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ABSTRACT 

Various cognitive learning theories have been 
examined for the purpose of considering music 
as an activity developing cognitive processes. 
It was felt that an exploration of these 
theories could offer insights into how music 
can be used to demonstrate cognitive 
development in learning and in children with 
learning disabilities. In an attempt to 
illustrate the relationship between music and 
cognition, concepts in the theories of Piaget, 
the Neo-Piagetians (Case, Pascaul-Leone, Biggs 
and Collis), Bruner, Ausubel, Vygotsky, Luria 
and Leont'ev have been discussed in association 
with music activities. It is argued that 
music can be identified as a cognitive activity 
and applied to learning and to learning 
disabilities through recognised special 
education approaches; these include 
perceptual-motor, multi-sensory, language
development related, developmental and 
behavioural. 

The theories of Vygotsky, Luria and Leont'ev -
the 'troika' - are considered in greater 
detail. Their theories, although focussing on 
concepts of language in cognitive development, 
appear to offer a means for the wider 
application of music to cognitive development. 
Vygotsky's developmental hierarchy, Luria's 
brain functional system, and Leont'ev's theory 
of activity have been amalgamated into a 
theoretical framework demonstrating the 
processing of information through music 
activity leading to cognitive development. 
This framework provides for an investigation 
into learning capacities and learning 
potential, relevant to cognitive development in 
learning and in the learning disabled child. 
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INTRODUCTION 

There are many children who have diverse 

learning problems. These problems are frequently linked 

to inter-sensory integration of auditory, visual and motor 

stimuli and to social relationships. In recent years 

these children have been categorised by educators as 

'learning disabled', an umbrella term which will be 

defined later. 

This study was initiated by concerns about the 

processing of information in the acquisition of knowledge, 
I 

the grasping of meaning in a learning situation, and the 

use of music with the learning disabled child. 

In Australia there is a lack of recognition and 

of published research about the role of music in relation 

to the field of Learning Disabilities. We are years 

behind countries overseas in recognising music as a 

positive educational medium in this area. While the 

public and educators in general acknowledge the existence 

of music few consider its relevance for even general 

educational purposes. Whether music has a role in 

education has been discussed, debated, neglected, or 

negated in our schools over the years. Perhaps an 

emphasis on having to prove the worth of a subject area 

has put pressure on curriculum developers to consider 

subjects allowing some sort of quantitative evaluation 

which is difficult with music. Perhaps also a lack of 

recognition has been due to the music educator too 

frequently occupying an isolated position in the education 



world. Whether this has evolved from a feeling of 

superiority or sensitivity on the part of the music 

educator, or an absence of communication within the 

education world to define the role of music, or from a 

lack of acceptance by the general educator to place music 

in the academic disciplines, is difficult to judge. Many 

things prompted me to act on my concerns : the need to 

share knowledge regarding music and its potential in 

education for the learning disabled, an awareness of 

isolation, and the publication of a book by the Australian 

Association of Special Education in 1981, Responding to 

Need : Special Education . in the 1980 1 s, which did not 

mention music in the area of curriculum. 

Music is usually associated with the affective 

and psychomotor domains of learning and much of the 

published articles in music relate to these domains. 

While the process of learning music depends in the first 

instance on sensory perception and movement response, an 

in-depth look into the cognitive domain of learning could 

provide knowledge o f how a c hild knows, comprehends, 

applies, analyses, synthesizes and evaluates music. To 

see how music education in general and music education 

wi th the learning disabled child in particular could 

relate to higher mental processes, some cognitive learning 

theories have been selected, exami ned, and reflected upon. 

The t heor i es o f Piaget, the Neo- Piagetians (Case, 

Pascaul-Le one , Biggs and Collis), Bruner and Ausubel, 



Vygotsky, Luria and Leont'ev, all of which have 

associations with cognitive processes, were selected and 

examined and an attempt made to relate some aspects of 

music education to their models. 

The objective of this study has not been a 

comparison of western and eastern research or to discuss 

western and eastern ideologies, but to find a learning 

theory which could justify music as a cognitive developing 

discipline. Upon reflection, the theories of Vygotsky, 

Luria and Leont'ev - the 'troika' - appeared to offer 

possibilities for future investigation into learning 

capacities and learning potential. I felt that their 

'no-value-laden' approach, which does not separate the 

affective from the cognitive, could provide insights and 

have wide applications to music as a cognitive learning 

process. The identification of a mediating 'tool' or 

'sign', a developmental hierarchy, a practical functional 

system and an emphasis on social interaction appeared 

particularly pertinent to music and the learning disabled 

child. 

Regardless of one's ideological perspective it 

is interesting and also necessary to identify different 

ideas and approaches to see how they influence the 

development of a theory. Different aspects are provided 

by Vygotsky, Luria and Leont'ev in relation to 

consciousness, memory, learning and cognition which need 

to be considered at the same time as their theories are 



analysed: 

consciousness is not absolute but socially and 

culturally shaped; 

individual; 

it varies with the 

long term memory is emphasised in relation to 

simultaneous processing; 

there are two conditions of learning: 

consideration of how children learn in a social 

context and a child's perception of the task; 

a cognitive process has social origins; it also 

has functional links which are interchangeable. 

My aim through this study is to create an 

awareness of the possibilities that music can offer as a 

cognitive developing activity in learning and in children 

with learning disabilities. 

Chapter 1, A RATIONALE FOR MUSIC, elucidates the general 

educative values of music. By referring to the Greek 

philosophers and general philosophies in music education, 

music is considered for inclusion as a justifiable 

discipline in education. 

Chapter II, LEARNING DISABILITIES : THEIR APPROACHES AND 

MUSIC, is a brief review describing the various approaches 

to learning disabilities with reference to how music can 



be applied in the learning disability context; as a 

learning skill, as a learning sequence, as a means for 

assessment, for developmental awareness and in behaviour 

modification. 

Chapter III, MUSIC WITHIN SPECIAL EDUCATION, discusses the 

role of music in special education and music therapy. My 

involvement with music in special education is described 

with reference to activities and experiences in Australia 

and other countries. 

Chapter IV, COGNITIVE LEARNING THEORIES OF PIAGET, THE 

NEO-PIAGETIANS, BRUNER, AUSUBEL, AND MUSIC EDUCATION, 

mentions briefly the affective and psychomotor domains 

before discussing the cognitive development theories of 

Piaget and the Neo-Piagetians - Case, Pascaul-Leone, Biggs 

and Collis. This is followed by a discussion of the 

cognitive field theories of Bruner and Ausubel. 

education has been related to these through music 

curricula and musical education activities. 

Music 

Chapter V, THE 'TROIKA' THEORISTS - VYGOTSKY, LURIA AND 

LEONT'EV: A REVIEW OF THEORIES AND MUSICAL RELATIONSHIPS, 

examines Vygotsky's theory of conceptual thought and 

development, Luria's theory of brain functioning, and 

Leont'ev's theory of activity. Although the 'troika' 

focus is on language, concepts that lend themselves to a 



musical relationship are explored. 

Chapter VI, THE 'TROIKA' THEORIES, MUSIC, AND COGNITIVE 

ACTIVITY: THE DEVELOPMENT OF A THEORETICAL FRAMEWORK, 

discusses why the 'troika' theories allow for a 

wider application to cognitive learning. A theoretical 

framework is developed by combining concepts from 

Vygotsky's developmental hierarchy model, Luria's brain 

functional system, and Leont'ev's theory of activity. 

Music as a 'tool' and as a 'sign' is used in musical 

activity to mediate information processing in cognitive 

development. 

Chapter VII, AN APPLICATION OF CONCEPTS FROM THE 

THEORETICAL FRAMEWORK TO THE LEARNING DISABLED CHILD, 

elaborates on concepts from the theoretical framework 

which are linked to the learning disabled child. The 

concept of social interaction in musical activity is 

emphasized in particular. 

CONCLUDING COMMENTS. 



Chapter I 

A RATIONALE FOR MUSIC 

Music springs from a profound response to life 
itself. It is a language and as a vehicle for 
expression it is available in some degree to 
everyone. 

Ashton and Paynter (1970:3) 

Music is one of the most flexible, inviting and 

rewarding areas of activity for children. Too often in 

the past music has been assigned to the dusty back shelves 

of education. For many educators the school curriculum 

has consisted primarily of the 'basics', that is 

mathematics, language, science, history, and as a result 

of such emphasis a majority of children in Australian 

schools have had little opportunity to acquire the 

fundamental skills and knowledge of music. If music has 

been considered worthy of inclusion in a school curriculum 

it has often been as a 'frill' subject not fully 

recognisable as an academic discipline, or as an area 

specifically designated for 'the elite' - those children 

showing some skill, potential or talent in the field of 

music, or those able to afford to pay the fees. Equally 

misleading for understanding the nature and value of music 

in the formative years of a child's life has been an 

educational emphasis on learning about music with details 

of composers' lives, historical periods in music, rules 



for theoretical notation and harmonic progressions being 

considered the 'all important' and taking precedence over 

the actual learning of music : the learning of what 

musical sound is and how to select and organise such sound 

to create and recreate music. 

What then justifies the inclusion of music in 

the school curriculum? 

Plato (c 427-347BC), the Greek philosopher, 

recognised the power of music in the training of a 

person's character, moral and aesthetic judgement. In 

devising a curriculum for use in his Republic he imposed 

rigid controls over the kind of music to be used in a 

child's general education and saw music as crucial from 

earliest childhood: 

important. 

For rhythm and harmony penetrate deeply into the 
mind and take a most powerful hold on it, and if 
education is good, bring and impart grace and 
beauty, if it is bad, the reverse. 

(1955:163) 

Song words, modes and rhythms were considered 

Words were determined by their content and 

form; certain musical modes for their association with 

evoking different types of feeling and character, for 

example the Dorian Mode and the Phyrgian Mode chosen for 

their suitability in representing "in sound courage and 

moderation in good fortune or in baa• (1955:159); and 

rhythms selected suited to encouraging a life of courage 

and discipline. 
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Without delving too deeply into the philosophy 

of the nature of 'man' it is relevant to mention that in 

the days of Plato, Aristotle and the Greek philosophers 

there was an awareness of the soul and the body. Plato 

devised a curriculum for early childhood divided between 

'mousike' for the soul or intellect and 'gymnastic' for 

the body which is discussed by Bonham (1982). Partici-

pation in and practice of these two skills prepared the 

whole person for a healthy, active life in harmony with 

him/herself and society, Plato believed that if 

children were taught and trained to choose good they 

would live harmoniously together. Bonham elaborates: 

Music incorporating good values - nobility, 
wisdom, courage, temperance, piety - would help 
achieve this ideal condition if it were used as 
the medium of habituation and behavioural 
control in early childhood. Plato's philosophy 
of music in education is based on a theory of 
ethos, on human character, as it is expressed in 
and conditioned by music. 1 Ethos 1 refers 
equally to individual and social character, to 
durable and permanent psychological states and 
regular patterns of behaviour. 

(1982:21) 

The writings of Plato and Aristotle (384-322BC) 

contain the beginnings of reasoning for music in education 

and lay the foundations for its inclusion, considering the 

kinds of musical instruments to be used as well as the 

musical content. 

In more modern times Reimer, in his Philosophy of 

Music Education (1970), writes that the art of music is a 



basic way of 'knowing' about reality. He suggests that: 

Studying music makes one a better person in many 
ways; it improves learning skills; it imparts 
moral uplift; it fulfils a wide variety of 
social needs; it provides a healthy outlet for 
repressed emotions; it encourages self 
discipline; it provides a challenge to focus 
efforts upon; it gives a basis for worthy 
leisure time; it improves health in countless 
ways; it is ... a most effective way to make 
people better people. 

(1970:20) 

Let us briefly extend and delineate each of 

these supports. 

Learning skills are widely encompassed by the 

auditory, visual, tactile and kinaesthetic perceptions 

with most children learning in at least one or more of 

these predominant ways. It is through the development of 

auditory discrimination that a child learns to recognise, 

discern, differentiate and analyse sound. These skills, 

which are necessary for a child to be able to speak, 

communicate and read can be developed through musical 

activities, for instance the exploration of high/low, 

loud/soft, short/long sounds, leading to improvement in 

the ability to listen and respond. Indeed it is the area 

of auditory discrimination which is believed by many 

educators to be the most important in the development of 

successful reading. Visual discrimination can also 

assist in expanding aural skills and the further extension 

of language abilities. By developing an understanding of 

the use of visual representation of sound through the use 



of musical terms, signs and notation, a child can learn to 

make sense of written symbols, words or numbers. The 

tactile and kinaesthetic processes of learning add a 

further dimension to the reinforcing of aural and visual 

skills in music. Through tactile association, such as 

playing a percussion instrument, or through kinaesthetic 

associations, for example rhythmic movement, the ability 

to feel beat and rhythm patterns, is developed. The 

sounds a child hears can then be felt for their 

comparative duration, pitch and intensity and this aural, 

tactile and kinaesthetic awareness transferred to the 

written visual symbol. 

The moral qualities of music were previously 

referred to in Plato's philosophy. However this 

view is not only synonymous with Greek education in the 

past but also has been recognised by the nineteenth 

century Methodist Revival in Britain, by the British 

education system, and by the communist countries of 

Russia, Hungary and China, who have utilised music for 

moral and/or political reasons. The positive use of music 

can be identified as a moralistic force in Australia. 

Stevens, in an article relating to Australian colonial 

music, writes: 

The introduction of school music also had a 
strongly utilitarian basis founded on the belief 
that music could be of great value as a 
humanising and civilising influence upon society 
in general and upon children in particular. 

(1981:67) 



Music was widely believed to have civilising and 

reforming values by the colonial education authorities. 

These beliefs originated in Britain before the 1850 1 s. 

Hullah, a professionally trained musician, published 

Wilhem's Method of Teaching Music adapted to English Use 

(1842), which became an important statement of Government 

policy on education in schools. The Committee of Council 

on Education having observed that children "commonly sing 

during hours of labour" (Hullah, 1842:iii) decided that 

the natural enjoyment of singing should be harnessed and 

put to use for educational purposes. The Committee was 

concerned with the words to be sung, the morals and the 

sentiments to be expressed. Bonham comments further; 

the 'right' music was that which embodies in its 
words, feelings and sentiments appropriate to 
the national ethos. 

(1982:47) 

These virtues and values, seen as appropriate 

for British children to become "industrious, brave, loyal 

and religious" (Hullah, 1842:iv), were eventually 

transported to Australia when Hullah's curriculum was 

adopted in the 1850's. 

The social ground that music can provide allows 

children room to learn how to communicate, to relate to 

one another, co-ordinate a work effort in a group 

situation and learn the joy of doing something together. 

For the shy child who has difficulty in expressing 

him/herself verbally, and for the child experiencing 



difficulty with written work, a common gathering place is 

established with other children in which to work, play and 

establish a rapport. Children quickly learn their 

capabilities and how to evaluate themselves, and each 

other, in a social situation. Schafer (1976), in 

discussing the question of how music should be taught says 

om can learn a good deal from social psychology about group 

dynamics: 

I never appoint leaders but let them arise 
naturally from the ranks. The trick is to 
devise varying assignments for the groups, so 
that at one time or another each member will 
discover naturally that he or she possesses the 
requisite skill to lead the group. 

(1976:241) 

Such reasoning makes use of the non-threatening 

environment of music which allows for each child to find 

relaxation, self-confidence and poise. This in turn can 

generate contributions, questions and the acquiring of a 

feeling of achievement within the group. 

It is recognised that emotions are powerfully 

influenced by music. Both positive and negative emotional 

responses can be induced by most music with particular 

melodies, harmonies, rhythms and musical instruments making 

one feel happy and relaxed and others making one feel sad and 

depressed. Emotions, and things to be said, can also be 

expressed and released through music. 

simply how music can embody feeling: 

Regelski describes 



Music sounds as feelings feel. 
(1975:178) 

The Greek philosophers acknowledged this power by 

distinguishing between the various musical modes and the 

different reactions and feelings associated with each, and 

it has been shown how Plato isolated the Dorian and Phrygian 

Modes for educative purposes. Aristotle (1981), in his 

philosophies on music education, discusses music as an 

emotive state: 

Now in rhythm and in tunes there is the closest 
resemblance to the real natures of anger and 
gentleness, also of courage and self-control, 
and of the opposites of these ... To have the 
habit of feeling delight (or distress) in things 
that are Zike reality is near to having the same 
disposition towards reality itself. 

(1981:465) 

The technicalities of Greek music are not easy to 

understand but it is interesting to learn of the Phrygian 

Mode causing excitement, the steady Dorian Mode as being 

ethical, the Ionian Mode relaxing, and mournfullness and 

solemnity being associated with the Mixo-Lydian Mode and 

wonder in what ways they relate to the harmonies and 

sounds which evoke emotions today. 

Discipline is a fundamental part of music making 

- when to play, when not to play; how to play, how not to 

play. Growing out of such discipline comes self-

discipline which can be interpreted as a physical act -

the regulation of oneself to undertake a certain task, to 



perfect a particular skill, or to perhaps isolate oneself 

or react against something one doesn't believe in. In 

the total sense however, self-discipline is a degree of 

control over oneself and one's actions by oneself. 

Schafer (1976), in approaching the basic question of "why 

teach music?" says that in order to justify the importance 

of music on intellectual, muscular and neural stimulation 

and co-ordination grounds we need a .•• 

bold music - mind stimulating, heuristic, 
imaginative - a music in which the mind and the 
body join in acts of self-discipline and 
discovery. 

(1976:237) 

One could argue that this is a view not unlike 

some of the Greek philosophers. One need not, perhaps, be 

quite so dogmatic in stipulating a certain kind of music but 

could side with Aristotle in his suggestion that all modes 

have at one time or another appropriate worth. Certainly 

it can be acknowledged that musical activities and 

experiences through discovery and practice provide and 

extend, in an intrinsically meaningful way, an awareness and 

knowledge of one's inner-self that can lead to self 

discipline. 

This leads to challenge and the recognition of 

ways that music can offer this to the individual. Often 

ways take the form of educative learning and teaching aims, 

personal philosophies, methods of instruction and so forth, 

concerned more with a collective overall view than with the 



challenge to an individual's actions. A challenge however, 

must also be seen as the response of an individual to a 

situation, in this instance to the objects and events of 

music. Swanwick (1979) elaborates on this idea in an 

article relating to challenge and music education. He 

discusses the traditionalist and progressive views of music 

education before honing in on the fact that each individual 

is an inheritor, part of a tradition, and an innovator, 

creative, who shapes the world through the symbolic making 

processes of his/her own responsive actions: 

In a very real sense we are taken out of 
ourselves by being responsive, we cease to be 
aware of our personality new experiences open 
up before us. 

(1979:5) 

He comments on three roles of responsive involvement in 

relation to music - composition, including the originality 

of improvisation; audition, or the act of listening; and 

performance, the act of presenting music as an expressive 

event. Skills and knowledge, often over-ranked by music 

educators, are given indirect and supportive roles 

concerned more with the attaining of a feeling of 

achievement in their relationship to the challenge of 

composition, audition and performance to the individual. 

The concept of music as a leisure pursuit is 

something that is largely forgotten in music programs. 

