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1 Introduction 

Gestures in music are a well explored topic in the field of music research. The significance of 
gesture is something researchers have pointed out many times and the advancement of new 
technology opens new possibilities for studying the body movements of performers (Godøy & 
Leman, 2010). The gestures of a musician play a role for the perception of the musical 
performance (Wanderley & Vines, 2006; Tykesson, 2009; Davidsson 2012) and are vital in 
communicating expressive intentions. Referring to Davidsson, (1993), Weiss, Nusseck & 
Spahn (2017) observe that “…musicians’ ancillary body movements in particular play an 
important role in detecting intentional musical expression in performances” (p.129). 

The idea to study musical gestures first came to me when my clarinet teacher told me that I 
was wasting my air by moving a lot when playing long phrases. Hearing this made me feel 
confused, since I thought I stood relatively still while playing. This led me to reflect upon the 
fact that there seemed to be a discrepancy between how I thought I was moving versus how 
others perceived my body language. 

Lectures given by PhD students studying musical gestures eventually inspired and convinced 
me to learn more and study my own musical gestures. In a pilot study conducted in early 
spring 2020, I coded a video recording of an earlier performance, employing a mix of open 
coding and existing models for categorising gestures (Godǿy & Leman, 2010; Davidson, 
2012., Wanderley et al., 2005., referred in Weiss et al., 2017). 

The process of the pilot study was eye opening to me as I began to reflect upon my body 
language as a clarinettist. Furthermore, I wanted to investigate how a student’s gestures are 
influenced by their teacher. According to my own clarinet teacher, there seems to be a shared 
opinion among clarinettists that you can sometimes identify the teacher by looking at the body 
language of the student. Since I have studied clarinet for the same teacher during my bachelor 
as well as my master studies, this interested me and I decided to see if it was possible to find 
such evidence in my own study.  
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2 Aim and research questions 

  

The aim of this study is to reach a more expressive performance by increasing awareness of 
the gestures I make while playing. 

  

2.1 Research questions 

How do body movements relate to musical intentions? 

How are my gestures formed and influenced by my clarinet teacher’s gestures? 

In what ways can a raised awareness of gestures, and of their relation to expressive intentions, 
affect my musical performance?  
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3 Theory 

Music and body movements are deeply connected. In many cultures music and dance coexist 
in a symbiotic relationship and together they have a history of being a vital part in religious 
rites, celebrations etc. (Tykesson, 2009). Music listeners can often be seen nodding their head 
or stomping their foot together with the beat of the music. David Lidov claims that while the 
primary reference in visual arts is resemblance, the corresponding part in music is interaction 
with the body. Music is therefore only meaningful when identified as a bodily experience 
(Lidov, 1987, referred in Tykesson, 2009). Scientific studies have shown somatic reactions to 
musical perception. Practicing music, as well as engaged listening to music, makes the body 
react with alterations in heart frequency, blood pressure, breathing and sweating (Tykesson, 
2009). It is therefore safe to say that music affects us physically, making the study of musical 
gestures an interesting field of research. 

 

3.1  What is a gesture? 
A gesture in music performance can be defined as “a movement of part of a body, for 
example a hand or the head, to express an idea or meaning” (Godøy & Leman, p.5). Gestures 
distinguish themselves from body movement by an intentional quality. Hatten (2004) widens 
the definition by including all types of gestures, such as sounding gestures, gestures within the 
score etc, in the following quote: “Musical gesture is movement (implied, virtual, actualized) 
interpretable as a sign, whether intentional or not, and as such it communicates information 
about the gesturer (or character, or persona the gesturer is impersonating or embodying)” 
(p.125). In the citation, he also addresses the other facet of a gesture, namely the role of the 
interpreter. Hatten makes the observer responsible for determining whether a gesture contains 
meaning or not. Gritten and King (2006) observe that most scholarship on musical gesture 
agrees that a gesture is to be defined as a movement or sound which is taken intentionally by 
an interpreter. Godøy and Leman (2010) tackle the subject of the observer by proposing a 
two-fold division of a gesture: a primary focus on extension and a secondary focus on 
intention. 

Clearly, this second focus introduces a subjective aspect as well as a context-dependent aspect. 
Indeed, for a particular observer, in a particular context, movements may be conceived as having 
expression and meaning, while for another observer, even in the same context (but likely also in a 
different context), the same movements may be conceived as having no particular expression and 
meaning. (p. 5) 

By this they mark a difference between what they call “genuine gestures” (intention) and 
simpel body movement (extension), hereby aligning with the definitions by Hatten, Gritten 
and King. Hence, any body movement can be considered a gesture, if an observer interprets it 
as bearing meaning. 
  
Gestures play a big role in giving expression to a performance and most musicians move their 
body whilst playing: to control an instrument, communicate with other musicians, 
communicate with the audience or to accompany and enhance the music. It can in fact be hard 
not to move while playing. In a study focusing on ancillary movements of clarinettists, the 
four participating musicians were asked to perform pieces motionless. Although most 
clarinettists eventually were able to perform the piece almost without body movements, the 
musicians felt uncomfortable and one clarinettist even stopped one performance, claiming it 
was impossible for him to play the piece immobilised (Wanderley & Vines, 2006). 
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Several researchers have confirmed that gestures of a performer affect the way the recipient 
perceives the music. According to a study by Davidsson (1993), gestures communicate 
musical intentions even better than sound (Wanderley et.al., 2005). Other studies have also 
shown that musical structures, as well as the interpreter’s expressive intentions can be 
transferred to the spectator through gestures (Tykesson, 2009, p. 129). Musicians with a more 
expressive body language are rated higher in the aspects expressiveness, fluency, matching of 
movement and music, professionalism, and overall impression of the musical performance 
than musicians who move less while performing (Weiss, Nusseck & Spahn, 2017). In a study 
performed by Dahl & Friberg (2007) participants were asked to rate emotional expressions of 
musical performances. Results showed that emotion can be expressed and sensed only by 
looking at the performer, excluding the sound. In addition to that, the opposite also seems to 
apply as Hatten (2004) writes: “Gestures may be inferred from a musical performance even 
when we do not have visual access to the motions of the performer. We have sufficient aural 
imagery to reconstruct as meaningful gestures those actual sounds that combine in smoothly 
nuanced ways” (p. 94). 
  
Another level of the significance of gestures is found in the following quote from Hatten 
(2004): “Gestures provide a level of musical truth, in that they reveal intentions and 
modalities of emotion and action (Tarasti, 1994) that make it difficult for music to “lie” (but 
not impossible—see Hatten 1992)” (p. 95). Hatten regards musical gestures (again, hereby not 
exclusively referring to body movement) as deeply connected to human expression and 
communication and liable for giving meaning to sound, with an importance that extends the 
physical action when the sound is produced. Another angle on the truth-bearing aspect of 
gestures, this time in the context of speech, is presented by Refsum Jensenius et al., (2010). 
Referring to Golding Meadow (2003), they claim that gestures can both support and 
contradict speech. It can, for example, be able to tell if someone is lying or not, depending on 
if their facial expression and body language contradict their words. 
  
A study conducted by Wanderley and Vines (2006) focusing on ancillary gestures of clarinet 
players and their impact on the perception of performances, concludes that ancillary gestures 
by clarinet players are distinctive, personal, and integrated with the performance: 

In the case of the same expert player performing one piece multiple times, a strong correlation 
between the player’s movements at the same points in the score was found across performances, 
suggesting that ancillary gestures by clarinet players are not randomly produced, or just a visual 
effect, but that these gestures play an integral role in the performance process and mental 
representation of the music. (p.185) 

Analysed data displayed idiosyncratic movement patterns for each player, although related to 
the structure of the music. It is also concluded that the spectator’s experience of the music is 
positively enhanced when both hearing and seeing the performer. This might be a possible 
part of the reason why people appreciate and visit live performances despite the infinite 
supply of recorded music (Wanderley & Vines, 2006). 
  

3.2 Embodiment 

It is hardly possible to conduct a study about gestures in music without coming across the 
concept of embodiment. As Harlow (2018) puts it: “Citing a wide body of empirical research, 
it is argued that musicians and their musical instruments exist in an ecological relationship at 
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the level of embodied gesture” (p.215). Leman & Maes (2014) further articulate the body´s 
role in expressing meaning: 

Embodied cognition thereby puts the emphasis on the role of the human body as a mediator for 
meaning formation. Its role in meaning formation can be seen as a special case of ‘grounded’ 
cognition (when concepts are grounded in sensorimotor networks) or as a special case of ‘extended’ 
cognition (when humans use technology to ‘reach out’ into the musical environment). (p. 236) 

The early 1900s psychologist Lev Vygotsky considered culture, communication, and 
collaboration as the tools through which humans are formed into thinking, perceptive and 
communicative beings. He is a dominant figure in the field of educational research, best 
known for his theory of the zone of proximal development, wherein he defines the progress a 
child can do when aided by people with more knowledge (Säljö, 2011). This perspective goes 
well together with embodiment theory, which Simones (2019) articulates as: “the idea that 
knowledge is generated through the experience of an individual in her/his world which arises 
and evolves primarily through the sensing body in interaction with the environment” (p. 2). 

Arnie Cox (2006) further elaborates on the embodiment theory and the role it plays for how 
different people comprehend different situations, depending on previous experiences. In this 
example he recounts different reactions on hearing the sound of a violin, which will vary 
depending on our background: 

…a violinist, for example, will comprehend the finger and arm movements of a violin performance 
differently than a musician who has never played a string instrument, who in turn will comprehend 
these differently than someone who has never played a musical instrument. Yet even having never 
played the same instrument or any instrument at all, we will automatically have some idea of what it 
must feel like to move one’s fingers and arms in a certain way. (p. 50) 

Cox’s standpoint is the hypothesis that: “part of how we understand music involves imagining 
making the heard sound for ourselves, and this imagined participation involves covertly and 
overtly imitating the sounds heard and imitating the physical actions that produce these 
sounds“ (Cox, 2006, p. 46). Central for this hypothesis is the notion that music has a physical 
effect on human that engages our body, whether conscious or not: 

Our embodied engagement with music affords an intimate, visceral and intuitive way of knowing 
music. A good portion of this type of knowledge is ineffable (Raffman, 1993), but our embodied 
experience also motivates conceptualisations whose meanings remain tied to this embodied 
experience by way of the patterns of exertion shared between music and other domains of 
experience. (Cox, 2006, p. 56) 

Hence, the experience of music is not only situated in our bodies through movement, but is 
also socio-culturally grounded, again, as we are reminded by Vygotsky (see also Gorton and 
Östersjö, 2019).  

