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The Role Of The Adult
In The Child’s Early
Musical Socialization:
A Vygotskian Perspective

By Mayumi Adachi

Uniiversity of Washington

hildhood is a period of socialization
‘ through which children learn tradi-
tions, morals, and culturally expected

behaviors by interacting with adults and
older peers (Garbarino, 1989; Zigler, Lamb, &
Child, 1982; Zigler & Seitz, 1978). Under-
standing cultural norms and acquiring cultur-
ally relevant skills involve changing ways of
perceiving objects and actions in a given situ-
ation (Vygotsky, 1981b, 1981c¢; Wertsch,
1984; Wertsch, McNamee, Gillian, McLane, &
Budwig, 1980; Saxe, Gearhart, & Guberman,
1984; Griffin & Cole, 1984; Wood, Bruner, &
Ross, 1976). Thus, children’s socialization is
linked to social interaction in which cultur-
ally bound thought processes are shaped.

Day, French, and Hall (1985) summarized
the social origins of this shaping process in
the following manner. First, adults and older
peers transmit culture-specific knowledge
and skills to children. Second, children prac-
tice new skills with adults and older peers.
Third, children are socially encouraged to
use acquired skills. Finally, interaction with
adults and older peers provides opportunities
for children to employ knowledge and skills
that cannot be used when they are alone.
This view of socialization is congruent with
Vygotsky’s theory of cognitive development.

According to Vygotsky (1962, 1978), there
are two parallel lines of development in

Mayumi Adachi is a Pbh.D. candidate in
Psychomusicology at the University of Washing-
ton. Her vesearch focuses upon children's mu-
sical development from cognitive and social
cognitive perspectives.

children’s thought processes: spontaneous
and nonspontaneous. Spontaneous develop-
ment signifies the level of current develop-
ment determined through children’s indepen-
dent problem solving. Nonspontaneous de-
velopment signifies the level of potential de-
velopment, achieved through problem solv-
ing under the supervision of adults or older
peers who can guide children toward cultur-
ally accepted ways of thinking. These two
levels of development imply deviation be-
tween children’s spontaneous and nonspon-
taneous thought. Vygotsky claims that this
deviation will be bridged through children’s
learning of nonspontaneous thought from se-
nior members of their culture.

Research demonstrates that the potential
level of the child’s thought processes is de-
termined by the adult’s perceptions of the
child’s conceptual level. Saxe, et al. (1984)
investigated how the child’s spontaneous
thought processes and the mother’s thought
processes interact with each other in a prob-
lem-solving activity. The activity involved
counting the number of Cookie Monsters
(the number varied) and matching the num-
ber of pennies to Cookie Monsters. They
found that when the child had difficulty in
perceiving the superordinate goal structure
from the mother’s verbal directives (e.g., “Get
just the same number of pennies as Cookie
Monsters”), the mother changed her direc-
tives to set up subordinate goal structures
(e.g., “Count the Cookie Monsters” and/or
“Go get nine pennies for the Cookie Mon-
sters”). In this study, children’s initial behav-
ior represented their actual level of goal per-
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ception. For instance, some children could
understand the entire goal structure and carry
out appropriate action sequences, whereas
some children could not understand the
original goal structure and chose action pat-
terns which would not lead to the desired goal
state. In any case, the mother’s directives did
not necessarily correspond to the optimal level
of goal perception, but reflected her perception
of her child’s conceptual level. In other words,
nonsponta-neous thought processes introduced
by the adult are not fixed but co-constructed
through the adult-child inter-

will change because the new sign establishes a
new response to their environment.

The most important concept underlying
Vygotsky’s notion of cultural signs is that
they are first introduced and practiced on an
interpsychological plane, and will later be
internalized and used on an intrapsychologi-
cal plane (Vygotsky, 1981b, 1981c¢; Wertsch,
1981). Wertsch (1981) illustrates how this
happens in the development of speech:

For young children, speech exists only on the

interpsychological plane; adults direct
children’s activities through
interpsychological speech.

action.

Wertsch (1984) described
the co-construction process
of nonspontaneous develop-
ment. Usually, children and

The purpose of
this article is to
illustrate the adult

Such speech is capable of
helping the children direct
their attention to certain as-
pects of the environment, for-
mulate and execute plans of

adults tend to have different roles of behavior, and organize per-
situation definitions, that is, . ception. Later, children begin
different views of what they tfaﬂsmltter, to use speech on the

should do in a situation, in-
cluding how they represent
objects in the situation and
how they construct action
patterns with them. When a
child andan adult are sharing
the same situation, they tend
to function based upon two
different situation definitions:
the child’s definition and the
adult’s. If they are to operate
together, they need to estab-

practice partnetr,
and co-player, and
to discuss how
these adult roles
facilitate the
musical 30).
socialization of the
child.

interpsychological plane to
announce their plans and in-
tentions in a task situation.
...After a period of relying on
interpersonal speech as a tool
in carrying out activity..., chil-
dren begin to develop the abil-
ity to perform activities based
on their own speech ... (p.