The Greek philosophers recognised the value of leisure and 



-17-

indeed Aristotle expressed preference for leisure over 

work for he saw it as signifying the end of work. 

Aristotle (1981:456) asked specific questions concerning 

the proper activities of leisure and considered music as 

being one of its 'civilised pursuits'. As there is a move 

towards a future of more leisure time, music will acquire 

considerable relevance in providing relaxation, outlets of 

expression and forms of communication for many 

individuals. Informal or formal, active or inactive 

involvement is offered through musical activities. For 

example, singing or the playing of a musical instrument 

can be a solitary occupation or a group activity through 

belonging to a choir, ensemble or orchestra. Similarly 

one can attend a concert performance or listen to records, 

tapes and other audio equipment at home alone or in the 

company of others. An awareness and questioning of the 

use of music in leisure time needs to be considered 

however, just as Aristotle did all those years ago. What 

effects do music instruments, which have no individual 

timbre or character, such as electronic music instruments, 

eventually have on the performer and the listener? How 

does 'musak 1
, and the continual 'musical' sound which 

fills any silence in shopping centres, offices and ends of 

telephone lines stimulate our auditory perceptions? 

Consideration also needs to be given to the music choices 

available for the youth of today, especially those in 

unemployment. If all the music they experience is 



through such means, what happens to personality, 

individuality and originality? 

Jazznastics and exercise to music are becoming 

standard courses offered by many sport, fitness and health 

centres where the musical emphasis is on rhythm, an 

analysis of which may include beat, meter and tempo all of 

which add further dimension to sound. Through recurring 

rhythmic patterns spaced in a frequent intensive order, 

meaning and interest is captured and sustained. Plato 

(1955) identified three basic types of rhythm from which 

the various rhythmic combinations are built up and 

assigned the same characteristics to these as to the 

musical modes: 

There is one thing you can decide at once, that 
beauty and ugliness result from good rhythm and 
bad. 

(1955:161) 

The importance of rhythm has been recognised by 

many music educators, for example Orff and Dalcroze, and 

the organisation and control of time and energy which it 

provides. So many of our bodily functions operate 

rhythmically in assisting muscle movement, neuromotor 

functioning, respiration and of course the heartbeat. 

This last mentioned rhythmic function can be perhaps 

referred to as the rhythmic motor of life just as rhythm 

could be termed the motor of music. 



By presenting such a rationale and elucidating 

on the points that clearly make music a justifiable 

discipline worthy of inclusion in any education system, 

one is also further exposed to an awareness of the many 

varying and encompassing educative values music provides. 

For this reason it has been considered necessary to 

expound and elaborate on some of these at a general music 

education level before proceeding to a discussion of 

learning disabilities and a consideration of music in 

relation to this field. 
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Chapter II 

LEARNING DISABILITIES THEIR APPROACHES AND MUSIC 

A youngster with a learning disability is first, 
and most important, a child ... He lives in the 
same society, shares the same needs, and 
progresses through the same stages of 
development as his peers. 

Connolly (1971:176) 

An awareness that there are learning disabled 

within the field of special education has rapidly grown 

over a relatively short period of time. Along with this 

growth many areas such as concepts, attitudes, teaching 

methods, learning assessment programs and research related 

to the learning disabled child have been affected by, and 

responded to, change. Educators, in attempting to come to 

terms with the concept of learning disabilities, face 

controversy and confusion over an actual definition of the 

term 'learning disabilities'. Where do the boundaries of 

this field extend to and what do they encompass? The 

ambiguity of the term 'learning disabilities' arose in 

the 1960 1 s. Before this time there was no official 

category for the learning disabled within special 

education. It was not until a demand for legal 

recognition of the learning disabled was expressed that 

the question arose. Confusion developed amongst 

educators, psychologists and parents in attempting to 

place and identify a wide variety of diverse learning 



conditions under the umbrella term of 'learning 

disabilities'. From Kirk's first definition in 1963, the 

terminology became refined and developed in the United 

States of America,to culminate in the definition incor

porated into Public Law 94-142: The Education of all 

Handicapped Children Act of 1975. This Federal 

terminology however has since received criticism and in 

1981 the National Joint Committee of Learning Disabilities 

(N.J.9.L.~.), a group comprising of official represent-

atives from six organisations, agreed upon a new definition: 

Learning Disabilities is a generic term that 
refers to a heterogeneous group of disorders 
manifested by significant difficulties in the 
acquisition and use of listening, speaking, 
reading, writing, reasoning or mathematical 
abilities. These disorders are intrinsic to 
the individual and presumed to be due to central 
nervous system dysfunction. Even though a 
learning disability may occur concomitantly with 
other handicapping conditions (e.g. sensory 
impairment, mental retardation, social and 
emotional disturbance) or environmental 
i nfluences (e.g. cultural differences, 
insufficient/inappropriate instruction, 
psychogenic factors), it is not the direct 
result of those conditions or influences. 

cited by Myers and Hammill (1982:6) 

It is this definition that will be considered pertinent 

for the pur poses of this field study. 

To provide further information leading to an 

identifiable background of the problems related to the 

learning disabled,some of the major approaches recognised 

in special education will be summarised. This summary is 



intended as a brief review describing the various 

approaches to learning disabilities, a terminology seen as 

relatively new in the education world. 

perceptual-motor 

multi-sensory 

language - development related 

developmental 

behavioural 

will be discussed with reference to music 

as a learning skill 

as a learning sequence 

as a means for assessment 

for developmental awareness 

in behaviour modification. 

Perceptual-motor approach 

These approaches: 

Perceptual-motor approaches are defined by 

Gearheart as: 

those that are based on the belief that, for the 
most part, higher-level mental processes develop 
out of, and after, adequate integrated 
development of the motor system and the 
perceptual system. 

(1981:98) 

It is necessary to look further at this rather 

broad statement and define perceptual handicap in relation 

to the learning disabled. Cruikshank (1975), one of the 

early researchers in the field, discusses the term: 



Perceptual handicap refers to inadequate ability 
in such areas as the following - recognising 
fine differences between auditory and visual 
discriminating features underlying the sounds 
used in speech, and the orthographic forms used 
in reading, retaining and recalling those 
discriminating sounds and forms sequentially 
both in sensory and motor acts •.. 

cited by Hobbs (1975:306) 

Kephart who wrote The Slow Learner in the 

Classroom (1960) is well known for his work in the 

perceptual-motor area, particularly in relation to work 

with the slow learner. He developed techniques and 

treatment based on the theory that: 

It is logical to assume that all behaviour is 
basically motor, that all prerequisites of any 
kind of behaviour are muscular and motor 
responsive. 

cited by Tanner (1980:46) 

By emphasising the effects of movement on 

perception and the effects of perception on higher thought 

processes, Kephart (1960) devised a series of techniques 

concerned with sensori-motor t~aining, eye control and 

form perception, to teach a child certain generalised 

basic skills and abilities. 

Perceptual handicap does not necessarily affect 

all areas of sensory intake in the learning disabled 

child. Involvement in music therefore,can offer 

unlimited perceptual and motor possibilities through 

awareness, selection and re-organisation of sound-based 

stimuli. As music is essentially non-verbal and 



communicates through form and structure, the sounds of 

music can be represented in many meaningful ways either 

through the aural, the visual, the tactile or the 

kinaesthetic senses. Through a variety of non-verbal 

ways a learning disabled child is able to explore and 

experience - sound to seeing, sound to playing, and sound 

to movement. To illustrate - an area frequently found 

weak in the learning process of the learning disabled 

child is in the co-ordination of hand/eye and eye/hand 

movements. A simple musical activity to improve 

development of the hand/eye relationship can involve the 

playing of a percussion instrument to a tape or record 

accompaniment. Since no books or notation are required, 

the child is able to concentrate solely on the physical 

execution of sound. Activities to develop eye/hand co-

ordination can involve hitting a chime bar or other 

appropriate instrument at a designated signal, such as a 

lowered arm conducting a beat, or the playing of a simple 

notated flash card, for example on a 

percussion instrument. Other musical concepts, such as 

high/low and long/short sounds, can be similarly 

introduced into such activities allowing for further 

perceptual development and motor manipulation in 

conjunction with co-ordination. 

Multi-sensory approach 

The multi-sensory approach to learning 
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disabilities uses: 

simultaneous stimulation of all input modalities 
to reinforce learning. Such methods advocate 
that in learning to read a word, stimulating the 
eye, ear, touch and motor avenues simultaneously 
will aid in the learning of a word. 

Lerner (1976:174) 

Without going into great detail, two major 

multi-sensory systems are used with the learning disabled 

in remedial language and number activities. The main 

difference between the two methods lies in their approach 

to the actual teaching, that is a word being learned as a 

total pattern, or as one sound and one letter at a time. 

Either of these methods could be utilised in musical 

activities. For example a musical phrase can be learned 

as a total pattern given simultaneous aural, visual, 

tactile and kinaesthetic emphasis, or as one sound/one 

notation following on from the previous sound/notation. 

A musical activity to illustrate the former approach could 

be designed along these lines : a child selects a few bars 

of a simple music phrase he/she has heard and enjoyed, for 

example 'Peter's Tune' in Prokofiev's music 'Peter and the 

WoZf' played by the string instruments of the orchestra. 

This could be simply notated onto flash cards (I use a 

flash card to denote a bar; several flash cards joined 

together form a musical phrase). The phrase is then 

played by the child on a musical instrument following the 

notation from the flash cards. One needs to be aware of 

the instruments being played however. If the flash card 



is notated for a tuned instrument, such as recorder or 

keyboard, there is no problem but if the flash card is 

rhythmically notated for use with an untuned percussion 

instrument,there could be little if any resemblance to the 

musical phrase signifying 'Peter'. It is suggested that a 

recording of the tune be played simultaneously to avoid 

the child being disappoint ed. In such a way a child can 

experience a meaningful interpretation of a musical phrase 

- how it sounds, how it looks, how it feels and how one 

moves to make the sound. 

Language-development-related approach 

Language permeates all of learning and so 

programs and components of programs based on language

development are important for the learning disabled. 

Gearheart (1981:164 ) writes that such programs also 

provide "balance for the earlier emphasis on perceptual-

motor approaches". Two educat ional concepts relating to 

language-development are of interest in the learning 

disability field. These are the psychoneurological 

approach and the psycholinguistic process approach. The 

psychoneurological approach was developed by Johnson and 

Myklebust (1967) f o r children with what they called 

psychoneurological learning disabilities: 

Irrespective of age of onset or cause, the term 
refers to all aberrations of behaviour in 
learning that have a neurological base. 

Myers and Hammill (1982:123) 
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Johnson and Myklebust (1967) are well known for 

their work in the diagnosis and remediation of language 

problems in deaf and autistic children. This research 

influenced the development of a theory of verbal learning 

sequence - sensation, perception, imagery, symbolism and 

conceptualisation, which provided a framework for 

assessing the level of development in a child, and allowed 

the determining of a starting point for remediation. It 

is felt that these learning sequences could be adapted 

equally well with music learning in relation to sound. A 

framework could thus be constructed: 

the sense of music - learning what musical 

sound is: 

perception - the distinguishing of one sound 

from another; 

imagery - the pitch, duration, intensity and 

timbre of sound; 

symbolism - learning what sound represents: 

conceptualisation - the combining of sounds into 

patterns which can be varied and extended. 

The application of such musically related sequences could 

contribute to an assessment of a child's level of 

development and identify potential areas of learning 

disability. 



The other approach to language-development is 

the psycholinguistic process approach developed by Kirk 

who designed the Illinois Test of Psycholinguistic 

Abilities (I.T.P.A.; 1961). This test makes it possible 

to diagnose and assess various psychological and 

linguistic abilities providing an insight into learning 

disabilities. The twelve subtests of the I.T.P.A.: 

isolate defects in (a) three processes of 
communication; (b) two levels of language 
organisation; and/or (c) two channels of 
language input and output. 

Myers and Hammill (1982:323) 

Without becoming diverted into a critique of the 

I.T.P.A., it is sufficient to state that within the three 

dimensions of the I.T.P.A., music could play a role both as 

a diagnostic and a remedial tool. The two channels of 

language input: auditory and visual, and output: vocal 

and motor, which refer to the sensori-motor pathway 

through which language is transmitted, are particularly 

pertinent. 

In a general relationship of language 

disabilities and music,it is found that songs and rhythmic 

speech activities can help increase vocabulary, develop 

vocal fluidity and improve enunciation. Songs that help 

the child to learn and remember sound and phonic 

associations and which use alliteration greatly 

facilitate language development. The rhythmic patterns 

and tonal characteristics of the Orff-Schutwerk speech 



patterns are relevant for the learning disabled as they 

utilise the fact that every time words and phrases are 

spoken, rnythm is used. Many varied rhythmic music 

language activities can be devised: 

speaking a child's name - "Stephen Hodgkinson" 

clapping the rhythm - n n J. 

playing the rhythm on instruments 

writing the pattern on the blackboard or paper 

us i n g tone for the pattern 

extending the pattern -

"Stephen Hodgkinson went for a swim" 

and so on ... 

Developmental approach 

Consideration for a child's stage of readiness 

in the learning process has been the concern of many 

involved in the learning disability field. Ames (1967), 

in an article related to the developmental point of view 

in learning disability, suggests that: 

J 



Identification of the child's stage of readiness 
for learning ..• might cut down our present day 
learning failures and disabilities by as much as 
50%. 
[This does not refer to more severe learning 
disabilities.] 

(1967:39) 

This observation is just as worthy of consideration in 

1985. Kephart's theory of a developmental approach to 

teaching motor generalisations (1960), tests such as 

Frostig's Developmental Test of Visual Perception (1967), 

developmental teaching sequences such as those used by 

Cratty (1967) in teaching movement, and developmental 

based programs, for example Cawley's Project Maths (1976), 

all indicate an awareness of variations in a child's 

development {all four cited in Myers and Hammill, 1982). 

Wyne and O 1 Connor (1979) suggest that the 

developmental approach allows for the designing of more 

conceptually appropriate strategies in determining the 

bases for differences amongst children. Their 

developmental view of exceptional children is based on: 

An understanding of normal intellectual, 
emotional and physical development and what 
constitutes deviations in the course of normal 
development. Development refers to 
intellectual, emotional and physical results of 
the constant interaction between biological
genetic endowment and the environment. 

(1979:5) 

They take the stand that the use of categories, 

while perhaps useful for funding and administrative 

purposes, is unrelated or "irrelevant for purposes of 



instructionh (1979:6). Their concept of a 'continuum of 

degree• provides a structure which allows for 

developmental deviance within the cognitive, affective and 

psychomotor domains of development without the attachment 

of a label. In relation to the area of learning 

disabilities the deviation in development is directed 

towards perceptual skills, such as information processing 

and the associated disorders. 

Developmental theories of education also relate 

to music functioning. The research and theory of Piaget 

(1896-1980), the Swiss developmental psychologist, is 

relevant in any consideration of music and development. 

In an article concerned with Piagetian theory for music 

education, Zimmerman (1984) discusses the biological 

aspects of the theory. These are based on an 

individual's adaptation to the environment and to develop-

mental stages of cognitive development. She attempts to 

indicate how the theory can relate to and influence the 

music curriculum. Piaget 1 s theory has also provided some 

of the philosophical foundations for Developmental Music 

Therapy, a model which incorporates music therapy into a 

developmental therapy curriculum devised by Wood (cited in 

Graham, 1975:112), in the U.S.A. In this model, 

developmental sequences have emerged as five stages of 

therapy in the areas of behaviour, communication, sociali

sation and music education for emotionally disturbed 

children. 



There are developmental music programs relating 

in various ways to Piaget's theories available in schools. 

One such program based on the methodology and teaching of 

✓ 

Kodaly has been in use in certain New South Wales schools 

in Australia since the early 1970's. The achievements of 

the children in such a program,when compared with their 

peers in schools where music is not taught developmentally, 

has been discussed by Bridges (1979). Empirical studies 

have shown that a child 1 s total functioning over all modes 

of learning was advantaged by such a developmental music 

program. Such data could therefore suggest that a 

similar program be considered with suitable adaptations 

and modifications for use with the learning disabled 

child. This has been done in the U.S.A. (Bacon, 1981) 
; 

with learning disabled children being taught with Kodaly 

methods in the same way as in a normal class. 

Behavioural approach 

Behaviourists are concerned with the 

environmental conditions surrounding learning. 

writes: 

As Lerner 

Advocates of behaviour modification are not 
concerned about the cause of a child's learning 
problem, or how a child processes information or 
with a hierarchy of stages; rather they focus 
on how the environment can be manipulated to 
bring about desired behaviour. 

(1976:120) 



He discusses the key concepts in comprehending 

behaviour modification such as the use of reinforcement -

positive, negative and extinction of; shaping behaviour; 

contingency management and contracting; token 

reinforcements; and precision teaching which have 

specific application to learning disabilities. 

The contributions of three people - Skinner, 

Lovitt and Hewett - are well known in the behavioural 

approach to learning disabilities (see Myers and Hammill, 

1982). Because the behaviour area is rather a 

contentious one it is perhaps worthwhile to elaborate 

briefly on their ideas. 

Skinner's theory relates to two general types 

of behaviour: respondent and operant. Respondent 

behaviour results from a known stimulus in the environment 

whereas operant behaviour results from an unidentifiable 

stimulus. Operant behaviour has developed into operant 

conditioning, one of the most common types of behaviour 

modification used in schools. Skinner's concepts have 

been adapted and applied in the teaching of the learning 

disabled through his instructional technology of 

programmed instruction and teaching machines, which 

provide for positive reinforcement built upon success. 

Lovitt and Hewett developed differing 

behavioural approaches, using Skinner's concepts, which 

can be utilised for educating the learning disabled. 

Lovitt is an exponent of Applied Behaviour Analysis, a 



technique used in treating problems relating to subjects 

learnt in school. He developed an instructional 

methodology based on Applied Behaviour Analysis which has 

four major stages - baseline, instruction, decision, and 

generalisation. Within each stage there is a series of 

steps implementing the behavioural approach. Hewett used 

many behavioural features, supplemented by his ideas about 

'orchestration-of-success 1 (general principles for 

learning), in his role as co-developer of the engineered 

classroom. He identifies attention, response, order, 

exploratory, social, and mastery behaviours for general 

educational planning guidelines. 

The first behavioural modification model using 

music can in fact be identified as Plato's. He 

considered music as a medium through which to condition 

the child from early childhood to have what he, Plato, 

felt were worthwhile values. Lovitt acknowledges that a 

number of 'behaviours' he acquired from his past 

experience as a professional musician have generalised to 

the learning disabled field. 

are several basic tenets: 

He says (1976:275) there 

These include a recognition of the importance of 
"doing-it-everyday"; of clear, immediate 
feedback on performance; of natural (as 
distinct from artificial) consequences; of 
continuous measurement; and of the strategy of 
one-on-one teaching. Finally, and perhaps most 
important, the musician and the behaviourist 
share a fealty to the notion of directness; 
that is, that the best way to learn to play the 



flute (or read) is to ... play the flute (or 
read). 

cited by Myers and Hammill 
(1982:289) 

However, the implementation of behavioural 

approaches into music programs and activities needs to be 

undertaken by the teacher with knowledge of behaviour 

modification techniques in order to be successful. The 

establishment of even very simple behaviours has often 

failed through the misuse of reinforcement techniques. 