3.3 Inheriting gestures 
The history of gestures as an aid to learning music goes back to ancient times where it is 
found in Coptic, Byzantine, Jewish liturgical chant practices and Gregorian chants (Rahaim, 
2012, cited in Simones, 2019). The role that gestures play for mediating expressiveness and 
meaning has also been known for long. In the beginning of the 20th century, Swiss composer, 
music educator and writer Emile Jaques-Dalcroze was found criticising contemporary 
conservatories for the lack of teaching about expressivity in music. He found that too much 
emphasis was laid on technical skills and too little on the body’s role as a mediator of 
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expression and meaning in music (Seitz, 2005). Dalcroze is also known as the developer of 
Dalcroze’s eurhythmics, a pedagogic approach to learning music through body and rhythm, 
which is unique compared to other methods in that the teacher incorporates the child’s natural 
movements, such as running, jumping etc. (Zachopoulou, Derri, Chatzopoulos & Ellinoudis, 
2003). 
 
Studies have shown a similarity in students’ gestures to their teachers. Gestures also play an 
important role in teaching situations, to enforce meaning and intentions to the student 
(Simones, 2019) and can be helpful when learning a new piece (Tykesson, 2009). 
Alexandra Pierce, Professor Emerita of Music and Movement at the University of Redlands in 
California, is a pianist and teacher who lets gestures and movement pervade her teaching. 
With different exercises, grounded in insights from physical embodiment, the students learn 
to explore the work on a level of bodily realisation. Her work is described by Hatten (2004): 

 
Ultimately the performer learns to translate gestural character into sound through the medium of the 
body’s corresponding (intermodal) gestural realizations. Learning how to perform is thus inseparable 
from learning how the piece is structured, how it has expressive meaning, how one can physically 
manifest that meaning in one’s body, and how one can then transfer that bodily gestural meaning to 
the instrument. The goal is to achieve in sound the expressivity and implied meaning one has 
previously explored and experienced through the embodied analytical exercises. (p.127) 
 

Gestures of a musician are no doubt largely influenced by the nature of their instrument, its 
affordances and resistances, and ultimately what is required to make sound. This leads to 
gestures specific for each instrument but also specific for each performer, since the 
affordances of an instrument differ from one musician to another (Visi, Östersjö, Ek & 
Röijezon, 2020). These gestures are often referred to as sound-producing gestures and 
includes necessities like breathing for wind instrumentalists and bowing gestures for string 
instrumentalists. There are however examples of how breathing can be adopted by non-wind 
players, and therefore leaving the category sound-producing gestures and instead becoming a 
purely interpretative gesture: “The idea of ‘breathing between phrases’ is often suggested by 
teachers as a way of helping non-wind players to pace their realisation of a musical line which 
might otherwise sound too hurried, or suffocated” (King, 2006, p.142). 
 
Ultimately, the teacher is one of many factors that influence the gestural language of a 
performer, leading to a gestural identity, unique for each musician. That identity is shaped 
through teaching, practice, repeating, listening, reflecting, and very much affected by the 
environment surrounding us (Laws, 2019). Harlow (2018) phrases it in the following way: 
 

Two performers might play the same piece of music in two entirely different ways, constructing two 
very different ecologies of practice. The fundamental gestural identities of these two ecologies may 
be the result of differences in the materials and designs of their instruments, or the metaphors and 
schemas of the pedagogical schools in which they were trained, or their respective cultural traditions 
of dance and social kinaesthetic action, or all these and more, at the same time. (p. 229) 
 

Still, the ways in which performance gesture is passed on from teacher to student has received 
limited attention, and further research may reveal new knowledge with a bearing on music 
education research as well as the study of music performance. 
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3.4 Phenomenological aspects on musical performance 
Philosopher Maurice Merleu-Ponty presents the body as the means of communicating with 
the world. It is through our body that we interact with the world, making the body the bearer 
of our accumulated non-tangible knowledge. If we witness a caress, we understand it without 
having to define its intellectual meaning (Tykesson, 2009). David Lidov argues that some of 
our gestural behaviour is innate, while some is acquired. As an example, he puts forward the 
expression of anger, which is the same all over the planet, but is as a rule quickly repressed in 
some cultures (Lidov, 2006).  
An instrument can sometimes be apprehended as an extension of the human body, where 
hours of practice and making music has created a symbiosis between the two. “The 
experienced instrumentalist does not reflect upon every finger touch or bow stroke – just as 
one does not consider the function of the organs of speech when we speak” (translated from 
Tykesson, 2009). Harlow (2018) summarises this interaction in the following way: “The 
ecology of the performer and instrument is a symbiotic relationship forged through evolution, 
much as the ecology of an organism in its environment.” (p.226). Different factors like 
performance techniques, pedagogical schools, the evolution of musical instrument designs 
and cultural preferences, influence and affect the process towards what Harlow calls the 
ecology of the performer and instrument. Advanced musicians have years of training behind 
them, familiarising their body to the instrument and slowly bridging the gap between the own 
body and the body of the instrument. The same goes for reading a music score. For a non-
musician, the score is filled with dots, beams, slurs, and text, but for a literate musician the 
figures blend into melodies and chords (De Souza, 2017). 
  

3.5 Coding Gestures 
In the book Musical Gestures: sound, movement and meaning (ed. Leman & Godǿy, 2010) 
four categories of musical gestures are presented and treated: Sound producing gestures, 
communicative gestures, sound-facilitating gestures and sound-accompanying gestures. 
Sound-producing gestures are movements directly connected to the production of sound, such 
as exhale and finger movements. Communicative gestures can relate to communication 
between musicians or between a musician and an audience. Concerning sound-facilitating and 
sound-accompanying gestures, Dahl et al. (2010) writes: 

 
Some gestures appear to be neither communicative, nor directly involved in the production of sound. 
Nevertheless, these gestures may have a sound-facilitating function in the sense that they aid the 
production or modification of sound. Sound-accompanying gestures are gestures that occur as a 
response to the sound, for example moving the feet with the pulse of the music. (p. 53). 
 

In an article by Weiss, Nusseck & Spahn (2017) two main categories of gestures are defined: 
“‘instrumental gestures’, which are necessary for sound production, and ‘ancillary’ or 
‘expressive gestures’, which are not directly responsible for the production of sound” (Cadoz 
& Wanderley, 2000; Wanderley et al., 2005, referred in Weiss et al,. 2017, p. 130). Further 
on, they claim that almost all detectable movements made by clarinettists are ancillary 
gestures, since the instrumental gestures mainly consist of respiration and small finger 
movements and therefore are less visually detectable.  
Other studies have explored the movements of woodwind players and identified six 
movement patterns: swaying motions, bending of the knees, movements of the torso, circular 
motion of the elbows, circular movement of the instrument and lifting the end of the 
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instrument (Davidson, 2012., Wanderley et al., 2005., referred in Weiss et al., 2017). These 
movements are not essential for producing sound and would be classified as ancillary 
movements, using the categorisation by Weiss et al. (2017), or communicative gestures, 
sound-facilitating gestures or sound-accompanying gestures using the former system by 
Godǿy & Leman (2010). According to Wanderley and Vines (2006), ancillary gestures of 
clarinet players can be divided into three typologies: Material/psychological, 
rhythmic/structural, and interpretative.  
 

1. Material/psychological: the influence of respiration, fingerings, ergonomics of  
      the instrument, etc.  
2.  Rhythmic/structural: dependence on the characteristics of the piece being performed.    
     We have seen that some performers have a tendency to mark the rhythm with their in- 
     strument in various ways (socking movements) when playing Brahms. Although dif- 
     ferences exist, there are observed similarities that cannot be explained by randomness  
     alone. 
3.  Interpretative:  relations to the moment of interpretation of the piece as developed by  
     the performer. These will likely be different for different performers. (Wanderley &   
     Vines, 2006, pp 177-178)  

 
  
Studies have also found that some clarinettists use their knees as the predominant body part in 
expressing ancillary gestures, while others primarily used waist-bending gestures. It was 
therefore possible to group the clarinettists into groups depending on which of the two 
movement patterns they displayed (Wanderley et. al., 2005).  
  
 

3.6  Expressiveness 
Expression in musical performance in western classical music is not unlike giving expression 
to a speech, it is about using pronunciation, tone colour, dynamics and timing, in order to fill 
the message with emotion and meaning (Milsom & Peres Da Costa, 2014). Different 
techniques, such as vibrato, portamento, accelerando and crescendo, makes it possible to 
“render the seemingly lifeless notes of a score with light and shade, emotion, feeling and 
passion” (Milsom & Peres Da Costa, 2014, p. 80). Expressiveness in a music performance is 
also articulated in the body. Performers use their body to mimic and communicate emotions in 
music and according to Davidson (2002), the way people talk about music reveals that 
musical expression is deeply connected to the body and linked to who and what we are: 
“Indeed, the rhetoric surrounding music reveals that musical expression draws heavily on the 
body as a metaphor – for instance, ‘it was a moving performance’, or ‘her singing really 
uplifted me’” (Davidson, 2002, p. 145).  
 
