he idea that communication and play with
infants and toddlers has an innate “musi-
cality” is not new. Joannes Amos
Comenius, writing in the 17* century, val-
ued the musical games of childhood and
advocated their fostering, as did Froebel
more recently. Mechthild and Hanus Papousek have written
of the “biological and cultural origins of early musicality,” of
“melodies in caregivers’ speech” conceived as a “species
specific guidance towards language,” and of the “musical
elements in infant’s vocalisation” (Papousek & Papousek,
1981; Papousek, 1994; Papousek, 1996). In the past 25
years, many research studies have confirmed that music and
song have special importance for young people (indeed,
people of all ages), enriching their vitality. It seems that
musical patterns are at the generative heart of the commu-
nication that animates human cultural learning.
And why not? All human relating, communicating, and
sharing of purposes and consciousness depends on sympathy
between moving minds and bodies — sympathy based on
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imitation of the pulse of acting with awareness and feeling,
and on sharing the sense of time in the mind. Relating
through music and language is something we do naturally.
Music and language are not “things” to be learned. We
make language with pitch movement and rhythmic tim-
ing, body and voice moving together in a choreographed
act of meaning with others. We make music or poetry
when we express the motives for moving in a special
communicative way, riding the cross-currents of inter-
subjective experience. A toddler learns language because
he or she loves to discover thoughts and meanings with
others in shared intention, and in rhythmic exchanges
of expressive movement.

The young child’s cleverness at picking up the sense of
actions and things symbolized in our talk should remind us
that words written as texts and music written as scores —
the time-defying records we make of this information-rich
behavior — are products of moving in meaningful expressive
ways. They are keys to the collective consciousness of a
community that has grown in talk, play, work, and meaning
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over many generations. But they in themselves are out of
living time, waiting for the imagination of a reader or per-
former to give back to them the experience of moving.

Efforts of developmental scientists to find how infants
learn to communicate, and to define what mothers and
fathers do to make speech attractive for an infant and truly
communicative, have led to experiments on what a baby
can discriminate in sounds: of human speech, of objects
being used, and of song and musical instruments
(Fassbender, 1996). Surprising discoveries have been made
about infants’ musical listening and their natural prefer-
ences (Trehub, 1990; Trehub, Schellenberg, & Hill, 1997).
Even a premature newborn may actively contribute to a
precise rthythmic exchange of vocal sounds, helping to
co-create a single “narrative” of feeling (Malloch, 1999;
Trevarthen, 1993). The findings show we are born with a
sensitive awareness of the emotion

bodily gesture (Malloch, 1999). This is the “cradle of
thought” in which an awareness of symbols grows at the
close of infancy (Hobson, 2002).

We define Communicative Musicality by three dimen-
sions: pulse, quality, and narrative (Malloch, 1999):

1. Pulse is the regular succession of discrete behavioral
steps through time, linking the present to the past,
representing the “future creating” process by which a
subject may anticipate what might happen and when.

2. Quality consists of the contours of expressive vocal and
body gesture shaping time with expressive movement.

3. Narratives of individual experience and of companion-
ship are built from the sequence of units of pulse and
quality found in jointly created gestures — how they are
strung together in chains of expression that generate affect.

It is easy to observe communicative musicality in early
parent-infant communication

and skill of “performance” — that
we can join in time with the
adventure of self-expression in
company.

Babies know a lot instinctively,

An infant may enter into the
ryhthms and melodies of a
conversation minutes after birth.

because the meaning of the adult’s
words cannot play a role, and
because the infant and parent are
typically eager to “attune” with
each other (Stern, Hofer, Haft, &

but they also learn quickly, espe-
cially about the experiences of being in the world of com-
municating humans. Sensitivity to thythms and melodies
of song and music may result from a perceptual learning
similar to that which leads to speech — one that begins
not empty or without structure, but with innate time
sense, “perfect pitch,” judgment of harmony or disharmony
of expression, and a preference for grace over awkward-
ness. Is this a “pan-musical” sense from which awareness of
particular music types is selected?

The Science of Musicality in
Communication

We have formulated a theory of the motives of
Communicative Musicality that defines the fundamental
forms of expression and artistic creation for all temporal
arts — theater, dance, poetry, and what we know as
“music” — and explains the infant’s appreciation of musi-
cal patterns. This theory attempts to describe the dynamic
sympathetic state of a human person that allows “coordi-
nated companionship” to arise (Malloch, 1999;
Trevarthen, 1999).

Communicative musicality seems to be an intrinsic
organizing principle for all movements in healthy parent-
infant interactions (Malloch, 1999, 2002). Communicative
musicality facilitates turn-taking on a shared pulse, regu-
lates the pitch-contours of the vocalizations of both parent
and infant, and inflects the timbre of vocalizations. We
hypothesize that the capacity to generate and participate
in communicative musicality allows us to “spend time”
meaningfully with another person, regardless of age, and to
allow this time to be shaped into mutually satisfying narra-
tives of interaction through the inflection of vocal and

Dore, 1985). Parent and infant
make use of the parameters of pulse, pitch-gesture, and
timbre-gesture — so vital to musical art — to form vocal
narratives of shared emotion and experience (together
with gestures of the body). When communicating in a way
satisfying to both, they sustain a coordinated relationship
through time.

