How Does the Use of Gesture and Movement within the Teaching Studio Impact Student Development?

Part one
Introduction 
Through my work as a singing teacher, and my training as a singer, I naturally use movement and gesture to either explain a concept or a feeling to a student, or reach my own goals as a singer. I encourage gestures in performance to convey character and story telling, especially in musical theatre. I use movement to help students release tension, encourage air flow, improve intonation, explore resonance and try to embody the music they are singing. As I began to teach more advanced students at further and higher education level, I started to notice that although a significant number of singing teachers use gestures and movement this is not necessarily a chosen method for a lot of singers and singing teachers (Nafisis, 2014). I was finding that these singers had an in depth knowledge of the internal workings of the voice but struggled to express this and reach a flow state, where skill balances with challenge and allows for engagement and enjoyment to take over (Gold & Ciorciari, 2020). After using simple movement and gesture with them the results were remarkable. This lead me to my question of how gesture and movement can be used within the teaching studio, what prior skills and knowledge are needed for it to be effective and are there any negatives to their use? 
I believe that movement is a key aspect of singing, however I feel it is still ingrained in a lot teachers, myself included sometimes, that singers must stand straight and still for ‘good posture’ (Nafisi, 2013). Furthermore, standing still is necessary at times so how do we achieve this while still allowing subtle movement within the body? I wish to gain a more in depth knowledge of types of movement and gesture used by teachers and singers, as well as the evidence around its successful use and how this could be expanded and moved into a more broad spectrum. I intend to explore motor learning and movement methods such as Feldenkrais, Alexander technique, Dacroze and Kodaly in an attempt to understand the different benefits of each and how they could be used within the teaching studio. As the body is a whole and is entirely connected, it seems counterproductive to view antimony in isolation but rather as a working machine. 
Aims 
· To gain a broader, more in-depth understanding of how movement and gesture affect the body when singing.
· To understand different movement methods used with teachers and singers.
· Work towards proving my hypothesis that movement and gesture are beneficial for singers of all ages and experience. 
· To aim this paper at other practitioners in the field to help better inform their choices in the teaching studio. 
· To aim to create ease, freedom and efficiency in singers, not necessarily an improved sound directly, but possibly indirectly through increased confidence, and enjoyment.

Objectives 
· I intend to conduct a search of the literature pertaining to motor learning generally, and movement and gesture for singers, using the University of Wales Trinity St David’s online library, as well as Google scholar search function.
· I will review the literature analysing the benefits, as well as any negatives to gain a well balanced understanding of how movement and gestures are useful for singers. 
· I will analyse the outcomes of any research projects involving movement and gestures and their effects on singers.
· I will draw on studies around sports and music to allow for a broader view on how our bodies respond to movement, gesture, and motor learning.

Methodology 
Coming from a Constructivist Paradigm that embraces researchers’ own conceptions, descriptions and interpretations of the world and research, (Guba Yvonn As, 1994; Morgan, 2014) I believe movement and gesture are subjective, and so this paradigm fits with my personal belief system well. I am an insider researcher, my research being practitioner-led and I embark on this literature review with a strong bias towards the positive effects of movement and gesture. I will ensure that I allow my search criteria not to reflect this bias in order to gain a well rounded view on the subject, presenting my findings but ultimately focusing on my own professional development (Costley, n.d.). I believe I will come across many viewpoints and interpretations of qualitative and quantitative data, and as per my paradigm I intend to interact with the research in order for it to guide the outcome (Guba Yvonn As, 1994; Morgan, 2014). Experiences of movement and outcomes are subjective and therefore must be interpreted. People’s outlook on life will determine how they perceive physical sensations, as Morgan (2014) states “our understanding of the world is inherently limited to our interpretations of our experiences” (Morgan, 2014), and there is not one objective reality, only subjective research is possible (Feilzer, 2010). This acknowledges that the researcher will have a vested interest and relevant experience in the field when undertaking this research, which adds authenticity to the project (Winter, 2021). My personal epistemological stance favours a paradigm that prioritizes the freedom to explore and discover without being limited by predetermined outcomes. This method encourages organic exploration and genuine discovery, rather than adhering to a prescribed path that dictates outcomes (Guba Yvonn As, 1994; Morgan, 2014).

