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ABSTRACT

Farly childhood music proqrams should be based on two
interacting goals: (1) to teach those skills most appropriate to a
particular level and (2) to nurture nusical creativity and
self-expression. Early childhood is seen as the optimum time for
acquiring certain musical skills, of which the ability to sing in
tune is considered primary. The vocal productions of young children
are grouped into two broad categorles: the group chant and the
private song. Children are to be encouraged to sing freely (not only
at scheduled times), to share their songs with others and to listen
to certain types of contemporary and primitive music which have
nusical characteristics similar to their own songs. The Kodaly method
for sequential vocal development is described, and the importance of
developing aural perceptiveness is stressed. The focus of the nusic
program should be to narture nusic as a creative, self-expressive
nedium with technical help in skill development secondary.
pevelopment of a classroom music center with a variety of instruments
is described. Group activities suggested include: experimentation
vith varying instrumental tone colcrs; "aural walks' in field, street
and schoolyard; experiments with materials such as paper or water;
rhythmic improvisations based on ordinary physical activities; and
imitation of compositional devices heard on records. (3F)
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When 1 recently asked some coll pe students the question, "Why
teach music in early childhood classes?” s many answers wvere given:
it will make the child healthy, wel l-adjusted, soclable, intelligent,
I wish to make no such grand claims 1 see two very basic reasons
for the teaching of music in rhe varly childhood elassroom:

ot

Early childhood ls the optimum time of life for acquiring cer-
taiv musical skills, most importantly the skills of singing in
tune and learning to listen carefully and perceptilvely. These
skills become progressively pore and more difficult to acquire

as one becomes older.

‘or the young child, music is ome of the first and most natural
vehiicles of communlcation and self-expression. The infant bal—
bles, vocalizes (partly in ap effort to communicate, but more of-—
ten for the sheer pleasure of it) long before he learns to talk.
fle experiments with producing sounds (kicking his! crib, bangine
on a high chair, banging blocks together, and so on) and repeats

]

lror the purpose of simplicity, I use the pronoun "he' to designate the
child and "she" to designate the teacher, This is not meant to imply that all
students are male or all teachers are fepale, {

'
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those sounds he Tilees ad

fafini tim.  Later he hums and sings to

himself, aceompinies repoel ibive activities with rhythmic chants
; ! : :

or rhythnically zved !
by

He roaponds o i
e investipates mosica!

Later bis fovertiprsions

creasing complexity and

1

monsense chaln of syllables or wor
poving, to the muste with great abanden.
inst rument s with proat absorplion -

lead him to sroduce patterns of 1n-
subtloety.

Thits, music lg, OF racher would be, one of min's most naturil

media of self-exprassion.

And so LU Ls amnonf
people. However, in our Western middle eclass society, these cl

certaln groups of

anneals

of self-ewpression praduilly dry up. As adults, few of us express
our vrultation by leaping rarough the air, our sSOLLOW through plain-
tive songs, onr anger in furlous drum beats, Yet those of us who

are fortunate enough to hav

and commmaicating our Laner
aets of scoli-expression are
one's self.

We don't have Lo teach

. retained some avenue for expressing

life know how c¢ruclally important these
- this creation of something from within

nost children in the early childhood

classes Lo eERpPTCOHSE themselves through music, we merely have to nur=

fure their natural proclivity for music by plving opportunities and

grnicourapenant 1o explore and by guiding them in their nusical growth
toward greater skill, breadth, complexity, and awareness of musical

language.

The music propram, like 411 ~ducation, should Le built around
the students' needs and capabilities. Accordingly, reflecting the

dnal musical needs of children discussed above, the music progranm .

should have the same dual poals, narely, (1) to teach skills best
and most appropriately taught at a particular level, and (2) to
purture and give room for nusical creativity and self-expression.
(Sec diagram, p-44) 1 will now discuse in some detail the means of

achieving these goals.

THE TEACHING OF SKILLS

As was mentioned above, the chief skill on which to concentrate
in early childhood is the ability to sing in tune. 1f there are no
physical malfunctions, this is a skill evexy child can achieve if
properly taught. If ve want to start our program "'where the child
{s at", we need to examine what the general vocal characteristics

of the child are.

Tt is now a well-established fact that the young child has a

limited vocal range - located generally between middle C and A
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above .2 For oo loug Lipe, Bf was erronesus Ly thoupht thate chil-
s i ; R T S A f 3 s B . J - ',
dren have "sweet hiph' vofees. A (houph the "sweet high' theory 18
qow widely rejented, wany Laols soaplled For youns chi] Ldren are

still full of sonss which are written £00 Nigh and the range of
yhich ia toao big for then.

