isolated and sung the triad patterns at the relevant pitch first. Each exercise begins with singing the relevant scale, and then the tonic triad, using hand signs to cement the sound and the shape of the pattern before looking for do-mi-so or la-do-mi in the exercise. Where there is a key signature, the tonic triad should be sung in that key, and finally the whole exercise should be sung in the same key. At this level it is important to spend some time on each exercise, until it can be performed accurately and musically. This should not detract from the enjoyment – it is more satisfying to sing something well.

At Gold Level (Appendix 5.5), complexity is added by introducing multiple parts across treble and bass clef, descending and ascending patterns, patterns with repeated notes and sections of modulation where do has been temporarily altered (Geoghegan and Bell, 2011b). The teacher notes point out:
The most important part is to have fun! Use the exercises that match the skill
level of your classes and only sing the parts you can manage with the numbers and
ranges you have.
The first example has a do-mi-so pattern in the last line of the bass part, as well as in the second line of the soprano part. In the third example the do-mi-so pattern crosses from one bar into the next on both occasions and can also be found in the inner harmony of the piano part. The Eriskay Love Lilt in exercise 4 has multiple iterations of the pattern. Exercise 5 is challenging and fun to sing, especially as a canon, if the class is large enough and confident enough. Exercise 6 has a call and response structure, which might be used to encourage students to sing a line on their own. Exercise 7 is a line of piano music which they should be able to tell has modulated from the given key signature. If they can identify G as the modulated do, they should be able to find the major triad in the bass clef. Exercise 8 looks very busy, but finding the triad should be straightforward. Again, the class can try one or more of the parts as forces allow. This extract has a so-mi-do as well as a do-mi-so, and there is a neat do-mi-so chord to find in the piano reduction.

The ideal complement to these exercises would be to find examples of the tonic triad in music the students are learning for performance and guide them towards finding these for themselves.


[bookmark: _Toc229557376]2.2.3	Know What…
My artefact is designed to help bridge the disconnect between my musicianship students’ knowledge of theory and their confidence as sight-readers in choir. While the students gain significant skills through the combination of theory classes and choral singing, there is not always opportunity to join the dots between the two in an explicit way, connecting theoretical knowledge to practical application. There is a pleasing symmetry between the process of connecting theory with practice following Kolb’s cycle of experience, reflection, abstract conceptualisation and action (Kolb, 1984) and the challenge of marrying theoretical musical knowledge with practical skill in sight-reading.

Nelson (2013) described various perspectives on critical reflection as a practitioner researcher. In creating an artefact that sits alongside the existing Bronze, Silver and Gold levels created by Geoghegan and Bell (2008; 2011a; 2011b) this artefact represents reflection-in and on-action (Nelson, 2013) as I found myself in dialogue with the existing materials, using my experience of teaching from them to explore ways to reinforce the connections between theory and practise of sight-singing. This artefact may be a helpful exercise alongside the existing graded books for students to practise and reinforce concepts at each level. This process could also be described within Nelson’s heuristic (2013) as deliberative reflection, as I examined part of the curriculum for musicianship students through the lens of what I have learnt about the role of gesture and playful engagement in learning, seeing what might add to the learning experience of the student.

Nelson described the process of building conceptual knowledge from procedural knowledge as “a layering of multiple resonances” (Nelson, 2013, p. 46). In my artefact, I have explored the way we can approach the same construct, the tonic triad in a major or minor key, and help the student find resonances between the sound of the notes, the spacing of the hand signs, the shape on the hand stave matching the lines or spaces of the stave, and the pattern within the context of an extract. The more we can connect the concept of the tonic triad, and its appearance in a new piece of music, the more confident the students should feel when they encounter it on the page.

The concepts I hoped to embody in this artefact are gesture and playfulness. Gesture has a subtle but deep correlation with learning, as shown in the field of infant language acquisition (Iverson et al., 1999; Gogate, Bahrick and Watson, 2000; O’Neill et al., 2005) second language acquisition (Gullberg and McCafferty, 2008; Hoetjes and van Maastricht, 2020) and mathematics (Goldin-Meadow, 2018; Wakefield et al., 2018).