I've chosen to embrace a hermeneutic methodology (Winter, 2023) (Boell & Cecez-Kecmanovic, 2014) because I'm drawn to the concept of the ‘whole’, where every part must form its entirety, aligning well with my subject matter. Additionally, I'm intrigued by the notion of choosing a 'pearl' paper from which I can explore a “citation pearl growing strategy” (Boell & Cecez-Kecmanovic, 2014), to use keywords within papers to find more relevant papers, exploring further but returning to the original question (Boell & Cecez-Kecmanovic, 2014). Reflection is part of the hermeneutics process, and as it is traditionally believed that reality is socially constructed, “interpretation should be given more standing than explanation and description” (Gray. D, 2022 Page 23). I will approach my research as being inspired by the hermeneutic circles. Phase 1 will begin with identifying my topic to research, which is outlined in my introduction. Then the ‘Search and Acquisition Circle’ (Boell & Cecez-Kecmanovic, 2014) can commence, which includes the following;
· Searching 
· Sorting 
· Selecting 
· Acquiring 
· Reading 
· Identifying 
· Refining 
Once I have done this I will move onto the ‘Analysis and Interpretation Circle’, which involves mapping and classifying, where I will identify key words within the articles and add these to a spreadsheet. In phase 2 I will begin the process again from ‘Searching’ with a new set of inclusion criteria. Here is where I expect to get more specific on the terms ‘movement’ and ‘gesture’. I will also choose my ‘pearl’ and work through the reference list, excluding any that appear to contain exclusion criteria, for example ‘choral’ in the title. I will then work backwards through the article to determine whether I think the paper will be relevant. Following that I will take the remaining references in the list and read the abstracts and conclusion to finally decide if they will be relevant for this 2nd phase. My rationale behind this is that there is a clear step-by-step approach aiding the analysis of literature data and encourages a part-to-whole approach leading to a broadening of my current knowledge  (Boell & Cecez-Kecmanovic, 2014). 
During my exploration of the different types of literature reviews I was drawn towards a narrative review, a type of literature review which aims to link themes within the chosen literature, without clear inclusion or exclusion criteria (Winter, 2023). Its benefits are to broaden ones understanding of a topic while honing in on specifics and analysing the literature to provide a different viewpoint on a subject drawing on emerging themes and connections (Winter, 2023). This is a type of literature review which I am familiar with from previous modules and this familiarity was appealing. However I felt that the lack of rules and methodology meant it may lead to a lack of direction, where as I needed a clearer structure for this particular project. I decided that a commentary literature review would suit my subject, as well as my style of writing as it leans towards a more journalistic style with author bias while allowing for exploration of the literature, and having many similarities to a narrative review (Winter, 2023). I will be transparent that moving forward in this paper my views are biased and lean towards the beneficial nature of movement and gesture. This paper hopes to spark debate and raise questions within this multi disciplinary practice (Winter, 2023), while endeavouring to allow the literature to guide my exploration, as per my paradigm. My view is set at the start of the process but my mind will remain open to the information I learn. 
My search strategy is informed by the hermeneutic circles where I intend to undertake one round of searches with an inclusion criteria, in an attempt to find anything which relates to the whole (Boell & Cecez-Kecmanovic, 2014). Within this search I hope to find a paper from which I can backwards chain and find more literature relevant to my research, and explore a “citation pearl growing strategy” (Boell & Cecez-Kecmanovic, 2014). I will read the abstract and the conclusion, to get an overview of the content of the article and document these in an excel spreadsheet where I will note whether they are relevant at this stage, may be relevant at a later stage, or not relevant to this literature review (Winter, 2023). Following on from this, I will note down any articles referenced within the paper, which includes my inclusion criteria. Once I feel I have found a ‘pearl’ from which I can draw a lot of information and references I will embark on backward chaining (Winter, 2023).
My inclusion and exclusion criteria are as follows;
Include:
· Movement, gesture, singer, singing, individual, young adults, advanced, freedom, flow, somatic, holistic, motor learning.
Exclude:
· Choral, instructional, conducting, rhythmic, basic level music.

At this stage I feel that the terms ‘movement’ and ‘gestures’ are ambiguous and too broad, however I am interested to see what literature is uncovered with these terms. At a later stage I aim to define these and narrow down my search for the second circle of searching (Boell & Cecez-Kecmanovic, 2014).

Timeline 
	Stage 1
	Choose a methodology for conducting the literature

	Stage 2
	Literature review Methodology

	Stage 3
	Gather literature 

	Stage 4
	Hermeneutic Circles 

	Stage 5
	Draft Part 1

	Stage 6
	Read, map and classify 

	Stage 7
	Draft Part 2

	Stage 8
	Write Critical Reflection for Part 1 




Critical Refection 
Having spent some time trying to decide between the different topics of interest to me, I reflected on my current situation and chose something that I feel benefits myself and my students. Initially my research question was ‘The positive effects of gestures and movement on singing students’. This sums up broadly what I wanted to explore, however after discussion and deliberation the question became ‘How Does the Use of Gesture and Movement within the Teaching Studio Impact Student Development?’ which allowed for a less biased view to be presented rather than just focusing on positives. Throughout my career and continued professional development this is a subject I have learnt about and I had a desire to delve deeper into it. I personally use a lot of movement and gestures within my teaching and find this very helpful for problems such as tension, pitching, focus, reaching high/low notes, engagement of breath and acquisition of breath (Nafisis, 2014). I have explored such people as Chris Johnson, Stephan King and Heidi Moss and have started to explore methods such as Feldenkrais, Alexander Technique, Dalcroze and Kodaly (Liao & Davidson, 2007; Mete & Dündar, 2020; Paparo, 2016). 
I had originally intended on researching specifically into a very well known method which I believed to be somewhat detrimental to some student’s development, however I was weary of unpopular opinion and also the amount of time and money I would need to spend in order to fully research the model in its entirety as information on this model is not readily available. In the end I decided to stick to a general analysis of the literature available on positive and negative affects of the use of gesture and movement within the teaching studio. 
I discovered that there is a great deal I already knew on this subject and what I had envisioned writing had been written many times already, therefore I needed to take a different approach. I allowed the literature to guide me and found that attentional focus was an interesting use of movement and gesture, although a slight sidestep from the original plan, I managed to link this back to the ‘whole’ as per my chosen methodology (Boell & Cecez-Kecmanovic, 2014).