These in music education can lead to a negative 

environment in which musical activities take place; the 

wrong use of music as a 'reward'; approaches that do not, 

or cannot, allow for the limits of a child's ability in a 

learning process. The reinforcement concept and its 

positive aspect is particularly pertinent to music and the 

learning disabled, due to music's precarious position in 

the general school curriculum, as a 'frill' subject or for 

the 'elite'. Many learning disabled children do not 

experience music in a positive way or in numerous cases in 

any way at all. It was such circumstances that led to my 

initial involvement with music and the 'recognised' 

learning disabled in the area of special education. 



-36-

Chapter III 

MUSIC WITHIN SPECIAL EDUCATION 

There was a child went forth every day, 
And the first object he looked upon 
and received with wonder, pity, love 
or dread, that object he became, 
And that object became part of him 
for the day, or a certain part of the day, 
or for many years, or stretching cycles of years. 

Walt Whitman (1819-92) 
'Leaves of Grass' (1855) 

The above excerpt by Walt Whitman serves to 

remind one of how a child can learn, and of how these 

learning experiences can entwine themselves into one 1 s 

personal being. 

Truth Comes Out 

Robert Shannon, in his book Where the 

Humanistic Education (1971), asks the 

question - what is it that every teacher needs to know? 

Perhaps one of the important answers to this question is 

the need for a teacher to be sensitive to, and aware of, a 

situation to which a child attaches a personal interest or 

significance, so that it in itself becomes a learning 

experience. 

The importance of music in special education is 

slow in gaining recognition in Australia. Articles, 

papers and books published in the English-speaking world, 

namely Britain and North America, are generally concerned 



with music and the handicapped or exceptional1 child in 

relation to the particular circumstances experienced in 

their countries. One noteworthy publication, a special 

issue of the Music Educators Journal (April, 1982), 

compiled articles concerned with special students 

in music. These articles have provided a practical 

knowledge of: 

an awareness of music possibilities for every 

child 

suitable programs, teaching strategies, 

integration considerations, problems, effective 

instruction methods, etc., in music, 

for a world-wide audience of people concerned with music 

and the handicapped or disabled child. 

I learnt recently at the International Music 

Therapy Congress i n He i delberg (May, 1985) that a problem 

music educators face in the United States of America 

(U.S.A.), is one of distinguishing between the areas of 

music education. This has mainly arisen due to goal 

orientations and definitions. Three distinctions are 

made in relation to music and the disabled in the U.S.A.: 

1. The term 'exceptional child' is used in the U.S.A. 
to describe a handicapped or gifted child. 



(1) music teaching of the learning disabled - the 

teaching of a musical instrument or skill 

(2) music in special education - concern more with 

the learning processes 

(3) music therapy. 

therapy. 

In Australia one can at least identify with music 

The Australian Music Therapy Association was 

founded in 1975. The Association defines music therapy 

as being concerned with: 

the scientific or controlled use of music to 
achieve therapeutic goals with children, 
adolescents, adults and the aged who may have 
special needs because of social, emotional, 
intellectual or physical problems. 

Erdonmez and Cooke (1981:13) 

An undergraduate degree course for the training 

of music therapists at Melbourne University, a course for 

the study of music therapy skills at State College of 

Victoria at Frankston, National Conferences held annually 

in State capitals, a quarterly Bulletin, and meetings of 

local State branches, help to foster concern, interest and 

an appreciation of music therapy and its use. 

Although it is recognised that educational goals 

and therapy goals overlap and have common features, I have 

found it necessary to distinguish between a music 

therapist and a music teacher in special education for my 

own personal practical work and research. Confusion over 



definition of the role of music in special education and 

the role of music in music therapy has arisen over the 

years and there needs to be some clarification of the 

interpretation of goals - musical and non-musical. 

Clearly I am concerned with the many therapeutic effects 

of music but as Thompson says, the primary goals of music 

therapy are quite different from the primary goals of 

music education. He quotes Forsythe and Jellison (1977): 

The music educator's role in working with the 
handicapped is primarily to develop aesthetic 
potential (music behaviors), whereas the music 
therapist's role is primarily to use music 
functionally to alter non-music behaviors in 
desirable ways. 

(1982:26} 

I would also add to this a concern for the total 

development of the child, which includes the development 

of learning skills alongside all the other supports I 

have identified in Chapter I. It becomes all the more 

important to clearly distinguish between the educative and 

therapeutic roles in music when one considers how even the 

role of music in general education is ambiguous and 

misused. 

Music in special education began to gain 

recognition in Britain when the Standing Conference for 

Amateur Music (SCAM) in 1960 became interested in the 

project Music for the Handicapped. This initial title of 

the project was changed in 1967 to Music for Slow 

Learners, the term at that time being favoured by the 



Department of Education and Science. The children to be 

defined by that term had I.Q.'s ranging from approximately 

85 to below 50 and came from a variety of educational 

settings - special classes attached to schools, special 

schools, schools for the physically handicapped and the 

multi-handicapped, residential schools and hospital 

schools for the subnormal. Ward describes in his report 

Music for Slow Learners (1976) the contributions, 

discussions, courses and conferences which led to the 

eventual establishment of the project Music for Slow 

Learners at Dartington College of Arts, and himself as 

full-time project organiser in 1968. 

years the project set out: 

For the next eight 

to examine the special contribution music can 
make to the education of slow learning children 
and to discover ways in which it can become a 
more meaningful experience in their lives. 

(1976:43) 

Information about the use of music with slow 

learners was collected from all known existing written 

sources, observation of school work, from teacher 

participants in courses, and on-going experimental work 

undertaken by Ward, his colleagues and students. The 

following general conclusions were arrived at: 

a significant number of teachers believe that 
music is important and beneficial to slow 
learning children: 

slow learning children can a c hieve high 
standards in music making; 



almost all slow learning children, whatever 
their level of musical or general ability, can 
benefit from involvement in musical activity; 

there is a serious lack of provision of music in 
schools for slow learning children: 

both specialist and non-specialist music 
teachers can initiate excellent music activities 
with slow learning children; 

ways need to be found to counteract the sense of 
isolation felt by many music teachers of slow 
learning children; 

slow learning school leavers need some special 
provision for music making. 

(1976:361-364) 

The project had special significance for me when 

I first became aware of its existence while researching 

for a special study in music education, Teaching Music to 

Slow Learners in a Canberra Primary School. For some 

time I had been teaching a music program to a Junior 

Assessment Class in a Learning Centre attached to a 

Primary School. The children in the class had received 

little musical experience apart from singing once a week 

with the First Grade classes from the mainstream of 

the school. This was a frustrating exercise as most of 

them were not involved in an integrated approach with the 

other classes and often could not sing the notes or say 

the words of the songs. Consequently most of the children 

had a rather negative view of what they experienced as 

'music'. The discovery of such a project,therefore led 

to an awareness of other educators with similar concerns 

and experiences of similar conditions. 



Early this year I was able to attend Dartington 

College of Arts in Britain and participate for a short 

time in the one term course Music in Special Education, 

which was initiated in 1971 in connection with the Music 

for Slow Learners project. This course, approved by the 

Department of Education and Science, is directed by David 

Ward and allows teachers and other appropriately qualified 

participants to explore a wide variety of music activities 

suitable for children of various ages and handicaps in 

special education. While I was there we investigated 

such activities as the possibilities for minimal systems, 

that is music which follows a system, with handicapped 

children; had planning sessions leading to practical 

sessions of a 'musical journey' (adapted from Dante's 

The Divine Comedy) for a group of twenty mature-aged 

intellectually handicapped people; constructed rhythmic 

poems which were later expanded into songs and accompanied 

by instruments; participated in Orff-Schulwerk workshops; 

and took part in a music session involving sound for 

hearing-impaired children. As well, we attended case

study dissertations by music Honours degree students, 

group discussions, video sessions, choral work, and I was 

able to pursue a personal interest in Indian music, 

considering its potential relevance for work with learning 

disabled students. I returned to Dartington College 

later in the year for further research study and teaching 

at a local primary special school. 



Varying emphases in special education, such as 

integration, the training of resource teachers, and the 

use of signing, provide an awareness of fluctuating 

concerns and opinions on the part of educators in relation 

to special education in our schools. Andrews et al., in 

their Survey of Special Education in Australia (1979) 

undertaken for the Schools Commission, provided statistics 

showing nearly 2% of the nation's children enrolled in 

special schools in classes for physically, emotionally or 

intellectually disabled children. It also showed that 

approximately 2% of all students in regular primary and 

secondary schools had handicapping problems, 11% learning 

difficulties, and 3.2% behaviour problems and fail to 

respond to regular teaching strategies. In Australia 

children are identified as handicapped or disabled, 

according to a variety of definitions individual to each 

State with some of this legislation dating back to the 

1930 1 s. To help clarify the terms 'handicap' and 

'disability' it is interesting to refer to Hayes and Hayes 

book Mental Retardation (1982:5), where a 'disability' is 

referred to as an impairment or loss of physical structure 

or function, for example vision, hearing, a limb. A 

'handicap' includes the personal and social consequences 

of a disability, and the emotional adjustment problems 

which follow. Disabled or handicapped children are found 

in a variety of full time or part time special education 

facilities. These range from help in the regular 



classroom from itinerant specialists or resource teachers, 

to segregated classes within a normal school such as 

Learning Centre and Junior Assessment classes, to the 

special school. 

The Australian Association for Special Education 

published a book in 1981, Responding to Need: Special 

Education in the 1980's, containing papers read at the 

1980 conference. In the area of curriculum, papers were 

presented relating to art, language, mathematics and 

physical education. Music was not mentioned. Trying to 

locate any literature regarding music in special education 

in the early 1980's proved difficult and apart from one 

article in the Commonwealth Schools Commission Discussion 

Papers (Weidenbach, June 1981), there appeared little 

published work at that time directly related to the music 

educator in special education. It thus appeared evident 

that as in the area of general music education, an 

awareness needed to be generated in the field of special 

education in Australia of what an active involvement with 

music can lead to. Recently Slowo (December, 1984) 

released a curriculum related to an education program of 

music and movement for children with developmental and 

learning disabilities. He uses a Piagetian framework of 

conceptual development on which to base his program and 

suggests that "music could be a 'universal' compensatory 

method of special education" (1981:x). 



My musical program with the Junior Assessment 

children eventually expanded to include the other classes 

in the Learning Centre,providing musical experiences based 

on singing, the playing of musical instruments, listening, 

movement and creativity for children aged around five to 

fourteen years. This work culminated in the 

presentation of a paper Music and the Slow Learner, at the 

Fifth National Conference of the Australian Society of 

Music Education held in Sydney in 1984. To extend and 

strengthen my knowledge of the Special Education field, I 

then went to teach music in a Canberra special school for 

a year,working with children from three to sixteen years 

of age, The musical program I developed there also 

centred around singing, music instrumental playing, 

listening, movement and creativity,with adaptations and 

extensions to cover more varying intellectual and physical 

disabilities. To illustrate, here are some activities 

which evolved around the playing of musical instruments. 

A universal interest developed amongst most of 

the children in the school for bell ringing. I had two 

sets of tuned - middle C to C above middle C (an octave), 

sixteen in all - handbells. These were introduced to the 

preschool children alongside other percussion instruments 

- tambourines, drums, cymbals, triangles, wood drums and 

tone blocks, which were given to or chosen by individual 

children. Two songs were initially used and introduced 

over a period of time, using tunes from Hoshizaki 



(1983:106-107), with words adapted to the various 

instruments, for example "I can play the bell (drum, 

triangle etc.), hear it ring (bang, ding, etc.) •.. " and 

"Hear my bell {drum, triangle etc.) " . . . . When the 

children heard the name of their instrument sung they 

played, or were helped to play, the instrument. For the 

severely disabled and physically weak children,bells sewn 

onto velcroix straps were used and attached to limbs to be 

shaken gently by assistants. 

Hoshizaki writes in her book about mentally 

retarded children that: 

bells ... can be played by people who do not 
feel the beat because they can sound all right 
.•. and can blend into the background .•• 
Triangles, tambourines, drums and cymbals can be 
heard very clearly and they are better played by 
people with good rhythmic sense and muscular 
control. 

{1983:108) 

These activities gradually expanded until 

individual children felt sufficiently confident to respond 

to a sung request to ring their bell or play their 

percussion instrument. The following tune was sung: 

"(Child's name), can you ring the bell for me?" etc. 

{bang the drum, shake the tambourine etc.) 



Eventually all the percussion instruments and bells could 

be played together to "We can play the ... hear it ..• ", 

which developed until most children were able to play 

rhythmically together for several repetitive bars. The 

children enjoyed this immensely and one saw eyes moving in 

otherwise immovable or uncontrolled bodies to follow the 

sounds. 

Ringing instruments were then clumped together, 

for example bells, triangles, chime bars, and played to 

the tune 'Jingle, jingle ... '. Similarly banging 

instruments were also clumped and played to 'Boom, boom 

..• " (Hoshizaki, 1983:107). The playing of the tunes 

were alternated after that between the 'ringers' and the 

'bangers', each following on with their tune after the 

other tune had been played. 

The ringing instruments, this time handbells and 

chime bars, were next given to children in chord 

combinations, for example CE G or D FA, and these were 

listened to and played to with a piano accompaniment. 

With some of the more capable preschool children this was 

extended to individual playing of a specific note of a 

chord to the tune "(Child's name) can you play your note 

for me?" leading eventually to all notes of the chord 

being played simultaneously by the group. 

The song 'If you're happy and you know it ... ' 

(Apusskidu, 1975:1) was learnt and introduced for use with 

instruments, such as ' ... play a drum'; ring a bell'; 



tap two sticks'; hit a chime bar'; with the 

more capable of the preschool children progressing to 

follow a chart made of the name of the instrument 

alongside a coloured symbol representation. The sequence 

of the playing could then be varied by my pointing in 

random order to any word/symbol and the child/children 

playing with that instrument or instruments. 

Most of these activities were also used with the 

older children. Just how far they could be extended 

however, depended on their capabilities and physical control. 

A group of the more advanced moderately disabled 

children progressed quickly through the activities and 

learnt to sing the song 'It's Easter' (Ginglend and 

Stiles, 1965:68), and play a chordal accompaniment CE G 

(and A for "Allelulia") using hand bells and chime bars 

for a special Easter assembly. Their instrumental skills 

and co-ordination had so developed by the end of the 

school year that a specially composed 'Christmas Song' was 

played with an ostinato of wood drums, a chordal 

accompaniment of hand bells and chime bars, and a note-by

note solo on recorder at the Christmas concert. 

To round off this description of instrumental 

playing activities, it is perhaps appropriate to mention 

that some of the preschool children who were particularly 

interested in handbell playing,received pairs of handbells 

(matched within a chord) as gifts from Father Christmas at 

the Christmas concert. 



Two recent musical experiences have added 

further knowledge to my understanding of the use of music 

with disabled people. One involved visits on a 

professional level to a music therapist while living in 

Freiburg, South Germany (1985), and the other a visit to 

the Orff Institute in Salzburg, Austria (1985). 

The music therapist, who would not wish to be 

named, I will call "Frau G". She has been trained in the 

Rudolf Steiner tradition of anthroposophy - 'awareness of 

one's humanity'. The therapy center in Freiburg where 

she works, is concerned with therapeutic activities in four 

areas of the arts - dance/movement, handwork, art and 

music. The centre is partly financed by the city - 10%, 

donations - 40%, and the patients - 50%. Frau G's 

patients are referred to her by clinics, psychiatrists, 

and psychologists and at this time consisted of women in a 

state of depression, children with learning difficulties, 

a partially deaf child, and a child who was confused from 

being exposed to three languages. A considerable 

impression was made upon me initially by the use of 

instruments and their tone, in the musical activities. By 

using stringed, percussion, and wind instruments, Frau G 

attempted to bring about in her patients an understanding 

of their disability ("sickness"), by working with music 

through their personal development. Music was placed 

between herself and the patient as the medium for speech 

or conversation in this process towards better self-
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understanding and awareness. 

Rita Jacobs (1983), in her booklet written in 

German on music therapy and the anthroposophy view-point, 

explains that the use of instruments provides objective 

experiences in music which can be related to the external 

world through the instrument. Historical instruments are 

described as good for therapeutic use as not only are they 

"less problematic to play" but also "retain a unique, 

individual and extreme sounding tone" suitable for healing 

(1983:8). These instruments can be used in accordance 

with their tone and the illness of the patient. Other 

factors beside tone are also considered important, such as 

the movement and concentration involved in the playing of 

the instrument, and breathing in the blowing of a wind 

instrument. I read this booklet after having experienced 

playing an instrument modelled on an historical instrument 

- a chrotta, an old Celt instrument not unlike a cello 

dating back to Biblical times. Frau G and I had sat in 

a patient/therapist situation facing each other with our 

chrottas symbolising a tree with life and strength flowing 

through it, held between our knees. The power emitted by 

the tone and vibration of the instrument when it was bowed 

was quite extraordinary both for its mesmeric quality and 

calming effect on the body. Jacobs (1983:16) describes a 

player as saying "it feels as if I'm enveloped in a warm 

coat". The power of music was once again revealed and 

reinforced in a new way to me through such an instrument, 



and an awareness reaffirmed that therapists and educators 

should have some knowledge of the relationship of music 

with the various aspects of the psychology of music before 

using music as a healing aid. This could be considerably 

relevant in the varying ways the chrotta can be used 

therapeutically: 

in the diagnosis of illness; the way a patient 

plays can be helpful in diagnosis 

the effect of the tone - which has been used to 

improve movement in children with severe 

movement problems; 

emotions 

to release feelings and 

in vibration therapy for arthritic patients 

as an accompaniment for patients singing songs 

in symbolic ways, e.g. a tree as described. 

The Orff Institute is a department of the 

Mozarteum, a university for the study of music and the 

performing arts in Salzburg. Students at the Institute 

study music and dance education following either a four 

year course for school leavers, or a two year course for 

those with teaching experience. In April, 1985, I 

visited the Institute as a student and for a few days 

attended lectures, workshops and practical teaching 

sessions - one involving deaf children at a residential 



institute in Salzburg, the Landesinstitut fur 

Horbehinderte; another at the Orff Institute with 

intellectually disabled people aged from sixteen to twenty 

four years. Such participation provided an insight into 

the use of Orff techniques in music education, the 

foundations of which were laid by Carl Orff (1895-1882) in 

his Schulwerk. There are four essential elements of the 

Orff-Schulwerk: 

(1) movement and dance centring around the 

importance of kinaesthesia in perceptual and 

conceptual development in music 

(2) instrumental playing 

(3) speech rhythms, chanting, singing games, folk 

song 

(4) improvisation - in movement, dance, instrumental 

playing and singing. 

Many of the Orff techniques are relevant for 

disabled children and adults in music education and have 

been adapted and used effectively in many countries. 

Papers from conferences in the U.S.A., e.g. Bitcon, 1981; 

McRae, 1982; Dervan, 1982; and Australia, e.g. Smith, 

1983, have outlined various educational and clinical 

practices using Orff-Schulwerk. The multi-sensory 

approach and developmental approach used in Orff 



activities are both recognised approaches concerned with 

learning disabilities, and have been shown to stimulate 

conceptual learning, creativity, motor and social skills. 