The Kodaly approach (Bowyer, 2015; KodalyHub, 2024; Mattingly, 2025) embodies learning through experience and discovery, lending itself to a playful approach by my definition, and makes use of gesture in the form of solfege hand signs to represent notes within the diatonic scale and use of the hand stave. While the idea is simple, creating a staged progression across the different stages allows for some continuity and reinforcement of a pattern that we can hear, show, see and sing in increasingly complex contexts.

Kodaly moved away from a fixed do system (where do is always the note C) to a tonic solfa system (Mattingly, 2025). This system using a relative do allows us to transfer the structure of the diatonic scale, with semitones between 3rd and 4th notes (mi to fa), and 7th and 8th, notes (ti to do), of the major scale, across different named keys. In this system the relative natural minor uses the same set of notes, but starts on the 6th note, la, instead of do. This system creates a structure where the chords starting on each named note of the scale have specific identities, which makes the introduction of harmony far simpler. 

The tonic triad exercises in my artefact are scaffolded at every level by the accompanying learning, providing an opportunity to explore what has been learnt in a slightly different context while relying on the concepts practised and embodied at previous levels.

[image: ]	 [image: ]	 [image: ]
[bookmark: _Toc229557506]Figure 4: Major and minor triad dogs

The major triad dog, Do, and the minor triad dog, Lala, should help provide continuity for the exercises across different levels of learning, and encourage a playful, non-judgemental approach to learning. Do has one white forepaw that is intended to be reminiscent of the do hand shape, and Lala’s raised paw is similar to the shape for la.

As I set out in the “Know That” section, my definition of playfulness does not mean dispensing with rigour and structure. The zone of proximal development as envisioned by Vygotsky requires the teacher, or facilitator, to create an environment where the student encounters new information or knowledge on the boundary of what they know already (Hedegaard, 1990). If the ideal conditions for learning are those in which we first master speech (Stoke, 1981; Matychuk, 2005; Golinkoff et al., 2015; Bunzeck and Diessel, 2025), as teachers we should strive to create a safe, non-judgemental environment where students progress in incremental steps, building on what they already know. In the words of music therapists working with high-functioning autistic children (Epstein, Elefant and Thompson, 2020, p. 85) we should look for “musical attunement”, and I believe the best teaching occurs when we meet the student at their current stage of growth.

These ideas of teaching the whole person and encouraging bold experimentation in the learning setting are echoed in the work of Erickson (2022a, p. 89), who describes parent songbirds and humans as “beaming caregivers who respond and guide in kind”, and encourages singing teachers to do the same to foster development and eventually agency and independence.

Another strategy advocated by Erickson (2022a) is using as many approaches as possible to learn a piece. She described the vocal system as extremely complex, controlling more than 100 physical structures including the larynx, the articulators and the respiratory system to produce speech and singing. She explained that a complex feedback system tweaks this array of components against the sound we intend to produce, so the more varied the information we feed the system, the more effective and efficient it will be. Playfulness, exploration and experimentation are our tools to provide this information.

My artefact approaches the simple construct of the tonic triad visually, physically, aurally, kinaesthetically and vocally, across different levels of complexity designed to build a robust mapping between the sound and the visual representation of do-mi-so and la-do-mi. 

A possible issue with examples for this artefact is copyright protection of the extracts used. I was inspired for the Bronze examples by Book 1 of the sight-reading resources of Easson, McCrone and Walker (no date) which gave various examples of do-mi-so melodies across different, simple keys, so I made up my own versions. Because the tonic triad is encountered frequently, I was able to find examples in music from the Choral Public Domain Library and in other NYCOS publications. Many examples are sourced from the Voiceworks series, which may be photocopied when the choir owns the original publication.
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The artefact I have created, a sequential set of exercises revising, practising, identifying and singing tonic triads, will be useful to me in my work with musicianship students. Digging deeper into the physiological reasons for using gesture and creating a playful environment for learning has given me confidence to use them more explicitly in my teaching, not only in this instance, but across my practise.

Taking this resource into the classroom will give me a better understanding of which exercises are most suited to my students and will help me practise finding the intersection of their existing knowledge with the areas they find more challenging, making me more sensitive, or attuned, to their growth as musicians.

