Component 1
Introduction
My recent research into the effects of gesture and movement on student’s development has led me to further explore this topic. I was noticing more frequently, in my professional practice that the use of gestures, would relax my students and allow them to engage more efficiently with their body and muscles. I have personally struggled with unwanted tension and have used gestures and movement to guide my recovery and lead to more sustainable singing. Tension is a big issue seen in the teaching studio, with muscle tension dysphonia being a leading cause of vocal health problems (Sielska-Badurek et al., 2017), which I believe could be avoided with the use of movement. In my experience processing and memory can also affect a singer and be a barrier to learning, which movement can aid. In my professional and personal experience with dyslexia, both of these factors are a barrier for me and I often see this as a barrier for my students. Multiple Intelligence Theory has changed the way scientists understand our minds, with more evidence supporting how our movements can help us make decisions, and argues that skill could be mastered without a great deal of knowledge (Helding, 2014). However in some models there is a heavy emphasis on knowledge of internal anatomy of the intrinsic muscular workings of the voice, with “exercises that train the precise control of each structure… in isolation” (Steinhauer, McDonald Klimek and Estill, 2017, pg 29) which, while important, can in my experience lead to over focus/emphasis internally. Gesture can be a way to bring the focus externally and allow for movement of the external muscles and freedom on the internal muscles. 
Professionally, I feel the need to create a reliable teaching tool, with which to approach common challenges faced by students, in a simple and accessible way, while allowing scope for student autonomy (Wulf and Lewthwaite, 2021), (Daly, 2022).
My overall aim as a singing teacher and vocal coach is to teach with reliable skills based on research and knowledge while enjoying my work and inspiring others to develop their skills safely and enjoy their voice, and I believe gestures are an effective way to achieve this. The artefact I plan to develop will include practical exercises to bring accessible material to my students, which can be flexible to allow for them to be guided by holistic, student-centred, positive and experiential approach (Daly, 2022), (Wulf and Lewthwaite, 2021).

I will create a series of exercises for myself and other teachers to use within the teaching studio which incorporate movement into lessons and practice with the aim of helping students with certain areas of their vocal development, tension and performance. They will be devised with every level of student in mind allowing for freedom for the teacher to explore alternatives and the student to have autonomy over some aspects. 
This artefact will be based upon research already undertaken by myself around the benefits of movement when singing, including Estill, Dalcroze, Somatic Voiceworks and Kodaly. The artefact will focus on seven areas, namely; general body awareness, intonation, expression, support and airflow, tension, processing, and memory. These areas were chosen based on research showing the effectiveness of movement for these areas (Nelson, 2018), (White, 2017), (Mete and Dündar, 2020), (Daly, 2022), (Feldenkrais, 1990, pages 166-169) (Juntunen, 2016), (Steinhauer, McDonald Klimek and Esill, 2017, pg 41), (Goldin-Meadow and Wagner, 2005), (Cook et al., 2008), (Morsella and Krauss, 2004), as well as my own experience within my professional practice and having seen results in these areas. Each exercise will be explored in three ways (movement only, movement and voice, and voice only) to mitigate against over reliance upon movement, and encourage isolation of muscles (Steinhauer, McDonald Klimek and Estill, 2017, Pg 36). Each exercise will also include three areas deemed important for learning, as research by Wulf and Lewthwaite, 2021 shows. These are; autonomy, enhanced expectations and external focus. 
The vocal pitch patterns chosen for the exercises are not in themselves new, I will rely on simple and well-known scales, arpeggios and pitch patterns, and combine these with movement. The creation is the combination of a scale-based exercise with a complimentary movement, as well as the focus on the way in which these are explored and the addition of the areas important to learning. 
I will be using the terminology ‘movement’ as an overall term, as per the description by the Oxford Dictionary, which defines ‘movement’ as “an act of moving” and I will use ‘gesture’ to refer to “a movement of a part of the body, especially a hand or the head, to express an idea or meaning.” (Stevenson, A, 2010). Where needed I may go into further detail about the specific type of movement.

Planned Programme of Study 
Theoretical influences
“Gesture can externalize an idea” (Goldin-Meadow and Wagner, 2005) leading to improved cognitive understanding. This externalisation of a thought lessens cognitive load on the student (Kelly et al., 2008), (Goldin-Meadow and Wagner, 2005). This focus on externalisation is a key influence in the creation of my artefact. Gesturing to describe something visual by pointing or making a shape can bring into focus something which is not there, ie a character in a song, or an abstract concept, once again, lessening the load on the brain (Ping and Goldin-Meadow, 2010). A study by Goldin-Meadow and Wagner, 2005 showed that children remembered more when they used gestures when listening to an explanation, and that if the teacher uses gestures while explaining a concept or task the student is more likely to use them too. My artefact will encourage the use of gestures by the teacher. Spontaneous movement and gesturing, rather than something specific like a hand gesture linked to Estill’s ‘figures’ (Steinhauer, McDonald Klimek and Estill, 2017, pg 38) leads to remembering more (Cook et al., 2008). Additionally gesturing while trying to remember something, leads to better recall as the brain is more free to focus on remembering rather than explaining. I theorise that this could be applied to singing and remembering lyrics and will explore this in my artefact. Goldin-Meadow and Wagner, (2005) boldly theorise that “being forced not to gesture might be hurting memory”, therefore I will allow for movement and gestures freely within lessons.
Hand gestures and the use of other visual aids may help students who are finding advanced or abstract concepts difficult to understand through verbal explanation alone (Kelly et al., 2008). Whilst learning something new “gesturing directly facilitates encoding in long term memory” (Cook et al., 2008). They hypothesise that if a student changes “what they do, rather than what they say, this can lead to lasting learning, and gesturing can help a student understand the meaning of a story (or song) which in turn will help them retain this information (Cook et al., 2008).
Singing involves ‘know that’ as well as ‘know how’ and movement can bridge this gap (Helding, 2015), by bringing together body and mind through singing and movement (Daly, 2022). This study, by Daly (2022), found that learning music through movement allowed for freedom from overthinking technical aspects and encourage a deeper meaning and “truer interpretation” of the piece. This resonates with me and therefore I intend to create exercises which use movement to help intonation and registers, two areas of difficulty I often see in the teaching studio, which needs externalisation and focus outside of the intrinsic workings of the voice.

Skilled movement relies on linking the mind, brain and muscular movement (Wulf and Lewthwaite, 2021). OPTIMAL theory “Optimizing Performance Through Intrinsic Motivation and Attention for Leaning” includes three key areas for learning; Autonomy, Enhanced Expectancies, and External Focus (Wulf and Lewthwaite, 2021), which aims to link these together for effective learning of muscular activities. “All three factors have been shown to affect the neural and neuromuscular system and to have impacts on movement effectiveness, efficiency and automaticity”. Key area 1) Autonomy: This appears to be a central point to learning success and is advocated in methods such as Kodaly and Dalcroze as well as other researchers including (Cook et al., 2008). Wulf and Lewthwaite (2021) found that the significance of the choice did not affect the outcome, just allowing the student to make small, seemingly insignificant, choices heightens expectancies, allowing for more succuss. Key area 2) Enhanced expectancies: also known as self efficacy, is the belief in oneself to achieve a positive outcome, which releases dopamine helping the learning process. How the teacher sets out a task can greatly influence how the student feels about the task and in turn their success. Even setting achievable short term goals can build a students confidence and rate of success. Key area 3) External Focus: Wulf (2013) found that musicians had better performance success when they focused on the sound quality rather than what their hands were doing. It also speeds up the learning process (Wulf, 2013). The benefits of external focus on the intended movement are present in all ages, levels and abilities (Chua et al., 2021). My theory is that with singing, internal focus would be on the muscles within the vocal tract, so shifting focus to hands or arms or the feeling of movement elsewhere could effectively be external focus and therefore this is what I will allow for in my artefact, using external focus on the sound as an extension for more advanced students, or if the teacher has the time to explore the exercise further. I will add these three key areas for learning to each exercise I create in the artefact, indicating when would be a good time to allow for student autonomy, when to focus externally and suggestions on what to focus on, as well as encouraging the teacher to explain the task in a positive, affirmative way which helps the student believe they will achieve success.