Thus from a Vygotskian per-
spective, the adult-child in-
teraction is the origin of the
child’s cultural functioning.

lish the third situation defini-
tion, an intersubjective situa-
tion definition, in which both social agents can
share the same way of perceiving objects and
constructing action patterns.

The intersubjective situation definition is
established with a cultural sign or psychologi-
cal tool (Vygotsky, 1981a, 1981b; Wertsch,
1985). The cultural sign is conceptually
equivalent to means used by members of a
certain culture, such as an indicatory gesture
(Vygotsky, 1981b), verbal directives (Saxe, et
al., 1984), eye gazes (Wertsch, et al., 1980),
counting (Saxe, 1979, 1977), and an external
object as a reminder (Vygotsky, 1981c). The
sign is a mediator between people, or be-
tween an object and a person, which acti-
vates an action pattern in a given context. As
children learn a new sign, their action patterns
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Vygotsky’s theory of the
social foundations of thought processes has
been investigated empirically by Wertsch, et
al. (1980) and Saxe, et al. (1984). Findings in
these studies shed light on the kind of cul-
tural signs transmitted by mothers to estab-
lish socially workable goal structures for both
children and themselves. These studies clari-
fied that the mother (or the adult) plays a
role as a transmitter of cultural signs in a so-
cial process with the child.

Although the adult’s role as a transmitter of
musical culture has been addressed (Kelly &
Sutton-Smith, 1987), there are at least two
other roles the adult plays in musical interac-
tions with the child. Umezawa (1990) re-
ports that the adult may become a co-player
in the duet, and my observations of adult-
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child musical interactions reveal the adult
role as a practice partner of the child’s
learned musical signs. The purpose of this
article is to illustrate the adult roles of trans-
mitter, practice partner, and co-player, and to
discuss how these adult roles facilitate the
musical socialization of the child. In particu-
lar, T will describe my observations of the
adult as a practice partner that I made while
living with the family of a preschool child.
The Adult Role as a Transmitter of
Musical Signs to the Child

Kelly and Sutton-Smith (1987) observed the
musical productivity of three female children
in their homes from birth to the age of 2.
One child’s (Child A’s) family consisted of
professional musicians. The second child
(Child B) was raised in a musical environ-
ment, although the family members were not
professional musicians. The third child
(Child C) was not raised in a musically ori-
ented home. In Child C's home, musical in-
teraction between the child and any family
member was not observed throughout the
study, whereas in the other homes musical
interactions were observed. Lack of musical
interaction in Child C’s home was not related
to the child’s production of standard songs,
but was related to her lack of production of
spontaneous songs. The two other children
produced spontaneous songs before standard
songs, and the traits of spontaneous songs
showed similar patterns in development: de-
scending glissando, three-note contour (with-
out specific pitch), and alternating third inter-
vals. By the end of two years, Child A and
Child B became able to produce sung pitch
in their singing, while Child C's singing was
more spoken than sung. Thus, through early
musical interaction with the adult in the fam-
ily, a sung pitch was transmitted to the chil-
dren as a musical sign to be used for singing.

In the Kelly and Sutton-Smith study (1987),
there were qualitative differences in musical
interactions conducted by the two musically-
oriented families. The mother and the grand-
mother in Child A’s home expanded the
child’s singing productions into “singing con-
versations,” while neither the mother nor the
father in Child B’s home did so. Through the
mother-child singing conversations, the mother
in Child A’s home introduced a descending

fourth interval to the child. Later, this interval
was observed as an alternating fourth in the
child’s singing, which was not observed in the
other child’s singing repertoire. This implies
that the interval transmitted by the mother,
who was a professional musician, became in-
ternalized as a new musical sign.

The adult-child musical interaction in Child
A’s home included an instruction component.
The mother corrected songs and sang with
the child on difficult passages. When the
child was having trouble with singing an oc-
tave jump, the grandmother told her that she
could sing that note if she “breathed in a
great big breath with lots of air, opened her
throat as if she yawned a great big yawn,
and then sang the note” (Kelly & Sutton-
Smith, 1987 p. 39). Once the child followed
this instruction, she could easily sing the
note. The correction of pitches, taught by
the mother and the grandmother, was re-
flected in the child’s subsequent self-correc-
tion of her sung pitches, and in her achieve-
ment of producing accurate pitches by the
age of 2. The skill to self-correct pitches is
essential to music making. The case of the
child described above exemplifies that this
musical skill can be transmitted from adults
to the child through musical interactions.
Having this means for pitch production ap-
parently made a difference between the chil-
dren raised in the two different musically-
oriented homes, because the child who did
not receive explicit adult direction in correct-
ing sung pitch could not produce pitches as
accurately as the child who did.