A further step to capitalise on this learning would be to find examples of tonic triad sequences in choir repertoire and include the choir director in encouraging the choir members to look for them, again with as much help as needed for their level of understanding. This idea could be extended to other patterns found in their repertoire.


[bookmark: _Toc229557378]2.3	Critical Review
My critical reflection is based on Kolb’s reflective cycle (Kolb and Kolb, 2018). Figure 1 shows a version of the learning cycle from this article:

In this assignment, I wanted to use the opportunity to reflect on what I have learnt during my studies so far, and how I could apply some of this in my practice. This led me to begin with the ideas that have most struck me, Heid Moss Erickson’s work on the neuroscience of the voice (2022a, 2022b, 2023), and the role of gesture in language and learning.

Beginning the cycle with my concrete experience (Kolb and Kolb, 2018), I started by examining the challenges I perceive in my individual and group teaching, rather than with an artefact. I created a table setting out different challenges across my practice.

The second stage of the cycle, reflective observation (Kolb and Kolb, 2018), was to look at ways I might approach them differently in the light of the concepts of using gesture and a playful learning context. 

Choosing and developing an idea for an artefact formed stage three of the reflective process, abstract conceptualisation (Kolb and Kolb, 2018). I chose the tonic triad exercise for my musicianship group to form the basis of an artefact that I could create in the time available, but that would provide enough depth to illustrate the impact of these concepts and make a difference to my teaching. 

The most promising idea from my individual teaching was to develop a “storyboard” of possible characters. Erickson (2022a) advocated the use of singing with different types of emotional intent to encourage the singer to practise a passage in a variety of ways, to give the brain a tapestry of sounds and colours from which to build an ideal sound for that song. My draft version of a character storyboard is attached in Appendix 4. While this will be useful to my teaching and will form a starting point to see how my students respond, this is a one-dimensional solution to a problem that will be just one of many tools I can develop for this purpose.

The tonic triad exercise set was a better candidate as an artefact. Kodaly principles are built on experience, learning through singing and helping build a passion for music (KodalyHub, 2024), concepts which align with the qualities I see as embodying playfulness: fostering exploration and curiosity in a non-judgemental environment. The use of solfege hand signs is embedded in the Kodaly approach (Bowyer, 2015; Mattingly, 2025) so the use of gesture is part of the system. 

Stage four of Kolb’s learning cycle, active experimentation (Kolb and Kolb, 2018), will involve implementing this artefact and some of the other ideas I considered in my practice. Because I can see how these ideas are grounded in theory, and because I have based the structure of my artefact on existing games and the Go for Bronze, Silver and Gold books of Geoghegan and Bell (2008, 2011a, 2011b) I am confident that they will work in principle. Once I have tried them with my students, I will be able to reiterate the process as Kolb and Kolb describe (Kolb and Kolb, 2018), observing and reflecting on what is successful and where I can improve the materials.

The initial stages of the assignment were somewhat stressful, as I began with no idea what kind of artefact I might develop. However, as I narrowed down the options and found an idea to take forward, the process allowed me to match my ideas to the artefact in a straightforward way. My personal development will benefit in the future as I explore the ideas I considered that were not suitable for development in this assignment, but which will be useful for my practice. There are many developments in our understanding of the neuroscience of the voice that will inform my priorities as a singing teacher in the future. Heidi Moss Erickson (2022a) makes several suggestions for making use of what we now know about the voice.

There are many symmetries across the structure of this essay, the process of developing a new artefact and my personal journey as a voice practitioner. The cycle of observation, reflection and incremental improvement (Kolb and Kolb, 2018) is a useful model for my work with choirs, my singing students and my teaching. Nelson and Sadler (2013) mentioned that LaBoskey considered transformation of the pre-service teacher’s perspective as the goal of reflection. As a practising teacher, my reflection has given me an insight into why my point of view is valid in terms of the literature I have encountered, as I feel I know understand more about how we learn and how the brain affects singing. This has given me greater intention in my approach and decision-making.