 

3.7 Definition of a gesture 
When does a movement become a gesture, or can the two words be used interchangeably? 
The definition of a gesture as well as the disparity between movement and gesture are 
questions without a unanimous answer among the researchers (Spissky, 2017). Since the 
study consists of the examination and interpretation of recorded material, I have chosen to 
adopt Hatten’s (2004) definition of a gesture: a movement interpretable as a sign. It is 
therefore in the hands of the viewer to consider whether movement made by a performer is a 
gesture or not. This may be different for each observer, as would be the case in a live 
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performance. In the process of identifying and analysing gestures I have commenced by 
annotating all visible movement made by each performer, before turning my attention towards 
the gestures I consider to be involved in expressing musical intentions. 
According to Jensenius et.al (2009) there are advantages in using the word “gesture” rather 
than “movement”. They claim that the word gesture incorporates both the physical action of 
moving the body and the intention behind. In this study I will try to mark a difference 
between movement and gesture, and use the latter when discussing gestures I believe are 
constituted by more than just motion in the body but rather characterised by intention. 
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4 Method 
In the beginning of the study three performances of the first movement of Brahms clarinet 
sonata in E-flat major were recorded. One made by myself, one by a fellow clarinet student 
and the third by my clarinet teacher. The videos were coded and analysed using open coding 
(see section 4.2). In addition to this, stimulated recall sessions (see further 4.4. below) were 
conducted after the first recording of the piece. During the sessions, the clarinettists watched 
their own performances and commented on their own gestures. Recordings from the 
stimulated recall sessions were used as references in the analysis of the performances and in 
the written discussion in the thesis.  
 
After analysing the collected data, I recorded a fourth performance of the same piece, 
focusing on implementing the insights gained from analysing the previous material.  
 

4.1  Recording sessions 
The first two recordings were made using two cameras. One camera was placed in front of the 
clarinettist and the other in a 90 degrees angle from the right. In order to secure the audio 
quality of the recordings, external microphones were used. In the third video, featuring the 
teacher, only one camera was used due to lack of equipment. All performances were 
accompanied by the same pianist. 
 
 
4.2  Open coding 
 
Open coding is the process of interpreting collected data in order to uncover the underlying 
intentions and concepts. No structure is established in the beginning, but gradually emerges as 
the process develops. Benaquisto (2008) explains it in the following way: “The researcher 
discovers, names, defines, and develops as many ideas and concepts as possible without 
concern for how they will ultimately be used.” Open coding is used in qualitative research, 
with the intention to “break down the data into segments in order to interpret them” 
(Benaquisto, 2008, p.2). In this project this meant discovering and identifying different 
gestures in order to be able to analyse, compare and sort them into different categories. As 
open coding is unlimited in its possibilities, it is important to be able to identify the key 
concepts that are relevant for the study. As noted by Visi et al. (2020): “It is also necessary to 
bear in mind what the study itself researches, and the aim is for the coding process to 
gradually delimit the scope so that the codes become more structural and less descriptive” (p 
5). 
 
All three videos were coded in the free software program ELAN, using open coding and 
annotating the visible movements made in each performance. For each performance, the 
clarinettists were asked to mark his or her intended phrasing in the score, including slurs, goal 
points (the peak of a phrase) and additional information the performer deemed to be relevant 
(for more on this approach and the concept of goal points see Visi et al. (2020)). The slurs and 
goal points were annotated in ELAN and used to compare the gestures against the indicated 
phrasing. 
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4.3 Bell movement 
In addition to the coding made in ELAN, curves showing the upwards and downwards 
movement of the clarinet bell were created. This was made by creating a “click track” on top 
of the audio file, making it possible to stop at every 16-note during passages. A linear pattern 
was placed in the video file, making it possible to define the bell position for each 32-note. 
The outer lines of the pattern mark the position of the knees and shoulders in a relaxed 
position of each player. This was made for selected passages of the piece.  

 

 

 

 

 

 

 

 

 

 

 

  
 
  

Image 1: Coding in ELAN 

Image 2: Method for marking the position of the bell for each sixteenth-note.  

8 

 

0 
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4.4 Stimulated recall session 
For each video, except for my own, a stimulated recall session was conducted where the 
musician was asked to react to and comment on his own performance. This research method 
is commonly used in the research fields of education, medicine, and psychotherapy (Visi et 
al., 2020), and gives the participants an opportunity to analyse and reflect upon their own, in 
this case, performance. Gass and Mackey (2000) describes it the following way: 

Stimulated recall is one subset of a range of introspective methods that represent a 
means of eliciting data about thought processes involved in carrying out a task or 
activity. The assumption underlying introspection is that it is possible to observe 
internal processes in much the same way as one can observe external real-world 
events. Another assumption is that humans have access to their internal thought 
processes at some level and can verbalize those processes. (p.1) 

  
  
4.5  Methodological choices 

The main reason for choosing the first movement of Brahms clarinet sonata in E-flat major is 
the expressive nature of the piece. It contains a wide range of different characters, a dynamic 
range stretching between pp and f and a flowing sense of the music moving back and forth, 
not constrained to keeping a steady beat. Another benefit is the return of the first (and main) 
theme in the middle of the movement, which makes it possible to compare the two against 
each other. It is a well-known piece and a part of the standard repertoire for clarinettists. 
 
One of the objectives of this thesis is to study the teacher’s influence of a student’s gestures. 
To do that I study the performance of my teacher, a fellow clarinet student and myself. 
Relevant for the reader of this thesis to know is that while I have studied for the same teacher 
for many years, the other student has only recently begun his clarinet studies at this university. 
Assumptions are that his gestural language will be more influenced by previous teachers and 
therefore be a good reference in the study.   
 
4.6 Labels 
Three clarinettists participate in this study, two students and one teacher, where I am one of 
the students. To be able to separate myself and the other clarinet student from each other, but 
still making it clear that we are both students, I have chosen to label the other student as 
“Student 2”. The participating clarinettists will therefore be referred to as me/I/myself, 
Student 2 and Teacher. 
 
4.7 Ethics 
All participants in the study have been informed of the purpose and use of the material. In  
addition, they have signed a consent form agreeing to their participation.  
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5 Working with gestures 

5.1 Identifying movement and gestures 
Below follows a summary of the categories that emerged during the coding process. 

Breath 
The breath is the only coded category not included in the group of “ancillary gestures”. 
Breathing is necessary for producing sound when playing the clarinet and should preferably 
affect neither the sound nor the body posture negatively. Apart from being a sound producing 
gesture, breath can also be considered a communicative gesture when giving cues to other 
players. The choices of where to breathe can of course also change the phrasing, for example 
we all choose to breath before the last note of bar 29, breaking the written legato line. 

Communication 
The need for communicational gestures varies between different pieces and different 
performers. Some pieces require more visual communication between clarinettist and pianist, 
for example pieces containing fermatas or changes in tempo. This piece does not present any 
such difficulties. My theory is that there is less need of clear communicative gestures if the 
musicians have played the piece together before and/or are familiar with the music. In this 
category I have annotated breaths with a communicative function, bell movements which 
indicate the placements of notes and eye contact with the pianist (also when the pianist looks 
at the clarinettist without responding eye contact, since the pianist might be able to pick up 
another communicative movement). I have also annotated moving together since there are 
quite a few places where the body language of the pianist mirrors the body language of the 
clarinettist.  

Eyes 
The main focus of this category is the eyes as a sound-facilitating or sound-accompanying 
gesture. The eyes can also be used to communicate with the pianist when not reading the 
music. Eyes as a communicative gesture are coded in both categories but are not treated here.  

The eyes and eyebrows of a performer can be hard to spot from a distance, especially my 
own. I am however aware that I use my eyes, and particularly my eyebrows, when I play to 
mirror the character of a phrase or guide the direction of the air.  

Legs 
This category houses all kinds of leg movements: bended knees, lifts (which is when the 
musician is lifting the heels off the ground, creating an upwards stretch in the body), lifted 
toes, movement in the feet etc.  

Weight distribution right/left 
This category appeared as an under-category to the one above. Annotated here are times when 
the clarinettists shift weight from one leg to the other.  

Weight distribution back/forth 
In this category the annotations show when the clarinettist change weight distribution forward 
or backwards. Similar to the latter, it is connected to the “leg-category”, since these changes 
appear when the musician steps one foot ahead of another.  

Phrases 
This category contains the intended phrases each clarinettist has marked in the score. If the 
musician has provided additional characteristic information about the phrase, that is also 
included in the analysis. 
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Sub-phrases 
Sub-phrases are annotated where the musician perceive a longer phrase to be consistent of 
several smaller units, with their own characteristics but still a part of the bigger phrase. 

Goal points 
Goal points are the focus of direction for each phrase. Now and then, there are multiple goal 
points in each phrase, sometimes with varying hierarchy. 

Shoulders 
This category shows the movement of the performers’ shoulders, which are most often not 
very distinguished. As the shoulders have nothing to do with producing sound, I regard 
movements in shoulders as sound-accompanying gestures. I have been told by teachers to be 
careful not to raise my shoulders, especially the left shoulder, when playing since this can lead 
to tensions in the back and shoulders.  

Arms 
This category was first labelled elbows, since those were the movements concerning the arms 
(apart from shoulders) that I spotted. In the stimulated recall session with Student 2, he made 
me aware of the fact that he is lifting his fingers and hands a lot in the closure of phrases and 
was himself surprised, because he had not noticed himself doing that before. I therefore 
changed the name of the category to arms and include all kinds of arm movements that are 
NOT connected to sound producing or other functional movements such as correcting the 
neck strap or tending to the clarinet. 

Bell: upwards/downwards 
This category shows how the bell moves up and down (in and out). When starting the coding 
process, my belief was that these gestures will be connected to the goal points. My theory was 
that at a goal point, the bell would hit either the “floor” or the “roof” of the imagined 
movement sphere of the performer. 

Bell movements 
This category shows all kind of bell movements; circular, sideways, drop, lift and swaying. I 
define sideways motion and swaying as two different things, where swaying motions move 
from side to side but with a bouncing motion at the farthest sides. Sideways motion does not 
have the bounce and have therefore a more flowing character. As with the latter category, I 
predicted that the goal points would be accompanied by lifts or drops, rather than any of the 
movements going side to side.  

Waist bending movements 
After reading Wanderley and Vines (2005), I realised a lack of a category responsible for 
annotating movement in the waist. The added category proved very important since it was 
able to identify a difference in the movement patterns between Student 2’s performance and 
the other two. All kinds of tilting in the waist or the hips are annotated as waist bending 
gestures, however the movement does not look identical for each performer.  
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5.2 Intentions and phrasing 
Below follows examples of how each player marked their intended phrasing in the score.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 
 

 

 

 
 

 

 
 

5.3 Differences and similarities between the performers 
The analysis of and comparison between the three different performances were conducted 
from four different perspectives: What movement qualities can be found in each 
performance? What differences and similarities can be found between the three 
performances? How do the performances compare to each performer’s intended phrasing? To 
what extent are body gestures similar in recurring phrases? 