Best Practice influences
Estill believed that the use of hand signals, called ‘figures’ in the Estill method, leads to quicker acquisition of skills and ability to maintain these changes, by mimicking what is happening in the vocal tract (Steinhauer, McDonald Klimek and Estill, 2017, pg 38.) For example closing fingers, thumbs out and allowing thumbs to come away from each other signals to the student to retract false vocal folds according to the Estill Exercises app (Estill Voice International, 2020) See Figure 1. This acts as a non verbal instruction from the teacher but also can be used by the student to help them connect with what they feel inside their throat, and externalise the sensation. Estill wanted the figures to “express what the vocalist couldn’t see” (Steinhauer, McDonald Klimek and Estill, 2017, pg 39) by externalising and visualising the intrinsic workings of the vocal tract. I will take inspiration from this and adapt it for exploring registers as this is one of the abstract concepts my students struggle with most. Below is the hand signal for the false vocal fold retraction as describe above, taken from the “Estill Exercises” app, (Estill Voice International, 2020).
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A study by Brunkan, (2016) found that using low circular hand movements while singing help achieve more accurate intonation, than if they used no movement. The participants of this study also found that the hand movement inadvertently helps with their breath support (Brunkan, 2016). A set of choral exercises aimed at choir conductors set out exercises which incorporated hand movements akin to pulling string out of your mouth as you sing. They used this for vowel formation, however I like to use this movement for airflow and breath control (Author and Frey Stegman, 2003). Glover and Curwen’s aim with their hand signs, used in the Kodaly method, shown in Figure 2, (Mete and Dündar, 2020) was to give students a physical way to express the music they hear, and the use of up and down with the hands gave the student visual cues to the abstract concepts of pitching and intonation (Bowyer, 2015), Researchers found that the use of the Kodaly hand signs, created by Curwen and Glover, were used effectively in schools to improve timbre, further reinforcing that gestures of some kind have a positive effect on singers. Lastly the Dalcroze method, which advocates music education through movement, found that “mapping phrases out in movement in the physical space” helps to connect with the intention of the piece and facilitate creativity (Juntunen, 2016). 
I intend to adapt the circular hand movements to help with airflow, as a way of visualising and externalising the invisible sensation and connecting with the body. I also intend to use the idea of mapping out phrasing to help with intonation and expression by moving arms along to a melodic line and exploring small and big movements for dynamics. I will use free flowing movements which are not too limiting or restrictive so as not to cause unnecessary confusion or distraction for the students. This will allow for suggested movements but also encourage autonomy to adjust these to suit the needs and wants of the student, aiming always for a student-centred lesson. 

The Feldenkrais method focuses on body awareness, alignment and how useful this can be for the singer. “Learning to use your feet well is often the quickest and easiest way to noticeably improve your singing” (Nelson, 2018). If the weight is on the toes then this encourages overextension, but too far back on the heels leads to instability. If the weight is not evenly distributed this can also lead to inefficient breathing due to the effect it has on the ribs. However our weight is constantly moving and the student must learn to allow this small amount of movement and to balance it to create security in the body, otherwise this can lead to a tightness and holding of breath, which is ineffective for singing (Nelson, 2018). We have different levels of awareness of parts of our body, for example we are very aware of our hands (Feldenkrais, M. 1990 Pg 21). The intrinsic muscles of the voice are much harder to sense, therefore my theory is that bringing the focus to a more familiar area of the body (the hands) could aid vocal production and bring these muscles into awareness. Body awareness is “deepened through subjective experience” (White, 2017) and is integral to posture. I would surmise that allowing a student to experience this and have freedom within a lesson to explore body awareness is important for their vocal development, leading them to problem solve their own tension when it arises. The LoVetri Method also suggests the use of “extended behaviours” to encourage deviation from the usual muscle patterns, or attractor states (Steinhauer, McDonald Klimek and Estill, 2017. Pg 37), in order not to get stuck and possibly cause tension (White, 2017). These could include movement which is out of the ordinary, for example moving your arms above your head while singing. I aim to explore these areas in my artefact in exercises for tension and body awareness in particular.

Somatic voiceworks believe that it does not matter what type of movement one uses but rather how one uses it (White, 2017). Therefore there is no need for specific movements for the students to use, contrary to the Kodaly hand signs which rely heavily on specific gestures as well as the Estill figure hand signals, just movement alone can have positive effects on student development. In fact, in a study by (Mayo, 2024) students found the specific Kodaly hand signs to be distracting, and challenging to multitask while singing. Natural, expressive hand and finger gestures often occur in conversation and appear to assist the speaker in communicating (Morsella and Krauss, 2004). I theorise that if they help a speaker to communicate then they would also help a singer to communicate through song. Daly, (2022) found that they noticed students using physical movements naturally when they sang. This area will be explored in the artefact when creating an exercise for expression, which involves story telling and characterisation, which communication is crucial for. 

For Exercise 1, (body awareness), I will take inspiration from the Feldenkrias method (Feldenkrais, M. 1990. Pages 100- 106) and Somatic Voice works (White, 2017). Exercise 2, (intonation), I intend to draw mostly from Kodaly (Mete and Dündar, 2020) and this method’s use of the hands to externalise the pitch as well as the Dalcroze method’s (Jones, 2018) use of embodying rhythm and using the body to express music. Dalcroze will also be the main inspiration for Exercise 3, (expression), allowing the body to express the intention, whether that is flowing arms for legato or small movements for piano. Exercise 4, (support and airflow) will take some ideas from Feldenkrais as it will rely on awareness of the breath within the body, as well as choral exercises with hand movements by Author and Frey Stegman, (2003). Dalcroze and Estill will also inspire this exercise in that it will aim to externalise an inner sensation. Exercise 5 (tension) will be based on an existing Feldenkrais exercise whereby weight is shifted around the soles of the feet (Nelson, 2018). Exercises 6 and 7 will be focused on learning processes, (memory and processing) (Morsella and Krauss, 2004; Cook et al., 2008) and therefore will be less informed by best practice and more by theory of learning. 