Differences in these three children’s musi-
cal behaviors as reported by Kelly and
Sutton-Smith appear to support Vygotsky’s
claim that “the key to the mastery of behav-
ior can be found in the mastery of ... signs
that have the power to direct behavior”
(Vygotsky, 1981c¢, p. 195). Musical signs —
sung pitches, sung intervals, and correction
of pitches — were first transmitted from the
adult to the child through social interaction,
and were later observed in the child’s inde-
pendent production of music. This transfer
of musical skills from an interpsychological
to intrapsychological plane illuminates the
social origin of the acquisition of musical
signs. One of the keys for the child to be-

28 The Quarterly Journal of Music Teaching and Learning



One of the keys for the child to become able to function musically

is whether or not the adult introduces and transmits musical signs

through the adult-child interactions.

come able to function musically is whether or
not the adult introduces and transmits musical
signs through the adult-child interactions.
The Adult Role as a
Practice Partner

The adult’s transmission of musical signs
does not automatically lead to the child’s in-
ternalization of them. According to Vygotsky
(1981b), “all higher mental functions are in-
ternalized social relationships” (p. 146). Chil-
dren do not learn cultural signs as separate
entities from the social interaction, but learn
them as a part of the social process. Thus,
the process of internalizing cultural signs in-
evitably involves the process of internalizing
the social process in which these signs are
originally introduced to children.

The interaction between adult and child
explored previously and its effect on the
child’s social internalization process was
demonstrated in my study of Mary. Through
my experience of living with a preschool
child (Mary, 4 years old) and her family, I
observed and participated in many instances
of Mary’s reconstructions of the entire social
processes through which certain musical
signs were originally transmitted to her.

Each adult involved in her reconstructions of
musical interactions appeared to play a role
not as a transmitter of musical signs but as a
practice partner. The adult implicitly contrib-
uted to Mary’s internalization of not only the
musical interactions per se, but also musical
signs embedded in the social process. In-
stances reported below are extracted from my
journals and/or audio tapes of Mary’s musical
activities during a three month period.

Mary and I had a half-hour “music time”
every morning during the week. We en-
gaged in various activities such as singing,
chanting, body movements, playing instru-
ments, listening games, and music reading. I
also gave her a weekly music (pre-piano)
lesson with other preschool children. Music
time was largely a spontaneous event,
whereas the music lesson was conducted
within an instructional framework. Through
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the music time and music lesson, I transmit-
ted various musical signs (i.e., means of mu-
sic making, music listening, and music read-
ing). These signs were subsequently trans-
mitted from Mary to her parents, her nanny,
and her friend. For instance, Mary played a
story of “Rain Drops, Thunder, and Rainbow”
on the piano with her nanny after she and I
had played it during music time (April 27 &
June 4).! One afternoon, I realized that my
hat case had been moved, and I found mal-
lets around it (July 6). The nanny told me
that Mary had been drumming on my hat
case with her friend. This drumming activity
originated from her interaction with me dur-
ing our music time (June 29 & July 2).

While examining instances, I discovered
that the scenarios of musical interactions
through which Mary transmitted learned mu-
sical signs to others were not simple replica-
tions of what she had done with me. Previ-
ously, I had cared for Mary for five after-
noons during which “music and dancing”
were almost an everyday occurrence. In this
activity, I was to dance to the music Mary
played on her xylophone sticks. Some time
later, T observed Mary’s “music and dancing”
activity with her friend, in which Mary asked
her friend to play the music on xylophone
sticks while she danced (March 30). In this
context, she abandoned her familiar musician
role and played the role of dancer. Thus,
when Mary did the same activity with a differ-
ent social agent, she switched her role to the
adult’s role that she had perceived in an origi-
nal interactive process.

Mary’s tendency to switch her role to the
adult’s role was also observed when she
brought back songs, rhythms, and move-
ments that she learned at her preschool and
shared with me. In those instances, she usu-
ally gave me verbal instructions that sounded
like a copy of what her teacher had said to
her. Apparently, she was playing the school
teacher’s role.

One evening, Mary called the dinner time
“low-middle-high dinner,” and asked me to
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...the adult’s role as a practice partner should be considered as

important as transmitting new cultural signs.

sing “low, middle, high” (which represent the
tirst three pitches of a major scale) and to
shape them into a melody with her. This
was the activity which I had introduced pre-
viously as a game for music reading and lis-
tening. After she repeated this activity with
me twice, she asked if her father was inter-
ested in this activity:

Mary: Daddy, would you like to do “low,

middle, high”?

Father: Okay.

Mary: You have to put your hand like this.

Father: Like this? [His palm was faced up.]

Mary: No, like this! [Her palm was faced

down. He imitated her.]

Mary: Okay. Now, “low, midd ...” No,

Daddy! You have to touch there. [Her father

had not placed his hand at the level of his

throat for “middle,” so she demonstrated it.