Infants Are Born Musical, Ready for
Intuitive Parenting and Parentese

An infant may enter into the thythms and melodies of
a conversation minutes after birth. Parent and child meet
in mutual intentionality and with sympathetic emotions.
This is stage one of a journey that leads in the first year of
life to a collaboration in noticing and doing, and to an
inventive and practical consciousness that can gain the
child a confident and proud place in a cultural world.

When a parent talks to a baby, the voice is melodic,
with specific vocal qualities of pitch and timbre (Fernald,

at a glance

® From the fime of birth, infants are able to engage musi-
cally with parents and caregivers.

* Music is used differently inet?ue stages of an infant’s
development: first to calm and arouse, then to provide
an opportunity for performance and sharing.

* An in&)\t may learn language patterns by Fsi’rst recog-
nizinnguéiccl patterns in a parent or caregiver’s
speech.

* “Communicative Musicality” is a term used to explain
using music to converse emotionally with others.
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1992; Malloch, 1999). Motherese, or Parentese or Infant-
Directed Speech (IDS), is organized in repeated phrases. It
creates animating incidents and slow, cyclic “narratives” of
emotion. Daniel Stern (1993, 1999, 2000) has described
the “dynamic narrative envelopes” of a mother’s utter-
ances, with their fluctuating urgency and intensity. These
have been identified as training for the infant’s self-aware-
ness and consciousness of agency. On the other hand, the
precision of the infant’s mirroring of feelings with smiles
and coos is evidence for the interpersonal nature of the
communication. Newborns actively synchronize with
salient moments in the adult’s message by gesture or utter-
ance, predicting what the parent will do, and infantile
“c00” sounds can be matched in pitch and quality (timbre)
between them. Adults speaking to infants often imitate
baby sounds, reflecting the melody, pitch, and quality of
the infant’s preceding utterance. There is a sensitive two-
way mirroring of the enhanced emotional values of expres-
sion that is a bridge between the great difference in matu-
rity of the baby and the adult.

Parentese projects the feelings, interests, and inten-
tions of the speaker clearly. As Mary Catherine Bateson,
an anthropologist and linguist, points out, “protoconver-
sation” with a 2-month-old relates to both education in
language and to the rthythms and melodies of religious
ritual and communion, or traditional

melodramatic narrative games — is an expression of
motives seeking sympathy and companionship that are
essential for all cultural learning and the mastery of all
meaningful thoughts. We believe that this vitality, which
is neither “language” nor “music,” reveals the general
capacity to be communicative in the peculiar polyrhyth-
mic, stepping, swinging, dancing, and “melodic” way
human bodies move to celebrate and share (Trevarthen,
1999). This means that when a playmate joins in musical
and dancing games with an infant or toddler — not simply
exposing the child to the sounds called “music” — he or
she is sharing motives that generate the flow of acting and
thinking. Communicative musicality means to have, share,
and affirm emotions. As the Norwegian musicologist and
teacher Jon-Roar Bjgrkvold (1991) observes:
The mother stimulates the child and the child stimu-
lates the mother in such a way that the result is far
more meaningful than either could have produced
alone. . . Mother and child “swing” together in a com-
mon thythm, and in so doing strengthen each other’s
identity. (pp. 12-13)

It is intriguing to trace how the impetuous and unbri-
dled happiness of a baby’s participation in an action song
or a toddler’s vocal dramatizing of imaginative play can be
related to, and prepares the way for, a cultivated song or
instrumental performance that

healing practices (Bateson, 1979).
It engages human communicative
motives in more than linguistic
ways. Speech to infants in different
languages has universal thythmic
and prosodic features — for exam-
ple, everywhere in the world rising
contours elicit and maintain infant
attention more than falling contours
(Fernald, 1992; Papousek, 1994;

Fostering the child’s sense
of musicality is not the same
as educating the child in the

creations and techniques

of the music culture, with
its many different styles,
techniques and venues.

recreates the experiences of an
artistic tradition. Analysis of musi-
cal expression and cognition in
infancy confirms that the art of
music grows from needs to move
that are inherent in all communica-
tion, including speech and lan-
guage, dance, and drama. Fostering
the child’s sense of musicality is not
the same as educating the child in

Trehub, 1990). Infants are more

interactive, interested, and emotionally positive to IDS
than to adult-directed speech. IDS engages attention,
communicates affect, facilitates social interaction, and
helps language acquisition — all consequences of an
adult’s and infant’s innate motives for communicating the
primary impulses of a conscious agency.

Musicality, Vital Companionship, and
the Subtleties of Art

Infants are sensitive to the “inner meaning” of music.
Their selective orientation to musical sounds, detection of
musical features of sound, and vocal and gestural responses
that are timed and expressed to contribute to a joint musi-
cal game (Dissanayake, 2000; Papousek & Papousek, 1981;
Trehub, 1990) confirm that music has strong roots in
human nature.

The communicative musicality of infants and toddlers
— their love of singing sounds, dancing gestures, and

the creations and techniques of the
music culture, with its many different styles, techniques,
and venues. The most successful teachers of music, who
support pupils’ discovery of the aesthetic universals and
introduce the practice of a superior level of musical art,
follow the child’s natural musicality and share his or her
appetite to know more about living and moving. Young
children bring us back to the joyful source of all dynamic
arts. Thus a composition by Mozart, for example, may be
attractive and stimulating music for an infant, and could,
conceivably, help learning of other non-musical skills, not
because it is high art in the Western tradition, but
because, like a happy mother, Mozart sings with natural
and passionate genius.