Methodological influences
Starting with my own professional experience of current models, Estill (2017), Dalcroze (Juntunen, 2016), Kodaly (Mete and Dündar, 2020) and Feldenkrais (1990) I will undertake a narrative review of their methods relating to movement and gesture, and draw from them the papers which influenced their work, in order to gain a deeper knowledge and understanding of the subject and to better inform my choices when creating relevant, inspiring and science-backed exercises. Some literature has already been selected from previous research I have conducted and from books I own and use in my current professional practice, which I will explore further in relation to the topic. I will then go on to conduct a theoretical review of the theories underpinning these methods lead by their references, in an effort to gain a broader outlook on the current literature and ensure my knowledge is up to date and relevant to today’s teaching. I intend to read the abstracts of these new articles to determine their relevance before deciding whether to read the article in its entirety, in order to save time and ensure I stay focused on the topic. This will also ensure a robust exploration of the literature underpinning the best practices I intend to research. I aim to return to previously explored literature focusing on how gestures and movement help students with memory, processing and communication (Morsella and Krauss, 2004; Cook et al., 2008), as well as the link between externalising and visualising abstract thoughts in order to perform certain vocal techniques (Bowyer, 2015; Brunkan, 2016). This previous research conducted for a past module was fascinating and there was far more to explore, therefore I will take this opportunity to explore it further with the intention of using this within my artefact. I considered narrowing the search to the past 5 years to keep it as up to date as possible, however a lot of the older research is still valid today and the pedagogical methods I am researching have been active for a long time and are still regarded highly now. I will be guided by a constructivist epistemology which will allow for my research to construct meaning as I read, using a mixture of qualitative and quantitative methods to explore the best practices and theories. 

Aims & Objectives
I aim to;
· Create an artifact consisting of vocal exercises which use movement as a focus to 
tackle common vocal skills, as well as learning techniques within the teaching studio. These movements will be for the use of the student while they are singing, rather than for explanation purposes used by the teacher. I will do this by analysing best practice models and theoretical knowledge, and incorporating this with my own experience as a singing teacher.
· Target body awareness, intonation, expression, tension, processing and memory.
Influenced by my research I will create accessible exercises incorporating different movement inline with the specific area of focus, which will be laid out clearly in the artefact. These can mostly be measured by student feedback, as well as teacher observation both visually and aurally. 
· Create one to three exercises per focus in order for this to be achievable in the 
timeframe and allow for some testing of the material in lessons. I will achieve this by exploring a number of different options before choosing the most effective exercises.  
· Create an artefact that will encourage student-centred, holistic learning 
relevant to today’s teaching, by setting out times when the student is encouraged to make a choice on an aspect of the exercises, for example, which vowel sound to use, and encouraging a two way conversation between the student and the teacher. 

Expected learning outcomes
LO1 - Gain a broader knowledge on the subject of movement and it’s place in the singing studio. I will understand the theories underpinning why movement is useful and be able to confidently implement this within my teaching, allowing for autonomy for the student and encouraging a collaborative experience guided by myself, the teacher. 
LO2 - Learn the art of creating a series of researched-based exercises which I could take forward and share with other teachers who wish to explore a similar style of teaching.
LO3 – Combine the skills of knowledge acquisition and application by applying theory to practice in order to improve in my ongoing career as a singing teacher. 

Timescales and review dates

	Task
	Deadline

	Choose literature.
	27/06/24

	Re read module 4 to draw on influences and decide what areas to explore further. 
	27/06/24

	Read literature. 
	01/10/24

	Catch up on group sessions.
	Weekly until 07/08/24

	Write my ‘Why’ section.
	19/07/24

	Write aims and objectives. 
	19/07/24

	Write methodology section.
	19/07/24

	Draft Artefact.
	16/08/24

	Tutorial.
	17/09/24

	Refine literature, read and notes.
	27/09/24

	Research Kolb’s critical reflection model.
	27/09/24

	Write draft.
	17/10/24

	Re write final.
	01/11/14




Critical Review
I have chosen to use Kolb’s reflective model to facilitate the critical review of my process. This will consist of four sections; Concrete experience, Reflective Observation, Abstract conceptualisation and Active experimentation. 
Concrete Experience
My practical experience of using a variety of pedological methods within my professional practice influenced my choice to initially conduct a narrative review of the current literature, and each method’s use of and stand point on movement and gestures. I considered other literature review methods, for example a systematic review and a scoping review, however my aim was not to be exhaustive in my exploration of the literature, nor did I wish to search for gaps in the literature, my aim is to be flexible and allow the literature to guide me, while  summarizing some specific methods. A major influence in the chosen literature was my existing knowledge on the subject, which I find helpful as a starting point to any research. Before undertaking the review I already had practical experience from my professional practice and research experience from a previous module. To ensure my research was not based sorely on best practices I allowed for a more theoretical review of the literature, exploring the theories which the main voice models are based upon as well as theories surrounding learning processes, which I believe to be as important as the content being taught. 

Reflective Observation 
One of the theories I explored was around learning processes and how enhanced expectations set out by the teacher to the student can be used to build self efficacy (Wulf and Lewthwaite, 2021). This theory fascinated me, and seemed to align with my style of teaching, which is heavily focused on positivity and building self belief, however in practice this feels too prescriptive and could lead to disappointment and feelings of being a failure if the expectations are not met, especially if they are high. To include this in my teaching I would be mindful to choose an achievable expectation, or to build on the student’s resilience and acceptance of ‘failing’ a task. This same theory includes ‘external focus’, which proves very difficult to balance when teaching vocal technique and using technical language regarding intrinsic muscles. To fully incorporate external focus into my professional practice would require pushing against some widely used methods, namely Estill, which I would find difficult in my current work. However I feel this could be explored in a way which is mindful of a balance between internal and external focus, and could have some exciting benefits. 
In my experience not all students find using movement and gestures effective in their learning, especially with regards to memory. They will often complain of too many things to do and remember. The literature seems focused on neurotypical students without regard for different learning styles, or difficulties, for example ADHD or dyslexia. 
 
Abstract Conceptualisation 
My objective for this assignment is to create an artefact consisting of vocal exercises targeting 7 areas of focus, in a student-centred, holistic style, by using my current knowledge, explore best practices and theories. By conducting a literature review of best practices which lay out their practical approach to each target area gives me a broad overview with which to be influenced and best informed to create exercises which are inline. Analysis of the OPTIMAL theory (Wulf and Lewthwaite, 2021), as well as holistic models such as Dalcroze and Kodaly (Mete and Dündar, 2020; Daly, 2022) will put me in a good position to consider how the student will access the technical information within lessons. Scientific research surrounding gesture and movement’s effectiveness will underpin each chosen movement (Goldin-Meadow, 2004; Morsella and Krauss, 2004; Liao and Davidson, 2007; Kelly et al., 2008; Liao, 2008; Nafisi, 2010; Hostetter, 2011; Nafisi, 2013; Brunkan and Bowers, 2021). Due to the nature of music education, which is often subjective, qualitative research will guide the creation of the exercises as well as statistics showing the cognitive benefits of movement.
Active Experimentation 
I allowed for the information to sink in before starting to create the artifact, noting down ideas when they came to me, inline with my constructivist view point, allowing the research to inform my choices. I also allowed for organic exploration of gestures and movement in my teaching, which I do already, observing and paying attention to what worked and what the students did not respond so well to. 
Inclusion criteria – key words I searched for were; gestures, movement, singing, voice, learning, working memory, processing, externalisation, hand movement, kinesthetic, music education, motor learning, focus of attention, hand signs.
Exclusion criteria – As I have decided to be guided by the research I did not have any specific exclusion criteria, as long as the information related to singing, movement or motor learning I included it. 
My chosen date range was the last 20 years for theoretical research to ensure the information is relevant and up to date. Methods such as Estill and Feldenkrais were establish in the 1980s, Kodaly in the 50’s and Dalcroze as far back as 1886, however these methods are in constant use globally and are kept up to date with reinventions and are still relevant in today’s teachings, with the Estill voice model book being released in 2017, and the app in 2020, and Nelson’s guide to the Feldenkrais method being written in 2018.
I have a number of books on the teachings of Estill and Feldenkrais as part of my continued professional development so these were logical choices to delve into the workings of their methods. From these books I worked backwards from their reference list and chose relevant peer reviewed literature which adhered to my inclusion criteria. My previous research into gestures and movement and their effect on learning for a previous module also allowed for a number of articles to be re-explored and analysed to decide whether these fit my purpose for this project.