In their excellent work on misic of the youns, the rasearchers

of the PiLllsbury Founulat ton proupad Che vocal produstions of young
children into two proad catesories: rhe chant and the inng.3 The
Mopant! Ls a form ol proup of public singing. Children evolve these
chants and sing then gpontaneously together. Researchers found (as
Kodaly and Dy also had found) that rhe most natural interval for
children, the "universal chant of echildhood”, is the mimor third:
go-raf. The chant ig highly vepet ltive. [xtensive use 18 made éE
vreclting tones' ina way similar to the psalm tones used in o
Gregorian chant, the '"messape’’ belog sSung on a single note with-an = ’
inflection at the bheginning and at the end. C

1

[ am biggérﬂﬂﬂ. you CL;"GZ;

The rhythm cither follows the rhythm of the words or 15 strongly
repetitive.

The song, ©On the other hand, makes use of all melodic intervals,
and the range uay be quite large. 1t is not necessatily tonal; its
rhythn is free and flexible:

The child sings freely, especially when he is moving (on
foot or on a wheel toy) in a high place (on the stage,; &
plock pile, in the cree) and when he is playing quietly by
himself. Song 18 essentially produced by the child for
himself., 1t is not related to the group tempo (even when
sung in counterpoint to grou? chanting): it is not repeti~ .
tive in form; and even when the child repeats the same ver-
pal phrase, he is apt to sing a3 different melody to it each
(i--. These songs secm to be EK@EtiﬁEﬂtal in character,

2pobert Smith, Music in the Chi ld's Education (Mew York, H-Y.i Ronald
Press Co., 19703, Ch. 2, The Early fhildhood Vocal Frogram.

3piilsbury Foundation, Husic of Yound children (paﬂphlﬂt)i 11, General
Observations-
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analogous to the child's carlier experiments with instru-
mental sound. They are cxperiments with melody., And we
notice that whereas the form of the chant remains fixed,
the child's songs change: as time goes on, the groun
chants basically are still as they were at €irst whereas
the individual child's songs begin to assume personal
characteristics., We have observed that this happens, and
it would seem logical that it should happen; for it is
necessary for group expressions, like group symhols, to
malntain unvarying and immediately recognizable fnrms if
they are to be potent and apt for communal use. The indi-
vidual child, singing for himself, is subjected to no such
necessity and so can change and develop his songs as he
wishes." 7

Group singing is obvicusly public singing; thus, it should
take its point of departure from the "chant". It should be in a
limited range, with many repeated patterns - rhythmic and melodic.
The so-mi dnterval should be the basic most frequently used inter-
val. The most logical sequence for vocal development has been
worked out by exponents of the Kodaly method. Recently several vol-
umes of songs for North American children have appeared. These are
listed at the end of the article. In additicn, the teacher can
create her own material. It is quite simple to sing nursery rhymes
on so-mi, later so-mi-la intervals. Calling the roll with these
intervals is another excellent activity; it gives the teacher a
chance to evaluate individual children's vocal development. A note
of caution: if a child sings back in a range higher or lower than
the one the teacher sang in, repeat the question in his range.

Singing should be sparsely, or not at all, accompanied. If
unsure of herself, the teacher may play the melody on the piano or
bells as she n=ings. Elaborate accompaniments make it difficult for
the child to pick cut the melody from the tonal barrage — it may
make the singing appear much better than it actually is.

If the teacher follows the Kodaly sequence (progressing from
so-mi to so-mi-la to mi-re-do to do-re-mi-so-la, etc.) of singing,
her students will be singing songs predominantly in the pentatonic
scale. It is quite unnecessary to force traditional major-minor
chordal accompaniments on these songs. The teacher must remember
that the major-minor harmonic system is not the onlv one of the many
systems of tonal organization, even if it is a simple and most
familiar one.

“pillsbury Foundation, cp. cit., p.13.
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When the teacher docs use an accompaninment fnstrunent, the
guitar or autoharp is preferable to the piano. It is less overpovw-
ering. It allows the teacher to sit on the floor with the ghildren
{nstead of towering above them, with her back to them. The auto-
harp is a simple, versatile {nstrument that children, too, can learn
to play - both for accompaniment and in their own pieces.

A word about the "private" songs of childrea: although public
or group singing shiould not be patterned on private singing, it is
cruclally Important to nurture and encourage the latter. One simple
way of doing this is Dby allowing the child to sing when and how he
wishes., The child's private songs wili typically not occur during
"ausic time". He will sing while moving around, while reading or
painting. The teacher must realize that when music is a vital chan~
nel of self-expression, it is enmeshed in life and must not be
separated by artificial barriers like scheduling. Teachers who have
worked in open classrooms know how quickly students and teachers
adjust to the higher noise level which such freedom of expression
will create. The child singing to himself in a corner is far less
distracting to other children than the teacher constantly pleading
for qulet.