This was my first time using hermeneutic circles (Boell & Cecez-Kecmanovic, 2014) and I discovered the need for organisation of articles very quickly. I started an excel spreadsheet in an attempt to organise the research, adding keywords, relevance and further reading. This became very overwhelming very quickly and deciding what was relevant to the ‘whole’ was extremely difficult due to my slow speed of reading and inability to skim read articles. I endeavoured to choose a paper from which I could backward chain (Winter, 2023), which I eventually did, however on further exploration of their reference list I realised that around half of the papers and books listed were unavailable either through the university library or on google scholar, which left me frustrated and forced to take a different route, however I 
worked hard with the literature I had and accepted that not everything is readily available.
I discovered when writing part two that some of the knowledge and assumptions I was making were based on previously acquired knowledge and therefore a considerable amount of time was spent finding articles to back up the point I wanted to make. I was mostly able to do this and on reflection this lead me to some interesting articles which broadened my knowledge even further. 

The literature eventually guided me to subjects of motor learning (Helding, n.d.-b) and autonomy (Wulf & Lewthwaite, 2021), external focus (Wulf, 2013) and implicit memory (Acker & Hampton, 2000) which lead me to new research into “know that and know how” (Helding, n.d.-a), which after some exploration of the literature is a topic of interest for future modules. The more research I do the more I find that the subject of the psychology of the singer is of interest to me and will be a topic a continue to explore. 
A goal for me during this masters was to fill in as many gaps in my knowledge about singing teaching as possible to become a better teacher in the field of singing and performance. On reflection I believe this is somewhat being achieved however the dilemma remains whether to continue on this subject or to fill in other gaps in my knowledge. This research has also highlighted the difference between ‘know that’ and ‘know how’ and the importance of ‘doing it' over ‘researching it’ so my goal moving forward is to implement what I have learnt in an attempt to ‘know how’ to do it and not just the theory behind it. This, on reflection, is also the best way I learn and I will endeavour to teach myself through application of theory in the teaching studio. 

Part two
Gesture and movement in vocal training has many uses and benefits to students, as well as teachers. By the nature of the instrument it makes sense that the way the body moves and how the different parts connect, interact and communicate within itself will have a huge affect on the instrument and the sound that is being produced. “Singing is a motor skill” (Nafisi, 2013) where the body helps the brain, and body itself, learn. “Learning reflects a relatively permanent change in the capacity to perform a skill” (Chua et al., 2021), in this case, singing. This essay will discuss the different uses of gestures and how these affect the body and sound production, in relation to how it feels for the singer and how it sounds to the listener. It will also discuss how gestures can be useful for teachers and how best to use these to communicate a sensation and physiological aspects to singers. There is a connection between acquiring theoretical knowledge and implementing procedural knowledge. This is where I believe gesture bridges the gap between ‘know that’ and ‘know how’ (Stanley & Krakauer, 2013), and how we can use our bodies to think (Seitz, 2000). 