Image 3. My phrasings. The phrases are marked as lines under the system and goal points 
represented by a triangle underneath. 

Image 4. Phrasing of the clarinet teacher. The phrases are marked as slurs above the system and 
notes in circles are goal points. 

Image 5. Phrasing of Student 2. The phrases are marked with boxes and notes in red circles are 
goal points. He has also added more expressive information about the phrases. 
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This was done using two methods. The first method was to quantify the qualitative data by 
counting the number of times different gestures occurred in each performance. The other one 
was to select passages from the score, add phrasing intentions and selected gestures, and 
compare the performances against each other.  

 

5.3.1 Movement categories 
After identifying the different gestures, I selected which movement categories to include 
when presenting the analysis. The selection is inspired from Wanderley, Vines, Middleton, 
McKay and Hatch (2005) and presented in the same way. Movement types presented by 
Wanderley et.al (2005) are:  

x Weight Shift Right  
x Weight Shift Left  

x Back: Curl 

x Waist: Bend 

x Knees: Bend 

x Shoulders: Up/Down 

x Arms: Flapping 

x Feet: Stepping 

x Head: Up/Down  

x Clarinet Bell: Complete Up-Down 

x Clarinet Bell: Complete Circle 

Movement types that occur in both studies are weight shift both right and left, full circles with 
the clarinet bell, clarinet bell going up, clarinet bell going down, raised shoulders, waist bend, 
and knee bend. The categories not annotated in my coding are Back: curl and Head: up/down. 
The question is though whether some gestures annotated as a bend in the waist would be 
better described as a curl in the back. During the recall session with the teacher, he mentioned 
that he perceives his waist-bending gestures more like contractions in the body.  

Gestures showing arms flapping and feet stepping are annotated in my study, but I have 
chosen not to include them in the further analysis presented here. One reason is that the video 
of the teacher does not show the feet, another reason is my opinion that these gestures are less 
involved in phrasing and musical intentions.  
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Movement categories Me Clarinet teacher Student 2 
Bended knees 57 69 32 
Waist-bending movement 14 48 135 
Lifts 58 11 4 
Clarinet bell, down 207  143 240 
Clarinet bell, up 202 149 235 
Clarinet bell, complete circle 77 30 112 
Raised shoulder/shoulders 53 43 31 
Weight shift left 72 103 101 
Weight shift right 53 122 90 
Communicative gestures 17 9 15 
Moving together with the pianist 4 14 4 

 

 

 

 

 

 

 

 

 

 
 

 

5.3.2  Comparing passages  
In this section the gestures and phrasings of the three clarinet players are compared. Selected 
passages from the score have been transcribed in the same music notation software and the 
bars have been stretched to the same length. Gestures annotated in the comparison are knee-
bending gestures (marked as BK), waist-bending gestures (WB), lifts (L) and a graph showing 
the upwards and downwards movement of the bell. Also included are the goal points (notes in 
red circles) and phrases (arcs above the bars) that each player has marked in their own scores. 
The selection was based on finding phrases with identical as well as different phrasing 
intentions from the three musicians and including passages with different musical characters.  

My reasons for choosing the included gestures are indications that these might be the body 
movements responsible for expressing ancillary gestures. As previously mentioned, it seems 
to be possible to mark a difference between clarinettists who use their knees in expressing 
ancillary gestures, versus those who primarily use waist-bending gestures (Wanderley & 
Vines, 2005). 

 

  

Image 6: Quantity of movement categories found in each performance. 

Image 7: Examples of a knee-bending gesture, a waist-bending gesture, and a lift. 
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5.3.2.1 Bar 0 – 8 
 

 

 

  

 

 

 
  

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

In the opening passage of the movement, all clarinettists start by indicating the first note to the 
pianist with a lift in the clarinet bell. This is also accompanied by either a bended-knee 
gesture or a waist-bending gesture. Similarities can be found in the upwards and downwards 
bell movement, especially in the beginning and before bar five, where all musicians have 
marked the first note as a goal point. In a similar way, all three have indicated a goal point in 
bar two, which is prepared by either a bended-knee gesture or a waist bending gesture. 
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Image 8: The first eight bars. The image shows the difference in intended phrasing, goal points 
(marked with red circles), bended knees gestures (BK), waist-bending movement (WB) and lifting 
the body (L). Upwards and downwards bell movement for each player are shown in the curve 
below the music. 

Image 9. Comparison of upwards and downwards bell movement of the three clarinettists. Bar 
zero shows the preparation before starting to play. 

Range      Me      Teacher Student 2  
(max-min)   7             8              9 

Mean      Me      Teacher    Student 2  
              -1,38542  0,368056    0,309028 
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Noticeable is that while I do not have any waist-bending gestures, four lifts in the body can be 
found instead. The teacher displays a few waist-bending gestures, always accompanied by a 
bended-knee gesture while Student 2 has waist-bending gestures as the predominant 
movement.  

The attached link contains a video with a compilation of all three performances of the first 
eight bars.1 
 

5.3.2.2 Bar 63-68 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 
1 https://www.youtube.com/watch?v=tGku42q4SeE 
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Image 11. Comparison of upwards and downwards bell movement of the three clarinettists in 
bars 63-68. 

Range      Me      Teacher Student 2 
(max-min)   8,5           7,5        8,5 

Image 10. Bar 63-68. The music is intense and culminates at the fp, which each performer has 
marked as the goal point. 

Mean      Me      Teacher    Student 2  
              -0,3125 -0,00521  0,583333 
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In bars 63 to 68 the music is intense, the length of the notes gets shorter and shorter until the 
line falls into a fp at the clarinet’s lowest note. After the goal point the music quickly changes 
character and the piano takes over the melody. In the performances, the goal point is preceded 
by an expressive gesture, but it is a different one for all three. In the first one it is a bended-
knee gesture, in the second one it is a lift and in the third it is a waist-bending gesture. It may 
be noted in the graph showing bell movement, that there are bigger movements in the 
beginning when the music is intense, and smaller movements after the goal point. Differences 
in the bell position is also smaller after the goal point, around bar 66. Both the blue and 
orange line shows that the performer marked the notes with the bell, making small jumps up 
and down for each half note.  

In the attached link you can watch a compilation of all three performances of bar 63-68.2 

 
5.3.2.3 Bar 77-83 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 
2 https://www.youtube.com/watch?v=r7KYNDrsBGs 

Image 12. Bar 77 – 83. The passage starts with an upbeat in bar 77, leading in to 78. 
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In bar 77 to 83 it is interesting to observe at where each performer has chosen to put the goal 
points of the phrase. The opening phrase is similar for all three, but Student 2 has an extra 
goal point that does not exist in the other two. This is also reflected in the graph showing 
upwards and downwards bell movement. The point at which Student 2 has the extra goal 
points, this is indicated with the bell, creating a peak in the orange curve, whereas the other 
two are relatively stable for a longer time. The teacher has then chosen a longer phrase, going 
over three bars with an upbeat, while I and Student 2 have marked goal points at both rests in 
bars 80 and 81. I also find interesting that Student 2 does not display any expressive gestures, 
after the second bar.  

The attached link contains a compilation of all three performances of bar 77-83.3 

 
 
 

 

 

 

 

 

 

 

 

 

 

 
3 https://www.youtube.com/watch?v=TffMH0_CxGM 
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Image 13. Comparison of upwards and downwards bell movement of the three clarinettists 
starting on the third beat in bar 77 and ending after the second beat in bar 83. 

Range      Me      Teacher Student 2  
(max-min)   7           8              7 

Mean      Me       Teacher     Student 2  
             -1,44792  -0,28125  0,1875 
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5.3.2.4 Bar 87-93 
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Image 14. Bar 87-93. The graph starts at different times depending on when the clarinettist put 
the clarinet to the mouth. Student 2 kept the clarinet in the mouth during the whole break. 
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Image 15. Comparison of upwards and downwards bell movement of the three clarinettists in 
bars 87-93. Each line starts when the clarinettist puts the clarinet to the mouth during the rest 
before the passage.  

Range      Me      Teacher Student 2 
(max-min)   7,5          9           8,5 

Mean      Me       Teacher     Student 2 
             -0,93396  -1,21905  0,04717 

 

 



23 
 

In bars 87 to 93 the musicians have marked different goal points and phrasings for the 
passage. Between the three players, some goal points are shared with another clarinettist, but 
never with both. The dynamic is forte and reaches its climax in the triplets in the last bar. In 
the bell movement graphs of Student 2 and teacher, the changes in direction seem to have a 
direct connection to waist-bending gestures or bended-knee gestures. Most similarities can be 
found between the bell movement of myself and my teacher. 

In the link below you can watch a compilation of all three performances of bar 87-93.4 

 

5.3.2.5  Bar 103-110 
In bar 103 to 110, the first phrase reappears as the music has developed, reached the climax of 
the movement, and finally made its way back to the main theme. The music is therefore the 
same as in bar one to eight, with the exception that it is now following previous phrases 
instead of starting from zero. Since the music is the same, and all clarinettists have marked the 
same phrasing intentions as in the beginning, it is possible to compare the two passages with 
the assumption that the gestures should be the same or similar. 

 

 
 

 

 

 

 

 

 

 

 

 

 

 
4 https://www.youtube.com/watch?v=2-4UKkqeV_E 
 

Image 16. Bars 103-110. First phrase repeated. 
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Image 17. Comparison of all three clarinettists’ upwards and downwards bell movement in bars 
103-110.  

Range      Me      Teacher Student 2  
(max-min)   7,5         7,5           8 

Mean      Me       Teacher     Student 2 
             -1,13281 -0,42969  0,015626 

 

 

Image 18. Comparison of my performance bar one to eight and bar 103-110. 
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Image 19. Comparison of my upwards and downwards bell movement in bars 1-8 and bars 103-
110. 
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Image 21. Comparison of the teachers’ upwards and downwards bell movement in bars 1-8 and 
bars 103-110. 