While my perspective is necessarily determined by my own world view and experiences, much of what I have read during this process has corroborated my beliefs:
· Learning is optimised by a safe, non-judgemental environment allowing exploration of the subject at hand, for young people and adults as much as for infants (Gogate, Bahrick and Watson, 2000; Hramiak and Hudson, 2013)
· Curiosity and exploration foster a feeling of agency and self-motivation in the learner (Hramiak and Hudson, 2013)
· The most fertile ground is on the boundary of our current knowledge, Vygotsky’s zone of proximal development (Hedegaard, 1990)
· Gesture is a powerful tool for the singing teacher (Erickson, 2022a)
· The voice works best when there is intention behind our singing (Erickson, 2022a, 2022b, 2023) 
Using the process of reflection, analysing my practise and developing an artefact that I am confident I can use in my musicianship classes has given me new confidence in my ability to marry my own learning to my practice, and my ability to assist my students to do the same. Sight reading in particular is a skill many students find daunting, and I believe that linking the tonic triad from sound, through pattern and shape, to a visual pattern on the score may give them more confidence to trust their own ability to translate the symbols in the score, to audiate them internally and then sing them with more confidence. 
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Appendix 2: Spreadsheet of individual teaching contexts
	Teaching Instance
	Challenges
	Planned Change in Strategy
	Predicted Impact and Assessment

	Adult student, neurodiverse. No formal musical training, but has a lot of experience singing in choirs. Large range and very expressive voice
	Tends to overthink what is required, tends to break up phrases
	Encourage use of gesture to reinforce longer phrases. Use play (gesture, character exploration) to distract from self analysis.
	Character role-playing should open up possibilities of finding new colours in her voice and engage her more deeply

	Teenager, neurodiverse. Perfect pitch, good reader of music. Voice changing.
	Requires challenge, not interested in music exams, vocal range in transition
	Encourage his natural propensity to play and explore to improvise and create harmonies
	Targeting playfulness with melody and harmony should challenge him to stretch himself, and still stay within his range as it develops

	Teenager. Strong voice with unusually large range. Some musical theory background.
	Not comfortable with expression or gesture
	Encourage to develop her own gestures so that they feel natural and echo good singing practices
	Finding her own gestures should strengthen and reinforce her confidence when finding new colours and sounds in her voice

	Adult student, keen amateur with extensive musical knowledge. Bass voice
	Looking for freedom and ease in upper register
	Use gesture and play to develop physical ease and to distract from self-analysis
	Some freedom of movement should improve the ease and quality of his upper register, building on work already done around vowel production, posture and freedom of the vocal tract.





[bookmark: _Toc229557382]Appendix 3: Spreadsheet of group teaching contexts 
	Teaching Instance
	Challenges
	Planned Change in Strategy
	Predicted Impact and Assessment

	Adult community choir
	Looking for improvements in togetherness, intonation, legato singing, vowel consistency
	Find gestures and exercises that reinforce their best sounds, encourage exploration and listening to consolidate improvements made through signed singing
	Learning some songs in BSL has improved the quality of listening, which has improved the blend and focus of the sound as well as watching the conductor. As there are a number of new members, we might find some more songs to use in this way, looking for easier material as some found the cognitive load daunting when we did this before.

	Upper primary BSL signing choir
	Find balance between engagement and attention to detail, between enthusiasm and discipline
	Challenge to add more musical expression to their signing. I also need to increase my own repertoire of signed songs so that I can teach them.
	Adding more rigour and challenge to their performances should encourage them to engage more fully, while maintaining a sense of exploration and making the environment safe and encouraging

	Children's Choir
	Very mixed ages and abilities, need to keep the level achievable for younger members while extending the older members
	They have signed some songs very successfully and enjoyed this, so keep some signed songs in the current program. Singing games based on Kodaly principles allow them to learn in an engaging but challenging way.
	I should be able to assess their musicianship learning - this is something to work on. Keep stretching them in terms of refining their vocal performance

	Dementia-friendly singing group
	This group has particular needs: songs that align with the 'memory bump' of songs they would have come across when 15-25; enjoyment, engagement, physical movement
	Incorporate a mixture of relevant known or accessible songs, make sure exercises are engaging and fun, use more physical movement that connects to the songs rather than just clapping or tapping
	This is a group that is very rewarding in terms of positive feedback for good sessions!