Benefits for the singer
Research has shown that gestures can help a student with focus, support, intonation and sensation (Liao & Davidson, 2007). Liao and Davidson claim singers have better expression in the voice when moving around compared with when standing still which they speculate is due to the freedom to imagine and therefore engage in the movement more freely. The study showed that most children found that gesture was helpful (Liao & Davidson, 2007). Children reported finding the use of gestures more fun and therefore they are more motivated to learn (Liao, 2008). Liao and Davidson’s (2007) study also found when observing performers that the more intense the musical expression the bigger the performer’s movement (Liao & Davidson, 2007), which would suggest that they are utilising their body to enhance the expression they produce. Brunkan and Bowers (2021) found that there was a reduction in sound pressure level when participants stood still, further reinforcing that body movement is more beneficial than standing still. Gestures can be used for physical support in vocal production, as well as expression and reflect dynamic changes and musical phrasing, for example using open arms when performing a crescendo and closing them for a diminuendo, as well as choosing larger gestures for louder singing and smaller gestures for gentler passages (Liao & Davidson, 2007). Singers reported perceived fuller breaths, and louder, deeper tone when using gestures. These benefits to singers could aid longevity if the singer enjoys the process and feels the benefits (M. C. Brunkan, 2016). However some children find using gestures while singing distracting (Brunkan & Bowers, 2021). If a teacher can embrace the idea of movement to encourage imagination this could have a positive impact on student development by allowing freedom and also fun, ensuring communication between student and teacher so that the student does not feel overwhelmed or distracted by the movement. However, sometimes distraction can be a helpful tool in the teaching studio, so establishing what the goal is within that lesson could help determine the level and choice of movement or gesture. 
Other aspects like tone quality, pitch accuracy, breath control and fine inner motor skills can also be improved by the use of gestures (Liao, 2008; Liao & Davidson, 2007). Pitch accuracy improved when study participants used low circular arm gestures moving upwards and outwards to the sides of the torso. The employment of this circular hand movement aided breath and tone quality, while pointing was reported to improve pitch (D. M. C. Brunkan & Bowers, 2021). A study showed that most singers (67%) were closer to the fundamental frequency (pitch) when using circular arm movements, and most of them made an audible change (M. C. Brunkan, 2016). However, Brunkan and Bowers (2021) reported that in their more recent study low circular hand movements resulted in singers becoming more out of tune. The direction of hand movements made no difference in one study (M. C. Brunkan, 2016) where as Liao and Davidson (2007) found that when it came to lifting the soft palate, moving the hands in the ‘wrong’ direction yielded negative results (Liao & Davidson, 2007). This mixed data makes it difficult to strongly agree either way with the effectiveness of circular movements and the impact the direction has, however a teacher can decide if this is working for their student or not and I would suggest a playful approach to explore direction and hand movements for teacher and student to discover together whether it is beneficial or not. Giving the student autonomy over a movement of gestures allows for better student development and engagement (Wulf & Lewthwaite, 2021). Allowing for a student to freely move during a song or an exercise could also lead to better problem solving. According to Goldin-Meadow (2004), when children were asked to move their hands while explaining something they managed to demonstrate more problem solving skills. Encouraging freedom in movement could allow the student to naturally find ways in which they can solve issues such a tension, intonation or breath support. It is also a way for the teacher to observe their subtle non verbal behaviour which can communicate to the teacher whether they have understood a concept or not (Goldin-Meadow, 2004). Goldin-Meadow (2004) also found that just drawing the teacher’s awareness towards the student’s gestures made a big difference in how they received non verbal information the students were expressing. 

Nafisis (2014) and Brunkan (2016) note that the best use of movement is not necessarily about specific gestures, like circular arm movements, and more about body awareness. They advocate that this can aid the release of muscle tension in the chest, ribs, abdominals and pelvic floor muscles, as well as enable the singer to breath more fully, and have better alignment. This is a belief established by many movement specialists including Feldenkrais, Orff, Kodaly and Dalcroze (Liao & Davidson, 2007; Paparo, 2016). 
The Feldenkrais method focuses on embodiment and approaching the body, a singer’s ‘instrument’, as a whole. The training can affect perceived tension, improve alignment and affect breathing, resonance, intonation, articulation and range, (D. M. C. Brunkan & Bowers, 2021) all important aspects of singing. Rather than focusing on individual muscles, for example attempting to feel and control the false vocal folds, it acknowledges that “singing is a physical activity of the whole body, which needs to be trained” (Liao & Davidson, 2007). Somaesthetics acknowledges that senses are a part of the body and affect it’s condition (D. M. C. Brunkan & Bowers, 2021) and this embodiment is evident with the somatic approaches in music including Feldenkrais, Alexander techniques, tai chi, and body mapping (M. C. Brunkan, 2016).

How a singer perceives their voice is an important part of learning to sing. Our body communicates with our mind and visa versa and therefore body language and movement informs our perception and helps learning in general (Nafisis, 2014). The communication with oneself helps the body to learn, and reinforces the concept that everything is connected. Movement helps the thinking process and enhances perception (Nafisis, 2014). Singers in this study (M. C. Brunkan, 2016) perceived fuller breaths, and louder, deeper tone (M. C. Brunkan, 2016).

Dalcroze, Kodaly and Orff methods give us a specifically conceptual understanding of music and shows that there is a connection between movement and learning music (Liao & Davidson, 2007; Nafisis, 2014). I have seen this first hand in the students I teach as well as in myself as a singer. Using simple movements like tapping a foot to the beat while singing connects to the “natural rhythms of the human body” (Liao & Davidson, 2007) therefore once the beat is in the body, the voice can navigate around it easier, because the voice is connected to the body. Kodaly is another movement-based method involving hand signs for pitching and intervals, this is “regarded as an invaluable approach” with children being more accurate and quick to find musical intervals using these signs (Liao & Davidson, 2007). The student-centred approach is designed to immerse the student in the act of singing in order to fully understand it, believing that just listening is not enough (Mete & Dündar, 2020; Ryman, n.d.). His method of using hand signs has been shown to improve singing in secondary school aged choral student, and improve timbre and resonance (Mete & Dündar, 2020; Ryman, n.d.).