Musicality as the Texture of Memory
for Adventure

Music does more than please us. It gives us an experi-
ence unfolding, a narrative without reference that feels
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important. Poetry and song tell unforgettable stories. In all
cultures, but especially those without writing, thythm,
rhyme, and melody are essential in rituals and in the
telling of myths and legends. We all experience the excep-
tionally clear retention of simple repetitive tunes that we
learned in childhood or at particularly moving times of life
shared with those for whom we feel affection. In our
research on the musical games parents share with infants
we see evidence that a baby a few weeks old can learn to
recognize a melody or dance ritual very quickly, and that
one of an infant’s earliest pleasures comes from recognizing
the distinctive phrases and verses of a “favorite song” or
tune, perhaps heard in utero.

and reinforce. Cultivation of intrinsic musicality is a
way of declaring allegiance with a friend or to a social
band. A newborn knows the mother by the tone and
inflections of her voice. When a six-month-old smiles
with recognition of a favorite song, and bounces with
the beat, it is like knowing his or her name, displaying
a social “me” within the family’s affectionate pleasure
of sharing. (Trevarthen, 2002, p. 21)

Participation in musical activity is also a lifeline for the
emotionally distressed, whose relations with others have
become compromised by loneliness, fear, or rage. Music
therapy is a form of communication and mutual expression
that can draw people together in

In adolescence, the second
most important period of learning
in life, when new relationships are
being found and the world invites
us to explore and adventure, par-
ticular compositions of music and
dance become a preferred medium
of communication. The groups or

One of an infant’s earliest
pleasures comes from recognizing
the distinctive phrases and
verses of a favorite song.

privacy and give them a way to
explore narratives of feeling that
engender courage and joy
(Trevarthen & Malloch, 2000). It
can bring a child who is severely
incapacitated by sensory or motor
disability into companionship in
thought and action, supporting

stars that we choose to admire and
share with friends confer the distinction of a social identi-
ty. This is also true among the cognoscenti of high musical
art, who know intimately and love elaborate orchestral
pieces, opera, or chamber music. In extreme infirmity or
old age, a mother’s or grandmother’s song from our early
childhood, a turn of notes in a favorite folk song, or a sen-
timental dance tune of our youth may be the last thing we
can recall and evoke the last words we can speak.

The Role of Musicality in Well-Being
Communication at the level of musicality in bodily
expression has a fundamental role in the genesis of human
well-being and the nurturance of “belonging” in a commu-

nity. Maya Gratier (1999, 2001) shows that Indian moth-
ers who have immigrated to Paris or California have less
tuneful and satisfying speech with their infants than
French mothers in Paris, American mothers in California,
or Indian mothers in their villages in India. Evidently being
out of one’s native community and culture can make a
mother less confident about simple expression of feelings
to her baby.
We have described this human need for musicality as
an aspect of social identity as follows:
Early musicality has a powerful role in building memo-
ries. It marks with emotional signatures the identity of
persons and ritual events. After very few months an
infant can “make music,” and seems to have found a
proud performer’s personality. Taken with the infant’s
clear preferences for particular companions, this musi-
cal “showing off” looks like the beginnings of his or
her social identity as member of a group — a group
with known habits, celebratory experiences and acting
skills that are valued for the bonds that they represent

language (Aldridge, 1996;
Tensberg and Hauge, 1996; Wigram and De Backer,
1999). Communities are strengthened by music and groups
can support one another in difficult times by joining in
dance and song.

We believe that music is therapeutic because it attunes
to the essential efforts that the mind makes to regulate the
body, both in its inner neurochemical, hormonal, and
metabolic processes, and in its purposeful engagements
with the objects of the world, and with other people.
Music, with dance and all the expressive arts, offers a
direct way of engaging the human need to be sympathized
with — to have what is going on inside appreciated intu-
itively by another who may give aid and encouragement
and share pleasures.

Investigating the Growth of Early
Musicality and Developing Musical
Culture

With appropriate methods of recording and analysis,
the communicative behaviors of infants have cast light on
the essential motivations of human minds and how they
mature. We can measure precisely the natural tempos and
morphologies of newborns’ moving, knowing, and feeling.
We can chart their self-regulated development and adap-
tive responses to parental care and teaching, and analyze
the forms of parenting behavior that guide, or sometimes
misdirect, their learning. Findings from observation and
experimentation in the past 30 years have transformed our
beliefs and explanations concerning what infants can do,
know, and learn. The hitherto private world of mothers’
play with their preverbal sons and daughters has proved to
be rich in information for psychological science ( Trevarthen,
1998; Trevarthen & Aitken, 2001).
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Babies are born with musical readiness, and older peo-
ple find pleasure in fostering it (Trehub et al., 1997).
Mothers’ lullabies, and the playful songs mothers and
fathers use to accompany action games for young children
with finger-walking, clapping, bouncing, and jumping rou-
tines, are traditional. They may be preserved for centuries
and shared across many lands in many languages. The
magical and mysterious poetry of nursery rhymes serves
both mothers’ needs for dreaming and consolation and
babies’ needs for harmonious communication. We can
think of parents’ performances of baby songs as supporting
a Vygotskian Zone of Proximal Development of musicality,
“scaffolding” the musical pulse, giving it time frames to
climb in, and gestural swings for the child’s motor imagina-
tion to grow in power and skill, as well as in shareable
meaning (Vygotsky, 1986). Step by step, the infant grows
in understanding of the world that can be shared in mime-
sis, metaphor, and speech.