	Musicianship classes for regional children's choir, ages P4 to end of secondary school
	I would like to connect theory with choral singing more explicitly
	Use games and gestures to explore a particular pattern aurally and visually
	They are already developing and using their theory skills to become better readers as they progress through levels in the choir. I am hoping this strategy will make the application of the theory better connected to music they sing in the choir.
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[bookmark: _Toc229557385]Appendix 5.1: Background information for teachers

How can we optimise the development of sight-reading skills for young people in choirs? Teaching musicianship skills alongside choir work is a model that works well, but even when this happens, it can be challenging to marry theoretical knowledge with singing from the score.

This set of games and exercises is intended to internalise the tonic triad in terms of its sound and its appearance in the score and to promote the intersection of theory and practice as the student progresses through different levels of theoretical knowledge. 

The Kodaly concept focuses on singing - the student should experience every concept physically through songs and games before it is expressed visually and given a name.

Chhildren learn solfege note names using moveable do, meaning that do represents the tonic of a major scale and la represents the tonic of a minor scale. These exercises are intended to work alongside the Kodaly methodology but hopefully will be useful in other contexts too. I will address only aspects relating to pitch for these exercises - the system does include rhythm, expression and so on as well.

Bronze level: only the pentatonic notes are taught (do, re, mi, so and la) and the stave has no clef. In this context we show that do, mi and so are either all on consecutive spaces on the stave [image: ] or all on consecutive lines [image: ]. The experience should always precede the theory, so sing the do-mi-so sequence for different starting notes within their singing range before looking for them on the page. Always sing the exercise as well as finding the pattern!

Silver level: the full diatonic scale is introduced (do, re, mi, fa, so, la, ti, do) and we meet semitone intervals. 
· The do-based scale is differentiated from the la-based scale as preparation for major and minor scales. 
· The clefs are introduced, and accidentals allow us to create scales in different keys while maintaining the structure with semitones between mi and fa, and between ti and do. The students will need to identify do for different key signatures to find the triads, so we will be practising this skill as well. They should know that the last sharp is ti, and for flat keys the last flat is fa and the second last flat is do. Use these exercises to practise this skill. 
· Once the clefs are introduced, sing the examples at absolute pitch as far as range allows. If it necessary to transpose, explain why! 
· At the Silver level we can also practise the la-do-mi minor tonic triad. Again, sing the examples as well as identifying the do-mi-so or la-mi-do sequence.
[image: ]          [image: ]
Do represents the major tonic triad and Lala the minor tonic triad – if you look closely, they have their paws showing the relevant hand signs

Gold level: more complex concepts such as chromatic scales, modulation and different forms of the scales are introduced. The exercises are more complex and can be used as listening exercises or score-based exercises.

At every stage, try and find examples of the tonic triad in the repertoire the choir is singing to reinforce the concept in context.

The most important part is to have fun! Use the exercises that match the skill level of your classes and only sing the parts you can manage with the numbers and ranges you have. 

Major and Minor: The Do dog has one white paw to represent do and Lala is doing a canine version of la. There are exceptions to the ‘sounds happy’ and ‘sounds sad’ method of identifying minor or major keys, but you won’t go wrong looking for a do or la tonic, or home note. You can start the process of looking and listening for this as soon as the whole pentatonic scale is secure.


[bookmark: _Toc229557386]Using hand signs
There are hand signs associated with the solfege note names. Using a gesture reinforces and cements the learnt patterns and intervals. Take care to space the do-mi-so or la-do-mi patterns evenly, for example do at waist height, so at shoulder height and mi half-way between. Practise singing rising and falling tonic triads while using the hand signs at every stage before going on to find the patterns by ear or in the score.
[image: ]
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We can use the five fingers and the spaces between them to represent the lines and spaces of the stave:
[image: ]

If do is on the second line (G in the treble clef), we can use the ring finger as do, middle finger as mi and pointer as so. If do is in the first space (F in the treble clef) we can use the space between little and ring fingers to represent do, and the next two spaces as mi and so.

Improvise using a finger from the other hand, or a friend’s finger, for ledger lines!

Again, using a physical representation will cement the spatial relationship between the sound and the written representation, especially for kinaesthetic learners.