The three music sessions conducted by Orff 

students at the Landesinstitut fur Horbehinderte all 

involved the use of instruments, song and movement. Most 

of the activities were teacher initiated, with the children 

heavily reliant on their visual skills to i mitate 

listening, rhythm, length of beat, starting and stopping. 

The older children 1 s activities in their lesson,were 

extended to incorporate language skills linking words and 

phrases on flash cards with an action song. The session 

at the Orff Institute with the intellectually disabled 

also centred on movement, songs and percussion playing, 

with more of an emphasis on social integration and 

participation by individuals. 

A Music in Special Education course was re

established at the Orff Institute in October 1984 and 

students currently enrolled were in their first year of 

the course, although not first year students at the 

Institute (the academic year is from October to June). 

One student in her fourth year was also doing a music 

psychology degree at Salzburg University and working in a 

psychiatric hospital for experience. She had visited 

Dartington College of Arts, Britain, in 1982, taking the 

opportunity provided in recent years of an established 

link between the two places, whereby students can exchange 



visits and participate in various musical activities. 

The Orff techniques used in music education 

illustrate how music can lead to the acquisition of 

knowledge; knowledge in this instance relating to 

conceptual, perceptual, social and motor skills learnt 

through rhythm, movement and sound. Other music 

educators influencing music education today such as 
~ 

Dalcroze, Kodaly and Suzuki have much in common with Orff. 

By emphasising a different component of music, for 

instance, Dalcroze - movement; 
~ 

Kodaly - rhythm and 

melody; Suzuki - listening; each has evolved different 

teaching methods, resources and choice of music materials 

which essentially aim at developing the concepts of music 

and aesthetic responses to music essential in any 

knowledge acquisition. 



Chapter IV 

THE COGNITIVE LEARNING THEORIES OF PIAGET, 
THE NEO-PIAGETIANS, BRUNER, AUSUBEL, AND MUSIC EDUCATION 

If children are apparently unable to learn we 
should assume that we have not as yet found the 
right way to teach them. 

The Bullock Report 
(1975:268) 

All elements of music - rhythm, melody, 

dynamics, tempo, timbre, harmony, form - can be adapted, 

revised, utilised and integrated to provide an educational 

means for knowledge acquisition. Musical activities 

through such means can be related to the three major 

domains of learning development in the acquiring of 

knowledge - the affective domain, the psycho-motor domain 

and the cognitive domain. The affective and psychomotor 

domains will be briefly mentioned in relation to music. 

Following this the cognitive domain will be examined in 

detail through a consideration of some cognitive learning 

theories and music education: 

the affective domain; how a child receives, 

responds and values an activity. This can be 

discerned in musical activities by observing the 

way in which children relate to, are interested 

in, and tolerate one another. Music can also 

provide the motivation which propels a child 

towards participating in and trying to master 

particular skills that lead to active 



involvement, personal interest and expressed 

pleasure in an activity. A child learns 

through participation those activities which 

provide a feeling of worth and those which do 

not. A system of values is thus established by 

the child in relation to activities. 

the psychomotoP domain; how a child imitates, 

manipulates and articulates skills involving use 

of the body and some use of the intellect. 

Previously, in Chapter II (:22) the perceptual

motor approach to learning disabilities was 

discussed and it was seen how perceptual 

development and motor manipulation can lead 

toward the eventual accomplishment of a skill. 

The skill is acknowledged as learned when it is 

finally executed automatically. For example, 

hitting a chime bar with a beater: the chime 

bar and beater are seen and felt. The child 

realises by observation, imitation, trial-and

error, that to make sound come from the chime 

bar it has to be hit with the beater. This can 

be tried several times with hit-and-miss 

success. Eventually every time the beater is 

lowered it connects with the chime bar. The 

skill becomes automatic when the child no longer 

needs to look at the chime bar to hit it with 

the beater. 



the cognitive domain; how a child knows, 

comprehends, applies, analyses, synthesizes and 

evaluates information 

Within any area of knowledge comes evaluation or 

judgement and what is almost always judged is the product. 

Evaluation in relation to music can be the answers in a 

theory exam, the performance of a piece of music, or the 

outcome of a successful learning session. A judgement is 

also needed to provide assessment of how thinking 

processes, original in relation to the individual, and 

creative, have played a part in the acquiring of that 

knowledge and understanding for that product. It is the 

processing of information in the acquisition of knowledge, 

the grasping of the meaning in a learning situation, that 

concerns me most in my work with the learning disabled. 

Such concerns have led to an investigation of cognitive 

learning theories to see whether music can be an effective 

means for cognitive learning. 

Bigge writes: 

The term cognitive is derived from the Latin 
verb cognoscere, which means 'to know•. The 
cognitive ... deals with the problem of how 
people gain an understanding of themselves and 
their environments and how, using their 
cognitions, they act in relation to their 
environments. 

(1982:171) 



He expands the idea by saying that people with 

such understanding react to their environment in a 

'learning' or interactional process whereby new insights 

or knowledge structures are attained and old ones changed. 

With this idea in mind the cognitive development theories 

of Piaget and the Neo-Piagetians (Case, Pascaul-Leone, 

Biggs and Collis), and the cognitive field theories of 

Bruner and Ausubel will be examined and an attempt made to 

relate some aspects of music education to them. 

Piaget 

Piaget was referred to briefly in Chapter II 

(:31) while discussing the developmental approach to 

learning disabilities. He was interested primarily in 

the structure of thinking or intellectual development, 

which he described as existing in the activity of 

individuals and changing continually. Piaget believed 

that the child actively constructs knowledge internally, 

through continuous interaction with the environment, and 

it is the continual assimilation (the incorporating of 

perceptions of new experiences into an existing framework) 

of external factors,that is necessary for development and 

the modification of new concepts. The process of equili-

bration forms the cornerstone of Piaget's theory. 

Labinowicz (1980} describes equilibration as the 

complementary processes of accommodation and assimilation 

operating simultaneously between the environment and the 



internal structures. Through assimilation and 

accommodation the child reaches understanding and as this 

understanding expands he/she progressively attains higher 

levels of intellectual development: 

Thus intellectual development may be visualised 
as a continuous spiralling process, with 
equilibration being the driving force behind 
this adaptation of the individual to his 
environment. 

(1980:41) 

The importance and difficulty of thinking is 

discussed by Furth and Wachs (1974). They take eight 

principles of Piaget's theory and elaborate on the 

uniqueness of these, particularly in relation to 

education. These eight principles are: 

the separation of two processes which are 

related but conceptually different - development 

and learning 

the interaction of hereditary, maturation and 

environment in the development of intelligence 

(which is fundamental to the equilibration 

theory) 

the importance of high-level experience for 

intellectual growth 

that thinking is a self-regulating activity 

which begins before, and goes beyond, language 



the internal need a child has 'to know' 

the general pervasiveness of thinking - in 

actions, perceptions, images, language and in 

all content areas of interest 

that intelligence is constructive and creative 

in the gradual creation of new mechanisms of 

thinking 

the description of successive stages of 

development. 

It is the conceptualising of the development of 

thinking into stages which has provided guidelines for 

learning and teaching procedures for many educators. In 

fact it is Piaget's developmental stages which have 

received the greatest attention by educators. There are 

four predictable, age-related, developmental stages 

(Labinowicz, 1980:60): 

the sensori-motor stage (birth to 2 years): 

a child learns co-ordination of physical actions; 

prerepresentational + preverbal. 

the preoperational stage (2 to 7 years): 

a child develops the ability to represent action 

through thought+ language; prelogical. 

the concrete operations stage (7 to 12 years): 

a child develops logical thinking, but limited 



to physical reality. 

the formal operations stage (12 to 16 years): 

a child develops logical thinking, which is 

abstract and unlimited. 

Neo-Piagetian 

During the late 1970 1 s theorists looked further 

at Piaget's ideas and a Neo-Piagetian school began to 

publish theories of cognitive development broadly 

paralleling Piaget's, but postulating different mechanisms 

within the stages. Four members of this group - Case, 

Pascaul-Leone, Biggs and Collis - differ from the 

traditional Piagetian position of structuralism and look 

more at the link between learning and development. It 

may be recalled that Furth and Wachs (1974:27), in 

discussing the unique principles relating to Piaget's 

theory, refer to the separation of learning (an increase 

of content) and development (a structural change). It was 

the structure of thinking, not the content of what a child 

remembers, that interested Piaget. The Neo-Piagetians 

raised questions over several points. Among these were 

the difficulties in measuring each stage level, for 

example how is the 'real' level of the cognitive 

development of children tested, what is the range of 

generality of stages, and the fact that there are 

differences in the way children perform tasks which are 



not explained by Piaget's logical structures. Thus their 

views evolved acknowledging that although there are 

endogenous limits to learning, such as general cognitive 

abilities and working memory, they are not structured in 

the Piagetian sense. As Biggs and Collis (1982) state: 

Where we would disagree with the structuralist 
model is on the nature of those endogenous 
factors. Unlike the structuralists we do not 
see them as being inherent in the stage itself 
but in more generalised variables that are 
independent of the nature of stages as such. 

(1982:222) 

Pascaul-Leone and Case have been concerned with 

the variable of working memory. They argue that limits 

on the level of structure obtained in solving a problem 

depend upon the amount of working memory, or M-space 

available. Case (1978) extends Pascaul-Leone's research 

on the working memory. His hypothesis is: 

An increase in the automaticity of basic 
operations accounts for the increase in working 
memory within each stage. I also suggest that 
a certain minimum level of operational 
automaticity at one stage is prerequisite for 
transition to the next. 

(1978:37) 

He refers to Piagetian stages by the content of the task 

that is required and proposes four stages in cognitive 

development which look at the contents of tasks children 

face at various periods in growth. 

Other variables which arise, listed by Biggs 

and Collis (1982:222), are cognitive abilities, such as 



simultaneous and successive processing, motivational 

factors, for example desires, needs, interests, and 

various learning strategies for planning, ordering and 

structuring the immediate task. Such variables have 

provided educators with room to expand over the 'wait-

until-ready' learning view of the structuralists. 

and Collis write that: 

Biggs 

Stages may not then be explained in terms of 
overall logical structures that exist in a 
child's mind, but in terms of the amount of 
information that the individual can retain 
simultaneously, vis-a-vis the amount of 
information that the particular task requires 
for its effective solution. 

(1982:211) 

Piaget's theory of the development of thinking 

provides constructive guidelines for the development of a 

music education curriculum. His description of children 

at different stages allows for comparisons and contrasts 

of children's characteristics useful for teaching. 

Although Piaget showed little concern about applying his 

findings and theories to practice, valuable insight into 

how children think, the limitations of children's thinking 

at different ages, and how children communicate their 

thinking, has been provided by Piaget's observations of 

children. His theory of equilibration, outlined 

previously by Labinowicz (1980), provides reinforcement 

for the development of a curriculum based on conceptual 

frameworks. Thus an understanding of one concept is 



necessary before the acquisition of another. Piaget 1 s 

theory suggests a curriculum of sequencing. Thomas 

writes: 

Sequences .•. can suggest to curriculum 
developers a psychologically sound order in 
which to confront children with different 
learning tasks .•.• A curriculum plan founded on 
Piagetian theory and empirical studies would 
seek to correct such incoordination between 
development and school learning activities. 
It would also suggest at what general age level 
each step in a given sequence is likely to 
occur. 

(1979:320) 

Such a music program recently has been published in the 

Australian Capital Territory. A Developmental Music 

Program (Bingham, 1983:4), for children of Primary School 

age, is "a sequential program of active participation in 

music education". Knowledge and understanding of the 

five musical concepts - rhythm, melody, harmony, form, and 

tone - is presented in seven developmental stages each 

divided into two phases making up one or more years 

program of work. Stage One covers Kindergarten and Year 

One. If for example the concept of rhythm is examined, 

in Stage One it is presented in Phase One through beat -

simple and compound time and rhythmic elements and names. 

During Phase Two, beat is expanded in simple time through 

the writing of known songs, and rhythm patterns of simple 

time read and written while the preparation of compound 

time continues. 



The Neo-Piagetians placed more emphasis on the 

learning rather than developmental processes. Their 

research has been concerned with the testing and 

evaluation of learning quality within a conceptual 

framework. Through measuring memory in sequencing or 

order, and relating the operational part of that to the 

developmental stage, the Neo-Piagetians have sought to 

demonstrate how much a child can hold in his/her mind and 

how well he/she can imitate complex patterns and remember 

them. Biggs and Collis (1982) have designed a model 

"The SOLO Taxonomy" which provides a structural analysis 

of learning. They represent the learning cycle of going 

from simple to complex, or in SOLO terminology from 

unistructural to multistructural to relational, as a 

structure of responses which are implicit within any 

developmental stage. Their model provides an interesting 

variation on evaluating the quality of learning and one 

can see music education being related to this model in 

varying degrees. The model is somewhat limited at this 

point in time,however, by the fact that most of the 

responses categorised in their book refer to the learning 

cycle within the concrete stage. For one concerned with 

music education outside this developmental stage,it will 

be of interest to see what future research reveals. 

The cognitive field theories of Bruner and 

Ausubel will now be discussed. 



Bruner 

Bruner's research has been influenced greatly by 

Piaget's work, and in many ways parallels it, but with 

more emphasis on early forms of conceptualisation. He 

differs sharply with Piaget's stages of human development 

in that 

these steps or spurts or whatever you may choose 
to call them are not very clearly linked to age: 
some environments can slow the sequence down or 
bring it to a halt, others move it along faster. 
In the main one can characterise these contained 
sequences as a series of prerequisites. It is 
not until the child can hold in mind two 
features of a display at once, for example, that 
he can deal with their relationship, as in a 
ratio. (1966:27) 

He distinguishes instead three modes of thinking, knowing, 

representations or understandings: 

the enactive mode : knowing some aspect of 

reality, how to do it, without using imagery or 

words 

the iconic mode : images or graphics stand for a 

concept but don't define it 

the symbolic mode 

of thought. 

an abstract representation 

These systems or skills usually appear in the 

above order in a child's life, each depending upon the 

previous one for development. 

that: 

However, Bigge writes 



all three of them extend more or less intact 
throughout an individual's life and are 
partially translatable into one another. 

(1982:234) 

This hierarchical structure of thinking is expanded into 

Bruner's generalised theory about learning. His theory, 

which can be described as one of categorisation or 

conceptualisation, is concerned with connecting things 

that are alike and subsequently placing them into 

significant structures. Instead of using the word 

'concept', Bruner uses the term 'category', to which he 

ascribes certain rules in the formation of a category's 

characteristics. In explaining the necessity for people 

to categorise, and its relevance for human behaviour, the 

achievements of categorisation as Bruner sees it are 

summarised by Lefrancois: 

Categorisation is assumed to reduce the 
complexity of the environment, make possible the 
recognition of objects and eliminate the 
necessity for constant learning. In addition 
it permits an individual to go beyond the 
information given. Categorisation involves 
going beyond the information given in that 
whenever an object is recognised, there is 
implicit in the act of categorising it the 
possibility of making inferences about its 
unseen properties. 

(1975:105) 

Following their identification, categories are then 

related in a hierarchical arrangement into coding systsms, 

with the most general category at the top and the more 

specific at the bottom. It is these coding systems which 



constitute the structure of one's knowledge in enactive, 

iconic, and symbolic representations. They also provide 

a role for retention, transfer and discovery in the 

thought processes. 

Elaboration on the word 'discovery' is perhaps 

opportune at this point. Bruner is an advocate of 

discovery learning. This is the learning which takes 

place when a child is required to organise information for 

him/herself by discovering relationships which exist 

between concepts or, in Bruner's terminology, categories 

or coding systems. 

concept of 'sound' 

By considering music and taking the 

and 'discovering' it through listening 

to various sounds in the environment can lead to: 

associations with sound, for example a car sound 

with going for a drive; water with swimming; 

the discovery of high and low sounds, long and 

short sounds, soft and loud sounds, 'dead' and 

'alive' sounds and so on; 

how to make sounds, for example tapping jars 

full of water, twanging a ruler, turning an egg 

beater; 

musical instruments and sound; 

the discovery of silence 
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and so on with the guidance of the teacher. Bruner says 

discovery does not just happen; in fact the wider the 

range of information a learner has,the more likely he/she 

will be able to find relationships and develop codes 

within that information. This does not mean to say that 

this kind of learning is restricted to a higher mode of 

thinking, for Bruner states repeatedly that: 

Any idea or problem or body of knowledge can be 
presented in a form simple enough so that any 
particular learner can understand it in a 
recognisable form. 

(1966:44) 

Knowledge can thus be converted into structures or be 

presented in forms appropriate to learners in the 

enactive, iconic, or symbolic modes of representation. 

Bruner argues (1966) that spiral curricula seem 

to be ideally suited to the development of coding systems. 

Through such a curriculum the learner builds on simple 

concepts and as relationships are discovered amongst 

these, he/she will be progressively exposed to higher

level, more general concepts which are still related to 

earlier understandings. A knowledge structure gradually 

forms, which is highly conducive for retention, discovery 

and transfer in the thought processes. An example of 

such a curriculum is the Manhattonville Music Curriculum 

Programme (Bartle, 1973). Each spiral is divided into 

five sections of music - form, rhythm, pitch, dynamics and 



timbre. There are 16 cycles in the program beginning 

with the simplest concepts in Cycle 1 and progressing 

upward toward more difficult concepts. A pre-cycle 

allows for any rudiments of music that a child already 

may have acquired. By selecting the section on pitch for 

example this could be the knowledge that there is sound. 

In Cycle 1, sound is expanded into indefinite pitch; in 

Cycle 2 to definite pitch and random selection; in Cycle 

3 to the use of 3 notes FAG and the octave; in Cycle 4 

to pentatonic groupings and so on, progressively unfolding 

through to Cycle 16. Thus the category or concept of 

pitch is developed and redeveloped in the structure of a 

spiral. A spiral curriculum is particularly relevant for 

music education where music sessions are infrequent. In 

these circumstances, there is a need for constant 

reinforcing or even the beginning again of music 

activities that require much understanding. Through 

such a design, a plan of action is offered to cater for 

the varying and different interests of children, their 

limits and rates of learning encountered within the 

classroom situat ion. 

Ausubel 

knows. 

Ausubel is concerned with what a learner already 

He says: 

If I had to reduce all of educational psychology 
to just one principle I would say this: the 
most important single factor influencing 



learning is what the learner already knows. 
Ascertain this and teach him accordingly. 

(1968:6) 

Ausubel's cognitive theory of learning is 

similar to Bruner's in many respects. His terminology 

varies, however, in the organisation of cognitive 

structure. Instead of referring to a 'concept', or a 

'category' (Bruner), he employs the term 'subsumer'. It 

is subsumers arranged in a hierarchical way, similar to 

Bruner's, which define the cognitive structure. To 

subsume is to learn, and the process is called 

'subsumption', of which there can be two forms -

derivative subsumption and correlative subsumption. 