Stages in the Development of
Musicality

The newborn. A newborn absorbs the mood or atmos-
phere of a mother’s gentle sounds, listening to a peaceful
musical recording, or the hum and rhythm of convivial
conversation. The day’s routine of waking, nursing and
sleeping can be framed in musical accompaniments. Tiny
infants, even those supported in a Neonatal Intensive Care
Unit (NICU), can appreciate and learn music and songs
that are not too vigorous or aggressive. Babies at risk due
to their prematurity, developmen-

and motherese speech that parents and infants share have
the patterns of thythm, melody, phrasing, and narrative we
have described as essential in communicative musicality.
This is clearly a start of “learning how to be musical” in
the ways of other older people. It is also a time for mother-
and-baby groups to develop kinds of play where the infant
is more than a listener and learner.

The infant who is a musical playmate quickly gains in
boldness and sense of humor, rewarding the lively routines of
action games with joyful calls, imitations of musical fragments,
laughter, and exuberant movements of the body, arms, and
legs. Now infants, given the chance, can look to a number of
people, including siblings, for company. The family becomes a
much closer and more animated musical group or “band.”

The exuberance of musical games in mothers’ and
babies’ groups shows how music and movement foster the
spontaneous enjoyment of community. As the mothers
play, sing, and dance with their infants, they reaffirm that
their babies are emotional, interactive, and communica-
tive. They experience their babies in immediate relation-
ship to their own moving bodies and singing voices —a
relationship that is always available, but that can be lost
sight of in a culture that does not value time just “hanging
out” without a particular goal or achievement in mind.
The value of such musical games can be seen in mothers’
very positive assessments of the time spent in musical play
with their infants, their reporting of their own and their
infants’ enjoyment, and their own increased appreciation
of their infants (Vlismas, Malloch, & Burham, 2002). The
bonds of friendship between

tal disorder, or trauma can be sus-
tained and helped to grow in
strength and health by peaceful
music, especially in intimate com-
munication with the body of a
caregiver (van Rees & de Leeuw,
1987). They withdraw and protest
if the narrative of sound is too
forceful, startling, or harsh. Very
young brains need calm for their

A newborn absorbs the mood
or atmosphere of a mother’s
gentle sounds, listening to a
peaceful musical recording,
or the hum and rhythm of
convivial conversation.

mothers grow as well, and they are
happy to share the discoveries of
their children with one another .
By the middle of the first year,
babies can stimulate one another
to join in collaborative rhythmic
games of toe-pointing, leg-wag-
ging, and arm-waving, accompa-
nied by a variety of calls, crows,
and babbles (Fiamenghi, 1997;
Trevarthen, Kokkinaki, &

intense development and for self-
regulation of bodily states. Moments of alertness and
curiosity can be stimulated in fragile babies using the
thythms of IDS, song, and instrumental melodies, but
these infants cannot tolerate threatening noise. The
enjoyment a parent experiences in giving musical comfort
to a baby can also be experienced by NICU staff when a
musical environment provides a haven of peace and rest
(see Standley, this issue).

The first year. Within a few weeks of birth, a baby can
take more alert interest in the music of a mother’s speech
and join in actively, encouraging her to more lively play.
The second and third months are a time of rapidly developing
companionship between infant and caregiver, a mother’s
musicality being especially appreciated. The protoconversations

Fiamenghi, 1999). Babies are naturally sociable creatures
and intensely aware of one another’s feelings and expres-
sive inclinations. The musical culture is beginning to be
something that can grow with peers and older child play-
mates, not just with parents or adult caregivers.

The 6- to 9-month-old. Babies at this age have a per-
former’s self-consciousness and show gleeful pride in
accomplishment that is sensitive to others’ appreciation.
With strangers, who may not share the mini-culture of the
family, the baby may find contact difficult and mutually
embarrassing. It may even precipitate intense shame, avoid-
ance, protest, and calling for a mother’s attention. The ego
of the infant musician must be treated with gentle consider-
ation at this very fertile time, when the new opportunities
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for sharing musical and dancing play are opening up, and
celebrations of expressive games are being felt in a new
way. This is the threshold of true music-making.

The 1-year-old. A 1-year-old can be trained to perform
entirely acquired skills. Toddlers can retain a learned ability
to move in strict tempo for an extended performance “in
time” with a musically skilled partner; start to sing a
melody with accurate control of pitch; and begin to retain
and practice a little piece of music for voice or a sound-
making instrument. But for most babies, the enriched
musical experience of this time is not so disciplined, and
the creative inventiveness of musical jokes and games that
tease movement and attention, such as “peek-a-boo,” are
quite enjoyable enough without training that looks
toward an education in music. The most supportive action
is to encourage the baby’s love of musical company by
being part of it.