Component 2 – Project Report
Introduction
I have created an artefact of vocal exercises aimed at teachers to use with students of all ages, inspired by my personal and professional struggles with dyslexia, as well as my observations of students with similar difficulties, including memory and processing issues. The exercises aim to enhance vocal development and support various aspects of their learning journey through the exploration of movement and gestures. The exercises are student centred, allowing for autonomy throughout, and encouraging active engagement to explore the body’s function in vocal production. The Artefact is an effective tool for teachers who want to take a holistic approach with their students which allows for flexibility, creativity and collaboration. 
Many teaching methods use some form of movement and gesture, including Estill, Kodály, Dalcroze and Somatic Voiceworks which I have drawn upon to create the exercises. My research into movement specialist Feldenkrais has informed the emphasis on awareness of the body, and my research surrounding the effective use of gesture for memory, cognition and communication has helped inform my choices regarding learners development for lasting change. The artefact aims to give teachers the confidence and tools to involve the whole body when teaching voice and to view the singer’s ‘instrument’ as the body in it’s entirety, rather then an internal focus on the intrinsic muscles, which research shows has a negative affect at every level of a learner’s journey, from beginner to professional (Wulf and Lewthwaite, 2021). It aims to bridge the gap between technique and freedom, merging the two for a better balance. I believe it is vital to have working knowledge of the mechanics of the voice, and equally vital to have awareness of the whole and bring freedom and ease to the voice through efficient use, drawing on natural body movements and avoiding tension. 

Feldenkrais (1990) advocates for awareness within the body, from the feet up. He discusses uneven weight and how much this effects the singer. He states that the body is in constant movement and is never fully still and a singer’s ability to be able to shift easily allows them to “feel balance” and be secure (Nelson, 2018). This is echoed by the Somatic Voiceworks model who believe posture is improved by body awareness and “deepened through subjective experience” (White, 2017). 
“Gesture can externalize an idea” (Goldin-Meadow and Wagner, 2005) leading to improved cognitive understanding, and lessens the load on our brain as we learn (Goldin-Meadow, 2004; Goldin-Meadow and Wagner, 2005) Estill, Dalcroze and Kodaly utilise different aspects of the body to enhance music learning, including hand signal for the ‘figures’ of vocal techniques, movement to embody rhythm, and hand signs for pitching (Feldenkrais, M. (1990) pg 3; Bowyer, 2015; Daly, 2022). The three key areas of learning set forward by Wulf and Lewthwaite, (2021) have underpinned each exercise in the artefact and ensured the focus in learner development. 

I have two primary aims for my evaluation, the first of which is to establish if the exercises I have created and compiled will be an effective resource for teachers, ensuring they are accessible, concise and useful as part of a lesson plan. The second aim is that the exercises enhance the student’s learning experience, by promoting autonomy, being effective in the individual focus points they aim to address and have an overall positive effect on the student as a whole. I will evaluate the ease of use and practicality of the exercises within a lesson plan for various ages and abilities with a focus on their accessibility and conciseness. 
I will also assess the effectiveness of the exercises in promoting student autonomy ensuring that each exercise targets specific learning outcomes and encourages independent learning. 
Lastly, I will analyse the overall impact of the exercises on student learning, considering how well they enhance engagement, understanding and retention, as well as their contribution to the student’s holistic development. 

Know That 
Learning process – OPTIMAL theory
OPTIMAL theory was set out by Wulf and Lewthwaite, (2021), which I came across in a previous module. This heavily influenced all aspects of my artefact. I decided early on that simply bringing together some movement exercises would not be enough to create something new to put out as a teaching resource, and that I wanted to tackle not only the use of movement but its effective application within a lesson. One of the main areas of interest for me was external focus. From there, I realised the benefits of autonomy and enhanced expectancies and was keen to include these as another layer of solidifying learning. Autonomy is also a key aspect of the Kodaly method which focus on learner centred development (Mete and Dündar, 2020).

Body awareness
My experience with mindfulness and meditation, led to Feldenkrais (1990), combined with best practices of Estill (Steinhauer, McDonald Klimek and Estill, 2017) and Somatic voiceworks (White, 2017), the body awareness exercise is aimed to wake up the body and in turn the mind, by bringing focus to the mind and awareness to the body, in an effort to ‘tune’ our instrument (Feldenkrais, 1990). It begins with what would appear to be no movement, however there is always movement within the body, it is never completely still (Nelson, 2018), and the awareness of this fact is beneficial to explore as well. The exercise is to allow for freedom in the body at the start of a lesson, practice, or performance. It encourages connection to the surrounding space, and to music as explored by Dalcroze (Juntunen, 2016) and how the body is connected, and the weight evenly distributed to ensure efficient breathing and larynx alignment (Nelson, 2018).

Intonation
By using best practices by Kodaly, Dalcroze and Estill to externalise the inner mechanisms and visualise the sound, I created exercises to help students overcome the barrier they may face of being unable to pitch a note in the different registers, or for finding the centre of the note for clarity and intonation. In these exercises the student is encouraged to focus on fingers above the head to access the sensation of ‘head voice’, as well as a focus on sustained notes visualising and externalising the sound and air flow, both influenced by the Kodaly hand signs to visualise pitch (Mayo, 2024) and Estill’s concept of externalising a sensation (Steinhauer, McDonald Klimek and Estill, 2017 pg 39). The aim is to allow the voice to follow the shape of the hand, and give the mind something else to focus on, freeing up another part of the brain (Goldin-Meadow and Wagner, 2005), while transforming the movement in something visual and kinaesthetic, giving the students a physical representation of what to aim for (Mayo, 2024).

Expression
Dalcroze focuses on embodying the music and allowing a natural response (Daly, 2022). This concept has influenced the exercises for expression, to allow the technical aspects of singing to be in the background while bringing focus and attention to the emotion and the story behind the song the student is encouraged to explore and express movement. This involves dynamics, phrasing, articulation and authenticity. We use hand and finger movements to express ourselves in a conversation (Morsella and Krauss, 2004), therefore I have applied this theory to expression in singing. By adding gestures it reinforces the meaning and makes it easier to tell a story with the use of “iconic and deictic gestures (Kelly et al., 2008). The aim is to practice the acting and storytelling aspect of being a singer in a natural and easy way using movement to make the meaning stronger and clearer (Kelly et al., 2008).