My research found that gestures and movement fall into a few different categories, and these categories are important for a teacher to establish and identify in order to choose the most effective movement or gesture for the specific challenge the student is facing. Common categories are as follows; (Nafisi, 2010, 2013; Nafisis, 2014)

“Gestures in communication” or “physiological gestures” 
These include demonstrations by teachers regarding internal mechanism, used a lot in the Estill method. These can also be used by singers as a way of communication with oneself, body to mind. 
“Sensation related gestures” 
These demonstrate metaphors and imagery, and guide the student to feel a sensation a certain way.
“Musical gestures”
Used for pitching, dynamics and phrasing including expression. 
“Body movements” 
These have no specific gestures, but allow for release and possibly relaxation for muscle tension. Not used to communicate or demonstrate, and more to be encouraged to be used by students rather than by teachers (Nafisi, 2013). 

Liao and Davidson (2007) categorise them in possibly a more simplified way as follows; 
For focus
This is not specially covered in the versions set out by Nafisi (2010, 2014, 2013) but may fall under ‘body movement”. This includes using external focus to shift attention away from internal mechanisms by focusing on hand movement for example. (The effectiveness of external focus will be discussed in further detail in the essay.) 
For guidance 
Helping to direct the voice and encouraging communication with the singer’s own body. One child in this study was quoted saying “if you’ve got a gesture, you can follow it”. Another child said “my body teaches me how to sing”. This brings back the importance of the ‘right’ gesture, because if the voice is following the gesture it is important that it is not detrimental. 
For support 
Connecting to the breath and the sensations relating to supporting and anchoring the body, which would fall under ‘gestures in communication’ or ‘sensation related gestures’. 
For tuning
This relates to pitch accuracy and involves such gestures as circular arm movements, falling under the ‘musical gestures category’.
For sensation 
This links to physical connection in order to make more expressive sounds, which I would also put in the musical gestures category. 
Having analysed their terminology it seems that there may be a different use of the word ‘sensation’ between these two lists of categories. One being connecting something imaginary to something felt, as opposed to feel the body move and responding to this.
I would argue that the use of all of these gestures within one lesson could have a detrimental effect on a students development, giving them too many things to focus on at once. However, I believe a carefully chosen combination could aid their development. For example, establishing first which area the student is currently working on and choosing a gesture accordingly as well as mixing up who (student or teacher) is using the gesture, and when. A lesson may begin with body movement and sensation related gestures to release tension and bring awareness to the body before vocalising. A teacher may then move onto a vocal warm up focusing on pitching for example and utilising a musical gesture. When moving onto a more technical aspect they could use a physiological gesture to explain a a specific muscle position, first demonstrating and then encouraging the student to take on the gesture. Finally focusing on a flow state (Gold & Ciorciari, 2020) encouraging the student to use gestures to communicate with themselves, or to use their hands as part of an external focus (Wulf & Lewthwaite, 2021).

Gestures are human nature and part of how we communicate. Our body language adds expression, emotion, story telling, and meaning to our speech and should naturally carry forward into singing (Nafisis, 2014). Gesture further enhances this process by helping pitch accuracy, breath control, sub glottal pressure and fine inner motor skills. The type of gesture used is highly subjective and is dependant on the student and somewhat the teacher. This study (Nafisis, 2014) shows the wide variety of gestures used by teachers and encouraged by teachers for their students to use. Internal sensations are subjective and therefore open to interpretation. How one singer experiences the sensation of a raised soft palate may be different to another and therefore the way in which different teachers use hand gestures to visually describe this will vary. Each communicative gesture must be attempted with demonstration, explanation and open communication between the teacher and student regarding how it feels for them and how it sounds (Nafisis, 2014).
I believe in the importance of how a teacher communicates with a gesture however it is more important that the singer can connect with their own body (Nafisi, 2013) and be able to communicate with themselves through gesture, access musical gestures and allow their body to learn through sensations. It should be a joint decision on which gesture a student chooses to use so that they are guided by a teacher but have ownership on what feels right in their body. This will also support a student’s autonomy which is regarded as an important aspect in longer term learning and motor skill acquisition (Wulf & Lewthwaite, 2021). The OPTIMAL theory put forward by Wulf and Lewthwaite (2021) consists of three key areas to focus on to ensure successful motor learning, one of these areas being autonomy. Allowing a student to make choices is shown to have a positive affect on a student’s motor performance and learning outcome even when the decision they are given to make is relatively small, or seemingly unimportant. This can lead to more accurate movement, better balance and “more efficient muscle activation patterns” (Wulf & Lewthwaite, 2021). Another key area is ‘enhanced expectancies’, whether the student believes they can achieve or not. This can be greatly altered by student experience as well as how success is defined by the teacher. I put forward that if a teacher expresses belief that a gesture will release tension, and the student in turn expects this to be the outcome they are more likely to achieve this. The third key area for learner development is ‘external focus of attention’. Where the student sets their focus, whether on the specific movement of the muscles or the intended outcome, has an important affect on the success of the motor skill. Wulf and Lewthwaite (2021) found that when musicians were instructed to focus on the sound production rather than their muscle movement, they performed better. 