It is also important to praise children for their original
songs ~ invite them to slare thelr song with the rest of the class
or teach it to them. The teacher might of fer to tape the child's
song. Encouragement should pever invade privacy. 1f the child is
embarrassed by beling overheard, the teacher should respeckt the
child's desire for privacy.

A third important way of encouraging the private song is by
allowing the child to listen to music which has musical character=
istics similar to his own music. His song is often atonal, rhyth-
mically free and flexible, often jagged, with large leaps. Two
large categories of music have some of these characteristics: con-
temporary music and early or non-Western music.

The teacher, alas, may not enjoy the music of Schoenberg,
Berg, Webern, Bartok, Cage, Boulez, Crumb, Feldman, Berio (to name
a few contemporary €COmpoSers whose vocal music children might enjoy),
but that is no reason for depriving children from exposure to all
this music. Who knows, the teacher may learn to hear the music
through the childrens' ears and learn to like 1t.

i

It has been said that the child's development recapitulates
the development of the human race. Children enjoy and identify
with so—called "primitive" music. Interestingly, you will note
how group singing will resemble children's chant while solo sing-
ing's free flow resembles and shares characteristics with the

47
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child's private song. The instruments used to accompany much of
this singing will resemble the child's own. accompaniment instrument,

heavily relying on clapping and percussion instruments,

Folk music, like the child's music, is enmeshed in life. It
is not an experience reserved for special times only, but arises
from and accompanies daily life - worlk, the hunt, religious festi-
vities. A word of cautlon about the word “primitive": It has, unfor-
tunately, a pejorative connotation of backwardness. No one who has
listened to the breath-taking complexity of Africdn drums or the
mysterious quality of Japanese temple music could possibly describe
these as simple or backward.

The teacher who is to nurture children's musicality must develop
an appreciation of all music, If her notion of what is music is lim-
ited to Western tonal music produced during the 18th and 19th centu=
ries, she will not be able to appreciate children's music, which more
closely resembles "primitive" and contemporary music.

Next to vocal development, the most important area of skill
development is the development of aural perceptiveness. Two aspects
must be considered when training the child's ear. One is to train
the child to really listen. As we adapt ta our environment, one of
the things we learn to do is to shut out stimuli which do not seem
relevant., This is a necessary process, for if we were constantly
aware of all the stimuli bombarding our senses, we would be driven
mad. Yet in the process of learning to cope with all these stimuli,
our senses become generally sluggish. Rather than allowing all our
senses to become dull, we should learn to selectively focus on a
given stimulus ~ becoming aware of all the aspects, the nuances of
this one stimulus. Asking children to shut their eyes and listen
to all the sounds in the room is an excellent exercise. Playing
first one, then a succession of two notes on any instruments and
asking children to tell you all they can about the notes is another
excellent exercise,

The second aspect of ear-training involves raising to a con-
scious level knowledge that is already part of a child on a subcon-
scious level. Children who have been experimenting with sounding
objects (instruments) know that different sounding bodies produce
different sounds, that different ways of hitting or pluecking the
same object also produce different sounds., The teacher needs to
make such subconscious knowledge conscious and organized. Children
should recognize the sounds of classroom instruments and sounds of
their environment. They should be able to classify sounds according
to the manner of sound production and, listening to records of un=
familiar instruments, recognize whether the instrument is a wind,
string, or percussion instrument.

486
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Children also Instinetlvely "feel the beat', the rhythm of
mushe.  Through walking the beal while singlng, walling the beat and
clapping the rhythn ol & song, reacting to the tempo of a plece
through movement, echo-clapping short rhythmic patterns, recogndzing
a song by lts clapped rhythm, ¢hildren can become conscious of rhyth-
mie olements, A ehi1d's wost natural response to musie is through
movemont. This desire to mave should be respected and utilized by
the teacher. Rather than asking for verbal responses, the teacher
should ask for movement responges to show awareness of such musical
coneepts ad tempo, rhythm, dynamics, melodic contour, change of
timbre, and repetition of muwical ideas.

SELF~EXPRESSION

, By now it is apparent te the reader that, even though I have
been discussing means to achieve skill-oriented roals, much relating
to self-expressive aspects of music has already crept into the dis-
cusslon. This is unavoidable since the two goals (skills and self~
expression) are part of one unified music program whose separate
components constantly interact.