Older toddlers. In the second and third years, awareness
of invented musical activities increases to the point where
the toddler can be an interested mimic and participant in
the activities of a musical family and community. In cul-
tures where song, instrumental music, and dance are part
of everyday community life and where most adults enjoy
being performers in some measure, toddlets are attentive
and seek to imitate. They love to be involved in the bodily
expression of pleasure in music, and they begin to create
joint expressions of a sense of music with peers, taking up
one another’s rhythmic inventions and copying melodic
lines of vocalization. The development of language leads
to recitation of nursery rhymes and simple poetic narra-
tives, and toddlers’ performances are enhanced by musical-
ity — the expressive time, harmony of rhymes, and melo-
dious variations of pitch.

The appreciation of music by a 3-year-old will be a
source of pleasure and pride for siblings as well as for parents
and grandparents. Soon the child will imagine being a
singer, dancer, or TV character, or will proudly show off
“performances” with instruments that easily make musical
sounds when banged, plucked, shaken, or stroked. This
exercise is quite different from pushing a button to activate
a musical toy that automatically repeats a melody. It is the
active creation and discovery of human-made musical
sound that communicates.

The Birth of Language: Catching the
“Point” of Words in Narratives of
Intention

Lev Vygotsky (1986), Jerome Bruner (1983), and John
Locke (1993) all have emphasized that a child picks up lan-
guage by noticing what other people do with it. Acts negoti-
ating social participation with emotion come earlier in
development leading to language than intention-directing
“proto-imperatives,” just as “person-person games” came
before “person-person-object games” in the middle of the
first year (Trevarthen & Hubley, 1978). At the early stages,

learning grammar is not simply a matter of coordinating
vocalizations with intentions and attentions — requesting,
pointing, showing, and giving. It involves concern for
human feelings and sensitivities, and for the forms of expres-
sion that form the underlying texture of all live communica-
tion and “experiencing together.” An “experience expec-
tant” speech awareness helps a newborn learn phonological
and prosodic features of the mother tongue. The affection-
ate tone and intonation of parental speech claim the
infant’s attention and give meaning to their engagement.
The acquisition of skills for hearing the important features
of a language starts early in the first year, even though the
production of words comes much later.

Research on baby songs in several languages confirms
that they give a special guidance towards the speech in the
“mother tongue,” guidance that is eagerly sought by infants.
The thythms and phrasing of a traditional baby song form
a framework for the placing of vowel sounds and rhymes,
and the melody is like a story of feeling that has moments
of clear definition where the distinctive sounds of the lan-
guage can be easily grasped. As previously mentioned,
Daniel Stern (1993, 2000) has described the mother’s speech
as creating “dynamic narrative envelopes.” We follow his
inspiration and call the melodious speech and song
“emotional narratives.” Interestingly, the primary
phonological distinctions between languages and dialects
of languages reside in the rhythms and vowel sounds, features
for which infant hearing is innately adapted. Research
with newborns has indicated that even at this stage, a baby
is listening for the kinds of distinctions that linguists use to
define stress-timed and syllable-timed languages.

Infants play and sing with emotional, musical narratives
long before they talk, and toddlers create dramas with voice,
gesture, and action. Jacqueline Nadel shows how the pleasure
and trust that infants experience in relationships with mem-
bers of their families quickly transfer to communication between
toddlers (Nadel & Pez¢, 1993). She has recorded 18-month-
olds using immediate imitation of actions and utterances for
nonverbal negotiation of purposes and for sharing meaning.
She has also observed toddlers signaling their humor and
pleasure in sharing by exuberant gestures and vocal prosody.

Musicality is close to the emotional source of interest
that leads children to learning their culture’s language and
work. We emphasize this motivational and emotional
foundation of learning because Western psychology tends
to reduce intelligence to cognitive mastery of physical
structures of experience and what are assumed to be arbi-
trary inventions of human constructive cleverness. Human
learning depends on the musicality derived from the ways
the body moves instinctively to get experience and from
the sympathy we immediately have for one another’s pur-
poses and emotions, expressed in the timing and quality of
our movements. When we listen to music, we can hear the
impulse for knowing and understanding, and we know we
can share that impulse.
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Musicality and Emotional
Companionship

The evidence from early infancy suggests that emotion
shapes reason. What Daniel Stern calls the “relational
emotions” — which are specifically adapted to real-time
regulation of the balance of initiatives and reactions
between persons, determine relationships of affectionate
attachment, trust, and companionship; and defend against
abuse, mistrust, and disregard — are fundamental to the
ecology of emerging human consciousness. It follows that
emotions often described as “complex,” “non-basic,” and
“acquired” are, in fact, primary and necessary to the child’s
entry into the social/cultural world (Draghi-Lorenz,
Reddy, & Costall, 2001). As Stein Braten (1992) argues,
such feelings, and their expressions, have foundations in
dynamic reactions of even young infants to the feel of
“being present” with an “other,” receptive to their
changing appraisal.

Infants are adapted to live emotionally by what Barry
Barnes (2000) calls “understanding agency” in human
society — that is, the dynamic balance of pride against
shame that regulates negotiations and that gives value to
all contractual obligations. Barnes adopts the same
approach to human sentiments as did Adam Smith (1759),
who, drawing on a rich Scottish philosophical belief about
human nature, identified in each of us the capacity for
sympathy and for developing a conscience that will

thetic expression of what we call the Intrinsic Motive
Pulse (IMP) of moving and feeling is necessary for
development of the mind and for emotional health
(Trevarthen, 1999). That is why music has a unique and
permanent value for education, and why musical commu-
nication can be such powerful therapy. All the wonderful
creations of musical artists and performers come from the
same inborn source in human nature, which psychological
science is just beginning to perceive.