Derivative subsumption takes place when new learning 

material is so familiar to an existing structure that it 

could have been directly derived from it. Correlative 

subsumption takes place when new material is an extension 

of the structure. A further subsumption, named 

obliterative subsumption, takes place when new material 

has reached the point when it becomes so like the 

structure to which it was initially added, that it no 

longer can be recalled. According to Ausubel the ability 

to remember is a function of whether new material can be 

dissociated from existing structure. 

that: 

Lefrancois says 

Derivative and correlative subsumption may be 
further differentiated in terms of the speed 
with which they reach obliterative subsumption 
or forgetting •.. derivative subsumption occurs 



quickly but leads to rapid forgetting, 
correlative subsumption may require more time 
for actual learning but is retained for a longer 
period of time. 

(1975:99) 

Ausubel has applied his theory to learning and 

in particular to instructional techniques. He utilises 

Piaget's description of stages to determine the most 

effective mode of instruction and then applies what he 

calls 'advance organisers' - concepts or ideas given to 

the learner before the material is to be actually learned. 

The advance organiser thus provides a stable cognitive 

structure to which new learning can be attached, and also 

functions to increase recall and so prevent forgetfulness. 

Two types of organisers are used: 

a comparative organiser which makes use of 

similarities and differences between new 

material and existing cognitive structure 

an expository organiser which gives a 

description, or exposition of relevant concepts. 

It is the expository organiser which has led to expository 

teaching, or reception learning as Ausubel terms it. By 

contrast with Bruner's discovery learning, Ausubel 

advocates that in most instances, material can be organised 

more profitably by the teacher and then presented to the 

student. 



Can advance organisers be suitably employed in 

music education? Through exploring the area of rhythm as 

an example, the relationships of: 

clapping a steady beat 

walking a steady beat 

playing a steady beat on a percussion instrument 

blowing a steady beat on a recorder 

listening to music with a steady beat 

making a steady beat representation on paper 

or with other such medium, 

could act as a comparative organiser for the introduction 

of simple or 2 rhythm. 
4 

By providing opportunities to 

listen, feel, make and represent the beat of a rhythm, 

similarities and differences become more fully understood 

when, for example, compound rhythm patterns are 

introduced. 

Expository organisers need to be 

approached with caution in music education. 

of issue come to mind: 

Two points 

it is up to the teacher to provide a meaningful 

learning experience 

Ausubel advises the use of learning material 

organised by the teacher which is subsequently 

passed on to the student. 

Without providing a lengthy dissertation on the 



attributes a teacher of music education should have, one 

might feel apprehensive at the thought of a passive 

teacher utilising teacher organised material. One can 

readily recall the 'old days' in music education wherein 

any student's urge to experiment or to individually 

express and to create music was often stifled or 

inhibited. 

The above discussion of cognitive theorists 

leads to an examination of what distinguishes the 

cognitive development theories from the cognitive field 

theories. 

It may be remembered that one of the principles 

of Piaget's theory was to separate two processes which are 

related but conceptually different - development and 

learning. It was the biologically orientated 

developmental structures of thinking that primarily 

concerned Piaget, the learning aspect was secondary. The 

Neo-Piagetians placed more emphasis on the learning 

processes. They attempted to relate the developmental 

with the operational, using methods such as sequencing and 

imitation to evaluate and measure the development of 

learning. The concern of educators with such testing has 

perhaps tended to overlook many of the unique principles 

attributable to Piaget's theory. These principles 

include thinking being a self-regulating activity, the 

overall diffusion of thinking in relation to an 

understanding of life's situations and most important, the 



intrinsic curiosity of a child. Research concerned with 

attempting to gain some understanding of these principles 

could lead to greater insights into children's learning. 

The cognitive field theorists apply their 

concepts more to the learning situation. They focus 

their meaning of learning on the interaction of the child 

with its environment, and the experiences received, and 

apply this interactional process to the learner/teacher 
~ 

circumstances. Although Gagne has not yet been mentioned 

in relation to the cognitive theorists, it is perhaps 

important to briefly mention his theory in order to 

demonstrate the contrast between his approach and that of 
, 

Bruner's and Ausubel's. Gagne has developed a 

behaviourist approach to learning, which distinguishes, in 

a hierarchical learning model, different types of 

learning, conditions of how learning occurs and what 

outcomes can be expected from learning. These can be of 

use in evaluating cognitive learning and music, but relate 

mainly to descriptive terms of observable learning 

sequences. Bruner and Ausubel, on the other hand, consider 

the meaning of learning rather than its conditions. 

Their theories are similar to one another in that they 

construct hierarchical models of conceptual thinking 

structures, linking them to the environment rather than to 

age. It is through these structures that connections and 

interactions occur, leading to understanding in the 

learning processes. Both Bruner and Ausubel also 



consider the learner/teacher relationship and Ausubel in 

particular has applied his learning theory to teaching 

techniques. His 'comparative organisers' provide a 

conceptual frame of reference for activity and actions in 

the learning and teaching processes, which help emphasize 

learning for skill acquisition. 

In summary, two cognitive theory viewpoints, 

developmental and field, have been discussed. These 

encompass biological and environmental development, and 

the learning of information and skills. Questions arise, 

however, relating to the approaches of these theorists to 

the acquisition of knowledge. For example, the question 

might be asked whether the theories of Piaget, the Neo

Piagetians, Bruner and Ausubel, allow for expansion and 

change in a learning situation. Although these cognitive 

theorists provide many valuable insights into the 

acquiring and understanding of knowledge, I believe there 

is a need to consider other theories. Those of Vygotsky, 

Luria and Leont'ev, new to western educational thinking, 

were chosen and now will be examined to see whether their 

ideas could further enlighten current approaches to 

learning. 



Chapter V 

THE 'TROIKA' THEORISTS - VYGOTSKY, LURIA, LEONT'EV 
A REVIEW OF THEORIES AND MUSICAL RELATIONSHIPS 

Meaning is not in a word and not in the 
speaker's soul and not in the hearer's soul. 
Meaning is the effect of the interaction of the 
speaker with the listener on the material of the 
given sound complex •.. Only social interaction 
involving speech gives the word the color of its 
meaning. 

Voloshinov (1929) 
cited in Wertsch (1981:254) 

The 'troika 12 was formed in the 1920 1 s when 

Luria and Leont'ev joined Vygotsky in Moscow to form the 

nucleus of Vygotsky's working group. Luria developed 

Vygotsky's ideas (referred to later) on language and 

cognitive development in the areas of neurophysiology, 

neuropsychology, developmental psychology, 

neurolinguistics, and cross-cultural studies. Leont'ev 

consolidated and integrated Vygotsky's ideas into a theory 

of activity. This theory, which has been developed over 

the past four decades by Leont'ev, provides a theoretical 

framework used widely in Soviet psychology today. 

To see how Vygotsky's ideas have been utilised 

by Luria and Leont'ev, I propose to examine Vygotsky's 

theory of conceptual thought and language; Luria's theory 

of brain functioning and Leont'ev's theory of activity. 

2. 'Troika' means a group of three. 



Concepts that lend themselves to a relationship with music 

also will be examined and discussed. It is important to 

realise at this stage that the 'troika' do not use musical 

examples in their research. Their research was concerned 

with language, although Luria did isolate some musical 

associations in brain damaged patients. 

Vygotsky 

Vygotsky, a Russian psychologist publishing work 

in the late 1920/1930 1 s, utilised the Marxist-Leninist 

theory: 

That all fundamental human cognitive activities 
take shape in a matrix of social history and 
form the products of sociohistorical 
development. 

Luria (1976:5) 

His research attempted to show that the history of the 

society in which a child lives, and the experiences a 

child has throughout his/her development in that society, 

will mould a child's patterns and levels of thinking. He 

extended this view by assuming that: 

advanced modes of thought - conceptual thinking 
- must be transmitted to the child by means of 
words so language becomes a crucial tool for 
deciding how children learn to think. 

Thomas (1979:332) 

His theory of conceptual thought investigates the 

conscious thought processes and considers the relationship 



between thought and language. These studies arose out of 

conflicting theories regarding the relationships between 

thought and speech. One such theory claimed thought was 

silent speaking: another that thought was independent of 

language, which was a tool for communicating thought. 

Vygotsky's theory evolved from a belief that: 

Word meaning is a phenomenon of thought only in 
so far as thought is embodied in speech, and of 
speech only in so far as speech is connected 
with thought and illumined by it. It is a 
phenomenon of verbal thought, or meaningful 
speech - a union of word and thought. 

Vygotsky (1972:181) 

The theory developed further into the thesis "that word 

meanings evolve" and "change as the child develops and in 

the various ways in which thought functions" (1972:185). 

He saw thought and speech as separate functions, one 

representing nonverbal thought and the other nonconceptual 

speech. As the child developed, these functions were 

seen to meet and overlap at a juncture represented by 

'verbal thought', that is concepts which acquired word 

labels. Thomas (1979:334) says that Vygotsky, when 

referring to verbal thought, meant "a concept as an 

abstraction, an idea that does not represent a particular 

object but rather some common characteristic shared by -

or some relationship - among diverse objects". Concept 

formation is discussed further by Vygotsky (1972), as 

being the result of a complex activity in which all the 

basic intellectual functions take part: 



The process cannot however be reduced to 
association, attention, imagery, inference or 
determining tendencies. They are all 
indispensable, but they are insufficient without 
the use of the sign, or word, as the means by 
which we direct our mental operations, control 
their course, and channel them toward the 
solution of the problem confronting us. 

(1972:283) 

In relating his thought-language theory to a 

child's development, Vygotsky believed that the child's 

informal and formal education through the medium of 

language,influenced his/her conceptual thinking: 

If the environment presents no such tasks 
(problems that demand the formation of 
concepts), makes no new demands and does not 
stimulate his intellect by providing a sequence 
of new goals, his thinking fails to reach the 
highest stages or reaches them with great delay. 

(1972:283) 

He suggested that "studying the child's ontogenetic3 

development not only helps us understand the child's 

thought and speech but also serves as the most practical 

method for estimating the phylogenetic4 development of the 

species" (Thomas, 1979:336). From such studies Vygotsky 

concluded that speech proceeds through a developmental 

hierarchy of four stages, governed by the same principles 

3. Ontogenetic refers to the origin and development of an 
individual. 

4. Phylogenetic refers to the evolution of a race/species 
or a feature of that race/species. 
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as those relating to other mental operations that employ 

signs, for example memory aids. He also outlined three 

stages in conceptual thought development. 

of stages combine in the following way: 

These two sets 

l. Primitive speech stage (birth to approx. 2 

years); the time before the function of language 

overlaps the function of conscious thought. 

2. Naive psychological stage (around 2 years); 

functions of thought and language begin to merge~ 

thinking of things in unorganised 'heaps' through 

subphases to thinking in reformed 'heaps'. 

3. Egocentric speech stage (around 3 to 6 years); 

interaction between thought and speech to produce 

conceptual or verbal thought expressed vocally; 

beginning of thinking in complexes through five 

subphases of - associative complexes, collection 

complexes, chain complexes, diffuse complexes to 

pseudoconcept complexes. 

4. Ingro~th speech stage (decline of egocentric 

speech; around 7 to 8 years); problem solving by 

internal thinking; thinking of things by means 

of true concepts (cited in Thomas, 1979:336-343). 

Vygotsky's theory shows the development of 

thinking through the use of language as a tool. There is 



no reason not to assume that music could be used as a 

similar tool for symbolising the development of thinking. 

While studying Vygotsky's theory certain statements appear 

to have a direct bearing on music.
5 

statement is: 

The first such 

Thought undergoes many changes ... it finds 
its reality and form in expression. 

(1972:187) 

Vygotsky uses speech as the medium in this instance but 

music could apply equally well. Through music, the 

inner, meaningful aspects of thought are externalised 

through the playing, vocalisation, movement to and 

creating of music. Music can thus serve as the medium 

whereby an outward expression of inner thought and meaning 

is provided for others. It does not necessarily have to 

convey the same meaning to everyone, just as words do not, 

but it fulfils the intellectual function of externally 

expressing internalised thought. 

The egocentric speech stage became an area of 

controversy between Piaget and Vygotsky. Piaget 

theorised that egocentric speech has no function in the 

child 1 s realistic thinking or activity; its history was 

one of involution rather than evolution. Vygotsky 

indicated that the function of egocentric speech was 

similar to that of inner speech (thought): 

5. Some of the statements are paraphrased. 
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It does not merely accompany the child's 
activity; it serves mental orientation, 
conscious understanding; it helps in overcoming 
difficulties; it is speech for oneself, 
intimately and usefully connected with the 
child 1 s thinking ... it goes through an 
evolution, not an involution. 

(1972:193) 

Such a statement opens the way for another insight into 

the formation of knowledge. By referring to Vygotsky's 

developmental hierarchy it can be seen that the egocentric 

speech stage allows interaction between thought and speech 

to produce conceptual or verbal thought expressed vocally. 

By substituting the word 1 music 1 for the word 1 speech 1 and 

'musically' for 'vocally', the use of music can be 

extended in a similar way to the use of speech in aiding a 

further understanding of the evolvement of knowledge. 

A spoken word can convey a sense of many 

impressions relating to feelings, meanings or ideas. As 

Vygotsky writes: 

It becomes possible to convey all thoughts, 
feelings and even a whole chain of reasoning by 
one word. 

(1972:203) 

It is through 'tone', defined in its most simplistic form 

as 'musical sound 1 (Oxford Dictionary, 1975), refined by 

modulation - the varying and regulating of pitch in sound 

- that subtle, differentiated meanings of a word are 

implied. Vygotsky (1972:202) quotes an excerpt from 

which six different interpretations are relayed by the 



"one short unprintable word" - harshness, doubt, 

excitement, reasoning, joy, questioning. One could no 

doubt add many more, but the point to be made is that the 

written word requires a lengthy explanation to convey the 

context in which it is to be viewed, whereas the spoken 

word, through tone, can reveal the immediate context in 

which it is to be understood. 

Vygotsky says we usually prepare in our thoughts 

what we are going to write down - a sort of thought plan, 

before we actually commit it to paper. He calls this 

mental draft "inner speech" (1972:204). By applying this 

idea to music, it is found that varying musical 

experimentations would allow for 'draft' forms of inner 

speech. For example, the musician practising alone, 

attempting to place his/her inner speech to a musical 

phrase, would experiment with many nuances before the 

final rendering of the phrase would convey the meaning 

he/she sought. Such draft forms would reflect the 

assimilation of a combination of musical forms through the 

mental processes, for example the rhythmic placement of 

notes, the interpretation conveyed by tempo and the 

sound of the note groupings. This leads to the role 

-music can play in the "wordless 'communication' of the 

most complicated thoughts" (1972:204). Vygotsky 

discusses this in relation to the psychology of 

understanding between partners who function, as it were, 

on the same wave length of understanding, thereby reducing 



the need for external speech. Improvisation can provide 

such an opportunity. Through a musical dialogue, or 

conversation, instrumentalists or vocalists are able to 

express internal thoughts which are based on a mutual 

understanding of the use of sound for meaning and 

explanation. By taking the idea of communication a step 

further it can also be seen that the expression of oneself 

through musi½ allows the individual to convey special 

meanings relating to situations that are often too 

difficult to be expressed in words. 

According to Vygotsky (1972), every thought 

creates a connection, fulfils a function, solves a 

problem. Sometimes, however, a thought process cannot be 

verbalised. He says: 

Thought has its own structure, and the 
transition from it to speech is no easy matter. 

(1972:208) 

He describes how the theatre faced this problem of 

interpretation of meaning: what the author wrote compared 

with the author's actual intention; or the thought of the 

author behind the written word. Musicians face a similar 

problem in their grasping of a fugue or a symphony. 

meanings did the composer wish to have conveyed by his 

What 

harmonies? Other questions thus arise - is it perhaps 

easier to play music than to verbalise? or to express 

through music the thought that is behind the written word 

or note? Vygotsky proposes the use of a sign, a word, as 



the means for cognitive activity. In this instance the 

use of music as that sign is suggested to help solve the 

problem of transition. 

The use of music as a sign will be discussed in 

the next chapter. It is sufficient to say at this stage 

that by substituting 'music' for Vygotsky's use of 'word', 

as has been done in the last few pages, music could go a 

long way toward providing an understanding of how thought 

functions. 

Luria 

Luria's approach to the study of mind was 

influenced by Vygotsky, whose work provided a basic frame

work wherein Luria developed his research. There are 

three Vygotskian themes which appear to have specifically 

shaped Luria's ideas: 

1 . The genetic, or developmental explanation of 

ontogenesis for understanding human s ocia l and 

psychological processes. Luria {1981) 

subscribed to Vygotsky's view that in order to 

understand human social and psychological 

processes it is necessary to trace them back to 

their origins. Wertsch writes that Western 

psychologists would categorise this research as 

cross cultural but: 



that a more appropriate term from Luria's 
perspective might be 'cross historical' as 
Luria's primary concern was with how 
cultural institutions, that appear at 
different points in socioeconomic history, 
influence human reasoning processes. 

(1981:3) 

2. Interaction in the social environment influenced 

conceptual thinking. Luria saw a need to 

understand the relationship between human 

consciousness and material activity. He argues: 

One must seek the origins of conscious 
activity and 'categorical' behaviour not in 
the recesses of the human brain nor the 
depths of the spirit, but in the external 
conditions of life. Above all, this means 
that one must seek these origins in the 
external processes of social life, in the 
social and historical forms of human 
existence. 

(1981:25) 

Luria stressed the importance of social 

interaction, particularly in relation to the 

processes of speech production and speech 

comprehension, which involves the communication 

of information between people. 

3. Sign systems link, or mediate the social and 

psychological processes. Both Vygotsky and 

Luria used language as a sign system, which they 

argued was important for the semiotic functions 

of generalising or abstracting. 



Wertsch (1981) ties neatly together the three themes 

pertaining to Vygotsky, by saying that each theme makes 

the other viable - that social interaction gives rise to 

psychological processes •.. linked by speech. He says 

that it was "this line of reasoning which led to 

Vygotsky's ideas about the role of egocentric and inner 

speech in the emergence of human cognition" (1981:6). 

Luria also applied the same principles in his account of 

the regulative function of speech - inner speech (thought} 

- and used ontogenesis to trace it from its earlier social 

interactional origins. 

It is perhaps necessary to consider other 

relevant factors directing Luria's research, which he 

incorporated into a Vygotskian framework. 

One major influence came from the area of 

linguistics and semiotics - the generalising or 

abstracting function of language. Jakobson (cited in 

Wertsch, 1981:9), a linguist, through his work on aphasia6 

provided Luria with many of the ideas which led to a 

classification system for categorising speech disorders. 

Luria (1981) developed a set of dichotomies to distinguish 

types of aphasia which allowed for contrasts to be made 

between different language processes. He used these to 

examine the problem of the cerebral organisation of speech, 

which involved the speech production processes and the speech 

6. Aphasia means loss or impairment of the ability to 
use language (Myers and Hammill, 1982:30). 
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comprehension processes. Through the analysis of changes 

in activity resulting from focal brain lesions 

(ontogenetic analysis of the brain proved inapplicable 

here due to the hcomplex and unique organisation of speech 

activity", Luria 1981:212}, Luria distinguishes between 

differing cerebral processes of speech production - those 

involved with transition from thought to speech, and those 

involved with mastering the language system. Such 

analysing of the cerebral organisation of speech activity 

provided new insights for both psychologists and 

linguists. 