Expression
Non verbal communication is central to expression (Seitz, 2000), and as gestures are “directly tied to speech” (Goldin-Meadow, 2004), the use of these hand movements when singing will help convey imagery and build on the context of the words being sung. This use of gestures to convey meaning and and communicate through expression should be taught alongside technique within the studio because it is as important as the physiological side, and often makes it easier to access natural ways of using our body and voice. This aspect of singing is often considered less important within the teaching studio, often favouring technical exercises and accuracy while leaving the art of expression to a musical director (Nafisi, 2013). I would argue that expression is something to be explored and practiced before this stage in order to allow the voice and body to become familiar with it, including gesture and movement to express the emotional intent of the song. This also links back to body awareness through movement. A singer must be aware of themselves in relation to space (Liao & Davidson, 2007) and if this awareness is not cultivated the student may lack the confidence to move freely within an unfamiliar space which may inhibit freedom to express themselves when in a performance situation. 

Benefits for teachers
It is common for teachers to use gestures to help explain and demonstrate the intended skill to be learnt (D. M. C. Brunkan & Bowers, 2021). Gestures are also useful as a reminder of a sensation, musical intention, or physiological state which requires no words and therefore interferes less with a student’s flow or focus when singing. Methods such as Kodaly, involving solfege hand signs for pitching is a proven non verbal way to communicate these pitches to a student, but does require initially learning these and having an understanding of the intervals and pitches (Nafisis, 2014). The results of a questionnaire regarding the use of gestures by teachers (Nafisis, 2014) show that a significant number of teachers use gesture and movement within their teaching. The study found that teachers used gestures to explain, demonstrate and to encourage singers to use them for understanding of “physiological functions, thought concepts or musical ideas” (Nafisis, 2014), with physiological gestures being the most used by teachers in this study (Nafisis, 2014). The research did not further investigate specifics around whether these were pre-prescribed gestures learnt through such methods as Kodaly or Estill. However it did show a very wide variety of gestures being used by teachers, further proving that it comes naturally as humans to use gestures to communicate, with many reporting that they do indeed make up their own (Nafisis, 2014). 

Communication
The main role of a singing teacher, along with creating a safe space and building confidence, is to communicate their knowledge effectively to their students and in a way which is engaging and clear, especially when teaching children. A teacher must incorporate verbal instruction and demonstration to explain actions, and not all “propositional knowledge” (Stanley & Krakauer, 2013) can be articulated with verbal instruction alone (Stanley & Krakauer, 2013). It is much more efficient to explain the sensation of air in the diaphragm by using hands expanding below the belly button, rather than to use words only to explain this. Gestures provide benefits to communication (Hostetter, 2011). It is shown to be more effective with children than adults, and is better for motor actions than abstract concepts (Hostetter, 2011). Although I would argue that this depends on the student and the type of learner they are, as well as their ability to visualise and audiate. The language that is conveyed by gestures can enhance speech to aid communication and explanation (Goldin-Meadow, 2004).

Encouragement of gesture in students 
To have effective motor skills relies on knowledge of fact initially (Stanley & Krakauer, 2013), as Stanley and Krakauer (2013) state “knowledge is what to do to initiate action” but instruction must be given to further their understanding of when, where, how, what and whether to use it (Stanley & Krakauer, 2013). This suggests that it is in fact important to decide on the specific gesture or movement to encourage the student to use, and not only which gesture to use but how and when to use it. The ‘when’ is as important as the ‘what’, the ‘how’ and the intension behind it, with negative results emerging from using a gesture too soon (Liao & Davidson, 2007). A teacher’s job is to communicate what they ‘know’ and facilitate the student in this ‘knowing’ too. I would suggest that the use of a gesture, in the first instance by the teacher, is bridging the gap without verbalising. It trusts that the student can find this ‘knowing’ within them and connect it in the way that having heard a clarinet before you will ‘know’ what it sounds like, but this is not to say that you can explain what is sounds like (Stanley & Krakauer, 2013). Here, Stanley and Krakauer (2013) are comparing ‘knowing’ and ‘saying’ and I believe that within the teaching studio we rely on a student having some base knowledge (‘knowing’) of simple sensations, sounds, and movements which we can build upon with gestures and movement. However a study by Nafisi (2010) found that not as many teachers encouraged their students to use gestures as much as they used gestures themselves to explain concepts. I would say that they are missing an opportunity for the student to connect with their bodies. I would urge them to consider that if it is helpful for them as the teacher to use the gesture, then it is likely useful for the student to use it also, remembering how the body communicates with the mind and visa versa, and that our body is our instrument. 