[bookmark: _Toc229557388]Appendix 5.2	Bronze Level

1. Sing do-re-mi-so-la-so-mi-re-do, using the hand signs
2. Sing do-mi-so

Can you find and circle the do-mi-so patterns?
If do is on a space, mi and so are on the next 2 spaces: 	[image: ] 
If do is on a line, mi and so are on the next 2 lines:		[image: ] 
[bookmark: _Toc229557389]Example
[image: ] [image: ]Sing each exercise once you have circled do-mi-so
[image: ]
[bookmark: _Toc229557390]Exercise 1
[image: ]

[image: ]
[bookmark: _Toc229557391]Exercise 2
[image: ]

[image: ]
[bookmark: _Toc229557392]Exercise 3
[image: ]

[image: ]
[bookmark: _Toc229557393]Exercise 4
[image: ]

[image: ]
[bookmark: _Toc229557394]Exercise 5
[image: ]

[image: ]
[bookmark: _Toc229557395]Exercise 6 - find two do-mi-so patterns
[image: ]

[image: ]


[bookmark: _Toc229557396]Appendix 5.3: Silver Level: Do-based exercises
	Sing the full scale do-re-mi-fa-so-la-ti-do (with hand signs)

Sing do-mi-so-mi-do (with hand-signs)
	[image: ]
	For each exercise:
Find do (remember: last sharp is ti, last flat is fa, 2nd last flat is do) and mark it on the exercise
Find the pattern: 
do-mi-so 


[bookmark: _Toc229557397]Exercise 1 (there should be two)
[image: ]
[bookmark: _Toc229557398]Exercise 2 (two again)
[image: ]
[bookmark: _Toc229557399]Exercise 3 (only one)
[image: ]
[bookmark: _Toc229557400]Exercise 4 (two this time)
[image: ]
[bookmark: _Toc229557401]Exercise 5 - there are three do-mi-so patterns here!
[image: ]
[bookmark: _Toc229557402]Exercise 6 - look out, this one is reversed: so-mi-mi-do
[image: ]
[bookmark: _Toc229557403]Exercise 7 - this one is do-mi-mi-so
[image: ]


[bookmark: _Toc229557404]Appendix 5.4: Silver Level: La-based exercises
	Sing la-ti-do-re-mi-fa-so-la with hand signs
Sing la-do-mi-do-la

In each exercise find la
Can you find a la-do-mi pattern?
	[image: ]


[bookmark: _Toc229557405]Exercise 1
[image: ]
[bookmark: _Toc229557406]Exercise 2
[image: ]
[bookmark: _Toc229557407]Exercise 3: Find the reverse pattern mi-do-la
[image: ]


[bookmark: _Toc229557408]Appendix 5.5: Gold Level
For each exercise we will find the tonic triads (1st, 3rd and 5th note of that scale):
· Find do - is this excerpt major or minor?
· Find do-mi-so patterns in major excerpts, la-do-mi if it is minor
· Hint: the pattern may be in any part, including the accompaniment
· Sing the extract where possible
[image: ]	 [image: ]	 [image: ]

[bookmark: _Toc229557409]Exercise 1: Leaving of Liverpool
[image: ]
[bookmark: _Toc229557410]Exercise 2: Swing Low, Sweet Chariot
[image: ]
[bookmark: _Toc229557411]Exercise 3: Down to the River to Pray
[image: ]
[bookmark: _Toc229557412]Exercise 4: Eriskay love lilt, Marjorie Kennedy-Fraser arr. Millard
[image: ]
[bookmark: _Toc229557413]Exercise 5: 3-way Canon Blues (Once you have located the do-mi-so patterns, try this as a canon)
[image: ]
[bookmark: _Toc229557414]Exercise 6: I Want to be Ready
[image: ]
[bookmark: _Toc229557415]Exercise 7
In this example there has been a key modulation -what is do for this section?
[image: ]
[bookmark: _Toc229557416]Exercise 8 (Regina Coeli, Mozart)
[image: ]
[bookmark: _Toc229557417]Exercise 9 (from Cantique de Jean Racine, Faure)
[image: ]
[bookmark: _Toc229557418]Exercise 10 (from Kyrie, Faure Requiem)
[image: ]

Extracts for these exercises have been drawn from the NYCOS 3-4-5, Choral Public Domain Library (CPDL) and from the Voiceworks series
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