Two talents, evolved from the rich and agile social
intelligence of apes, transformed primate intelligence, mak-
ing it human and cultural. These are a peculiar polyrhyth-
mic restlessness of gesture of a bipedal actor, and a new
conversational intimacy of expression in communication
(Trevarthen, 1999). Both talents are evident in the innate,
generative form in the mobile bodies and playful preten-
sions of infants and toddlers everywhere. The first frees the
mind to spin extravagant, imaginary projects of action and
emotion without the call to carry them to consummation.
The second invites shared imagining and the creation of an
infinite array of knowledge and skills through collaborative
storytelling and the building of artifacts. A transgenera-
tional fabric of culture with elaborate beliefs, celebrations,
and constructions sets out different social roles for human
individuals in a community, giving rise to identities and
personalities that are owned with pride and lost with
shame. A new morality and a new sense of group affinity

appraise disinterestedly what we
do and think about doing.
Cognitive abilities, categories of
thought, and declarative memories
are all motivated by the human
need for sympathy in agency.

The link between musicality
and emotions is clear in sad and

The link between musicality and
emotions is clear in sad and
confused states of mind, as well
as in the joyful pride of shared
actions and experiences.

arise within families and commu-
nities. The collective narrative,
first told through myths and leg-
ends, develops in societies into
systems of practical duty, religious
belief, and obedience to laws. The
young become educated because
they want to understand what

confused states of mind, as well as
in the joyful pride of shared actions and experiences. We
have long been interested in the effects of broken or
unsympathetic adult responses on infant’s emotions. Even
in the early weeks, a baby is very sensitive to the tone and
reactivity of another person’s speech. If a mother does not
react with precisely attuned rhythms of speech and facial
expression, a 2-month-old becomes withdrawn and distressed.
A mother with postpartum depression may find it hard to
provide attuned responses to her baby. Her speech becomes
discordant and unpredictable. More specifically, Louise Robb
(1999) has found the depressed mother’s speech to be pitched
lower than that of healthy mothers. It lacks rhythmic regularity
and gives the infant little chance for musical participation.

The Intimacy of Motives in the
Evolution of Art and Culture: Why
Musicality Is Important

All our explorations of the musicality of an infant’s life
in human company confirm the idea that free and sympa-

culture means, and because their
elders wish to teach what they know and can do. These are
the reasons we should agree with lan Cross (1999) that
music is “the most important thing we ever did.”

Merlin Donald (2001), with his theory of the priority
of communication by “mimesis” in evolution of the human
mind and the “collective consciousness” of talk, has made
us aware that language and all it represents was only possi-
ble with the human body’s new flexibility in movement
and the metaphorical human mind — and because the
intrinsic pulse of human movement is so faithfully and
instantaneously mirrored between persons of all ages.
Human minds mirror one another’s motives and feelings
even before humans know how to speak. Using this talent,
humans create symbols in many spoken and unspoken forms
that can specify shared ideas with precision and combine
them in infinitely varied ways.

All the inherent and acquired attributes that are
unique to humans, and that have stronger anticipation in
all children than in young animals of other species, relate
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to the making and living of an inter-mental existence. It is
the motive for cooperation in what Donald (2001) calls
“mythic culture” that makes us different, and capable of
developing more practical technical, or “paradigmatic,”
intelligence.

An Invitation to Parents and
Caregivers

Music moves everyone, everywhere—even the new-
born infant. Music can be enchanting, calming, thrilling,
comforting, or frightening. We need to understand better
and appreciate the fundamental musicality that all humans
possess, and its power to communicate, to bring people
together. The music we cultivate — the high-art music of
concerts, opera, and ballet; the traditions of folk music;
and the rich improvisations of jazz — has its source in
forces of moving and awareness that reside in our human
nature. These forces provide babies and young children
with a bridge of communication, experience, and learn-
ing from birth, or even before birth — long before language
and reasoning are taught in school, and long before
formal instruction in music. The forces of moving and
awareness can also transform the adult, with love and
enjoyment, into a playmate, releasing intuitive impulses
to move and sing in ways that engage and support the
child’s expressions. _

We invite parents and teachers of infants and toddlers
to focus on the intuitive motives that make music attractive
and pleasurable to the human spirit — that make children
happy to express themselves in musical ways before they
have any musical instruction, and that make music commu-
nicable and a source of inspiration and emotional fulfillment.

Sophisticated musical performance demands a facility
that only a minority of gifted and dedicated young people
can truly master. But enjoyment of music and the ability to
create musical sound are talents we all are born with. How
else can we explain the musical discriminations and
preferences of infants? Babies are totally naive about
musical culture, yet they hear the sounds of music well.
They interact skillfully with much music and song,
expressing recognition and pleasure in its discovery. And
how can we explain how adults and siblings spontaneously
make musical sounds that attract babies — how they can
talk baby talk and sing nursery songs with the same rhythms
and melodious forms of expression across different languages,
almost as if they are being taught the universal principles
by the babies?