Below follows a more detailed discussion of ways of achieving
the second goal, namely, nurturing musle as a creative, self-
expressive medium. A quote from the Pillsbury study best summarizes
the child's needs in this avea:

To produce his own music, & young child's first need, we
find, is freedom - freedom to move about in pursuit of his
own interests and purposes, and freedom to make the sounds
appropriate to them. Ha needs to be allowed to set up his
own sort of society with adult help only where mneeded. He
should be provided with materials and be given experiences
which will enrich his living. He needs technical help in
gaining skills, but this should be gilven only when he shows
readiness and need for it, and therefore we keep it always
secondary and sensitive to his own urge for expression and
gr@wch,S
The most effective way tn provide the child with materials for
exploration and creation is Lo 8et up a music center. This center
should be available to the thild who wants to avail himself of it,
for Fairly long, undisturbed periods of time,

The music center or cornet should be furnished with a variety

o e e

Spiilsbury Foundation, op. cit., D+i. i
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of dinsteouments., Tt Is iaportant to buy Instruments with pood mus|=
cal qualitles, The tradlitlonal rhythm band set is seldom a hargailn,
It would be Lnr better to bhuy a good tambourine, cymbols, xylophone,
and autoharp, The teacher, pupils, and parents can make the rest

of the instruments. In my course [or prospective teachers, one of
the assignments 1 pilve 1s to Invent and construect an origlnal in-
strument. The wealth of beautiful-=looking, beautiful-sounding
Instruments which are turned in at the end of the scmester is a con-
stant reminder rhat one need not spend a4 fortune to obtaln

beaut Lful frpstraments.

In buylng or constructing instruments, one ought to keep in
mind four Fattors: the instrument should he fairly sturdy, should
look attractive, have a musical sound, and afford many opportunities
rtor exploration. The last quality is very important. ‘There should
be many ways of producing soundz with every instrument. Obviously
the teacher must never "demonstrate" how an instrument should be
played. That 1s one of the Important discoveries for the child to
make. In addition to "musical instruments", the children should be
encouraged to bring other interesting sounds to contribute to the
music corner.

The role of the tecacher, when the child 1s working by himself
or with clasamates in the music center, is that of an observer,
appreciator, and helper - when help is needed. How and when should
the teacher help? If a child appears to be bored or aimless, the
teacher may s&t him a problem to solve: '"Can you arrange all these
instruments from highest to lowest?" or "Can you try making very
soft sounds?" She may clap a simple rhythmic pattern and ask him
to play it back, or she may have a "musical conversation" with the
child. By musical conversation 1 mean an activity where the
teacher and child choose an array of iustruments and compose a
piece of musit¢ rtogether.

In addlvlon to these.individual activities, there are group
activities whose benefits will result in growth. The effects of
these group activities may be observed in the quality of the child's
work in the muysic center.

One of the first sources of fascination for the child is in
tone color. The teacher should encourage children to find as many
sounds as pogtible., '"How else could you play the drum?" (rub the
mallet on the head, on the side, scrape with fingernails, drop mar=
bles on it, etc.). Keep asking for newer and newer ways -~ encourage
the child to o beyond the obvious. At all times, the teacher
should encourage careful listening, Did the children discover
scraping, rubbing, on the drum? Now let's see if they can recognize
these sounds with their eyes closed = for example, can the children

50
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diseover that ditferent mallets make different sounds on the drum?
Now Lot them recopnize the mallet being used with their eyes closed,

Lot ehildren discover the sounds of the environment., Go for
Maural walks"” = eolleetr a1l the sounds heard in a field, a city
street, the school yard. Listen to the sounds fn the classroom
when everything is seeminpgly sileat,  Were the sounds high, low,
short, lonpg? Was there a rhythmic pattern - could they clap the
pattern (for example, footsteps moving past Lhe room)?

Ask children to discover atl the sounds they can produce with
paper, with water., Try 2 group composition of all paper sounds.
pecide on such questlons as, "llow should we start, soft or loud,
everyune playing topether or one person bheg inning; should we get
louder , softer, fast - slower?!" Such questions make children con-
sciously aware of basic composlitional devices - seeking unity, con-
trast, ways to achleve or release tenslon. When you listen to chil-
dren®s lmprovisatlons, you reallze that children often instinctively
know how to achleve tension-release, unity-contrast, and so on.