Support and Airflow
As advanced concepts, breathing and breath control need hand gestures to help the student visualise and externalise the sensation, as these concepts are not easily represented with explanation alone (Kelly et al., 2008) and In my experience this needs physical visualisation and externalization for a student to explore this within their own body, rather than just be described what they are expected to feel, exploration of their breathing apparatus and how it moves will deepen their awareness of the body, and posture through their subjective experience (White, 2017). These exercises allow the student to explore the feelings and sensations of the air as a vital part of the process. As we are aiming to change the way a student breathes, (for example from breathing in the chest to breathing into the diaphragm) hand signals promote quicker acquisition of skills and lasting change (Steinhauer, McDonald Klimek and Estill, 2017 pg 3.)
Tension
My personal experience of tension as a singer as well as seeing this in my students inspired me to include this as an exercise in my artefact. My exploration of Feldenkrais awareness of the body and how everything is connected inspired this exercise. According to Feldenkrais (1990) if the body is balanced and secure their is less chance of tightening up from imbalance or insecurity within the body. To be able to release the tension we first have to identify it, which leads on from body awareness. Somatic voiceworks talks of “extended behaviours” (White, 2017), going beyond your usual scope of movement in an effort to alleviate or ease tension. 

Processing
In my experience a key part of teaching is communication and a key part of learning is processing information and comprehending this in order to recreate it, by gesturing a student lesson’s their cognitive load allowing for better comprehension (Kelly et al., 2008). Gesturing is proven to aid communication when a teacher explains a task and it does not seem to matter what gesture is used (Goldin-Meadow and Wagner, 2005). The aim of this ‘exercise’ is to allow the student to process the information by way of controlled fidgeting, as children remember more when gesturing during explanation (Goldin-Meadow and Wagner, 2005). Spontaneous movement is likely to lead to remembering more (Ping and Goldin-Meadow, 2010).

Memory
I have always used actions in songs to help younger students remember lyrics and this works so effectively, as gesturing while trying to remember something leads to better recall because “gesturing saves speakers cognitive resources” allowing them to allocate more resources to remembering (Goldin-Meadow and Wagner, 2005). The aim of this exercise is to solidify lyrics, stories and meaning so as to be recalled when performing without the use of actions on stage. “Gestures directly facilitates encoding in long term memory because larger motor movements are involved” (Cook et al., 2008) (Morsella and Krauss, 2004) found that there is no need for complicated movements and that these gestures purely aided memory rather than speech production. Bringing focus to something which is not present, for example pointing, can lesson cognitive load (Ping and Goldin-Meadow, 2010).

Know How
All exercises (except 6) have the theoretical underpinning of OPTIMAL; “Optimizing Performance Through Intrinsic Motivation and Attention for Learning” (Wulf and Lewthwaite, 2021). Each exercise includes a positive explanation from the teacher to encourage self efficacy in the student. They each allow for autonomy, encouraging the student to make choices and decisions to give them ownership which encourages effective learning, and releases dopamine as per the research of Wulf and Lewthwaite. Thirdly they include an external focus to achieve better performance outcomes. This is either a focus on sensation (exercise 1), an external body part, for example the hands (exercises 1, 2, 5, 7a) or an object (exercises 3, 4, 7b). The combination of these three key areas for learning will, in theory, help the student’s development. In practice I found that explaining the task positively is a common approach in my teaching and therefore was not challenging, however a lengthy explanation with laid out expectations is not always useful as it eliminates spontaneity and unpredictability which can capture a student’s attention, especially younger students. I would advise the teacher to use their experience and instincts with each student to decide whether the explanation needs to be lengthy, or if it is needed at all. A suggestion could be to start the fun activity without building expectation, then once the child is familiar with it perhaps then discuss why this is so effective. Another pitfall of enhanced expectancy could be when a student does not achieve the expected outcome, they may feel that they have failed. So allowing for a more free outcome to emerge may be more effective for some students. I find generally that allowing students autonomy sometimes takes longer than expected, especially for students who find decision making difficult, therefore a time limit, by way of a countdown and limiting the choice to just two things for students who find this difficult, is a helpful way to allow for autonomy in a controlled way.
Research by Brunkan on circular hand movements (Brunkan, 2016; Brunkan and Bowers, 2021) has been developed for Exercises 2 and 4, with the use of directional hands to aid intonation and airflow. His research showed that the circular hand gestures helped with achieving the desire fundamental frequency (Brunkan, 2016) which I have adapted for students to explore their upper register, as well as connecting the movement with the concept of air flowing out of the body in what feels like a logical movement. 
There is a strong focus on externalisation throughout the artefact in Exercises 2, 3, 4, 6, and  7 as a way to explore intonation, expression, airflow, processing and memory, all of which are abstract concepts which require the need to visually or kinaesthetically explore them (Bowyer, 2015). I find that in my professional practice if a student can see something represented visually to them and then connect with the sensation themselves, they appear to understand the concept better. 
Exercise 6 is slightly different to the others in that it does not follow the pattern of including external focus and enhanced expectancy as it is focusing on processing and therefore more in line with how our mind can take on information if our body is busy and distracted by something else (Goldin-Meadow and Wagner, 2005). Children are more likely to remember something being explained to them if they are allowed to move freely, as it can externalize an idea and lesson the cognitive load (Goldin-Meadow and Wagner, 2005; Kelly et al., 2008) The spontaneous movement encouraged in Exercise 6 means the student is likely to remember more (Cook et al., 2008). Similarly Exercise 7 leans on the same theory that gesturing helps memory by freeing up more cognitive space and externalising the thoughts. 

After exploring some of Feldenkrais’ work further I discovered that focus on the body and becoming aware of what our body does and can do will help to bring balance and therefore efficiency in many different crafts and skills, including singing (Nelson, 2018). Exercises 1, 3, 4 and 5 utilise common themes within the Feldenkrais techniques. I decided to use the breath to explore the body and focus on areas that we are not so aware of, for example the small muscles within our vocal tract, as opposed to our hands, which we are hyper aware of (Feldenkrais, 1990, Pg 13). Bringing awareness to our posture and the fact that our body is always moving, over time will build our “kinaesthetic awareness” (White, 2017) which we gain a deeper understanding of through experiential learning. Freedom to express emotions through the body is a development on this idea of body awareness, which is used in exercise 3. I drew upon the eurhythmics aspect of Dalcroze for Exercise 1 by implementing movement to the beat, as a development on from pure freedom in movement awareness, to connect body and mind to simple musical principles and encourage a ‘muscular response’ (Jones, 2018) to the music. This exercise is listed first because it is useful in preparing the body to sing, Estill states it is important in practice and performance (Steinhauer, McDonald Klimek and Estill, 2017) In order to begin vocalising students must bring awareness to the body, have freedom to explore these sensations and link mind and body ready to create sound. I explored the Dalcroze technique further to express feelings through the body, linked with the mind, and developed this into the use of movement which logically represents the mood and sensation of legato and staccato to encourage the student to embody this musical phrasing (Daly, 2022). In a similar way, Exercise 4 explores support and airflow through bodily sensations and where the sensation of the breath is and how we can connect the muscles within our body in a natural way to create efficient connection by using common words attached to feelings, for example cry and whimper (Steinhauer, McDonald Klimek and Estill, 2017. Pg 8). Exercise 5 is a development of an exercise by Feldenkrais (Nelson, 2018) to explore releasing tension by shifting weight around the body. I added vocalisation to link in with the voice and extend this exercise further on from pure body awareness. This is also inline with Somatic voicework and their focus on posture as a way to bring awareness to and eliminate any blocks within the body, which will in turn “amplify both strength in the body and freedom in the throat” (White, 2017).