Musical education is more than nurturing a tradition.
It is celebrating, in various intricate manners, what is at
the simple core of human vitality and companionship.
Musicality is the carrier of feelings, purposes, and interests
that animate the learning of meanings in language. That is
why it is so rejuvenating for an adult who has become a
parent, or for any teacher of infants and toddlers, to share
musical fun with children.

All humans, from the very moment of birth, wish to
communicate and share experience. The human ability
that makes this communication possible from the begin-
ning of life is the same ability that creates symphonies,
dance, and poetry. It is human musicality. §

REFERENCES

Aldridge, D. (1996). Music therapy research and practice in medicine: From
out of the silence. London: Jessica Kingsley.

Barnes, B. (2000). Understanding agency: Social theory and responsible
action. Beverley Hills and London: Sage.

Bateson, M. C. (1979). The epigenesis of conversational interaction: A
personal account of research development. In M. Bullowa (Ed.),
Before speech: The beginning of human communication (pp. 63-77).
London: Cambridge University Press.

Bjgrkvold, J.-R. (1992). The muse within: Creativity and communication,
song and play from childhood through maturity. New York:
HarperCollins.

Briten, S. (1992). The virtual other in infants’ minds and social feelings.
In A. H. Wold (Ed.), The dialogical alternative (Festschrift for Ragnar
Rommetweit) (pp. 77-97). Oslo/Oxford: Scandanavian University
Press/Oxford University Press.

Bruner, J. S. (1983). Child’s talk: Learning to use language. New York: Norton.

Cross, 1. (1999). Is music the most important thing we ever did? Music,
development and evolution. In Suk Won-Yi (Ed.), Music, mind and
science (pp. 10-29). Seoul: Seoul National University Press.

Dissanayake, E. (2000). Art and intimacy: How the arts began. Seattle and
London: University of Washington Press.

Donald, M. (2001). A mind so rare: The evolution of human consciousness.
New York: W.W. Norton.

Draghi-Lorenz, R., Reddy, V., & Costall, A. (2001). Re-thinking the
development of “non-basic” emotions: A critical review of existing
theories. Developmental Review, 21(3), 263-304.

Fassbender, C. (1996). Infants’ auditory sensitivity towards acoustic para-
meters of speech and music. In I. Deliege & J. Sloboda (Eds.), Musical
beginnings: Origins and development of musical competence. Oxford, New
York, Tokyo: Oxford Univetsity Press.

Fernald, A. (1992). Meaningful melodies in mothers’ speech to infants.
In H. Papousek, U. Jirgens, & M. Papousek (Eds.), Nonverbal vocal
communication: Comparative and developmental aspects (pp. 262-282).
Cambridge: Cambridge University Press/Paris: Editions de la Maison
des Sciences de 'Homme.

Fiamenghi, G. A. (1997). Intersubjectivity and infant-infant interaction:
Imitation as a way of making contact. Annual Report, Research and
Clinical Center for Child Development, 19, 15-21. Sapporo, Japan:
Hokkaido University.

Gratier, M. (1999). Expressions of belonging: the effect of acculturation
on the rhythm and harmony of mother-infant vocal interaction. In
Rhythms, musical narrative, and the origins of human communication
(Musicae Scientiae, Special Issue, 1999-2000) (pp. 93-122). Liege:
European Society for the Cognitive Sciences of Music.

Gratier, M. (2001). Rythmes et appartenances culturelles: Etude acoustique
des echanges vocaux entre méres et bébés autochtones et migrants.
Unpublished doctoral thesis, Université de Paris, Institut de
Psychologie, Paris.

Hobson. P. (2002). The cradle of thought: Exploring the origins of thinking.
London: Macmillan.

Locke, J. L. (1993). The child’s path to spoken language. Cambridge, MA
and London: Harvard University Press.

Malloch, S. (1999). Mothers and infants and communicative musicality.
In Rhythms, musical narrative, and the origins of human communication.
(Musicae Scientiae, Special Issue, 1999-2000) (pp. 13-18). Lizge:
European Society for the Cognitive Sciences of Music.

Malloch, S. (2002). Musicality: The art of human gesture. In C. Stevens,
D. Burnham, G. McPherson, E. Schubert, & J. Renwick (Eds.),
Proceedings of the Seventh International Conference on Music Perception
and Cognition, Sydney, Australia.

Nadel, J., & Pezé, A. (1993). Immediate imitation as a basis for primary
communication in toddlers and autistic children. In J. Nadel & L.
Camioni (Eds.), New perspectives in early communicative development
(pp- 139-156). London: Routledge, London.

ZeRO TO THREE

September 2002



Papousek, H. (1996). Musicality in infancy research: Biological and cul-
tural origins of early musicality. In 1. Delizge & J. Sloboda (Eds.),
Musical beginnings: Origins and development of musical competence (pp.
37-55). Oxford, New York, Tokyo: Oxford University Press.

Papousek, M. (1994). Melodies in caregivers’ speech: A species specific
guidance towards language. Early Development and Parenting, 3, 5-17.

Papousek, M., & Papousek, H. (1981). Musical elements in the infant’s
vocalization: Their significance for communication, cognition, and
creativity. In L. P. Lipsitt & C. K. Rovee-Collier (Eds.), Advances in
infancy research, Vol. 1 (pp. 163-224). Norwood, NJ: Ablex.