He imitated her.]

Mary: Okay, from the beginning. “Low,

middle high.” [She sang and laughed.] This

is fun. (May 3)

When Mary first engaged in the “low,
middle, high” activity, she was simply an ini-
tiator of the activity and gave no directives to
me. When she transmitted the activity to her
father, however, she imitated my role as a
teacher, which she had perceived through
her interaction with me during music lessons.
The change in Mary’s perception of her role
in this example happened so naturally,
which implied her understanding of whom
she could and could not communicate with
using this particular musical sign (i.e, “low,
middle, high™. Tt appears that Mary’s percep-
tion of her father, a new learner of this “low,
middle, high,” encouraged her to reconstruct
the social process which took place when she
was first introduced to this musical sign.

Mary’s verbal directions for instructing her
father imply discrepancy between her per-
ception of the “low, middle, high” activity
and my perception of it. When I presented
this activity during the music lesson, my in-
tention was to visualize directions and inter-
vallic relationships of three pitches through
the activity, and neither the side of a palm
nor the position of a hand mattered. In

Mary’s mind, however, the target musical
concepts were completely fused into the en-
tire activity. She appeared to perceive musi-
cal significance of the “low, middle, high” as
a part of the activity in which she was sup-
posed to place her hand at three specific lev-
els of her body with her palm faced down
while singing “low, middle, high.” Conse-
quently, for Mary, the positions of the palm
and the hand became integral elements of
the activity, as important as the three pitch
relationships.

Mary’s unique perception of the musical
activity implies that she learned the three
pitch relationships as a part of the musical
activity. This enactive learning is considered
to be the primary mode of learning new
things for a young child (Bruner, 1966;
Andress, 1989; Scott, 1989). Mary’s imitation
of a particular adult’s role when teaching her
father, for example, reflects her reconstruc-
tion of a musical interaction. This recon-
struction process inevitably required her to re-
member what she and the adult did, as well as
how they used objects and signs to construct
musical activities in the original interaction. In
this sense, Mary’s reconstruction of musical
interaction with a different social agent let her
practice informally what she had learned
enactively from a previous social process.

This implicit practice session is similar to
ways children practice social rules and be-
haviors in symbolic play, in that both activi-
ties are reconstructions of reality perceived
by children (Vygotsky, 1978). In general,
symbolic play is considered to be an activity
in which adults can facilitate children’s so-
cialization if adults do not neglect but respect
children’s definitions of objects and actions
(Vygotsky, 1978; Griffin & Cole, 1984;
Garbarino, 1989; Paley, 1990). In the case of
Mary’s interaction with her father, Mary per-
ceived the concepts of “low, middle, high”
and the associated activity as a whole, and
every action pattern embedded in the
learned activity appeared to be ritualized in
her mind. Her father (and I as an observer
of the interaction) accepted the way Mary
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initiated the situation and did not interfere.
Acceptance of and involvement in this recon-
structed social process gave Mary opportuni-
ties to recall and practice learned musical
signs in the interpsychological plane, which
is a prerequisite for the child’s independent
functioning (Vygotsky, 1981b, 1981c;
Wertsch, 1981). The reconstruction of the
social process appears to be a legitimate part
of Mary’s internalization process for what she
learned previously. In this sense, the adult’s
role as a practice partner should be considered
as important as transmitting new cultural signs.

The Adult as a Co-Player in the

Adult-Child Duet

The third role that the adult plays in the
adult-child musical interaction is best demon-
strated in Umezawa’s study (1990). She re-
ports two instances of the adult-child musical
duet, observed in a mother and her female
preschool child, in which each contributed
equally to their improvisatory music making.

In the first instance, the mother and the
child created 18 versions of a Japanese
children’s song, “Bee Song,” which consists
of 12 measures in 2/4 meter with an A-B-A
form. Each variation was created by the
mother and the child such that they took
turns filling in phrases, or the child added
humorous phrases while the mother sang her
variation. This episode began as follows:
the mother was soothing the child’s younger
sister and started to sing the original song
while the child was playing with a toy car.
After the first verse, the mother started to
change lyrics, which the child immediately
noticed. While the child was telling her
mother that she was wrong, the child joined
in making up variations. In this singing rally,
the mother’s motif and the child’s motif were
influencing each other’s as if they had been
“playing catch” in music (Umezawa, 1990).
In one variation the mother started to sing
with nonsense syllables, and the child started
to use different nonsense syllables, which
sounded like a frog. The mother closed this
variation with a melodic phrase from another
children’s song called “Frog Song.”