Image 20. Comparison of the teacher’s performance in bar one to eight and bar 103-110. 
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In the images above we can see that the graphs comparing each performers’ bell movements 
from bars one to eight against bars 103-110 are similar for all three clarinettists. The direction 
of the bell is mostly the same, with a few exceptions, and the placement of the bell in space is 
similar for both performances. Most alike are the bell movements of Student 2 where the 
graphs are almost identical.  

In the video link 5, bars 103 to 110 are compared against bars one to eight. Videos from both 
passages have been placed next to each other so that the viewer can see the clarinettist 
performing both passages simultaneously. The audio is from bars 103 to 110, which is the 
right video frame. It is worth noting that all performers play bars 103-110 slower than bars 
one to eight.  
 

 
5 https://www.youtube.com/watch?v=TxaCEG1NhOA 
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Image 23. Comparison of Student 2’s upwards and downwards bell movement in bars 1-8 and 
bars 103-110. 

Image 22. Comparison of Student 2’s performance in bar one to eight and bar 103-110. 



27 
 

5.3.3 Excerpts from ELAN 
 
Print-screened excerpts from the projects in ELAN. Phrases are framed with black outlines 
and goal points with red. Categories without annotations in the specific passages are not 
visible in the examples. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

Image 24. Print screen from my recording in ELAN showing the beginning of the movement. The 
black rectangle frames bar 1-8. 

Image 25. Print screen from the teacher’s recording in ELAN showing the beginning of the 
movement. The black rectangle frames bar 1-8. 
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5.4 Differences and similarities between performance one and two 
In this section the two recorded videos of my performance are compared against each other. 
The first video was recorded in the autumn of 2020, the other one in early spring 2021. I have 
chosen to include the same passages as above. 

 

 

5.4.1 Movement categories  
 

 

 

 
 
  

Movement categories First performance Second performance  
Bended knees 57 74  
Waist-bending movement 14 12  
Lifts 58 30  
Clarinet bell, down 207 157  
Clarinet bell, up 202 160  
Clarinet bell, complete circle 77 48  
Raised shoulder/shoulders 53 32  
Weight shift left 72 68  
Weight shift right 53 55  
Communicative gestures 17 7  
Moving together with the pianist 4 32  

Image 26. Print screen from Student 2’s recording in ELAN showing the beginning of the 
movement. The black rectangle frames bar 1-8. 

Image 27. The number of movement categories found in my first and second performance. 



29 
 

5.4.2 Comparing passages 
 
5.4.2.1 Bar 1-8 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

In bars one to eight, my bell movements are very similar in the beginning of the phrase and 
around the goal point in bar five. Four expressive gestures are occurring at the same time in 
both performances; the bended knee gesture before starting to play, the lift in bar four, the 
bended knee gesture before the goal point in bar five, and the final bended knee gesture before 
the last goal point in bar eight.  

Image 28. Comparison between my first and second performance.  

-8

-6

-4

-2

0

2

4

6

8

Bar
0

Bar
1

Bar
2

Bar
3

Bar
4

Bar
5

Bar
6

Bar
7

Bar
8

Bar 0-8

Performance 2 Performance 1

Image 29. Comparison between the upwards and downwards bell movement in my first and 
second performance. Bar zero shows the preparation bar and que to the pianist before starting. 
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In the attached link you can watch a comparison between the two performances. Performance 
one is placed to the left and performance two to the right. The audio is from performance one. 
6 

 
5.4.2.2 Bar 63-68 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 
6 https://www.youtube.com/watch?v=76CT1KAILbY 
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Image 30. Comparison between my first and second performance, bar 63-68. 

Image 31. Comparison between the upwards and downwards bell movement in my first and 
second performance.  
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In bars 63 to 68, the bell movements are not identical, but are mostly moving together and 
changing directions simultaneously. There is only one expressive gesture in the second 
performance occurring at almost the same spot as the first performance: the bended knee 
gesture before the goal point.  

In the video the difference is much less noticeable, and the body movement are very alike 
between the two performances. Performance two is slightly faster than the first performance.7 

 
5.4.2.4 Bar 77-83 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
7 https://www.youtube.com/watch?v=b5kwtm-docw 

Image 32. Comparison between my first and second performance, bar 77-83 
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Image 33. Comparison between the upwards and downwards bell movement in my first and 
second performance.  
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In bars 77 to 83 there are two expressive gestures occurring simultaneously in the two 
performances, the bended knee gesture before the first goal point and the last lift. The lift in 
the first performance is however longer, lasting for several beats. The bell movement are 
mostly alike around the goal points. The big difference is that in performance two I took the 
clarinet from the mouth in the rest before the last goal point. As before, the differences of the 
two performances are less visible in the video.  

Attached video link of bar 77 to 83.8  
 
5.4.2.5 Bar 87-93 
 

 

 

 

 

 

 

 

 

 

 

 

 

 
 
 

 

 

 

 

 

 

 

 

 

 
8 https://www.youtube.com/watch?v=jmY0ko9oe50 

Image 34. Comparison between my first and second performance, bar 87-93 
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Image 35. Comparison between the upwards and downwards bell movement in my first and 
second performance.  

BK 
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In bars 87-93, the upwards and downwards bell movement in the two performances are alike, 
but few similarities can be found in the expressive gestures. Two expressive gestures occur at 
the same time, the bended knee gesture in bar 99 and the lift in bar 92, but in performance two 
the lift is accompanied by a waist bend. Some expressive gestures in performance two appear 
in the same spots but are not the same gesture as in performance one, like the bended knee 
gestures in bar 88 and 90 and the expressive gesture right before bar 92.  

The two performances are however very alike, although not exactly played at the same speed, 
which can be seen in the attached video link.9 

 

5.4.2.6 Bar 103-110 
 

 
 
 
 
 
 
 

 

 
 

 

 

 

 

 

 
9 https://www.youtube.com/watch?v=sqlnk-JOgUc 

 

Image 36. Comparison between bar 1-8 and bar 103-110 in my first and second performance. 
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In Image 33 we can see that the expressive gestures occur around the same spots in both 
performances, and in both passages. It is also clear where expressive gestures never appear, 
for example after the first goal point and around the bar line between the last two bars, even 
though it is now data from four different times playing that passage. In image 34 the graph is 
showing bell movement from the second performance only, comparing bars 1-8 and bars 103-
110. The overall bell movement show a resemblance in the two graphs.  

The video in the link shows bars 103-110 in performance one and two. The audio is from the 
first performance which is placed on the right. 10 
 

 

5.4.3 Summary 
By analysing the recorded material, I have come to the following conclusions: 

- The body gestures of all three performers seem to be connected to the character of the 
music. Intensity in the music is more often manifested by bigger and faster movement, 
whereas music with a more calm and soft character is usually reflected in a more tranquil 
movement scheme. This can be seen when looking at the graphs showing upwards and 
downwards bell movement. 

- Many similarities in movement pattern can be found in the performances made by my 
clarinet teacher and me. Our predominant gesture for expressing musical intentions is knee 
bending, while Student 2 displays more waist bending gestures. There are also specific spots 
in the music where both the teacher and I direct our glance upwards while playing high, soft 
notes. 

 
10 https://youtu.be/BufHnDXSvLE 

Image 37. Comparison between the upwards and downwards bell in bar 1-8 and bar 103-110 
movement in my second performance. 
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- The upwards and downwards movement in the bell of the clarinet are often similar for all the 
performers when reaching a shared goal point. The bigger the goal point is, the larger the 
gesture is.  

- The clarinet teacher displayed the lowest number of communicative gestures but the highest 
collective gestures (moving together with the pianist). Student 2, as well as I, displayed far 
more communicative gestures than collective movement gestures. In the second video that I 
recorded, my communicative gestures were reduced, but the collective gestures had increased 
in numbers.  

- The overall movement pattern in my first and second performance shows many similarities. 
This is most evident in the graphs showing upwards and downwards bell movement. The 
graphs show that the lines of the bell are mostly the same for the two performances, changing 
directions at the same time and emphasizing the same goal points. Less similarities are found 
when looking at knee bends, lifts, and waist bends. Similar likeness in movement could be 
observed when comparing bar 103-110 with bar one to eight for all three performers. 

- It is hard to present a truthful picture of a performance in illustrations. When looking at the 
video examples, it is easy to see that each performer has their own unique movement pattern, 
despite sharing some of the expressive gestures. That information is lost when trying to 
transfer it to a figure.  

 

5.5 Interviews  
As a part of the study, three interviews were conducted with the other participating 
clarinettists: two stimulated recall sessions and one qualitative interview. In the stimulated 
recall sessions, Student 2 and the teacher watched their own recording and commented on 
their performance. In the qualitative interview the teacher and I discussed musical gestures 
more generally based on our own experiences, his doctoral studies, and the results of my 
study. 
 

5.5.1 Stimulated recall sessions 
In the stimulated recall sessions both the teacher and Student 2 credited their gestures as a 
way of expressing musical intentions. They both begun by commenting on the very first 
gesture, the cue to the pianist before starting to play. Student 2 reflects upon how the 
movement starts in the lower back before transplanting through the body like a wave-like 
motion. The teacher addresses how the communication before, and the articulation of the 
gestures reflects the character of the music. They both mention how the bell movements sway 
from side to side in places where characterised by legato and dolce, and how the bell 
movements are more vertical in other places, for example when reaching a goal point. 

 

5.5.1.1 Student 2 
In the stimulated recall session with Student 2, he suggests that some of his gestures are there 
as a way of aiding the music-making while some are more related to musical intentions or 
reflections. In octave leaps in the melody, he uses his body to support the change, and uses the 
word ‘trampoline’ to describe the way the movement of the body facilitates the leap in the 
music. He also says that sometimes the purpose of movements is to mark the pulse, for 
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example in bar 18 to 20 when the melody shifts between eight notes and triplets. He does not 
consider those movements to be related to the music, but rather as a tool for keeping the pulse. 