Robb, L. (1999) Emotional musicality in mother-infant vocal affect, and
an acoustic study of postnatal depression. In Rhythms, musical narra-
tive, and the origins of human communication (Musicae Scientiae, Special
Issue, 1999-2000) (pp. 123-154). Ligge: European Society for the
Cognitive Sciences of Music.

Smith, A. (1759). The theory of moral sentiments. Glasgow (D. D.
Raphael and A. L. Macfie, General Editors. Oxford: Clarendon, 1976;
Reprint, Indianapolis: Liberty Fund, 1984).

Stern, D. N. (1993). The role of feelings for an interpersonal self. In U.
Neisser (Ed.), The perceived self: Ecological and interpersonal sources of
self-knowledge (pp. 205-215). New York: Cambridge University Press.

Stern, D. N. (1999). Vitality contours: The temporal contour of feelings
as a basic unit for constructing the infant’s social experience. In P.
Rochat (Ed.), Early social cognition: Understanding others in the first
months of life (pp. 67-90). Mahwah, NJ: Erlbaum.

Stern, D. N. (2000). The interpersonal world of the infant: A view from psy-
choanalysis and development psychology. New York: Basic Books.

Stern, D. N., Hofer, L., Haft, W., & Dore, J. (1985). Affect attunement:
The sharing of feeling states between mother and infant by means of
inter-modal fluency. In F. M. Field & N. A. Fox (Eds.), Social percep-
tion in infants (pp. 249-268). Norwood, NJ: Ablex Publishing
Corporation.

Tonsberg, G. H., & Hauge, T. S. (1996). The musical nature of prelin-
guistic interaction. The temporal structure and organization in
co-created interaction with congenital deaf-blinds. Nordic Jowrnal of
Music Therapy, 5(2), 63-75.

Trehub, S. E. (1990). The perception of musical patterns by human
infants: The provision of similar patterns by their parents. In M. A.
Berkley & W. C. Stebbins (Eds.), Comparative perception, Vol. 1 {pp.
429-459). New York: Wiley.

Trehub, S.E., Schellenberg, G., & Hill, D. (1997). The origins of music
perception and cognition: A developmental perspective. In I. Delizge
&J. A. Sloboda (Eds.), Perception and cognition of music (pp. 103-128).
Hove, UK: Psychology Press.

Trehub, S. E., Unyk, A. M., Kamenetsky, S. B., Hill, D. S., Trainor, L.
J., Henderson, J. L., & Saraza, M. (1997). Mothers’ and fathers’
singing to infants. Developmental Psychology, 33, 500-507.

Trevarthen, C. (1993). The function of emotions in early infant commu-
nication and development. In J. Nadel & L. Camaioni (Eds.), New
perspectives in early communicative development (pp. 48-81). London:
Routledge.

Trevarthen, C. (1998). The concept and foundations of infant intersub-
jectivity. In S. Briten (Ed.), Intersubjective Communication and Emotion
in Early Ontogeny (pp. 15-46). Cambridge: Cambridge University Press.

Trevarthen, C. (1999). Musicality and the intrinsic motive pulse:
Evidence from human psychobiology and infant communication. In
Rhythms, musical narrative, and the origins of human communication
(Musicae Scientiae, Special Issue, 1999-2000) (pp. 157-213). Litge:
European Society for the Cognitive Sciences of Music.

Trevarthen, C. (2002) Crigins of musical identity: evidence from infancy
for musical social awareness. In R. MacDonald, D. ]. Hargreaves, &
D. Miell (Eds.), Musical identities (pp. 21-38). Oxford: Oxford
University Press. ;

Trevarthen, C., & Aitken, K. ]. (2001). Infant intersubjectivity:
Research, theory and clinical applications. Annual Research Review,
Journal of Child Psychology and Psychiatry, 42(1), 3-48.

Trevarthen, C., & Hubley, P. (1978). Secondary intersubjectivity:
Confidence, confiding and acts of meaning in the first year. In A.
Lock (Ed.), Action, Gesture and Symbol (pp. 183-229). London:
Academic Press.

Trevarthen, C., Kokkinaki, T., & Fiamenghi, G. A. (1999). What
infants’ imitations communicate: With mothers, with fathers and with
peets. In J. Nadel & G. Butterworth (Eds.), Imitation in infancy (pp.

127-185). Cambridge: Cambridge University Press.

Trevarthen, C., & Malloch, S. (2000). The dance of wellbeing: Defining
the musical therapeutic effect. Norwegian Journal of Music Therapy, 9(2),
3-17.

van Rees, S., & de Leeuw, R. (1987). Born too early: The kangaroo
method with premature babies [video]. (Available from Stichting
Lichaamstaal, Scheyvenhofweg 12, 6093 PR, Heythuysen, The
Netherlands)

Vlismas, W., Malloch, S., & Burnham, D. (2002). Enhancing mother-
infant interactions using music and movement. In C. Stevens, D.
Burnham, G. McPherson, E. Schubert, & ]J. Renwick (Eds.),
Proceedings of the Seventh International Conference on Music Perception
and Cognition, Sydney, Australia.

Vygotsky, L. S. (1986). Thought and language (2" revised ed.). Cambridge,
MA: MIT Press.

Wigram, A., & De Backer, J. (1999). Clinical applications of music therapy
in developmental disability, pediatrics and neurology. London: Jessica
Kingsley.

ZERO TO THREE

September 2002