In the other instance, the mother and the
child played in an ensemble rather than
“playing catch” musically. The child was
playing with some toys and placed a toy
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container which had four wheels on the bot-
tom upside down. The mother was holding
the child’s younger sister and talking to her.
After a while, the child started to spin the
wheels of the toy container and said to the
mother, “Look, Mom. ... Look, I wanna do.
... ‘Cause these are wheels. Oops, they
stopped. [tried to keep them spinning]. ... T'll
spin a spinning wheel” (Umezawa, p. 8,
trans. by Adachi). Then, the mother began
to sing “Summer Tree,” one of the child’s fa-
vorite songs. The child started to accompany
her by using the four wheels on the toy con-
tainer as a musical instrument. This song is
rather complex for a preschool child; how-
ever, because the child and her mother had
often sung this song together, the child could
anticipate the melodic and rhythmic struc-
tures of the song. Consequently, the child
could create different accompaniment pat-
terns by spinning the four wheels in different
ways as well as by inserting some rests.
Moreover, at the end of the song, the child’s
rhythm pattern changed from a beat-like pat-
tern to a longer duration which indicates clo-
sure. During this co-playing process, the child
made eye contact with the mother, highlight-
ing the ensemble nature of this interaction.

The above examples of the mother-child
musical interactions represent neither the
process of the mother’s transmission of musi-
cal signs to the child nor reflection of the
child’s construction of previous musical inter-
actions. Rather, these musical interactions
are examples of the adult-child duet, in
which improvisatory music is created by both
the adult and the child with musical signs
shared between them. Their roles in music
making were not fixed, but changed depend-
ing on the goals co-constructed between the
two players. In the first case described above,
the goal of the mother-child duet was to com-
pete with each other in the process of creating
variations. Their roles were almost as rivals.
In the second case, the goal was to make an
ensemble. Their roles were as partners.

Such context-bound players’ roles are simi-
lar to intersubjectively defined speakers’ roles
found in argument structure (Leadbeater,
1988), one speaker’s goal structure is his or
her perception of the other speaker’s goal
structure. That is, if one speaker constructs a
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competitive argument against the other
speaker, the other speaker will respond with
a counterargument. If one speaker con-
structs a cooperative argument (i.e., integrative
argument rather than a rebuttal), then the
other speaker will also construct a cooperative
argument. The two speakers’ situation defini-
tions stimulate each other and result in one
coherent argument structure between them.

The importance of the intersubjective situa-
tion definition in the adult-child dyads has
been identified in problem-solving situations
(Saxe, et al., 1984; Wertsch, et al., 1980;
Wood, et al., 1976) as well as in storybook
reading (Knight, Bryant, & Cross, 1994).
Knight, et al. (1994) report a close relation-
ship between the mother-child behavioral
synchrony and the child’s engagement in the
activity of storybook reading. Children in the
dyads that demonstrated concordant interac-
tions rarely engaged in off-task behaviors
during storybook reading, while those in the
other dyads did.

The co-construction of the intersubjectivity
also appears to have been the key to the
child’s engagement in the musical duet de-
scribed above. In the first case, the mother’s
playful behavior attracted the child’s playful
mind. The mother’s free manipulation of lyr-
ics opened up an avenue for the child’s ma-
nipulation of a song. In the second case, the
child’s desire for spinning wheels was cap-
tured by the mother. By singing the child’s
favorite song, the mother enhanced the
child’s spinning wheels and provided musical
inspiration. If the mother had not perceived
the child’s desire, she might not have started
to sing. If the mother had not started to sing,
the child’s spinning wheels might have
ended up as mere physical manipulation of a
toy. On the other hand, even though the
mother started to sing, if the child had not
responded to the mother’s musical prompt-
ing, their musical duet would not have hap-
pened. Thus, in this mother-child duet, the
intersubjective situation definition was estab-
lished by both players’ perceptions and ac-
ceptance of, as well as their cooperative re-
sponses to, the other’s intention.

In the mother-child duet, establishment of
the intersubjective situation definition took
place spontaneously during the child’s free

play. The child’s stimulus seeking and inter-
est-driven engagement observed during the
duet reveal that the mother-child duet was an
extension of the child’s play activity (Gump,
1989; Garvey, 1990). As described above,
prior to either incident the child was playing
with toy objects and was not originally en-
gaged in musical play. The transition from
nonmusical play to musical play occurred in
relation to the mother’s singing. In the first
incident, according to Umezawa’s report, the
child did not join the mother’s musical activ-
ity until she started to change lyrics. The
mother’s modification of lyrics transformed
an ordinary children’s song into a manipu-
lable object. In the second incident, the
child was already manipulating a toy con-
tainer as a play object with which she could
make sounds. However, the child’s realiza-
tion of the possible use of the toy container
as a musical instrument was elicited by the
mother’s singing. The mother contributed to
changes in the child’s perception of objects
in the situation which subsequently led her
to musical play. The mother’s contribution
stimulated the child’s exploration of new mu-
sic-making strategies, thus facilitating her in-
formal music learning through musical play.
Activation of children’s cultural potential
takes place in different types of social activi-
ties in the course of socialization, such that
certain social activities can lead children’s
cultural learning more significantly than oth-
ers at each stage of development (Griffin &
Cole, 1984). For preschool children, such
leading activities are nested in play (also,
Vygotsky, 1978). In Umezawa’s study, the
mother’s timely and stimulating intervention
to the child’s play appears to be the key to
her informal music learning through musical
play. Thus, the mother’s role in the musical
duet was not only as a co-player in the
child’s music making at a particular time, but
also as a facilitator of her musical socialization.
General Discussion
Vygotsky’s theory suggests that a child will
not become able to function independently
in a culture without learning to do so from
other social agents. The applicability of this
theory to the child’s development in a musi-
cal culture is well-illustrated in Kelly and
Sutton-Smith’s 1987 study. The child who
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did not have musical interactions with her
parents demonstrated no independent music
making or performance, unlike the children
who had musical interactions with their par-
ents. Apparently, the child’s musical experi-
ences through the social process appear to
be the origin of his or her independent musi-
cal functioning.