The authors of the Pillsbury Foundation Report hypothesize that
many of the child's rhythmilc iwprovisatious have their bases in
physical activity. Thus, a little pattern with a crescendo, accel-
erando - climax (perhaps a loud whack on the drum) followed by a
short decelerando - may have its origin in a physical activity such
as rauning, gatherlng momentum, jumping up, falling and landiung on
the ground, Thus, many so-called compositional devices might have
their origin in muscular movements common to most children. And so
these compositional devices would not be foreign or esoteric to thé
child., However, he needs to become consciously aware of them if he
{s to grow in sophistication so that he can use these devices to
express himself in more complex and subtle ways.

Imitating compositional devices heard on records is aaaﬁhéf
excellent way of growing in expressive possibilities. For example,
after moving to jazz recordings, children should note the alterna-
tion of solo-chorus sections. This might help young children who
are initlally very uncooperative about improvising in a group (often
each child tries to drown out everyone else). The solo-chorus alter-
nation allows individual outbursts after group playing. The child
is also challenged to play his most exciting patterns during his
golo. Listening to gradual bulld-ups followed by gradual decline is
another good pattern for children to imitate in group composition,
This encourages careful listening - each child has to be aurally
aware of what is going on (is everyone crescendoing, have we reached
the climax, are we getting softer?).

Listening to a recording of African drum music, the children I
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worlked with this yeor pickel up and imitated the structure of that
plece,  PFirst, each performer plays bhis repeatlog pattern individu-
ally, then all these patterns are added together into one exclting,
highly complex texture.

The possibilitices are endless. The teacher will find that if
she listens perceptively, asking hersellf, "How is thls piece put to-
pether?", she wlll be able to come up with many such structural supg~
pentiona from the records the chiildren are Histoeniy, te.

The teacher can also introduce musical concepts as Inspiration
for group iImprevisation. For example, children can be asked to ex-
periment with their shortest and longest possible sounds, voeal as
well as Instrumental. It 1s a good idea to combine this activity
with movement - letting children move and sing their shortest-longest
movements- sounds simultaneously. Then let them improvise a plece,
alternating sections of short-long sounds-movements.

~ Concepts of different textures (solo, unlson, solo with accom-
paniment, counterpoint) are other good sources for improvisational
sugpgestions. Here, too, movement and musical improvisation should
be done together.

Musical activities often happen outside the music period and
music center. As has been suggested, singing often happens when
the child is engaged in other actlvities or just sitting quietly,
The puppet corner is another likely place for musical Qiaativity to
happen, especially if some musical instruments are casually included
with other props., The teacher who puts a few musical instruments in
the puppet corner might be very pleasantly surprised to find that
instead of just drama, grand opera is now taking place there.

3 E3 *

IN SUMMARY, it should he reiterated that the child, if his
creativity is to be nurtured, needs an environment rich both in ma-
terials and experiences. The teacher, for her part,; must respect
the child's needs and desires. She must not measure the success of
the child's musical achievements by her own standards of what is
"good music'" - this standard is very often derived from knowledge
and appreciation of one very narrow segment of the world's music
(L8th-19th century Western music). She must realize that it is
the learning—creative process which her students are undergoing, and
that quality and quantity of these processes are important, and not
some final product (for example, a Christmas concert of rhythm band
ar:l singing).
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FOR FURTHER READING

Onx Kodaly Nethod :

Chaoksy. Lols, The Kodaly Mothod. Inglewood Cliffs, N.J.: Preuntice
Hall, 1974 (included are 158 excellent folk songs of North
America - for children).

0n Exprrpssive Movemend:

Landds, peth, *Movement and Music' in The Eclectic Currjculum of
Amer ican Education, M.E.N.C,

Genesn® 1nformation on Young Children's Needs and Capabilities:

The PM1jgbury Foundation Study, Music of Young Childrenm, 1, 37.

Jones, letty, What is Music for Young Children? National Associa—
tiop for Nursery Education, 1958.

smith, Robert, Music in the child®s Education. New York, N, Y. :
RongJd Press Co., 1970.

Suggestioms for Creative Profects :

Blasini, Thonas, and Pogonowski, M.M.C.P. Interaction. No date.
Avai lable from Media Materials, Inc., P.O. Box 533, Bardonia,
N.y. 10954. ’

schafey, R, Murray, When Words Sing. 1970. Available from
BReratdol Music Letd., 651 Progress Avenue, Scarborough, Ontario.

Self, (eorge, New Sounds in Class: A Contemporary Approach to Musdc.
[ipjversal Edition, 1967. Available from Rerandol Music (c.f.
ahgve) »

Payuter, John, and Peter Aston, Sound and Silence: Clagsioom Projects
ip Creative Music, Cambridge, England, 1970,

Song Coghections:

Cholsy, e.f. Kodaly Method, above, o

Smith , Leonbard, Discovering Music Together. Early Childhood Volume,
¥o1 let Pub. B
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