Another significant factor relating to Luria's 

research was his interest in neurophysiology. Wertsch 

(1981) describes the Russian and Soviet tradition of 

analysing the neurophysiological mechanisms involved in 

psychological processes which scientists such as Pavlov 

were involved in researching. This was rather misleading 

for wastern scientists who associated Pavlov with 

behaviourism. It was, however, Pavlov 1 s research and ... 

his analysis of the processes of inhibition and 
excitation which plays a central role in Luria's 
account of the relationship between cortical 
functioning and psychological processes. 

(Wertsch, 1981:11) 

Further work by other scientists, such as Bernstein 

(1967~cited in Luria:1981) on the physiology of movement, 

allowed Luria to expand neurophysiological foundations in 

his Vygotskian framework. In a look at the development 



of the regulative function of speech (analysed further in 

Chapter VI), Luria (1981) shows how he viewed the problem 

in a Vygotskian framework, which was dependent on certain 

neurophysiological conditions. 

Research involving brain-damaged adults led 

Luria to develop a brain functional system. Luria was 

opposed to strict localisation theories of the brain, 

where specific behaviours were supposedly located in 

specific areas. He divided the brain into three 

principal functional units and proposed: 

A series of dynamic functional systems of 
behaviour each primarily emanating from a 
specific area of the nervous system but 
depending for efficiency on other parts of 
the brain. 

Grabham (1980:16) 

The three principal functional units Luria divided the 

brain into were: 

The first unit which is located in the reticular 

formation of the thalmic nuclei in the brain 

stem. It is responsible for regulating cortical 

tone (arousal or wakening). 

The second unit is located in the posterior part 

of the cerebral cortex on the convex surface of 

the hemispheres, and includes the occipital 

(visual), temporal (auditory), and parietal 

(general sensory) regions. It is responsible 



for receiving, analysing and storing information. 

The third unit is located in the frontal lobes in 

the anterior regions of the hemispheres. Its 

function is the programming, regulation and 

verification of incoming information (Luria, 

1973). 

Luria emphasized that interaction between these three 

units allowed co-ordination and integration of the units 

in neurological functioning. The concept of a brain 

functional system makes feasible the idea that not one 

possible structural system is involved in cognitive 

ability, but that the ability should be viewed as a 

"functional system that can rely on any one of several 

chains of supporting links" (Wertsch, 1981:20). For 

example, the memory system has many links in a cognitive 

process. If some of these become damaged, resulting in 

brain lesions, in some cases the functional system can be 

reinstated if the damaged link in the chain can be 

replaced with another functionally equivalent link. 

The Neo-Piagetian theorists, in their discussion 

over the nature of endogeneous forms relating to the 

structuralist model, mention variables independent of the 

developmental stage. Amongst the variables listed are 

cognitive abilities such as simultaneous and successive 

processing. In his work relating to the cerebral cortex, 

Luria distinguishes these two basic forms of integrative 



activity, by which different aspects of the outside world 

are reflected,as the simultaneous and successive 

processes. 

The simultaneous processes integrate individual 

stimuli arriving into the brain as a single entity related 

in space. Luria elaborates further: 

The synthesis (or putting together to make a 
whole) of separate elements into simultaneous 
groups may take place during direct perception, 
during retention of traces of previous 
experience and during the performance of complex 
intellectual operations. Consequently we may 
speak of perceptual, mnestic, and intellectual 
levels of simultaneous synthesis. 

(1966:74) 

He gives an example relating to hearing on the perceptual 

level, where not only timbre and pitch relationships, 

rhythms and accents are distinguished, but also 

simultaneous associations of sounds or chords. These are 

all incorporated into a plan of spatial relationships. 

On the mnestic level, music can be used as an example of 

the processes of organisation in a series, or sequences, 

to be memorised. By taking a series of sounds, these can 

be repeated several times in varying ways to form a 

musical phrase, which can then be viewed as a simultaneous 

system. Expansion into the intellectual level is more 

complex, however, involving the synthesis of elements into 

whole simultaneous groups. Luria writes: 



The grasping of any system of relationships 
is impossible without arrangement of the 
elements into a simultaneously surveyable 
scheme. 

(1966:76) 

It is possible to view it this way with music. In a 

musical movement, a series of sounds, which are formed 

into musical phrases, are assembled into recognisable 

musical sentences or sections which all relate one to the 

other to form a movement. A series of these movements, 

by providing variety and differences in tempo, dynamics 

and timbre, combine effectively together into larger 

musical compositions such as a concerto, or a sonata or 

symphony. Thus sound, phrases and movements in a system 

of meaningful relationships, integrated in a musical 

composition, can be heard as a surveyable musical 

'whole'. 

stimuli. 

The successive processes integrate individual 

These arrive sequentially, one after the other, 

into the brain. The processes are found in different 

spheres, such as the auditory and motor areas, and at 

different levels in the sensori-motor, mnestic and 

intellectual processes. Luria writes: 

Each link integrated into a series can evoke 
only a particular chain of successive links 
following each other in serial order. 

(1966:77) 

Consequently, successive processes are not surveyable as a 

whole. He gives an example of the synthesis of elements 



into successive series by mentioning rhythmic or tonal 

melodies which are organised in time. By taking this 

idea and expanding it in the musical sense, it is found 

that beat, a unit of time, falls regularly into groups of, 

for example, two or three. These combinations,when 

grouped into bars at regular intervals, build up into 

phrases and so the onward movement of beat leads one 

forward in musical time. 

Luria (1981) has demonstrated through his 

research on the cerebral cortex how certain brain lesions 

and tumours in different areas of the brain can affect, 

for example, the process and cerebral organisation of 

speech activities. He has been able to isolate areas of 

the brain connected with the articulation of individual 

sound; the articulation of a series of sound; monotonous 

sound; non speech sounds; kinetic (or motion of sound) in 

word articulation; decoding of sound; and the 

intonational and melodic structure of speech. The 

simultaneous and successive processes have been researched 

in a similar way, as have the areas of the cortex 

specialising in the mnemonic processes. Through 

attempting to assimilate and relate the areas of brain 

functioning which Luria associates with speech, sound and 

tone, simultaneous and successive processing, and the 

memory, some interesting facts can be related and 

questions raised. 

chapter. 

These will be discussed in the next 



Leont'ev 

Leont'ev was the other member of the 'troika'. 

He developed a theory of activity which dominates present 

day Soviet psychology. As seen in the section relating 

to Vygotsky, a fundamental concept in Soviet psychology is 

human activity. This activity is not only related to 

external behaviour, but also linked to consciousness. 

Wertsch writes: 

It is the key to understanding the 
relationship between consciousness 
and the objective world. 

(1981:11) 

Conscious activity has been previously discussed by Luria, 

who takes the Vygotskian position of finding the origins 

of conscious activity in the social and historical 

environment, when he attempts to understand the relation

ship between human consciousness and material activity. 

Leont'ev (1981) also views consciousness from a Vygotskian 

stand. He says: 

Consciousness is not given from the 
beginning and is not produced by nature: 
consciousness is a product of society, 
it is produced. 

(1981:57) 

Such a statement opens the way for consciousness to be 

investigated as a problem for psychology, as will be seen 

later. 



Leont'ev (1981) argues that the key to the 

process for developing knowledge about the world lies in 

the activity an individual engages in. He extends this 

idea into an historical relationship by saying ... 

that as the structure of social interaction in 
labour changes over history the structure of 
human thinking will change as a result. 

(1981:39) 

Leont'ev integrates this Vygotskian emphasis on history 

into his analysis of the various levels of activity which 

lends support to the social origins of cognitive 

processes. Other Vygotskian ideas will soon become 

apparent, for it was out of Vygotsky's research on the 

role of language and speech and the use of sign systems in 

human activity, that Leont'ev developed his theoretical 

framework. The theories of the Soviet philosophers and 

psychologists Marx, Engels, Rubinstein and Bernstein also 

were considered by Leont'ev. By examining features of the 

theory of activity it shall be seen how Leont'ev 

integrates Vygotsky's ideas along with his own original 

work into a viable theory. 

There are six major features to Leont'ev's 

theory of activity: 

the analysis of activity 

goal-diPectedness 

activity is mediated 

the developmental OP genetic explanation of 
activity 



social interaction 

internalisation. 

Each of these features will be briefly examined, bearing 

in mind their function within the execution of activity. 

At this stage music will be related in detail only to the 

analysis of activity. Some musical examples will be 

given, but musical relationships linked to other features 

of the theory of activity will be discussed in the 

following chapter. 

The analysis of activity was an original idea of 

Leont'ev's. It covers three levels of analysis - actions 

on the basis of their goals and operations. However, 

before any activity actually takes place, there has to be 

a perceived need recognised by an individual. It is 

through this need that a goal is defined - the object of 

an activity. This goal in turn then defines the thinking 

which results in activity. Leont'ev (1981) also 

identifies the concept of a motive. He says that an 

activity's object (goal) is its real motive and that 

although there is always some need behind it, there can be 

no activity without a motive. Leont'ev elaborates: 

We call a process an action when it is 
subordinated to the idea of achieving a result, 
i.e. a process that is subordinated to a 
conscious goal. Just as the notion of a motive 
is tied to an activity, so the notion of a goal 
is connected with the notion of an action. 

(1981:60) 
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These interactions are illustrated in Figure I. 

NEED/MOTIVE 

could be a thought/behaviour 
but planned intellectually 

FIGURE I INTERACTION IN ACTIVITY 

This simultaneous process describes the arrival of need, 

motive, goal and thought stimuli into the brain as a 

surveyable 'whole' to start the process of activity. 

Within activity there are actions - the intellectual 

working out for oneself of new ideas, thoughts and their 

associated goals, and operations - the conditions or 

behaviour necessary for the attaining of that goal. 

Leont'ev sees the difference between actions and 

operations as particularly evident when tools are used in 

actions. He says that in order for a person to carry out 

certain operations he/she must know how to use the tool 
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and so "every operation is the result of the 

transformation of an action" (1981:64). Learning to play 

the violin can be used as an example. Initially, every 

operation such as contacting the strings of the violin 

with the bow is an action which has to be thought out in 

relation to the goal of learning to play the violin. 

Gradually this action becomes included in another complex 

action such as tempo, that is, the speed at which the bow 

contacts the violin strings. It is now that the 

contacting of the violin strings with the bow becomes one 

of the methods for carrying out this action. That is, it 

becomes an operation necessary for performing the action 

of tempo. The operation becomes automatic as the skill 

is mastered and another action acquired until finally the 

goal of learning to play the violin no longer has to be 

thought out, as he/she is now actually playing the violin. 

Through such an analysis, each segment of 

activity - action, goal, operation - can be viewed as an 

entity in itself allowing for investigation into 

similarities and differences within each of these 

segments. Wertsch discusses the possibilities that 

Leont'ev's analysis allows; 

These functional criteria result in the fact 
that one of the actions involved in an activity 
in one situation may be considered to be an 
entire activity in another situation. Also, a 
variety of different segments may often be 
employed in what is counted as one activity -
that is, an activity may be carried out in a 
variety of ways by employing different goals 



(with their associated actions) under different 
conditions (with their associated operations). 

(1981:19) 

It was out of such premises that Luria developed his 

concept of a brain functional system. This system, as 

seen already in relation to memory, allows for a damaged 

part or link in the memory system to be replaced with 

another link that is functionally equivalent. 

Music as an activity could be analysed also with 

reference to action, goal and operation as entities or in 

a relationship. A musical activity will now be 

constructed as an illustration. A need and a motive, 

however, have to be first identified to enable this 

example activity to take place. The need? To 

personally express music. The motive? Music. Goal 

selection for this example activity will determine the 

activity. The goal? To master playing a musical 

instrument so that one can express music as one wants it 

to be expressed. Leont'ev also identifies intermediate 

goals along the way,which in this example activity could 

be obtaining a musical instrument on which to play and 

learning to play this instrument, before the final goal 

can be realised. The example activity would therefore 

look like that in Figure II. 
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ACTIONS 

/ 
ACTIVITY 

~ 
OPERATIONS 

t 1 

what is expression 
in music etc. 

how to use the 
violin to express 
music 

➔r 
MOTIVE INTERMEDIATE GOALS GOAL 

l l 
pllying music obtaining a musical 

instrument of 

l musical 
instrument 

learning to play mastered 
musical instrument 

FIGURE II : AN EXAMPLE MUSICAL ACTIVITY 

The analysis of music through an example 

activity offers possibilities for music as an activity to 

be i nvestigated in many ways. Questions as to how a need 

is recognised; a motive can arise; a goal defined; the 

intellectual process of action viewed; the conditions of 

the operation carried out~ could be answered through 

investigations of behaviour concerning each individual 

segment or in a system of relationships within a music 

activity. 

The goal-dire c ted feature of the theory of 

activity has an important r ole. As has been seen in 



the analysis of activity, it is the goal that determines 

an action. Also,in the course of that goal being defined, 

a need and a motive have to be recognised before any 

activity can take place. Intermediate goals are 

identified too as activity, not immediately directed 

toward the final goal but toward a series of minor goals 

which eventually culminate in the final goal. It is 

sufficient to say, without going into too much detail, 

that Leont'ev views the goal as crucial for providing a 

cognitive process in activity. He sees the goal as a 

focal point through which activity, such as the forming of 

needs, motives, actions and operations is directed. The 

ways in which goals are actually formed is a concern of 

current Soviet research. This research raises the 

possibility of investigating how goals are selected and 

what activity is concerned with selection. Such 

investigations in relation to educational activity and 

social activity could provide significant information for 

educators in the future. 

The third feature of the theory of activity is 

that activity is mediated. Vygotsky was interested in 

the use of a 'tool' and a 'sign' in mediating activity and 

has used language both as a 'tool' and as a 'sign' in his 

research to illustrate the development of cognitive 

activity in children. An interest in semiotics, the 

science of sign systems, led Vygotsky to extend the idea 



of mediation by 'tools' to mediation by 'signs'. 

explains why: 

Wertsch 

In order to manage many of the psychological 
tasks involved in coordinating one's efforts 
with others and in self-regulation, humans use 
sign systems to mediate their efforts. In the 
ontogenetic realm he [Vygotsky] was interested 
in how children come to understand various 
things about sign systems. He was particularly 
concerned with the role these signs can play in 
self-regulation. 

(1981:24) 

Although Vygotsky claimed that speech was the 

most widely used and important means used by people as a 

sign system to organise social interaction, to regulate 

others and to regulate oneself, he did not limit the use 

of signs to language. He saw sign systems as also 

directing attention, in abstraction, as a form of 

indication and in general as a means for controlling human 

behaviour (cited in Wertsch, 1981:24). 

To consider distinctions between the use of 

'tool' and 'sign', memory will be looked at. 

writes: 

Vygotsky 

The very essence of human memory consists in the 
fact that man actively remembers with the help 
of signs. 

(1977:68) 

He says that in one sense the use of a 'tool' and the use 

of a 'sign' are similar, that is the sign acts as an 

instrument of psychological activity similar to the role a 

tool has in labour. However, the essential difference 



between the two is seen in their different orientations 

to human behaviour. Vygotsky sees the function 

of the 'tool' as externally orientated: 

It is a means of man's external activity aimed 
at mastering, or triumphing over nature. 

(1977:72) 

He gives an example of external activity used in the 

process of memorising, a knot tied in a handkerchief to 

serve as a reminder (1981:138). By using the 

handkerchief as a 'tool', the tying of the knot in the 

handkerchief is the external activity in the act of 

remembering. A parallel music example comes to mind of 

music scores scattered with large pencilled exclamation 

marks to serve as 'reminders' for a change of expression 

or tempo. 

The 'sign', on the other hand, Vygotsky sees as 

internally orientated: 

It is a means of internal activity aimed at 
mastering man himself. 

(1977:72) 

Through internal activity, human social processes and 

thinking are mediated by sign systems which communicate 

and control behaviour. Such internal activity can also 

shape the process of memory, as will be seen in the next 

chapter. 

Developmental or genetic explanation features 

next in the theory of activity. This theme has been 



utilised by Vygotsky in his developmental hierarchy of 

speech and conceptual thought stages, which he linked to 

the ontogenetic development and phylogenetic development 

of a child. He has also related these developmental 

stages to the operation of memory and arithmetic. 

Three forms of development in the developmental/ 

genetic approach are analysed in an attempt to explain a 

child's learning process. These are: 

ontogenesis - the origin and development of an individual 

phyZogenesis - the historical evolution of a race/species, 

or feature of that race/species 

microgenesis how a psychological process develops in an 

individual over a short period of time. 

Vygotsky studied this in connection with 

skill acquisition during experimental or 

training sessions (cited in Wertsch, 

1981:28). 

It was considered that the study of each of 

these forms was necessary for understanding the way past 

and present influences defined the manner in which a child 

was able to think and learn how to think. 

The fifth aspect of Leont'ev's theory concerns 

social interaction. Leont'ev writes: 

If we removed human activity from the system of 
social relationship and social life, it would 
not exist and would have no structure. With 
all its varied forms, the human individual's 



activity is a system in the system of social 
relations. 

(1981:47) 

Vygotsky (1981) has emphasized the influence of 

society in his developmental approach. 

emphasis further he says: 

Extending this 

Cognitive processes in individuals do not 
somehow magically emerge out of social 
interaction; rather, by coming to master the 
mediational means of social interaction, the 
child masters the very means needed for later 
independent cognitive processing. 

(1981:190) 

In discussing the social foundation of cognition, 

Vygotsky (1981) looks at the interpsychological plane (or 

level) and the intrapsychological plane of intellectual 

functioning. The interpsychological plane involves the 

social interaction which occurs when a child needs help 

from someone else in an activity. The intrapsychological 

plane occurs when a child is capable of managing an 

activity by him/herself. The development of inner 

speech, for example, begins first as social speech on the 

interpsychological level. On this level adults interact 

with a child directing his/her activity with speech. 

Gradually the child progresses to the stage of being able 

to use speech as a 'tool' to discuss plans and 

associations with activity. Leont'ev would term this an 

operation. As seen in the analysis of activity the 

operation of learning to play the violin accumulates 
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various musical skills. The intra-psychological level 

appears when a child reaches the stage of inner speech -

thought itself, and is able to carry out activities from 

his/her own thinking. Referring again to the example 

musical activity, this would be seen as the playing of the 

violin as one wanted to play it. 

The sixth feature of the theory of activity -

internalisation - involves considering the transition 

period between the interpsychological plane to the intra-

psychological plane. It is in this transition period 

that egocentric speech occurs. Piaget's view - one of 

involution, and Vygotsky's view - one of evolution, have 

been previously discussed. Both Piaget and Vygotsky were 

concerned with the process of internalisatifon and agreed 

it was more than an external activity carried out 

internally. 

approaches: 

Differences between the two lie in their 

Piaget's approach is concerned primarily with how 

a child abstracts and internalises certain 

logical features of his/her actions carried out 

with the physical world. 

Vygotsky 1 s approach is concerned primarily with 

how the child internalises certain features of 

activities that are social and cultural in 

nature, 



The physical world of Piaget's approach could be seen as 

'the here and now'; the social and cultural nature of 

Vygotsky's approach is more related to the past, present 

and future. 