Leading on from the theoretical aspect of externalisation, the use of hands signs in the Kodaly method (Bowyer, 2015) backs up exercise 2a by incorporating the use of visual height of hands above the head to externalise the sensation inside. This exercise is one that I have used for a number of years having created it out of frustration that there seemed to be nothing else to help students who find the sensation of ‘head voice’ (White, 2017) or ‘thin fold’ (Steinhauer, McDonald Klimek and Estill, 2017. Pg 73) difficult to find. I explored externalising what the student sees on the page by using hand movements inspired by Kodaly, however I have chosen to allow the student to just adhere to ‘up and down’ to represent ‘higher and lower’ in pitch so as not to confuse or overwhelm them with specific hand gestures for each pitch (Mayo, 2024). The theory is to connect body and mind once again, as per Dalcroze Eurythmics (Juntunen, 2016). The use of props, or objects, inspired by Dalcroze (Jones, 2018) features in exercise 3 as a way to visualise and externalise what the student can hear and take this further outside of the body, and also in exercise 6 as a way of giving the student something to occupy their hands while they listen and process. 

Know What 
When I first set out to develop the artefact I simply created some exercises which incorporated movement and gestures which I know to be effective through my professional experience. It was later that I explored Feldenkrais further and realised that the movement would be less effective if the body was unbalanced and the student lacked the awareness. I also later added the key areas of learning, which I had explored somewhat in a previous literature review and decided would be an effective way to add another layer of depth to the exercises. I allowed the research to guide my choices as per my constructivist paradigm. I aimed to be led by the research and outcomes, testing a theory that movement and gesture are beneficial in many aspects of a singer’s development and a useful tool for teachers. 
I regularly use gestures within my professional practice, initially as a way to keep younger children’s attention, but then I started noticing benefits, such as more accurate pitching, better expression, tension release and more success remembering lyrics. This directly led me to explore these areas further and how I could justify the movement I was already doing with students and develop this theory further. Early on in my career when I had less scientific and research-based knowledge it felt natural to me to use movement as a way of exploring sound, reaching high notes and connecting with the breath. I am a kinaesthetic learner so throughout my education I needed to physically do it to understand it, therefore creating an exercise for intonation made sense, as well as airflow as these two in particular are abstract concepts which some students struggle with. Having watched a lot of performances throughout my education and life generally I noticed that singers move. They move their arms, they wag a finger on a riff and use expressive hands to portray emotion. These seemed natural to me rather than staged so it made sense that I could use these as a singer myself and later as a teacher, finding that this did often work even if at the time I was unsure why. This experience influenced Exercise 2, intonation, and also Exercise 3, expression. The use of fidget toys in lessons has become more popular and I noticed that my students would fidget a lot of the time while I was explaining and while they were singing, so rather then try to keep them still I allowed for some controlled movement (controlled in that the movement was contained to hands and not distracting to myself or others in the lesson), my research later enlightened me to the processing advantages of fidgeting while listening, so even though this is not specifically a vocal issue, it can be a challenge in the teaching studio, especially teaching younger students or neurodiverse students.
Through personal exploration of mindfulness and meditation I discovered the connection between the body and mind, and the power of the breath, adding this to my singing practice and my teaching seemed like a logical and natural progression, especially for tension and body awareness. This also seemed to have added benefits of helping focus and lessening fidgeting, generally in older students.
Pitching and intonation difficulties, especially in beginner students, is a frustrating barrier to singing and I found that what came naturally to one student, ie hearing a note and repeating it back, is not necessarily natural to everybody, so I needed a way of ‘explaining’ this. I quickly realised it was almost impossible with words alone so once again I turned to visual aids, namely hands moving up and down, in relation to their own body which had a positive effect for a lot of my students. This was backed up by my research into Kodaly and the use of hand signs relating to pitch. Similarly to the above, breath control is a tricky concept and exploring the area in which to feel the air in your body for efficient breath control is difficult to explain without visual aids and exploratory exercises. I find gesticulating a natural way to express words and emotions, therefore why would it be any different when expressing feeling through song? In fact it would look out of place if a singer is performing musical theatre for example with no movement in their hands or body. I also noticed that when someone is trying to remember something they will often move their hands in some way, examples I have noticed are clicking fingers, wiggling fingers, tapping fingers on a table, or on their lips or face. This led me to explore the connection between hands and memory and create Exercise 7 of the artefact.  
I did not just want a series of exercises with movement because this has been done, but rather I wanted to explore combining the OPTIMAL theory as well as trying the exercises with movement alone first, then together with the voice, then voice only. This is because in my experience students can struggle to take on new instructions at first so grounding the movement in their body before doing anything else builds a foundation. Adding in the vocalising links the skills to the movement, and then ultimately when we sing we do not want to be limited to movements, ideally we would like the body to be free to express how the singer pleases therefore they must be able to separate the movement from the vocalising before this stage. 
Bringing together ideas from my years of experience as a singing teacher has been satisfying and useful to delve into their purpose, narrowing down the type of movement in some cases and pinning them to a learning target. Adding in the extra elements of the OPTIMAL theory as well as exploring movement without voice, with voice and voice only allowed for more depth and enhances otherwise quite normal exercises. However, there may be too many elements to consider especially for a new teacher, they may find it overwhelming, therefore for future projects I would consider simplifying it and adding suggestions for more advanced teachers. I also feel that there could be more autonomy for the teacher within the artefact so this is something I would consider if I were to create it again. 

Conclusion 
In conclusion gesture and movement in vocal education offers an accessible approach to enhancing a student’s learning experience, with the help of the Optimal theory. By including positive reinforcement to encourage self efficacy, autonomy and an external focus each exercise promotes effective learning experiences. The use of physicality both aids understanding of abstract concepts and supports processing and memory, such major areas of learning. While there are many benefits to using the OPTIMAL theory, there are some challenges such as not allowing for much spontaneity within lessons, difficulty managing student decision making and inclusion for special educational needs. Further versions of the artefact would look at these issues and develop the exercises and theory to accommodate various learning styles. Overall the artefact encourages engagement, holistic learning and student empowerment, through freedom of choice, movement, connection and awareness. A limitation of this research was the fact that I did not test out these exercises with students as time did not allow, therefore my evaluations are based on past experiences of using these exercises or similar, as well as my own observations when I tried the exercises as a singer. 
I have gained a much broader knowledge of movement’s role in the teaching studio, and I have a strong understanding of the theories underpinning the effectiveness of movement with singers and feel more confident to use this in my teaching. I feel validated in my positive approach to communicating with students and in my holistic, student-centred approach. 
I have gain the experience and knowledge of creating a set of exercises to incorporate movement in lessons and I feel confident to present this to other teachers to help them with their teaching journey. I have also successfully combined my new knowledge with the practical application of skills-based, physical exercises to take forward into my practice. 