In most theories of socialization, parents
are considered to be the primary sources of
influence on the child’s socialization process,
in that they are the most immediate social
agents for the child (Garbarino, 1989; Zigler
& Seiz, 1978). This micro-level social influ-
ence is also found in the musical socializa-
tion described above. Parents, or adults
close to the child, transmit musical signs to
the child through musical interactions. When
the child brings his or her learned musical
signs to them, they become practice partners
of the child. Moreover, adults can participate
in the child’s free exploration and manipula-
tion of musical signs as a co-player. All three
of the adult’s roles contribute to children’s in-
ternalization of musical signs through social
processes, which are, according to Vygotsky,
the foundations of children’s cultural thinking.

From the literature on the adult-child musi-
cal interaction and my observations de-
scribed in this article, two aspects of the
adult’s involvement appear to be common
across the cases. These are the ability to per-
ceive the child’s developmental level, and
the ability to perceive the child's intention at
a given time.

In Kelly and Sutton-Smith’s study, the
mother who was a professional musician
used simple musical motives in singing con-
versations with the child, and created “high-
pitched, lyrical, soft melodies without words
to accompany rocking for lullabys [sic] ”
(Kelly & Sutton-Smith, 1987, p. 37). Charac-
teristics that underlie the mother’s musical
interactions with the child highlight the in-
fant-directed nature of the mother’s singing
(Trehub, Unyk, & Trainor, 1993). In
Umezawa’s study the mother was a musician,
and she could have used more sophisticated
musical strategies to create song variations.
Her strategies, however, primarily involved
word changes, which the child was compe-
tent to manipulate, rather than involving
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purely musical changes. In my observations
of Mary’s home environment, her parents
were very child-oriented. They appreciated
Mary’s own ideas and creations. Also, they
were highly aware of her cognitive, physical,
and emotional abilities. Thus, the adults
who participated in the child’s musical activi-
ties in these cases demonstrated their abilities
to perceive and adapt to the child’s level of
development.

In my observations, Mary’s parents were
also sensitive to Mary’s intentions. When she
wanted to sing and/or dance with them, they
were willing to do so. When she appeared
to be engaged in private music making, they
did not disturb her but paid attention to what
she was doing. This kind of sensitivity was
also displayed by the adult in Umezawa’s
study. When the child started to create a
song variation about the toy, the mother no-
ticed the change from “playing catch with
song” to the child’s independent creation.
Consequently, the mother did not involve
herself in this particular variation.

The child’s intentions tend to change fre-
quently even within one musical activity.
Through my observation of Mary and her
family, she often changed her role from a
pretend teacher to a co-player in one musical
play episode, or from a co-player to a solo
player within one situation. The adult’s role
in such cases changed accordingly from a
student to a co-player, or from a co-player to
a listener. Catching the child’s implicit signal
of his or her desire appears to be crucial for
the adult to sustain his or her participation in
the current musical activity.

The adult’'s continual monitoring of the
child’s ability and intention leads to an ap-
propriate adjustment of the adult’s role in a
particular moment. This adult’s effort itself,
however, does not automatically establish an
intersubjective situation definition. Rogoff
(1990) and Wertsch (1984) argue that a suc-
cessful joint task performance between the
adult and the child can be achieved only
through bilateral efforts. That is, the adult
continually adjusts support for the child, and
the child continually responds to the adult’s
support. These bilateral efforts lead to nego-
tiation between the adult’s and child’s minds.
This negotiation is the critical social process
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that will lead the child’s spontaneous thought
to a higher level of cultural thinking
(Vygotsky, 1978).