External focus
It is a common belief among singing teachers that practice of technical exercises including scales, will “encourage neuroplasticity, and this deliberate and effortful practice will ultimately lead to effortless performance once mastered” (Wulf & Lewthwaite, 2021). However it is also argued that this internal focus is detrimental at any stage of learning, where as external focus is beneficial (Wulf & Lewthwaite, 2021), even among people inexperienced in a skill (Wulf, 2013). Switching attention to an intended movement has positive effects for performers as well as for students developing motor skills (Chua et al., 2021). Chua et al (2021) found that these benefits were not limited to ages, health or experience. As a singer and teacher, this discovery is both unsettling and exciting. I was trained to use technical exercises, and I use these now in my teaching, however, my natural instinct is to ‘just sing’ and my own experience of focusing internally leads to confusion, overthinking, and ultimately muscle tension, whereas a focus on something external feels natural. An experiment into dart players found that if the player focused on ‘being the dart’ rather than where to put their body and how to move their arm they had better success (Helding, n.d.-b). Similarly when when focusing on the angle of the board when windsurfing, rather than what the feet were doing the subject found that this resulted in better balance. Results of studies undertaken by Wulf (2013) found that external focus is better in all cases. 

We come back to Feldenkrais’s view of the body as a whole, and a general mindfulness approach, where movement is less at risk of being taken for granted, only focusing on this when something goes wrong (Wulf & Lewthwaite, 2021), and more that it is observed and accepted. This leads to an argument for less focus on internal physiological gestures and more on sensation based gestures, musical gestures and body movement to encourage an overall awareness of one’s self within one’s body, and taking the body as a whole. However external focus is not necessarily just about focusing on what the outside of the body is doing but also on sound production, which Wulf and Lewthwaite (2021) found to lead to better performance and learning for piano players. If focus is on sound production I would argue that the body is free to do what feels natural, linking back to an overall mindful awareness of the body and what the body, as an instrument, is creating. Another benefit to focusing externally on a movement helps the singer to avoid actively reflecting, which has been shown to have negative effects on performance (Stanley & Krakauer, 2013). Chua et al (2021) reported that some studies on external focus found that it made no difference in how children learnt, compared with internal focus, however there were several sound benefits to external focus. One could argue that a flow state has been reached when the focus becomes less about the internal workings and the performer can become absorbed in the activity, having control over the situation while allowing awareness for real time feedback (Gold & Ciorciari, 2020).

Gestures and memory
‘Know that’ versus ‘know how’ may explain how information can link to our bodies and potentially help us remember more effectively. ‘Know how’ is knowledge that we choose to seek out to achieve increased levels of knowledge the more we learn, however ‘know that’ is “bound to the body” and this knowledge happens automatically (Helding, n.d.-a). I understand this as the difference between reading instructions on how to move your arms in a circular motion and comprehending that, versus physically feeling the sensation in your body by doing it, and as we’ve already established our body is our instrument and therefore to know how to play it requires the body to be used. Kodaly built his method on the belief that the body is the most natural and human of instruments (Mete & Dündar, 2020).  Consider the example of the swimming puppy. A puppy ‘knows how’ to swim but has not intentionally sought that information or purposefully practiced the acquisition of these skills (Stanley & Krakauer, 2013), but it still has that knowledge. 

“Habit is knowledge in the hands” (M. C. Brunkan, 2016). We learn through habit and these must be formed through effort in the body (M. C. Brunkan, 2016). These habits will lead to the ability to call upon them when remembering to execute efficient technique on stage, entering a flow state (Gold & Ciorciari, 2020). However the student must be mindful of not going into auto pilot where there is no conscious awareness of the body, in order to allow them to stay present in the performance giving expression and emotion to their singing. This reinforces the long held belief that repetitive practice is beneficial, to enhance implicit memory which is “a memory without awareness” (Acker & Hampton, 2000). One might akin this to ‘autopilot’, however conscious awareness could negatively affect implicit memory, and “active relection on the principles of an activity impedes performance” (Stanley & Krakauer, 2013) . Acker and Hampton (2000) argue that “associational processes” like imagining an action while singing could give the student too much to think about, “the attention needs to be solely on the sensations and perception for implicit memory to form” (Acker & Hampton, 2000). This would rely heavily on internal focus, which is proven to also have negative affects on the learning process at any stage (Wulf & Lewthwaite, 2021). It is clear that further research into this is needed. Gestures help us to internalise and to store the memory so that we can call upon it later without using the gesture (Liao & Davidson, 2007), therefore the aim is to practice gestures and movement in the teaching studio in order to form habits, and ultimately “reduce this gesture back to a mere thought” (Nafisi, 2013). When skill in movement is increased the neural pathways are stronger and therefore less mental effort is needed and more freedom for creative expression is allowed (Wulf & Lewthwaite, 2021). Here’s where gesture for pitch, breath control, physical sensations can give way to free movement to express, and release the sound without unwanted tension, and allowing “our bodies to think” (Seitz, 2000). This reinforces the benefit of overall body awareness and external focus when performing rather than internal focus on the intricacies, which has been proven to have negative effects (Seitz, 2000). A study into birdsong showed that birds were able to activate specific muscles, and contract the “syringeal muscles without concurrent activation of the respiratory system, thus no sound is generated” whilst unconscious (Döppler et al., 2021). This tells us that the motor processes continue without conscious effort and therefore is there a need to focus so intensely on the intrinsic muscles when they could be activated as automatically as a breath. This may be the case for the beginner, however, to develop complex skills requires vast knowledge of facts as well as how and when to initiate these (Stanley & Krakauer, 2013).