Most of his gestures however, Student 2 considers to be connected to expressing musical 
intentions, for example in the following quote: “I really feel that that note has a lot of energy 
and I want to achieve it by doing that kind of movement.” (Stimulated recall session, 2020-
11-07).  He comments on how he moves less uses smaller gestures when the music is softer 
and still, and how he uses the bell as a way of imagining pushing the sound outwards towards 
a goal point. During repeated musical ideas, he responds by turning his body in a different 
direction the second time, for example the left and right side of the music stand. One thing 
that surprised him was that he makes a gesture with his left hand after finishing a phrase, 
releasing the clarinet briefly and flexing his fingers, before preparing for next phrase.  

 

5.5.1.2 Teacher 
During the stimulated recall session with the teacher, he, like Student 2, was surprised to find 
that he moved a lot more than he thought. His explanation was that he had not played the 
piece for a long time and says that it is noticeable how his movement pattern is calmer after 
playing a few minutes, refamiliarizing himself with the music. According to him he can 
recognise how he usually looks while playing about three quarters into the piece.  

Like Student 2, he connects a lot of his gestures to expressiveness. The size and character of 
his gestures correlate to the dynamic and nature of the music, and the biggest gestures are 
connected to the biggest goal points. He points out that his bodily gestures often precede the 
musical gestures, which is apparent when looking at the videos or at the images of the 
passages above. This can also be seen in the other two performances. In image ten, which 
include a big goal point at the forte piano in bar 65, an expressive gesture can be found right 
before the goal point in all three performances.  

A few times when the music is soft and high in register, the teacher directs his glance 
upwards. According to him it is a way of trying to mirror a sense of weightlessness in the 
music, but also some help in visualising and ‘picking down’ the notes from above. He also 
comments on how the position of the bell is slightly higher when the music is softer and in a 
higher pitch. 

Since the clarinet teacher is conducting his own doctoral studies in music performance, he is 
experienced in analysing and reflecting on gestures. Even so, he says that the experience of 
what you think you are doing while performing might not always correspond to the truth, 
which might manifest in the body: “If you look at the video in retrospect like this you can 
realise that you think you are doing one thing, but then what you are actually doing might be a 
bit different and that can be revealed in the body”.11 

 

 
11 ”Om man tittar på videon efteråt såhär så kan man inse att man tror att man gör en sak, men 
sen vad man faktiskt gör kan skilja litegrann och det kan avslöjas I kroppen faktiskt ibland” 
(Stimulated recall session, 2021-01-27).  
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5.5.2  Qualitative interview 
During the qualitative interview, the teacher and I discussed the gestures’ role in a 
performance, how gestures can be inherited from teacher to student and how some gestures 
can be sound facilitating as well as expressive.  

 

5.5.2.1  Inheriting gestures 
According to the teacher he has always incorporated gestures in his teaching but has lately 
become more aware of the benefit of gestures, due to his own research. As an example, he 
mentions how he usually encourages his students to use their body direct their phrasing 
towards goal points and embody the shape and character of a legato phrase: “Let the air 
bridge the legato and use the body as a help to bind together the notes on the way towards the 
goal point”.12 The encouragement to use your body to play a more even legato has not only 
been put forward by my current clarinet teacher, but also by other teachers I have played with 
during different courses and masterclasses. Even though my clarinet teacher seems to use 
gestures to a greater extent, he is not alone among his colleagues in incorporating at least 
some gestural content in their teaching. 

Another example of gestures often taught by my teacher is how he emphasises the importance 
of immobility when starting a piece from niente, for example in the beginning of von Koch’s 
Monologue for clarinet, or how to facilitate a high-pitched note by looking up while playing 
it:  

Physically it has to do with how the angle of the air, the angle between the air and the 
reed and what you do is that you can change either the position of the tongue or the 
whole clarinet a tiny bit. But if you talk about it like a physical action, it becomes too 
big. It is so small that you have to talk about the feeling of it, and that’s when I usually 
say: ‘play up there’ or ‘take the tone from underneath’, so that you speak in 
metaphors, rather than telling them exactly what to do.13 

But he also stresses that you can never be sure what is transmitted between a teacher and a 
student through verbal communication and what is transmitted through non-verbal 
communication. He points out that he has never actively told me to bend the knees while 
accentuating notes, but somehow that has appeared in my movement pattern, probably 
because I have seen him play and then unconsciously mimicked the gesture. Admittedly, a 
large part of learning consists of the action of imitating and it is hard to know what in my own 
habitus has come through verbal instructions or non-verbal communication. Two concepts 
that the teacher mentions are tacit knowledge, a subject within music research big enough for 
a whole thesis itself, and mirror neurons. The latter, he explains, are neurons in our brain 
activated when we watch someone else perform something and embodies the action, engaging 

 
12 “Låt luften liksom bygga ihop legatot och låt kroppen hjälpa dig att bygga ihop de här 
tonerna på väg fram mot en höjdpunkt” (Qualitative interview, 2021-03-13). 
13 “Rent fysikaliskt handlar det om hur man vinklar luften, angreppsvinkeln mellan luft och 
rör och det man gör är att man kan ändra antingen positionen av tungan eller hela klarinetten 
lite, litegrann. Men om man pratar om det som en fysisk rörelse så blir den för stor. Den är så 
liten så att man måste tala om känslan av den och då brukar ju då jag jobba med det här att: 
’spela dit upp’, eller ’ta den underifrån’, så att man pratar ju mer i metaforer än att man säger 
exakt vad man egentligen ska göra” (Qualitative interview, 2021-03-13). 
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the brain as if we ourselves were performing the same action. “If you watch me play then you 
activate your performance-brain so… it is due to stick after a few years.” 14 

The idea to study how my clarinet teachers’ gestures have influenced my own came to me 
when he mentioned that colleagues had told him that it was possible to identify which clarinet 
students who had studied for him based on their body language. Regarding this, he says that 
one reason might be that he incorporates gestures when he teaches more than other teachers. 
He also thinks that it would be possible to identify other teachers based on their students’ 
body language, assuming that you are familiar with the teachers own gestures. But, he 
concludes, some gestures are not linked to a specific clarinettist, but rather to all clarinet 
performers. There are gestures which are the same for all clarinettists, related to the nature of 
the clarinet. The swaying, sideways motion that all three performers display when playing 
legato can be found in many clarinettists. In fact, the idea to actively move side to side while 
playing legato has been told to me by other clarinet teachers as well. A theory that my clarinet 
teacher presents is that clarinettists in the Nordic countries move a lot because we do not use 
the vibrato technique like other instrumentalists. Thus must we try to make the music come 
alive using other tools, like crescendos or body gestures.   

 
5.5.2.2 Gestures, why and for who?  
Most of the times during the qualitative interview the teacher discussed gestures from the 
performer’s perspective. The clarinettist moves because he or she wants to express an emotion 
or facilitate the sound production. According to the teacher, gestures doe not have to be 
limited to only one task. A gesture can be both expressive and sound facilitating at the same 
time, as well as a tool for communicating musical intentions to an audience: “You articulate 
something with the body that contains a certain amount of expressivity, but at the same time it 
helps you reach what you are after.” 15 

As an example of gestures which are both expressive and sound facilitating, he mentions the 
swaying movement while playing legato. The gesture is both reflecting the musical gestures 
of seamless, flowing notes joint together by a phrase, and embodying the continuing 
movement, making it easier for the clarinettist to envision the phrase. He says that he is 
confident that the gesture helps the performer to play a better legato but that it is hard to know 
exactly how. He mentions coarticulation and smearing: how different body movements 
overlap and get absorbed by each other, which is typical for legato playing. Another example 
is the upwards glance when playing soft, high pitched notes. The gesture is depictive in the 
way it visualises the note positioned in the air, but also sound facilitating because the small 
movement when turning the head upwards change the angle of the clarinet in the mouth, 
making it easier to have the correct embouchure for hitting the note. The teacher says that the 
impact of gestures and body movement on musical performances can be grasped by trying to 
play the music strictly without moving, as in the previously mentioned study by Wanderley 
and Vines (2006), in which most musicians struggled, and one even failed to play music while 
standing still. 

 
14 “Om du ser mig spela så aktiverar du spelarhjärnan och liksom… så att det är klart att det 
sätter sig efter några år” (Qualitative interview, 2021-03-13). 
15 “Man uttrycker nånting med kroppen som har ett visst mått av expressivitet men samtidigt 
så underlättar det att man faktiskt får till den här som man vill helt enkelt” (Qualitative 
interview, 2021-03-13). 
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On the question for who the expressive gestures are for, the audience or the performer, the 
teacher said that the gestures are beneficial for both. It makes the musical intentions more 
perceptible for an audience as well as makes it more apprehensive for the musician. The 
previously mentioned entry of von Koch’s Monologue for clarinet is a good illustration of 
how unnecessary movement can take away focus from the opening tone, starting in niente and 
gradually growing in dynamic until the phrase continues. He gives another example from 
piano performances. Pianists are sometimes instructed to play a crescendo on a long note, 
even though is impossible to modify the tone once the keys have been pressed down. The note 
will inevitably be at its strongest in the attack since that is the nature of the piano. 
Experienced pianists will however embody the crescendo and show it with their body, 
pressing the fingers harder to the keys and bend their upper body closer to the piano to 
achieve the visual effect of a crescendo. An inexperienced pianist though, might instead look 
at the instructions and decide (rightly) that it is impossible to play a crescendo on a long note, 
leaving out the gesture completely. Gestures are something, according to the teacher, that 
does not become relevant for musicians until they reach a certain point in their artistic musical 
development. If the focus is on hitting the right notes and playing the right rhythm, gestures 
are, if not irrelevant, at least subjacent to other parameters. It is not uncommon to see younger 
pupils playing completely without emotion and gestures, simply because they must focus all 
their energy on playing the music. 
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6 Discussion 
This study has focused on the gestures of three clarinettists. By combining quantitative and 
qualitative analysis I wanted to investigate how body movement, intentional or not, affect a 
musical performance. Observing the performances has made it clear that different performers 
use different tools when expressing musical intentions. Regardless of which nomenclature 
you use to describe the gestures: sound-producing, sound-facilitating, sound-accompanying or 
communicative; instrumental or ancillary; material, structural or interpretative, I have found 
that the division between the different categories are sometimes subtle and that some gestures 
may well be equally suited in more than one category.  