Appendix 1
Artefact

This series of exercises have been created with the teacher and student in mind. It will be directed at teachers to act as a resource to explore common aspects of a singer’s journey. Each exercise will be laid out step by step. The exercises will be explored in three ways; movement only, movement with voice, voice only. They will also focus on three key aspects of learning; Autonomy, enhanced expectations and external focus. Below the series of exercises are laid out as if guiding the teacher through the set of exercises.

These exercises will guide you, the teacher, through some ideas relating to movement as a way to explore some aspects of a singing lesson. They are designed to be flexible and student autonomy is encouraged. Be sure to explain the exercise in a positive way to encourage self efficacy. Each exercise is laid out in a way that you could use to explain to your student, anything in italics is aimed at you as a side note, or extra explanation.

Areas of focus
Exercise 1 – General Body awareness 
Exercise 2 – Intonation 
Exercise 3 – Expression 
Exercise 4 – Support and air flow
Exercise 5 – Tension
Exercise 6 – Movement for processing 
Exercise 7 – Movement for memory 

The three ways to explore each exercise;
1. MNV = Movement, no voice.
2. MV = Movement and voice.
3. VNM – voice, no (minimal) movement.

The three key areas of learning; 
1. Autonomy (A) – allow for an element of choice in the exercise, whether that’s which song phrase to sing, which vowel sound to use or which gesture to use. Ultimately T has control of the important elements but S feels heard. 
2. Enhanced expectations (EE) – T explains each exercise in a positive way which suggests success to the S.
3. External focus (EF) – shift the focus from internal sensations and focus on either the movement, the sound or something else outside of the body, essentially anywhere outside of vocal mechanisms, be it larynx or diaphragm etc. (as per focus of attention..)

Exercises 1 – 5 are to be used as part of a warm up, with varying amounts of time allocated depending on, lesson length, S ability, S goals. They are focused on voice production and technique. Exercises 6 and 7 are focused on the learning process and can be used in any part of the lesson. 

Exercise 1
General body awareness

The exercise – focusing on the feeling of the breath in the body. 
As the teacher you will begin by explaining that this exercise will allow freedom in the body and bring awareness to the surrounding space allowing for connection to the voice. (EE)
Instructions for you to give to your student.

Step 1 		– Breathe – eyes shut. Inhale for 4 counts, hold for 4 counts, exhale for 4 counts, hold for 4 counts. (MNV)
Step 2	 	– Breathe into different areas of the body, fill the space. You, as the teacher chooses which areas. 
For example 
“Breathe into the stomach, breathe into your legs, breathe into your arms, breathe into your throat etc. You should take this slowly so the student can focus on the sensation. Some areas will be easier to ‘breathe into’ than others. (MNV)
Step 3 		- Hum – long notes starting in a comfortable range, ascending a tone at a time. Encourage the student to feel the vibrations in different areas of the body – as guided by you. (MV)
Step 4 		- Add a beat. Eye open, walk to the beat. Around the room or on the spot if the room does not allow. Hum to this beat. (MV)
Student’s choice – The hum can be to a set timing and pitch, or free. (A)
Step 5		 – As the teacher, play/sing 4 note phrases. Instruct the student to repeat the phrases on a vowel sound of their choice while still walking, this time adding arms which should be encouraged to move freely but trying to follow the pitch shape. Student to bring focus to the hands, watching them as they listen to the phrase and repeat it (MV) (A) (EF).
Step 6	-	 Hold the feeling of the beat in the body and the awareness of the body in the space, and the feeling of arms moving freely, repeat some 4 note phrases, on any vowel sound as before but only allow for small movements in the arms. Focus should remain external but this time on the overall sensations of the body within the space. (EF) (VNM) (A).

Suggested advancements – 
· Be very specific on where to ‘breathe into’.
· Bring awareness to the space around the body, and the the space which the body is taking up.
· Bring awareness to the vibrations of the hum as a whole within the body and outside of it. 
· Once the student is familiar and confident with exercise they could be encouraged to choose themselves where the breath goes, with no input by you. 

Exercise 2
Intonation

The exercise(s) 
Exercise 2a – Focusing on head voice / thin fold for students who are struggling to access this and are often ‘stuck’ in chest voice / thick fold. 
Instructions for you to give to your student. 

Step 1		- Hover hands above your head and wiggle your fingers (MNV).
Step 2 		- Sing a light ‘Oo’ in head voice/thin fold while wiggling fingers, on one pitch initially, then progress to descending slides (MV).
Step 3 		- Choose a different vowel sound to try (A) first on one pitch, then descending slides.
Step 4		- As the teacher play 5 note descending scales. Instruct your student to repeat these, while still using wiggly fingers.
Step 5 		- Repeat the 5 note descending scales exercise without your wiggly fingers, but hold this sensation in your mind as you sing. (VNM)

Exercise 2b - Focusing on clarity in phrasing, for more advanced singers. 
Instructions for you to give to your student.

Step 1 		- using the sheet music of a song you know, or currently learning (or start with sheet music of scales.) Point to the shape of the vocal line and audiate (hear in your ‘thinking voice’, the sound while doing so. You do not need to touch the page, just use the space in front of you to roughly make the shape of the vocal line. 
(Note that they do not need to have the ability to read music, just the knowledge that ‘up’ visually means ‘higher’ in pitch and visa versa, ‘down’ visually means ‘lower’ in pitch.)
Step 2 		- Choose a vowel sound, or hum, or SOVT (A) and use this to perform the above exercise, bringing focus to the movement and the shape of the phrases (EF) rather than the sound. 
Step 3  	- Add the lyrics back in and continue with the hand movement following the shape of the vocal line.
Step 4 		- Take away the hand movement, but keep the sensation of the hand movement in your mind as you sing the phrase again. 

Exercise 2c – Focusing on sustained notes, for any experience level.
Instructions for you to give to your student.

Step 1		-  Imagine singing one long note on “Oo” while using your hands to ‘pull the air out’ of your mouth like a magician pulling out a long string of scarves, in one long continual action. 
Step 2		- Voice the note on “Oo” while continuing the action. Choose which vowel to do next (A).
Step 3 		- Shift the focus from the sustained note to the continual movement of the hands. (EF). Then put the sound back in holding the imagined sensation of the hand movement in your mind. 

Exercise 3
Expression 

The exercise(s)
Exercise 3a – Focusing on phrasing – Legato and Staccato. 
Instructions for you to give to your student.

Step 1 		- Stand strong, bringing movement in your arms, allowing them to flow freely, swing, shake, move however you feel comfortable (MNV).
Step 2 		- Choose expressive words, or emotions (You could provide a stack of emotion cards to allow for autonomy and randomness) (A), Move in a way which expresses this. No vocalising yet. (MNV)
Step 3 		- Focus on legato using the exercise “I fly to the top of every tree”, allow for flowing arms, bent knees and movement however you feel is right for you (A). Then encourage big arms, or use  a scarf or something similar (MV). Focus on scarf/chosen prop (EF).
Step 4 		- To focus on staccato, use the same exercise, either clipped or different words “Hop. Hop. Until you have to stop and drop.” Move how you feel represents this, for example short, choppy movements. (MV) Focus on hands. (EF).
Step 5 		- Sing the legato and staccato phrases without props, or exaggerated movement, focus on authentic natural movement which should not feel forced. 

Exercise 3b – Focussing on dynamics.
Instructions for you to give to your student.