How can we use this as teachers?
Choosing the ‘right’ gesture or move to use as a teacher takes consideration and experience as there is a “wide scope of possibilities and idiosyncrasies inherent in this issue” (Nafisis, 2014). The endless variables and possibilities make it difficult to find a set of gestures which suits all, and the effective use of these gestures relies heavily on the teachers’ inventiveness and creativity, as well as a student’s wiliness to learn (Nafisi, 2013; Nafisis, 2014). However Nafisi (2010) puts forward some common gestures and what they are used for, including “walking, bending of knees, spreading and swinging arms, letting the tongue hang out and lying on the floor” (Nafisis, 2014). With reasons for use including external focus, expression, connecting to an internal sensation, and timing (Nafisi, 2010). While a teacher develops their skills in communicating concepts to students they could consider adding some carefully chosen gestures for some common and specific issues found among students from beginner to advanced. Another consideration put forward by Brunkan (2016) is how a certain gesture could affect the rest of the body negatively. As we’ve discussed the whole body is connected, and they found that there was a connection between a hand movement and head movement. This could of course have a positive outcome, and is sometimes even the goal of the gesture or movement but it also has to be considered that it may have negative affects. A mindful awareness of the sensations in the body, and an openness by the student to voice to the teacher how it feels, as well as teacher observations visually and auditorily will in theory help to minimise negative effects. 
Liao and Davidson (2007) found that verbal instruction along side demonstration enhanced the effect of the gesture resulting in improved vocal production. They found that verbal imagery, vocal direction and feedback all lead the student to produce a ‘vibrant’ sound, by giving the student a clearer idea of the sound they were aiming for (Liao & Davidson, 2007). This is contrary to what (Stanley & Krakauer, 2013) believes. They state that the less verbal instruction the better. Stanley and Krakauer make a bold statement by saying “there is no reason to make verbal articulation in any sense necessary to knowledge” (Stanley & Krakauer, 2013). I would agree with this in some cases, possibly as the student develops the certain skill or concept, rather that when first being introduced. This could also be down to the particular student and how best they learn. However Liao and Davidson (2007) speculates that gesture use without verbalisation could be used for beginners to understand concepts and sensations but not for more advanced students. They believe it to be useful to play around with sensations and pitches but gestures must be tailored to the development of each individual voice. I would agree that the more advanced student would need more advanced gestures specific to their needs and these will need explanation and collaboration between student and teacher. More research is needed into the effects of gestures with and without verbal instruction across a wide scope of ability levels. 

Conclusion 
Singing is a motor skill, which means that the body helps the brain and body learn (Seitz, 2000). This is important in order to perform a skill. There are many different uses for gestures and movement, with multiple categories within which they can fall, making it exciting but possibly daunting for teachers and students alike. Children can find gestures fun and interactive, which helps them learn, while adults find freedom to express with movement. However some may find gestures distracting. 
Noticeable improvements in sound production were observed when movement was involved, and singers themselves experience multiple benefits. Almost all aspects of singing, from pitch accuracy to expression, are enhanced by gestures, though it remains undecided whether a specific direction is required to benefit from the gesture. There is a distinction between gestures and movement, with movement leaning towards more general actions to facilitate expression and muscle tension release. This movement benefits from awareness, and possibly from external focus as well. This involves experiencing embodiment and connecting with the body as a whole, rather than focusing on individual internal muscles.
We have established a difference between intentional gestures to improve physiological sensations and natural movement, which links to body language and communication. This use of body movement also aids natural expression. Teachers can use gestures to help explain and demonstrate certain aspects of singing but must be considerate of which gesture is to be used, where as movement is more beneficial when used by the student. It is undecided whether the use of gestures alone can communicate a concept or if verbal explanation by the teacher is required as well.
External focus could play a big part in how we use gestures and movement. This shift in attention from internal to external is shown to have many positive effects on the performance of a skill. More research into this for singers specifically is needed to establish if these benefits extend to singing, as they appear to for piano playing and sports. Personally, I feel a difference in how easily the sound is released when I focus externally. Acquiring 'know-how' and linking this to the body will ingrain the knowledge and improve the skill by creating habits through neural pathways. However, more research is required into this as some studies have found that repetition of exercises in the acquisition of a skill can be detrimental to learning. It seems that choosing the 'right' gesture or movement for the task is important to encourage greater success in the intended goal. This involves first determining what the goal is and how best to achieve it.
As a teacher already using gestures and movement in my teaching I will continue to do so with the addition of exploring external focus to aid the benefits of gestures and movement. I will pay more attention to how and when to use them, deciding carefully from which category I choose my gesture and what the intended outcome is. I aim to open up communication with students more and allow them to have autonomy over certain aspects of their gestures and movement, while also becoming more aware of and attuned to any possible negatives to certain gestures. I intend to explore implicit memory and flow state further in future research, as well as attentional focus.
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