Conclusion

In this article, I focused on the adult’s role
in the young child’s musical interactions in
the home environment. The adult’s invest-
ment in the child’s musical activities, how-
ever, is also found outside the home environ-
ment. Spontaneous musical interactions
were observed in a preschool classroom, in
which two children were playing musical in-
struments set up by the preschool teacher
(Umezawa, 1990). Miller (1987) reports vari-
ous musical behaviors observed among chil-
dren from age 3 to 5 who were exposed to
musical materials (e.g., musical instruments
and musical records) during free play at day-
care of kindergarten. She found musical in-
teractions between children as well as their
independent engagement in musical activi-
ties. Thus, the teacher can contribute to
young children’s musical activities at school
— both musical interactions and solo activi-
ties — by providing a musically stimulating
environment.

Although play is considered to be the best
leading activity for preschool children’s so-
cialization (Griffin & Cole, 1984; Vygotsky,
1978; Paley, 1990), formal instruction can fa-
cilitate their musical socialization by transmit-
ting musical signs. Ohata (cited in Fukui &
Yamada, 1989) reports that exposure to a cer-
tain instructional method influenced preschool
children’s melody production. Adachi (1992)
reports preschool children’s conceptual
changes from nonmusical to musical in read-
ing musical notes through a course of instruc-
tion. Thus, young children’s musical socializa-
tion can be facilitated through formal learning.
Other questions need to be investigated to bet-
ter understand the nature of musical socializa-
tion. How do musical play and formal instruc-
tion interact with each other in the course of
children’s musical socialization? How can the
adult integrate instruction with musical play to
facilitate children’s socialization?

The adult’s roles in the adult-child musical
interactions discussed in this article are based
upon those observed in natural settings. In
other areas, the mother’s role as a transmitter
of cultural signs and her perception of the

child’s conceptual level have been investi-
gated in the laboratory through a problem-
solving task (Saxe, et.al., 1984; Wertsch, et
al,, 1980). To my knowledge, no systematic
investigation of this kind has been completed
in the area of music. If the mother and the
child are given a musical problem-solving
task, for example, creating new birthday mu-
sic for the father by using musical instru-
ments, how will they interact toward this
goal? What kind of musical signs will be
transmitted from the mother to the child, or
vice versa? How will the mother’s goal set-
ting be related to the child’s current level of
musical independence? These questions may
lead to a systematic investigation of the
adult’s role in musical interactions.

Finally, additional longitudinal naturalistic
investigations are needed to examine how
the child’s musical functioning develops from
interpsychological to intrapsychological by
tracing changes in the child’s use of a certain
musical sign transmitted by the adult. Ques-
tions that may guide future studies include:

¢ Is the musical sign practiced in social con-
texts?
o If so, will it be practiced by reconstructing
the original social process with other social
agents, by manipulating the sign in musical
play, or by using it in another type of social
process? Are there individual differences in
the process of internalizing musical signs?

s Are parents’ sensitivities to the child’s con-

ceptual level and intentions related to this in-

ternalization process?

e Are there cross-cultural differences?
Answering these questions may lead to the
development of a theoretical framework on
the role of social processes in the child’s musi-
cal socialization.

Acknowledgements

The author would like to thank "Mary" and
her parents who gave her the inspiration for
this project.

Note

1. The dates indicated in this section refer to
notes in the author’s unpublished journal. The
journal was kept from March 26 to July 26, 1990.

References
Adachi, M. (1992). Development of young
children’s music reading via instruction. Pro-
ceedings of the fifth early childbood music edu-
cation seminar (pp. 83-107). Tokyo, Japan:
International Society for Music Education.

34 The Quarterly Journal of Music Teaching and Learning



Andress, B. (1989). Music for every stage: How
much? What kind? How soon? Music Edu-
cators Journal, 76 (2), 22-27.

Bruner, J. 8. (1960). Toward a theory of instruc-
tion. Cambridge: Harvard University Press.

Day, J. D., French, L. A., and Hall, L. K. (1985).
Social influences on cognitive development.
In D. L. Forrest-Pressley, G. E. MacKinnon, &
T. G. Waller (Eds.), Metacognition, cognition,
and buman performance (Vol. D). New York:
Academic Press.

Fukui, H. and Yamada, H. (1989). Nyu-yoji no
ongaku-ninchi ni kansuru kenkyu. [A study
on music-cognition in infants.] Nara-kyoikkis-
daigaku Kiyo (jinbun-syakai), 38 (1), 63-73.

Garbarino, J. (1989). An ecological perspective on
the role of play in child development. In M.
N. Bloch and A. D. Pellegrini (Eds.), The eco-
logical context of children’s play. Norwood,
NJ: Ablex.

Garvey, C. (1990). Play. Cambridge, MA: Harvard
University Press.

Griffin, P. & Cole, M. (1984). Current activity for
the future: The zo-ped. In B. Rogoff & J. V.
Wertsch (Eds.), Children’s learning in the
zone of proximal development. San Francisco:
Jossey-Bass.

Gump, P. V. (1989). Ecological psychology and
issues of play. In M. N. Block and A. D.
Pellegrini (Eds.), The ecological context of
children’s play. Norwood, NJ: Ablex.