For me, as a clarinettist knowing the music, watching the performances activates a distinct 
response in my body. Just as also observed by Cox (2006), I perceive clarinet performances 
differently than others which wakes the issue of being able to translate my bodily knowledge 
into words. This dilemma is also brought up by Godøy & Leman (2010), discussing the 
subjective and context-dependent aspects when observing gestures. Like Cox, they conclude 
that movements could be perceived differently by different people, as well as in different 
contexts. Some might interpret a movement as meaning bearing while others will only 
experience the actual body movement.  
Another challenge arose when trying to present the coded material using illustrative images. 
Even though the material is presented in a way to make it as comprehensible as possible, with 
examples from the score showing phrasings and goal points, expressive gestures, and upwards 
and downwards bell movement, they cannot truly reflect the musical performance as 
genuinely as a video. Despite the expressive gestures being positioned in the corresponding 
position in the images as in they appear in the performances, it is evident that the visual 
performance in the video is more complex. As mentioned by the teacher in the qualitative 
interview, coarticulation plays a major role in performances. Gestures are rarely isolated 
movements, appearing one by one, but rather as a continuous, flowing stream of movements 
happening simultaneously, overlapping, and linking in with each other. That sort of extended 
movement pattern is hard to present in an image.  
The different motion categories presented in my study are a combination of terms found in the 
literature and my own attempts to characterise the different movements identified in the 
coding of the video recordings. Therefore, different issues of inconsistencies and alternative 
interpretations have arisen along the way, in particular due to how some labels refer to the 
visual body movement whereas others address the effect of different movements. One 
example of this can be found if comparing the waist bending category and the weight 
distribution categories. While the weight distribution reveals nothing about how the weight is 
shifted from one side to the other, waist bending could also be described as a way of 
redistributing weight, but the description is confined to merely describing the physical body 
movement. It is beyond the scope of the present thesis to further elaborate on this subject, but 
these inconsistencies provide a further perspective on the challenge of interpreting and 
analysing body motion, the actions behind the visual movement and the resulting actions. 
In resonance with the conclusions of Wanderley and Vines (2006) I have found that the 
characteristics of gestures are individual for each performer and when playing the same 
passages again, similarities in gestures and bell movement could be found between my two 
performances, meaning that the gestures are connected to musical intentions or structures, and 
not just randomly produced. As commented by the teacher in the stimulated recall session, 
expressive gestures seem to precede goal points. The size of the gesture also seems to grow 
with the importance of the goal point, with larger movements preceding bigger goal points. 
Most similarities between the three performances can be found around shared goal points. The 
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most obvious example of this is found in Image 10, showing bar 63-68, where all three 
performers mark an expressive gesture before the goal point similar bell movement in 
preparation for the goal point.  

 

6.1 Inheriting gestures 
Since there were similarities between my teacher’s body language and my own, assumptions 
can be made that I have inherited some of the gestures I make from my teacher. As previously 
stated, I have studied for the same teacher for both my bachelor and master studies and during 
that time played most of the clarinet repertoire. As reported by Laws (2019), every musician 
has a unique gestural identity, where the influence of the teacher is one of many factors 
involved. 

Simones (2019) wrote that gestures play an important role in enforcing meaning and 
intentions to the student and Tykesson (2009) that gestures can be helpful when learning a 
new piece. What seems to be missing in the literature is a discussion related to my teachers 
argument in the interview: gestures are not only a help in transmitting musical intentions but 
can facilitate the sounding result as well. The difficulty in describing exactly how small 
gestures, such as sideways motion or actively leaning forward towards a goal point, can affect 
and even improve the sounding result makes this a very exciting subject to discuss, but hard to 
bring to any sort of conclusion. Even though I have not found any authors who discuss this 
double role of a gesture, it seems like it is common knowledge among clarinet teachers in 
general, contributing to the body of tacit knowledge which exists in every field of specialists, 
and not yet fully studied and articulated by researchers. 

As discussed in the qualitative interview, it is hard to know exactly what a student learns by 
listening to directions, and when instead by watching and mimicking. As the teacher pointed 
out, he has never told me to bend my knees while playing, and still we observe the gesture 
where we both direct our glance upwards while playing a high note. Laws (2019) wrote that 
the gestural identity is shaped through the environment around us and formed through 
teaching, practice, repeating, listening, and reflecting. After conducting this study, I would 
like to add imitating to that list. 

Of the similarities found in the movement pattern between the clarinet teacher and myself, the 
extensive use of bended knees was the most evident feature. Drawing from the conclusions of 
Wanderley & Vines (2005), we can both be sorted in the group of clarinettists who use 
bended knees as the predominant gesture of expressing musical intentions, while Student 2 
falls in the other category, where waist bending gestures were dominating. While the visual 
action of a knee bend looks largely the same for all three clarinettists, the same does not apply 
to the waist bending gesture. Since I became acquainted with the gesture through Wanderley 
et.al. (2005), I have used the word waist bend to describe the action of tilting the upper body 
forward, so that the shoulders are no longer above the hips. This movement, although being 
annotated the same, looks different when performed by different clarinettists. When 
performed by Student 2, the gesture can be described as a bend forward, or a tilt in the hip 
points. When performed by the teacher or me, the gestures can better be described as a 
contraction in the upper body, as the shoulders draw together and the head tilts forward. It 
usually coincides with a bended knee gesture, contributing to the sensation of the body 
folding.   

An interesting correlation between the teacher’s video and the video of Student 2, was the 
hand movement that they both displayed a few times in the end of a phrase. While the teacher 
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was aware of performing the gesture, Student 2 was not, posing the question if the movement 
is something that has occurred in his gestural language recently and whether that is in fact 
influenced by the teacher. 

 

6.2 Expressive gestures  
Each performer has their own unique movement pattern, influenced by many different 
aspects, as earlier mentioned by Wanderley and Vines (2006), Visi et al., (2020), Laws (2019) 
and Harlow (2018). The clarinettists in this study are no different. As mentioned in the 
beginning of the discussion, I found it difficult to present these idiosyncrasies in a way that is 
representative of the recorded material. Looking at the video examples, it is clear to me that 
each performer inhabits an individual gestural language, giving a personal touch to the 
performance. 

Wanderley and Vines (2006) divided the expressive gestures of clarinettists in a three-level 
typology: material, rhythmic and interpretative, when analysing recordings of clarinet 
performances. Even though I did not use the same framework when presenting the analysis of 
this study, I would like to take the opportunity to discuss some of the gestures found in the 
performances based on these categories.  
 

6.2.1 Material 
In the first category, material, Wanderley and Vines mention the influence of respiration, 
fingering or ergonomics of the instrument. Among the three performances in my study, there 
is one obvious ergonomic factor that separate me from the two other clarinettists, namely the 
neck strap I use to support the weight of the clarinet in my arms. The biggest visual effects 
from the neck strap are the movements I do to retighten the elastic strap as it gradually gets 
pulled out by the clarinet. Another effect could be that the bell of my clarinet is slightly lower 
than the two others, since raising it would mean having to bear up more weight with my arms. 
Supporting this argument is that I have the lowest mean in three of the five images showing 
upwards and downwards bell movement, but usually one of the lowest ranges. Another, 
argument that could explain this could be that because of my length, the clarinet is bigger in 
comparison to my body than the other two clarinettists and the bell is therefore automatically 
a bit lower.  

Another example of gestures in the material category are gestures influenced by respiration. 
While breathing is clearly a gesture that would be classified as a sound-producing gesture, 
Wanderley and Vines (2006) have categorised gestures influenced by breathing as ancillary. 
Without knowing, I assume that they thus mark a difference between the actual physical 
movement that occur when breathing, the inflation of the stomach, and the gestures that might 
take place simultaneously as a result of breathing. In this study I have found that a breath 
often is accompanied by movement of the clarinet bell. The nature of the movement seems to 
be connected to the role of the breath. If it is a communicative breath, like the breath cuing the 
pianist before the first bar, the bell movement goes up, like a conductor using a baton to 
coordinate an opening note. If the breath is not communicative, the bell movement goes 
down. The reason for this is probably connected to the ergonomics of the clarinet. By leaving 
the clarinet on the lower lip and breathing above the mouthpiece, it is possible to take shorter 
breaths without losing too much of the embouchure. By doing that, the height of the clarinet 
automatically descends when lowering the jaw to take a breath. Another observation is that 
the nature of a breath often is connected the expression in the music. Breathing can reveal a 



43 
 

lot about the character of the music before the music begins. In the stimulated recall session, 
the teacher said that the communication and preparation before the first note reflects the 
character of the piece, as well as the tempo. Since I have seen that all three clarinettists 
breathe while cuing the pianist with the bell, that comment applies as much to the breath as 
the gesture of lifting the clarinet. As stated by Tarasti (1994), gestures reveal musical 
intentions, and not breathing in character of the piece would not only affect the coordination 
with the pianist, but also the communicated musical intention to an audience, the pianist and 
the performer themselves.  
 

6.2.2 Rhythmical/structural 
In the stimulated recall session while watching a specific passage containing switches in 
melody between eight notes and triplets, Student 2 concludes that he believes his body 
movement to be connected to keeping the rhythm of the music. Wanderley and Vines (2006) 
found that some clarinettists mark the rhythm with their instruments while playing Brahms 
sonata in F-major, something they call socking movements. They place these kinds of 
gestures in the second level of ancillary gestures: rhythmic or structural. I find it hard to grasp 
the distinction between this level and the next, interpretative, because I have found that most 
gestures are interpretative, even if they also can have a facilitating function. As Student 2 
mentions that he thinks the reason for repeatedly moving his feet is connected to the character 
of the music, that can be a way to mark the rhythm as well as embodying the striving style of 
the music. According to my understanding, this goes for all kinds of gestures mirroring the 
nature of the music. The supporting gestures performed by Student 2 while playing big octave 
leaps can be considered structural as well as interpretative, and maybe this can also apply to 
how gestures are smaller and calmer when the music is soft and still, something visible in all 
three performances and commented on by both the teacher and Student 2.  