Leont'ev describes internaiisation as: 

The term applied to the transition that results 
in the conversion of external processes with 
external material objects into processes carried 
out on the mental plane, on the plane of 
consciousness. In the transition these 
processes often undergo specific transformations 
- they are generalised, verbalised, abbreviated; 
most importantly they can be developed further. 

(1981:55) 

As previously mentioned, when discussing conscious 

activity, consciousness can be investigated from a 

Vygotskian viewpoint. It is here in the process of 

internalisation, as Leont'ev has described, that 

consciousness is formed. By identifying the process of 

internaiisation as more than the 'transferral of an 

external activity to a pre-existing, internal plane of 

consciousness' (Leont'ev:1981:57), consciousness can be 

investigated as a psychological problem. (see Figure III). 
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EXTERNAL ACTIVITY 

1 
~rocess of internalisation 
~ where )' 

CONSCIOUSNESS is formed 

/ L 
verbalisation/ 

sound 
generalisation abbreviation 

-t 
CAN BE DEVELOPED FURTHER 

t 
FIGURE III THE PROCESS OF INTERNALISATION 

Although music has not been inter-related with 

all the features of Leont'ev's theory of activity at this 

stage, it does not infer that music has no relationship. 

As stated at the beginning of this discussion on the 

theory of activity, music will be linked with the other 

features in the next chapter. The primary aim of 

outlining the theory of activity at this stage has been to 

provide a pertinent, albeit brief look at the essential 

ideas of the theory. Presenting too many new concepts 

together could lead to a confused and unidentifiable 

picture of Leont'ev 1 s theory of activity and indeed of the 

1 troika' activity. 
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Wertsch outlines a framework for some of the 

various features of the theory of activity: 

The notion of internalisation is concerned with 
the ontogenesis of the ability to carry out 
socially formulated, goal-directed actions with 
the help of mediating devices. 

{1981:32) 

It has been Leont'ev, however, who has provided an 

analysis of activity and constructed a theoretical 

framework out from these concepts of activity. Luria 

also has been able to utilize concepts from the anaZysis 

of activity, to develop his brain functional system within 

the 'troika' emphasis on deveZopmental explanation, social 

interaction and a mediating sign system. Thus the 

'troika' research becomes more discernable as a process of 

relationships wherein each integral part can stand alone 

or together. 



Chapter VI 

THE 'TROIKA' THEORIES, MUSIC AND COGNITIVE ACTIVITY: 
THE DEVELOPMENT OF A THEORETICAL FRAMEWORK 

In scientific circles a theory is generally 
conceived to be an estimate of the truth rather 
than a definite statement of the truth. 

Thomas (1979:22) 

A number of recognised cognitive theories of 

learning have been reviewed and analysed. By attempting 

to link music to some of the concepts expounded by these 

theorists, one becomes aware of the possibilities music 

can offer in relation to cognitive development. Each of 

the theories discussed in the previous two chapters 

propose ways for arriving at the potential truth of 

learning. At this time, the 'troika' theories appear to 

allow a wider means of application to the processes of 

learning. 

Piaget's and Vygotsky's compatibility over the 

concept of internalisation have been discussed. 

(1981) recapitulates: 

Wertsch 

When a process becomes internalised it may 
become 'more powerful' than the original 
external process ... 

Wertsch (1981:32), 

Although Piaget and Vygotsky agree on this point they 

differ on others. These differences relevant to 

cognitive development, some of which have been noted 

previously, are summarised: 



egocentPic speech: 

Piaget preoperational stage/preschool -

kindergarten; 

it has no function in the child's 

realistic thinking or activity; 

its history is one of involution. 

Vygotsky - egocentric speech stage in his 

language development model; 

development: 

Piaget 

a transition period from the inter

psychological level of activity to 

the intrapsychological level of 

activity; 

its history is one of evolution. 

proceeds towards socialization; 

assumes structures of thinking are 

there and then develop; 

experience affects development and the 

structure develops. 

Vygotsky - proceeds towards conversion of social 

relations into mental functions; 

experience doesn't slot into the 

structures of thinking but actually 

shapes cognitive development which is 

not inherent but socialised knowledge. 



internalisation: 

Piaget emphasis on physical world: 

'essentially equates internal cognitive 

activity with logico-mathematical 

structures' (Zinchenko and Gordon, 

1981:87). These arise when a child 

interacts with the external physical 

world: 

evolving of knowledge restricted on the 

basis that only certain operations and 

mathematical forms of knowledge from 

the physical world can be internalised 

for the development of intelligence. 

Vygotsky - emphasis on social and cultural: 

movement of external operations inward 

by process of 'rooting' (Vygotsky, 

1981:183): 

3 types of 'rooting': 

juncture type - juncture joins 

given stimulus with response 

undifferentiated type - smoothing 

out of the differences between 

external and internal stimuli 

mastering - structure of process is 

mastered. 



forms of knowledge are continually 

evolving; have evolved out of earlier 

forms and will develop into different 

forms in the future. 

The unique aspects of the thinking of Vygotsky 

and of the 'troika' is the recognition of the evolution of 

knowledge and the process of internalisation. Such 

thinking allows for the possible extension of investiga

tions into learning capacities and learning potential 

which could have implications for learning in general. 

In order to discuss how such investigations might be 

achieved, the 'troika' theories in relation to music need 

to be considered further. In Chapter VII, an application 

of these implications to the learning disabled child will 

be attempted. 

As mentioned in Chapter V, Leont'ev's theory of 

activity provides possibilities for a means of 

investigation through the feature of mediation, the use 

of a 'tool' or a 'sign'. Vygotsky envisaged a 'sign' -

internally orientated, as an extension of a 'tool' -

externally orientated, as a means of mediating activity. 

This can be related to music - music as a 'tool' in an 

external activity role and music as a 'sign' to mediate 

internal activity. In order to see if this is a feasible 

proposition, it is perhaps necessary to examine the 

concept of the 'sign' in more detail. This can be done 



by examining the research of Leont'ev's son, A.A. 

Leont'ev. In an article written in 1981, he discusses 

how signs are utilised in human activity. In the true 

sense of the theory of activity, his goal is to provide an 

analysis of the category of meaning. 

First there is a need to identify 'sign'. A.A. 

Leont'ev (1981) defines three separate concepts - the sign 

image, the sign model, and the sign as a thing. He uses 

the term 'sign' in this last context and relates it to 

language "as a material, linguistic 'body' included in 

human activity" (1981:245). It is in the content of sign 

that A.A. Leont'ev sees the nature of meaning emerging 

through two systems: 

the sign's objective content - its real and 

functional characteristics in activity 

the sign's subjective content - where it is seen 

as a psychological formation in the 

consciousness. 

The subjective content of the sign A.A. Leont'ev 

(1981:248) expands further into two invariants - a 

cognitive invariant and communicative invariant. The 

cognitive invariant derives from social activity which is 

consolidated in the sign and called a concept. The 

communicative invariant results from the activity of using 

the sign and is usually called meaning. A.A. Leont'ev 

says that it is through the correlation of these facets of 
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the sign that meanings develop: meanings which are ... 

a form of the presentation of reality 
in consciousness. 

(1981:249) 

A.A. Leont'ev (1981:250) also discusses other 

components of meaning in activity linked to the subjective 

content of the sign and the objective content of the sign, 

but not reduced to cognitive or communicative invariants. 

These are: 

the sensual influences - through visual images 

or perceptual images in general; the activity 

behind the sign is the means of correlating the 

content of the sign with the senses 

the potential depths of realisation and meaning 

behind a sign in a person's consciousness which 

can be diff erent i n different signs 

the personal sense of meaning in the sign 

the emot i onal influence the sign can have. 

A.A. Leont'ev (1981:252) sees the communicative 

invariant in the subjective content of the sign as having 

a separate system of rules in activity. He refers to 

operations (behaviour) transferring cognitive features to 

the use of signs; operations corresponding to a given 

meaning and operations in combining signs into higher 

order processes. 



Through such an analysis of the sign, A.A. 

Leont'ev provides a perspective of meaning which allows 

for its various components to be viewed and related in 

activity. He emphasizes, however, that meaning and sign 

do not emerge in activity without that Vygotskian concept, 

the processes of soaial interaction (1981:253). 

A.A. Leont'ev's sign analysis integrated into 

the work of Vygotsky, Luria and Leont'ev, adds to a 

substantial background of significant information which 

has accumulated concerning cognitive development. An 

attempt to utilise such information is now possible. By 

taking Vygotsky's developmental hierarchy model, Luria's 

brain functional system, and Leont'ev's theory of 

activity, a theoretical framework can be developed using 

music as a 'tool' to mediate information processing in an 

external activity role. Music as a 'sign' will be used 

to mediate the internal activity of consciousness and 

internalisation in information processing (see Figure 

IV:118). Such a theoretical framework could provide some 

valuable insight into the processes of cognitive 

development. In considering such a possibility each 

section of the proposed framework will be discussed for 

its potential application. 
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As mentioned previously in Chapter V(:105), 

Vygotsky has applied his developmental hierarchy model to 

the other learning processes outside language, namely the 

development of operations or behaviours in memory and 

arithmetic. By studying the development of memory 

learning aided by signs, one can begin to see a possible 

relationship with music. Vygotsky's four developmental 

stages are based on intellectual response processes and 

each stage could allow for the operation of memory to be 

viewed through music, the sign. By taking each stage the 

intellectual responses can be examined through music: 

( 1 ) Primitive stage: the response to a complex 

structure with primitive means. Vygotsky 

(1981:177) says that in the primitive stage a 

child's behaviour is determined by the immediate 

look of the resources. For example, a child 

who for the first time is given a notated music 

sheet and musical instruments, such as chime 

bars, would ignore the music sheet and play at 

random on the chime bars. This is because 

he/she would have no knowledge of a relationship 

between the notes on the music sheet and the 

notes of the chime bars. 

(2) Naive psychological stage: children accumulate 

and master certain experiences by using signs in 

an external way. The previous example can be 



extended to include naming various notes on the 

music sheet and naming various chime bars. A 

relationship is thus introduced whereby a note 

on the music sheet has the same name as that of 

a chime bar. This relationship is an external 

association between two objects. The child 

does not understand the true nature of the 

relationship but through practical associations 

like that described, gains experience in a naive 

psychological way. Such practical use of signs 

aids memory. Vygotsky writes that a child's 

memory grows stronger with repetition: 

A child through operating with objects, 
carrying out movements, mastering some 
qualities of the objects and learning how 
to approach them ... begins to understand 
how one must remember and what memory 
involves. 

(1981:181) 

(3) Stage of using external signs: a child knows 

that the presence of signs assists in carrying 

out an operation, for instance the note on the 

music sheet is connected with that of the chime 

bar. By establishing this connection the child 

can then begin to make new connections. This 

is the important point in Vygotsky's model 

wherein children can organise stimuli in order 

to achieve a response. In other words, new 

connections are created by appropriate 



reasoning. Thus, in music the child begins to 

form an association of the written note with a 

given sound. A number of these written notes 

can then be organised as a number of sounds to 

construct a tune. Gradually these written 

notes and associated sounds can be extended into 

a variety of sound combinations and tunes. 

(4) External reactions are internalised: a child no 

longer needs external stimuli because any 

external operation has its internal 

representation. In a musical learning process 

a child reaches this stage when he/she knows how 

a written musical note sounds internally, that 

is,he/she knows the concept of the acoustics of 

a sound. The child then no longer requires a 

written musical score in order to create, 

improvise and play a tune or melody. Similarly 

in sight singing, a notated musical score can be 

sung from the memory of how a note sounds in 

relation to other sounds. 

Reference to Vygotsky's process of 'rooting' 

(1981:183) was mentioned earlier in this chapter, in the 

discussion of Piaget's and Vygotsky's concept of 

internalistion. The 'rooting' process shows how an 

operation becomes internalised. There are three basic 

types of what he calls 'rooting' which is a form of 



transplant whereby in a series of movements directed 

inwardly, knowledge is acquired. By referring to the 

developmental stages of intellectual response through 

music it is possible to see how this happens. First, 

there is "rooting of the juncture type". In the present 

context, this could be described as the joining or linking 

of written notated music to the notated instrument and 

sound. Second, there is "undifferentiated rooting" 

wherein the operation gradually eliminates differences 

between external and internal stimuli. Thus a given 

written musical note becomes the same as a given musical 

sound. Finally, the third type of 'rooting' occurs when 

knowledge of that sound becomes mastered and internalised. 

From then on this knowledge of sound can be used without 

the need for an external stimulus. Once sound is known the 

possibilities for its usage are infinite ... 

Some possibilities were considered previously in 

Chapter V (: 82), when music was substituted for language 

as the 'tool' in Vygotsky's model of the development of 

thought. This illustrated a relationship between music and 

thinking. An understanding of how music might provide 

insights into thought function was gained when 'music' was 

substituted for 'word', in Vygotsky's usage. The 

additional knowledge of the development of meaning 

contributed by A.A. Leont'ev (1981), in the content of 

sign, could be linked to the relationship of thought and 

music in the following ways: 



thought and meaning can be expressed through 

music 

musical activity helps in understanding 

relationships and meaning in the evolving of 

knowledge 

thoughts, feelings, reasonings, meanings, ideas 

can be conveyed by tone 

thought plans and meaning can be worked out in 

musical experimentation 

communication of meanings through musical 

improvisation 

use of musical sound to convey special meanings 

too difficult to express in any other way 

varied interpretations of meaning and intent, for 

example a composer's work, can be communicated 

through music 

use of music for the transition between thought 

and expression, thought and meaning. 

Just as Vygotsky saw thought and language as 

separate functions so thought and music can be seen 

similarly, that is a relationship revealing insight into 

the understanding of thinking. As demonstrated, this 

relationship expands by adding meaning. By identifying 
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the operation of memory with music, and by showing how an 

intellectual response can be viewed through its use as a 

sign in the developmental stages, music takes on another 

dimension for utilisation in knowledge acquisition. 

The possible application of Luria's concepts to 

the proposed framework will now be discussed. 

Luria (1973) developed his brain functional 

system from a concept that functional criteria can be 

considered either as an entity, or in a relationship. 

Leont'ev, in his analysis of activity, identified action, 

goal and operation in activity, in a similar way. 

(1976) also viewed memory as a functional system. 

the human memory as ... 

Luria 

He saw 

a very complex structure. It is a grave 
mistake to view it as a simple recording, 
storage and retrieval of information. 
Memorising is a highly complex process of 
analysis of incoming information, followed by 
its selection and coding. Recall is an equally 
complex process of choosing the necessary 
systems of connections from all possible 
alternatives, performed by goal-directed 
mnemonic activity. Naturally, various systems 
of the brain participate in this activity and 
each makes its own particular contribution. 
Mnemonic activity, therefore, will be disturbed 
differently depending on the location of the 
lesion. 

(1976:345) 

By viewing the memory as a functional system, 

Luria was able to identify the many links in a cognitive 

process. This allowed a damaged neurological link or a 

non-functional link in the cognitive process, to be 



replaced in some instances by another functionally 

equivalent link. For example, a deaf child can be given 

visual clues which are more effective to him/her in aiding 

impaired auditory perception. In this regard,the 

learning sessions for the deaf children at the 

Landesinstitut fur Horbehinderte in Salzburg, discussed in 

Chapter III (:52), place an emphasis on visual skills to 

imitate listening, rhythm, length of beat, stopping and 

starting. Many of the activities involving these 

children feature a drum. The beater of the drum thus 

becomes the visual vocal point for learning auditory 

skills. 

Luria used language as a sign system in his 

research but as has been shown with Vygotsky's model, music 

can also be applied. Luria has used words such as 

'melody', 'rhythm', 'sound', 'tone', mainly in a language 

context in his research. However, these same words 

clearly have musical significance. By considering these 

words together with simultaneous and successive processing 

and memory, some general observations can be made. These 

observations are not applicable in all situations since 

Luria's research was restricted to the dominant 

hemisphere. Despite this, some generalisations for 

cognitive learning in relation to music education can be 

identified. 

Lesions or damage in the left temporal region of 

the brain results in disturbances to phonetic and speech 



sounds as well as memory. The successive processes are 

disrupted in the articulation of a series of sounds and in 

sound combinations and words, resulting in the inability 

to find the correct sequence of sound. Difficulties in 

perception, retention and the reproduction of serially 

organised sound such as in speech and words is also 

experienced. Not all the mnemonic processes are affected 

however. Tone-intonational qualities such as doubt and 

certainty, interrogative and declarative, are retained and 

tonal relationships such as the identification of two 

varying musical themes remains undisturbed,as does melodic 

and rhythmic hearing. Luria (1973) observed that 

although lesions to this region of the brain affect speech 

hearing,musical hearing remains unimpaired: 

This means that such apparently similar mental 
processes as musical hearing and speech hearing 
not only incorporate different factors, but also 
depend on the working of quite different areas 
of the brain. 

(1973:41) 

In contrast to the successive processes, simultaneous 

syntheses are apparently unaffected by damage in this 

brain area and long term semantic memory remains intact. 

Luria does say that this is often difficult to test 

because of speech defects but it appears that the 

essential semantic threads of a novel read, events that 

have happened in the past, and a grasp of chronology are 

retained. Questions therefore arise concerning musical 



hearing in relation to tone, melody and rhythm, 

simultaneous syntheses and long term semantic memory. It 

is possible that in some way these can be co-ordinated and 

utilised for educational purposes. 

Another area of the brain which poses 

interesting educational questions for music, brain 

functioning, and memory relationships is the left 

occipital-parietal. Lesions in this region affect the 

simultaneous processes wherein the whole of a perceived 

situation cannot be appreciated at once and conceptual 

relationships cannot be properly understood. The 

successive processes are not affected however. The 

musical skills of reproducing rhythmic structures smoothly 

and retaining a complex rhythmic series, is likewise 

undisturbed. Fluency in speech is also unchanged and 

musical melodies can be understood and evenly played. On 

the other hand, problems exist over the synthesising of 

beats into a single group and in the analysis of the 

number of beats that form a rhythm. Perhaps this could 

have a bearing on the logical grammatical relationships of 

speech, the recollection of words and choosing words with 

appropriate meaning. Also of potential interest and a 

point for further consideration is that these impediments 

result not from a weakening of the memory traces but from 

a deterioration in selectivity (Luria, 1981:229). Often 

lesions which affect several areas of the brain can cause 

an.overlapping of some of the relationships discussed. 



One needs to be aware, for example, of lesions in the 

parietal-occipital-temporal area where simultaneous 

syntheses are unaffected in the parietal-occipital, but 

successive syntheses are unaffected in the temporal. 

This overlapping of some of the relationships leads to a 

consideration of an area in the second unit in Luria's 

functional system, the zones of overlapping. 

The zones of overlapping allow the integration 

and organisation of verbal, visual and kinaesthetic 

information. Their principal role is the conversion of 

successive stimuli into simultaneously processed groups 

which allow for the memorising of organised experience. 

Another function they perform is in the transition of 

higher order intellectual activity such as analysis or 

synthesis to symbolic relationships. This function is 

essential for the conversion of concrete perception into 

abstract thinking. The zones of overlapping usually are 

not fully operational until a child is around seven years 

old. It has been found, however (quote Crawford, 

1985:personal correspondence), that as people grow older 

they organise what they perceive. They learn what a 

symbol represents and respond accordingly. A musical 

example would be the name of a tune triggering the 

recollection of its associated melody. Crawford says 

this is important in problem solving and other creative 

activity, since it provides the link between the affective 

and the cognitive. 