Kelly, L. & Sutton-Smith, B. (1987). A study of infant
musical productivity. In J. C. Peery, I. W.
Peery, and W. Thomas (Eds.), Music and child
development. New York: Springer-Verlag.

Knight, D.K., Bryant, M., & Cross, D.R. (February,
1994). A sequential analysis of optimal
mother-toddler storybook interaction. Paper
presented at the Southwestern Society for Re-
search in Human Development, Austin, TX.

Leadbeater, B. J. (1988). Relational processes in
adolescent and adult dialogues: Assessing the
intersubjective context of conversation. Hu-
man Development, 31, 313-326.

Miller, L. B. (1987). Children’s musical behaviors in
the natural environment. In J. C. Peery, 1. W.
Peery, & W. Thomas (Eds.), Music and child
development. New York: Springer-Verlag.

Paley, V. G. (1990). The boy who would be a heli-
copter. Cambridge, MA: Harvard University
Press.

Rogoff, B. (1990). Apprenticeship in thinking: Cog-
nitive development in social context. New
York: Oxford University Press.

Saxe, G. B. (1977). A developmental analysis of
notational counting. Child Development, 48,
1512-1520.

Saxe, G. B. (1979). Children’s counting: The eatly
formation of numerical symbols. In D. Wolf
(Ed.), Early symbolization. San Francisco:
Jossey-Bass.

Saxe, G. B., Gearhart, M., & Guberman, S. R.
(1984). The social organization of early num-

Volume V, Number 3

ber development. In B. Rogoff & J. V. Wertsch
(Eds.), Children’s learning in the zone of proxi-
mal development. San Francisco: Jossey-Bass.

Scott, C. R. (1989). How children grow — musically.
Music Educators Journal, 76 (2), 29-31.

Trehub, S. E., Unyk, A. M., and Trainor, L. J. (1993).
Adults identify infant-directed music across
cultures. Infant Bebavior and Development, 16
(2), 193-211.

Umezawa, Y. (1990). Ongakuteki-taiwa to shite no
“kyoen”: Haha-oya to kodomo no “kyoen” o
tegakara ni. [“Duet” as a musical dialogue:
based upon the mother-child “duet.”] Aichi-
kyoiku-daigaku Kenkyu Hokoku (geijutsu,
hoken-taiiku, kasei, gijutsu-kagaku ben) 39,
1-15.

Vygotsky, L. S. (1962). Thought and language.
Cambridge: MIT Press.

Vygotsky, L. S. (1978). Mind in society: the devel-
opment of bigher psychological processes.
Cambridge: Harvard University Press.

Vygotsky, L. S. (1981a). The instrumental method
in psychology. In J. V. Wertsch (Trans. &
Ed.), The concept of activity in Soviet psychol-
ogy. Armonk, NY: M. E. Sharpe.

Vygotsky, L. S. (1981b). The genesis of higher
mental functions. In J. V. Wertsch (Trans. &
Ed.), The concept of activity in Soviet psychol-
ogy. Armonk, NY: M. E. Sharpe.

Vygotsky, L.S. (1981¢). The development of higher
forms of attention in childhood. In J.V.
Wertsch (Trans. & Ed.), The concept of activ-
ity in Soviet psychology. Armonk, NY: M.E.
Sharpe.

Wertsch, J. V. (1981). The concept of activity in So-
viet psychology: An introduction. In J. V.
Wertsch (Trans. & Ed.), The concept of activity
in Soviet psychology. Armonk, NY: M. E,
Sharpe.

Wertsch, J. V. (1984). The zone of proximal devel-
opment: Some conceptual issues. In B. Rogoff
& J. V. Wertsch (Eds.), Children’s learning in
the zone of proximal development. San Fran-
cisco: Jossey-Bass.

Wertsch, J. V. (1985). The semiotic mediation of
mental life: L. S. Vygotsky & M. M. Bakhtin. In
E. Mertz and R. J. Parmentier (Eds.), Semiotic
mediation: Sociocultural and psychological
perspectives. Orlando, FL: Academic Press.

Wertsch, J. V., McNamee, G. D., Gillian, D.,
McLane, J. B., & Budwig, N. A. (1980). The
adult-child dyad as a problem-solving system.
Child Development, 51, 1215-1221,

Wood, D., Bruner, J., & Ross, G. (1976). The role
of tutoring in problem solving. Journal of
Child Psychology and Psychiatry, 17, 89-100.

Zigler, E. F., Lamb, M. F., & Child, I. L. (1982). So-
cialization and personality development (2nd
ed.). New York: Oxford University Press.

Zigler, E. & Seitz, V. (1978). Changing trends in
socialization theory and rescarch. American
Behavioral Scientist, 21 (5), 731»756.@

35




	26-35
	Vol 5, 3, p. 26-35