 

6.2.3 Interpretative 
In the last level, gestures are related to the musician’s interpretation of the piece, making the 
gestures different for each performer (Wanderley & Vines, 2006). This corresponds to my 
own conclusions that all three performances, though alike in some aspects, obtain a unique 
movement pattern connected to the specific clarinettist. Expressive gestures such as bended 
knees and waist bending gestures are however not exclusive for one performer. As also 
demonstrated in the study by Wanderley and Vines (2006) these are gestures that many 
clarinettists display. Gestures like upwards and downwards bell movement, circular bell 
movement, raised shoulders and weight shifting left to right are also among these common 
gestures shared by many clarinettists. Since these gestures cannot all be considered as sound 
facilitating or rhythmical, it invites to an interesting discussion on how clarinettists can 
display the same kinds of movements, as they clearly do not have an obvious connection to 
sound production.  

Corresponding to how Visi, et.al, declare the affordances and resistances of an instrument to 
be a large influence in the gestures of a musician, the results of this study in addition to the 
conclusions by Wanderley and Vines (2006) indicate that it is indeed the clarinet itself and the 
ergonomics of the instrument that confine musicians into a restricted number of gestures. 
Because of the instrument we cannot make gestures with our arms, we have a limited 
selection of facial expressions and the delicacy of keeping the right amount of pressure on the 
reed prevent us from making any bigger movements. We are constrained to keeping the hands 
in the same position and maintaining the angle of the mouthpiece in the mouth. At the same 
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time, the study by Wanderley and Vines (2006) show that many clarinettists find it difficult 
not to move while playing. According to the teacher, we use gestures as a means to reach the 
musical intentions we strive for, as well as reflecting expressiveness in music. Student 2 
contributes his movements of turning his body in different directions as a response to repeated 
musical ideas and the teacher comments his raised shoulders as a wish to imitate and prolong 
the sensation of weightlessness in phrases. In addition to this, the teacher claims that 
clarinettists in the Nordic countries tend to move more than musicians playing other 
instruments. Since we do not use vibrato, he believes that we use our air and bodies to give 
life to long tones, enhancing the feeling of the music striving forward and making the music 
more alive.  

Cultural explanations must also be considered when discussing musicians’ expressive 
gestures. Harlow (2018) talks about how the relationship of the performer and instrument is 
shaped through evolution and dependent on factors such as pedagogical schools, performance 
techniques, the evolution of the design of the instrument, and cultural preferences. This study 
is limited to musicians trained in western classical music, performing a standard piece from 
the classical clarinet repertoire. The same cultural limitation applies to the study of Wanderley 
and Vines (2006). It is therefore relevant to ask oneself if clarinettists from other genres or 
cultures would display the same gestures as found in the former mentioned studies. 

 
6.3 Awareness is reflected in the body 
My main reason for wanting to conduct this study was the comment my clarinet teacher made 
about how my body movement was preventing me from holding long phrases without 
breathing. Comparable to how gestures both can support and contradict speech (Refsum 
Jensenius et al., 2010) I claim that the same notion can be applied to gestures in a musical 
performance. In the stimulated recall session with the teacher, he said that indecisiveness in a 
performer’s musical intentions can often be revealed in the body language, with gestures 
becoming less intentional and sometimes bigger than necessary. Concerning his own 
performance, he mentions that he does not recognise his own gestures in the beginning of the 
movement, mainly because he moves more than he thought. Given that the clarinet teacher 
currently conducts his doctoral studies, focusing on gestures in music, I draw the conclusion 
that even highly experienced musicians do not always have full control over their own body 
movement. Since the teacher says that when he is returning to the theme, around five minutes 
into the piece, he looks more relaxed and displays a more familiar movement pattern, he 
credits the gestures in the beginning to be a result of not having played the piece for a long 
time.  

In the stimulated recall sessions with Student 2, he also mentioned movements in the videos 
that he was unaware of doing. In his case it was the movement of the left hand after finishing 
some of the passages. Since he was not aware of it, he said that he does not consider the 
gesture to be a part of his movement pattern, but admits that since it occurs many times, he 
might have to revise his opinion. The teacher also displays the same gesture, which can mean 
that Student 2 has picked it up during lessons. The teacher is however aware of the gesture, 
explaining that it is done purposely as an expressive gesture. The fact that both the teacher 
and Student 2 found things in their own performances that they did not recognise means that I 
am not alone in being unaware of the gestures I make while performing. I have been to many 
master classes where students record the sound to be able to listen to and analyse it 
afterwards. By using video documentation, it is possible to analyse not only the sounding part 
of a lesson or a performance, but also the visual part, whose importance we have already 
determined in this thesis. 
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Looking at the communicative gestures, there seem to be less need for communicative 
gestures if the pianist and clarinettist are more used to playing together, but that the number of 
collective gestures (moving together with the pianist) may increase when musicians are well 
acquainted with each other. The clarinet teacher displayed the lowest number of 
communicative gestures but the highest collective gestures. The pianist and the clarinet 
teacher are currently working together in the same professional ensemble and have been doing 
so for several years. In the second video that I recorded, my communicative gestures had 
reduced, but the collective gestures had increased in numbers. This significant rise in numbers 
may however have more than one explanation. Since my first performance was the first video 
to be coded and analysed, and my second performance was the last video to be processed, it is 
possible that I was more attentive to collective movements when coding the last video. There 
is also a context-depending factor. The second performance was recorded in a room with 
bigger acoustics than the first and there were also a small audience present, which might lead 
to a more expressive gestural language compared to performing in a smaller room with only a 
sound engineer and Student 2 present.  

 
6.4 Answering the research questions 
 

6.4.1 How do body movements correspond to musical intentions? 
 

Consistent with the conclusions by Wanderley and Vines (2006), this study has shown that 
body movements are largely connected to musical intentions. When comparing bar 1 to 8 and 
bar 103 to 110, similarities in gestures between the two passages could be found in all three 
performances, mainly by looking at the upwards and downwards bell movement and the 
videos. Correlations in gestures could also be found when comparing my first and second 
performance. Information from the stimulated recall sessions indicate that performers actively 
use their body to enhance and support musical intentions. 
 

6.4.2 How are my gestures formed and influenced by my clarinet teachers’ 
gestures? 

 

When comparing the three performances, more similarities were found between my teachers 
gestures and my gestures, than of those displayed by Student 2. We both display more bended 
knee gestures than waist bending gestures. The waist bending gestures that do occur are 
different in shape compared to the gestures performed by Student 2 and are usually 
accompanied by a bended knee gesture. Another shared gesture is the upwards glance when 
playing soft and high notes. One clear correspondence between the teacher’s and Student 2’s 
performances was the hand gesture they both displayed a few times after finishing a phrase. 
 

6.4.3 In what ways can a raised awareness of gestures affect my musical 
performance? 

 

By studying the gestures of three different clarinettists, I have reached a deeper understanding 
of the influence of body language in musical performances. I have concluded that gestures 
both are a help in bringing expressiveness to a performance as well as facilitating tool for 
shaping the actual sound. By comparing my gestures and my teacher’s gestures, I have 
attained some clues as to how the characteristics of my own movement pattern are influenced 
by my teacher. In the future my aim is to use gestures more actively as a tool for learning, 
analysing and performing new pieces.  
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7 Conclusion 

Gestures are a significant factor in bringing meaning to a musical performance, both to the 
audience and to the performer. During this study I have learnt that while experts in the field 
agree to the above statement, opinions on how to categorise gestures differ from researcher to 
researcher. By choosing to adopt Hatten’s (2004) definition of a gesture, it was up to me, the 
perceiver, to interpret the body movements visual in the videos. Using open coding, I 
annotated visible movements in each performance and by building upon research from 
Wanderley and Vines (2006), Dahl and Friberg (2004) among others, I then focused my 
analysis on a limited number of gestures allegedly involved in musical expressiveness.  

The method I used to illustrate expressive gestures in connection to the music was effective in 
its comprehensibility but is not able to reflect all the nuances visible in the video recordings. 
The stimulated recall sessions, together with the video examples, brought deeper 
understanding to the study that, together with the theory, provided this thesis with a 
framework necessary for it to be classified as research.  

The results of this study aligns with conclusions from previous research saying that gestures 
by a musician is connected to musical intentions, but also that musicians when watching their 
own performance analyse their gestures from an expressive perspective. For experienced 
performers, expressiveness is vital when playing music and musicians use a variety of tools 
for enhancing musical intentions when performing, gestures being one of them. I have also 
discovered that some gestures can have multiple purposes and that the categorisation of 
gestures may require some nuancing when applying them to a recorded performance. 
Furthermore, I have found that this limited study provides evidence that the teacher influences 
the gestures of a student, but this is ultimately only one of many elements contributing to the 
individual movement pattern.  

By spending a year studying gestures, I conclude that the biggest outcome of the study 
probably is the knowledge I have acquired during the process. How these insights will 
influence my future performances remains to be seen but by turning attention towards my 
own gestural language I have not only been studying gestures, but also myself, as a performer. 

 

7.1  Further research 

At the end of this thesis, a few topics that emerged remain unanswered. The first is the notion 
from the clarinet teacher that clarinettists that do not use vibrato move their body more than 
their colleagues who adopt the vibrato technique. This theory is interesting and would not be 
very hard to investigate in a study consisting of a number of clarinets where some play with 
vibrato and some do not. Another interesting study could be made by further exploring the 
teacher’s influence on the gestures of a student. This could also be combined by examining 
whether it is possible to recognise the clarinet teacher based on the students’ gestures.  

Finally, I call for more research with the aim of nuancing the function of gestures. I find that 
while performers are aware of the multiple roles that a gesture can embody, this is something 
that researchers do not yet discuss. Furthermore, it would be interesting to investigate those 
gestures more. How come that moving your body while playing can generate a better legato? 
And how do researchers enter the world of tacit knowledge among performers in order to 
visualise their embodied knowledge? 
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Appendix 
 

First movement of Brahms Clarinet sonata in E-flat major. The first three pages show how I 
have marked my intended phrasing and goal points. Page 4-6 show how the teacher has 
marked his intended phrasing and goal point and the last three pages show the intended 
phrasing and goal points of student 2. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

My phrasings and goal points 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Phrasings and goal points of the 
teacher. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Phrasings and goal points of student 2. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 