Step 1		- Choose a phrase, this can either be from a song you are working on, or it could be a scale or familiar exercises to you. (A) As the teacher you can help them choose or choose for them if they are unsure, new.
Step 2 		- Sing the phrase ‘Piano’ and while doing so bring your hands into a small position, like holding a golf ball. You could also get them to play around with making the entire body small. (MV)
Step 3 		- Sing the phrase ‘Forte’ and while doing so expands your hands to as wide as you can. 
Step 4 		- Try going between piano and forte while also using the small and big hand movements. 
Step 5 		- Without vocalising, audiate the exercise in your head and do the big/small gestures while hearing the dynamic in your head. (MNV)
Step 6 		- Sing the exercise using a variety of different dynamics while imaging the feeling of movement in the hands and the body. Allow for gentle movement in order not to restrict the body. 

Exercise 3c – Focusing on storytelling (acting through song) and authenticity. 
Instructions for you to give to your student.

Step 1 		- Take a section of a song you are learning. You can help them make this choice is needed. (A)
Step 2 		- Tell the story of that section of the song with gestures and movement only, paying special attention to conveying the emotion behind the story as well as the meaning and the narrative. Allow these gestures to be over the top and unrealistic, almost like charades (MNV).
Step 3 		- Now explore more realistic, subtle and authentic gestures to tell the story imagining that you are telling the story with your spoken or sung voice. (MNV)
Step 4  	- Add in the voice. If time allows then explore speaking it first before moving onto singing, otherwise go straight to singing. (MV)
Step 5 		- Try to tell the story with your spoken and /or singing voice with your hands behind your back, to feel the restrictions of this.
Step 6 		- Having explored both extremes of bold movement, subtle movement, and no movement, try movement which feels like it matches the intent in the voice. 

Exercise 4
Support and airflow 

Exercise 4a – Focusing on support.
Instructions for you to give to your student.

Step 1 		- Hold your hands like you are holding a tennis ball in front of your belly button and expand to a beach ball size with the movement of the abdominals, rib cage and chest, ensuring shoulders stay down. Imagine the air is flowing into the ball and inflating it. 
Step 2 		- Choose an expandible plastic ball or rubber exercise band. Use this held low in front of your abdomen and expand and collapse as you inhale and exhale. 
Step 3  	- Focus on the movement of the breathing equipment in your hand as you inhale and exhale, while experimenting with the speed with which you inhale and exhale. (EF).
Step 4		- Inhale, as above, and on the exhale sing a gentle, mid range, ‘Oo’, bringing awareness to any engagement in the torso. 
Step 5		- Try different levels of connection with ‘Mmm’ (like something is tasty), ‘Woah’ (like they almost fell over), ‘Yay’ (like they are excited for something), and Woohoo (like a celebration). 

Exercise 4b – Focusing on airflow. 
Instructions for you to give to your student.

Step 1 		- Blow air out slowly while using your hands to ‘draw out the air’ like a magician pulling scarves out of their pocket, in a circular motion, focusing on a continual flow. (MNV)
Step 2 		- Start to voice a note comfortably within your range and on any vowel (A) and sustain that note while using your hands in the above described manner. Go between voiced and unvoiced, while continually ‘drawing the air out’ (MV)
Step 3 		- Choose a familiar exercise that you are comfortable with (A) and use the ‘drawing out’ movement while singing it. (MV).
Step 4 		- Using this ‘drawing out’ technique on tricky sections of a song you are working on. (MV)
Step 5 		- Try singing the section of the song without using hands to ‘draw out’ the sound but imagine this movement. (VNM)

Exercise 5
Tension

The exercise – Focusing on releasing tension in the body.
Before beginning explain that this exercise will help release tension and bring freedom to the body (EE).
Instructions for you to give to your student.

Step 1 – 	Stand with feet hip width apart, bringing awareness to the soles of the feet connected to the ground (EF).
Step 2 –	 Slowly and gradually shift weight to the toes, still keeping the whole foot on the ground.
Step 3 – 	Explore the other areas of the feet, shifting weight to different areas – heels, insides, outsides, left, right. Bring awareness to these areas.
Step 4 - 	Come back to the centre and focus on the weight in the centre of the foot. 
Step 5 – 	Begin the sequence again, from toes, to heels etc, and add gentle vocalisation, ie humming, sirening, or SOVTs, you can choose this (A)
Step 6 – 	Bring the weight back to the centre, keeping in mind and allowing the micro movements our body does and not trying to stop these, while using gentle vocalisation. 
Step 7 – 	Progress to a section of a song you are working on. 

Suggested advancement – 
· The use of a balance board exaggerates the movements made, allowing for more exploration of weight shifting and body movement. 
· Use a strong exercise band, tie this to something strong (the other side of the door nob and shut the door) then wrap around the waist. Try the balance shifting exercise again but more extremes may be used as they will have something to lean against. 

Exercise 6
Movement for processing 

The exercise – Focusing on communication and processing of information. 
Instructions for you to give to your student.

Step 1		- Choose a ‘fidget toy’ (A). Suggestions include; beanbags, teddies, tennis balls, fidget spinners. If you would prefer you can just move your hands as the teacher speaks. Allow for spontaneous movement with or without an object.
Step 1a 	- Use gestures to communicate the idea they are explaining. This could be pointing to certain parts of the body they are discussing or big/small gestures to accompany explanation of expression. This could also pertain to the use of Estill figures to explain and help the student visualise internal workings of the voice. 

Suggested advancements.
Step 2	- a fun way to check comprehension could be to ask the student to explain using only gestures what they think you want them to do. Then verbally explain so as to check accuracy of understanding. If the student does not feel confident with this they could explain with words but be encouraged to use gestures at the same time.
NB this is a slightly different exercise to the others and does not require the S to explore MNV, MV, and VNM as this is regarding processing rather than vocalising. Nor does it include for enhanced expectancy or external focus. 

Exercise 7
Movement for memory  

The exercise – focusing on memory and recall. 
Instructions for you to give to your student.

Exercise 7a – Suggested for younger Ss (although not exclusively).
Step 1 		- Explain a section of your song using only actions and gestures, no singing or speaking (MNV). Explain this will lead to success in remembering their lyrics. (EE)
Step 2 		- Choose some actions which tell the story and incorporate emotions well. (A) Keep these actions simple, they do not even need to be related to the meaning. (Note that these actions are different to choreography and should not take away from vocal production.)
Step 3 		- Try these actions whilst listening along to the recording or even the backing track, without singing (MNV).
Step 4 		- Add the voice in (MV).
Step 5 		- Using both gestures and voice encourage bring your focus to the hands and allow your attention to remain here. (EF).
Step 6		- Take away some of the actions but keep the intention and the meaning behind the song. (VNM) Some actions can remain to allow for freedom in movement and authenticity of the character and story. 

Exercise 7b 
Step 1		- Choose an object such as a beanbag (A). Throw this between you and your teacher one phrase at a time, while listening to the song (MNV). Explain that this will help them remember their lyrics. (EE)
Step 2 		- While throwing the beanbag back and forth take it in turns to sing a phrase, either to the backing track or a’capella. (MV)
Step 3 - 	- Focus on the beanbag as it is being thrown rather than the words being sung (EF).
Step 3 		- Sing all phrases throwing the beanbag up and down by yourself, and eventually remove the beanbag altogether (VNM). 
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