Reference to other brain areas can also be made: 

the left frontal region: Damage to this area 

disturbs the successive processes of sound and the 

sequence retention of the required order of sound. 

The articulation of a series of sounds, but not 

individual sound, is thus impaired. This could 

explain why the kinetic motion of melody is also 

affected. 

the left frontal parietal: Lesions to this region 

cause similar and contrasting sounds to be 

confused. A mixture of simultaneous processing -

the parietal, and successive processing - the 

frontal, could be involved. 

the right temporal: This area is unconnected with 

speech. However, phonemic hearing is affected by 

lesions in the left temporal area but is not in 

the right temporal area. 

can produce: 

Luria writes that this 

disturbances of perception of complex 
rhythmic combinations or combinations of 
sound of different frequencies and are 
manifested sometimes as a disturbance of 
the hearing of music ••. called sensory 
amusia. 

(1973:137) 

Whether the use of sound as in tone, harmonics and 

melody can be considered for educational means, or 



whether such knowledge is useful mainly for 

diagnostic purposes relating to brain injury, 

provides an interesting and thought provoking 

exercise. 

This plan of relationships between musical 

associations, cognitive processing and memory raises some 

interesting possibilities for learning. 

First, Luria's theories relating to the 

simultaneous and successive processes, two 

parallel modes of thinking functioning in the 

brain, provides new insights into the workings of 

mental processes. Little mention has been made 

of motor skills or the sensori-motor level, as 

this discussion is primarily concerned with a more 

complex level of cognitive thinking. Luria's 

theory provides a model which can reveal at 

varying levels - the perceptual, mnestic and 

intellectual levels - the integrative activity 

taking place in the cerebral cortex. In applying 

this information to music education, the 

simultaneous processses allow for a system of 

relationships, or the knowing of how three, four 

or more elements integrate to make a whole. 

These processes can provide a semantic form of 

organisation useful in the acquisition of long 

term memory. As seen in Chapter V(: 93 ), 

clumping a lengthy musical composition into 



recognisable, meaningful movements helps to commit 

it to memory. Successive syntheses, a series of 

links following each other in sequential order, 

also have implications for educational experiences 

with children whose short-term memory functioning 

is low. It allows for a compact idea, for 

example a musical theme, to be expressed in 

detail. For instance, musical notes organised 

in a sequence can be readily imitated and 

identified, particularly if the theme is melodic. 

Non-sequencing often disadvantages the non

learner or non-achiever, especially in language. 

Words may be learned but the ability to work out 

what comes next, in for example sentence 

construction, is impaired. 

Second, Luria views memory as a functional system 

wherein the cognitive processes have several 

supporting links. If one of these links is 

damaged or not functioning adequately for a 

particular learning task such as sequencing, 

another link such as a simultaneous process can 

replace the non-functional link. As already 

stated, a damaged link,like one concerned with 

sound perception,can be replaced with visual clues 

to prompt auditory skills for those children low 

on auditory perception. 



Third, the zones of overlapping need to be 

carefully considered for their role in converting 

successive stimuli into simultaneous processes, 

and perceptual information into cognitive 

thinking. These have implications for learning 

and memory. 

Luria has demonstrated empirically that 

functional regions work together with a degree of 

interchangeability. While brain damage does cause blocks 

in memory and learning, Luria's functional system allows 

for ways around these; one such way could be through 

music. 

The theory of A.N. Leont'ev will now be 

considered for its role in the proposed theoretical 

framework. 

Leont'ev's (1981) theory of activity provides a 

structure of concepts which allows for each to be examined 

as a separate functional unit within the structure. 

Music,so far in this examination,has been associated with 

the analysis of activity which incorporates aspects of the 

goal-directed feature of the theory of activity. The 

mediating and internalisation features of the theory have 

been also utilised to demonstrate how memory learning can 

be linked to music in a Vygotskian developmental model. 

Luria has extended the functional possibilities of this 

through his brain functional system. Associations of 



music with other theory of activity features still to be 

considered,are the developmental/genetic explanation and 

cultural and social interactions. 

By recalling the feature of developmental/ 

genetic explanation, social and cultural links in the 

consideration of a child's ontogenetic and phylogenetic 

development can be seen. This varies from the notion of 

genetic development, which considers the genes a child may 

inherit from the parents in a child's development. The 

'troika' felt that a child's development could only be 

understood by looking at the way he/she develops in a 

society which is naturally influenced by its history and 

culture. Luria researched this idea in Central Asia in 

the 1930's by examining how the culture of a society can 

influence cognitive processes. Recent research in 

America, concerned with intelligence and environment 

amongst the American Blacks and American Japanese, found 

"Differences in cultural backgrounds produce differences 

in both cognitive patterns and forms of social 

interaction" (De Vos, 1980:112). Such a finding leads 

one to look further at cultural and social interactions. 

Cultural and social relationships are 

continually emphasized and reinforced through almost every 

concept of activity. In fact, Leont'ev (1981) says that 

activity would be non-existent without them. It is the 

interaction of cultural and social influences which are 

common to each of the 'troika' theories. Their view is 



that a person does not simply find external conditions to 

which his/her activity is adapted, but rather that society 

and culture produce the activity for the individual. The 

discussion in Chapter V(:106) considered how the adult 

directs and influences the child on an interpsychological 

plane of soaial interaction. It is on this level where a 

child develops knowledge. thoughts and cognitive 

processes through interaction with other people and the 

environment. Much of Vygotsky's research was directed 

towards this level of social interaation and showed how 

the future cognitive development of the child was 

dependent both on the history and the environment of the 

society in which the child lived. 

The process of internalisation discussed in 

Chapter V(:107) should also be mentioned. It is within 

this concept that consciousness, not seen as absolute in 

the 'troika' interpretation, and information processing -

interpsychological and intrapsychological - are shaped. 

In the 'troika' view such shaping would occur through 

cultural and social factors in activity. 

There are implications for music education 

generally in this concept of cultural and social influence 

in activity. 

Schools states: 

The New South Wales Curriculum for Primary 

Music is a significant part of the cultural 
heritage of every nation and race. Not only 
has each country its own traditional music 
reflecting the habits and customs of its people, 



but many nations have added to the common store 
of music. As part of the culture of man, music 
can make its own contributions to enrich the 
life of the home, the school and the community. 

(1963:9) 

This recognition lends weight to music preserving and 

transmitting cultural values within a society. But what 

are these cultural values? Without becoming involved in 

a lengthy dissertation relating to culture, it is 

sufficient to say that these values are ones that are 

transmitted from the past, learned and shared within 

social interaction. Concern could be expressed over what 

is transmitted from the past particularly in relation to 

music education. As discussed earlier, this appears to 

be rather limited and specialised in Australia. Since 

the concern at this time is for the present, an emphasis 

needs to be laid on the values then that are learned and 

shared within social interaction. The Vygotskian concept 

of social intePaotion is thus directly relevant in its 

potential application to a child's cognitive development. 

A child's cognitive framework is shaped by experience 

which comes from social interaction in the environment. 

Obviously then, learning experiences within that social 

environment will influence the knowledge a child perceives 

as relevant, useful and worthwhile. 

The confluence of Vygotsky's developmental 

hierarchy, Luria's brain functional system, and Leont'ev's 

theory of activity into a theoretical framework allows for 
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a plan of associative relationships linking music activity 

with cognitive development. Such a framework could have 

implications for all learning. Clearly, however, it 

provides a means of investigation into knowledge 

acquisition which could be relevant to the learning 

disabled child. 



Chapter VII 

AN APPLICATION OF CONCEPTS FROM THE THEORETICAL 
FRAMEWORK TO THE LEARNING DISABLED CHILD 

I am only one, 
But still I am one. 
I cannot do everything, 
But still I can do something; 
And because I cannot do everything , 
I will not refuse to do the something 
that I can do. 7 

Edward Hale 

By linking together relevant concepts in the 

'troika' theories, a theoretical framework has been 

formulated (refer Chapter VI, Figure IV:118). 

stated, this framework provides a new means of 

As just 

investigation into learning. The ideas that emerged from 

the discussions in each section of the theoretical 

framework have implications for learning in general 

(discussed in Chapter VI), but particularly for the 

learning disabled child, features of whom were reviewed in 

Chapters II and III. 

From a consideration of the theoretical 

framework, the following points are seen as being 

particularly pertinent to the learning disabled child: 

memory 

how thinking develops 

the use of a 'tool' or a 'sign' for mediating 

activity 

7. Friend of Helen Keller; (quoted in 'Helen and 
·Teacher', J.P. Lash, Delacorte Press, New York, 1980). 



a bPain functional system allowing a degPee of 

intePchangeability 

the cognitive activities of simultaneous and 

successive pPocessing 

social intePaction. 

Thus, Vygotsky's developmental hierarchy of 

operations or behaviour provides a model for viewing 

memory and thought processes; Luria's brain functional 

system allows for identification of those areas of the 

brain associated with simultaneous and successive 

processing, memory and music; and Leont'ev's theory of 

activity provides a structure within which the concepts of 

Vygotsky and Luria can be linked through cultural and 

social interaction. In the theoretical framework, music 

is the means by which these concepts are expressed. 

Music as a: 

'tool', mediates information processing in an 

external activity role such as through the playing 

of musical instruments, singing, moving, listening 

and creativity 

'sign', mediates the internal activity of 

thinking, meaning and memory in information 

processing. 

Such usage of music can be integrated with most 

educational activities; a simple example might be the 



singing of maths tables, spelling words or language 

concepts. 

The power of the 'tool' and the 'sign' as 

mediating devices has been emphasized by Vygotsky 

(Wertsch, 1981:24) not only in relation to cognitive 

development but also for controlling behaviour. One can 

readily identify with the number of times signs such as 

written symbols, body movement or vocal have controlled 

the way one acts or behaves. Sound, as was discussed in 

Chapter V(:83), in relation to a spoken word, can imply 

through 'tone' many feelings, ideas or meanings which 

inhibit or promote actions. Body movement, through 

stance or gesture, for example the use of Australasian 

signing for added meaning in singing, also can communicate 

in a similar fashion. In some cultures, such as those of 

the Aborigines and Japanese, body movement plays a 

considerable role in communication. 

Music has been associated with the development 

of memory learning in each of the models of Vygotsky and 

Luria. Such associations postively identify music as a 

cognitive developing activity. However, social 

interaction determines how, and to what extent, the 

cognitive development will be positive, negative or non-

existent. This notion of social interaction, as will be 

shown, has particular consequences for the learning 

disabled child. 



The rationale of music, written in Chapter I, 

attempted to discuss music and its multi-facet nature. A 

major attribute, referred to in Chapter I(:13), was the 

non-threatening environment music can provide wherein a 

child can "find relaxation, self-confidence and poise". 

It is the social environment which in many instances 

affects the learning disabled child. The role of the 

teacher, clearly, has a considerable influence on the 

motive and goal selection in an activity of a learning 

disabled child. However, whether the activity in which a 

child engages provides development of the cognitive 

processes will depend very much on social interaction with 

the teacher within that activity. An example will 

illustrate this point. Recently, in England, I was 

teaching the song 'Sing a Rainbow', to a class of eleven 

learning disabled children with I.Q. 's around 60-70, using 

Australasian signs. These children previously had not 

seen Australasian signing and so to introduce the concept 

we learned to first sign 'Good morning'. After 

considerable practice in signing 'Good morning' amongst 

ourselves, it was decided to sign 'Good morning' as a 

surprise for the classroom teacher who at that time was 

absent. Learning the signs for 'Sing a Rainbow' 

proceeded with a lot of fun, coloured scarves, movement 

and enthusiastic singing. Various teachers came and went 

at odd times to view the session, which continued with 

varying participation from all members of the group for 



about thirty minutes. Towards the end of the session, 

the classroom teacher arrived. Immediately, four boys 

sat down, one or two children looked undecided, and a few 

continued working obliviously for a few moments until 

realising the teacher had arrived. Sensing the change, I 

quickly brought the session to a close but, first, hinted 

to the children they should sign 'Good morning' to the 

classroom teacher. A few children obediently, but half

heartedly, signed while the others sat like statues. 

What had happened, then, in a few minutes to a 

group of children intent upon the activity of combining 

song words with signs with obvious enjoyment? As a music 

teacher, unattached to a 'home' class, I believe positive 

social interactions are a necessity for any understanding 

in learning to take place. This is especially so when 

music sessions are short, and often infrequent. One soon 

becomes aware, through contact with varied classroom 

situations, of social interactions negating acquisition of 

meaning and knowledge. Such negativity is 

disadvantageous to the learning disabled child. The 

worth of any activity for a child can only be measured by 

the child in terms of his/her individual experience with 

that activity. Often the adult view of interpersonal 

interaction is emphasized in relation to the educator, who 

finds him/herself isolated in a professional sense through 

working with the learning disabled. But consideration is 

needed for the child, who already is socially isolated by 
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being learning disabled. Further isolation will occur as 

a result of negative social interactions in learning 

activity. Thus it is essential that learning 

interactions of a positive nature take place. It is 

important to place the learning disabled child in a 

positive learning situation. In such a situation he/she 

can acquire a musical skill, for example learning to play 

a recorder or sing a song. A positive social interaction 

with other children might then develop. The child can 

begin to participate as a member within a group, play or 

sing in unison, and experience the feeling of belonging in 

a social situation which will have direct bearing on 

his/her learning and its associated behaviour. 

The 'troika' would argue that music is not a 

given talent but is acquired through exposure and 

experience. Such a statement is not intended to provoke 

a discussion on the role of genetic or environmental 

factors in the acquiring of musical talent for much, in my 

view, depends on what is meant by talent. In my 

experience of teaching music to children, from the 'elite' 

to the profoundly handicapped, there has been no child 

that has not in some way responded to an element of music. 

Because of this, I would agree in the most part with the 

implication of the •troika' view. However, one must also 

consider the possible degree of ability and aptitude in 

children which can be greater in some than in others. 

Davies (1978} discusses the difficulties in measuring 



musical ability and musical aptitude. He writes that in 

the normal course of events, the term 'ability• is used to 

describe a particular level of performance at a 
particular point in time •.. The ability is acquired 
over a period of time, and has involved a learning 
(environmental) component, and an aptitude (innate) 
component. 

(1978:1 1 1) 

Davies (1978) says that people learn through their 

interactions with particular environments, some of which 

allow abilities to develop and some which do not. It is 

aptitude, the innate factor, that influences the level of 

ability. 

The present concern is not with attaining levels 

of ability in musical performance, but rather with music 

aiding in the development of cognitive processes in the 

learning disabled child. It would therefore appear more 

to the point to discuss how need and motive, those 

requirements which precede any activity (see Leont'ev, 

Chapter V:97), can be related to music. Two obvious ways 

are again through cultural and social influences. 

is little evidence that culture, apart perhaps from 

singing the national anthem, influences the learning 

There 

disabled child through music education. The process of 

social interaction is thus left as the means through which 

need and motive can be identified with music. A child 

exposed to music through enjoyable experiences will soon 
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find a need and motive for music. From these experiences 

goals can be defined which result eventually in musical 

activity leading toward cognitive development. An 

example comes to mind of an autistic child to whom I had 

taught music but not seen for many months. He initially 

ignored me upon our reunion and went to play on the 

computer. Several moments later he turned to me with a 

smile and said, "When can we have the next concert, 

Tricia?" Obviously he had enjoyed, and was able to 

recall, participating in the end-of-year concert. In 

that concert he had happily tapped an 'ostinato' on a wood 

drum, although his rhythmical ability is limited. He had 

also danced, participated in singing - one a song to which 

he had helped contribute the words, the other sung with 

Australasian signing - and played in the recorder group 

following letters of notes from a chart. The music 

activity this child had been exposed to evidently had 

provided cognitive development in a pleasurable way. 

Such pleasure thus provided a need/motive for further 

similar activity. 

The ideas of Vygotsky and Leont'ev are concerned 

more with the interpsychological level of intellectual 

functioning, wherein a child 1 s cognitive processes are 

shaped through social interaction with other people and 

the environment. Luria, on the other hand, is concerned 

with the intrapsychological level of intellectual 

functioning which a child attains when he/she can do the 



thinking necessary for an activity. This occurs in the 

zones of ovePlapping (reviewed in Chapter VI:128), which 

are involved with converting successive stimuli into 

simultaneous processing. Successive sequencing is often 

disadvantageous to the learning disabled child who can 

become entangled in a sequential learning process, often 

not knowing the meaning or the outcome of the learning 

activity. Such learning does not allow him/her to 

experience the intellectual thinking involved in achieving 

the meaning or, in 'troika' terms, the goal of the 

activity. 

Luria's functional system allows a non

functioning link in a learning process to be substituted 

with another link functionally equivalent, such as 

simultaneous processing. 

simultaneous processing. 

Meaning can evolve from 

It is a surveyable 'whole' in 
• 

which a series of stimuli have been clustered into 

appropriate relationships to provide knowledge 

acquisition. As discussed in Chapter V(:93), the example 

of a musical composition showed that sounds, phrases and 

movements varied by tempo, dynamics and timbre, combined 

effectively into a series of relationships to form a 

concerto, sonata or symphony. A more simplified music 

example, suitable for the learning disabled child, might 

be learning to play a tune. This tune could be heard 

several times as a 'whole', seen as a notated 'whole', and 

moved to as a 'whole'. The notes comprising the tune 



could then be clumped into bars and into phrases. These 

would now be played as a series of relationships learned 

in the process of forming a 'whole' tune. The social 

interaction which takes place while the tune is being 

learned will, of course, influence the cognitive 

processing involved with comprehending the organisation 

and patterns in the sounds heard. 

As a music teacher, I have already applied many 

of these above-mentioned principles in teaching the 

learning disabled child. 

disabled children: 

Therefore, I have seen learning 

who cannot write a story, compose words of a 

song, and create from that song a play to 

perform to the class 

with limited writing skills, develop a tune on 

• chime bars as a group or individual effort and 

write the notes out on paper 

compose a tune (in 
4
2 , 3 or 4 time) on the 

4 4 

blackboard, with each child in the class 

contributing a bar and offering suggestions 

with little understanding of number concepts, 

count notes and bars 

with limited language skills, contribute rhyming 

words to create a 'nonsense' song 



with no reading skills, clap or play notated 

flashcards on musical instruments 

with limited body co-ordination, learn to play 

the recorder or a musical instrument and follow 

a conducted beat 

moving to music with freedom and enjoyment 

listening to music with complete absorption and 

relaxation 

expressing themselves freely through musical 

activities 

perform to other children in the general 

education system 

and the list could go on ... 

It may seem that the intrinsic values music•can 

offer for quality in life have been disregarded in this 

discussion of music and its relation to aspects of 

activity. However, music for the purposes of this 

discussion is seen as just that - an activity. To view 

music as a structure, that is its action, goal and 

operation, or as part of a structure, such as social and 

cultural, or as a 'tool' and 'sign', permits possibilities 

for further investigation of music with associated 

learning activities. The implications this raises for 

learning in general, and for the learning disabled child 



in particular, creates a new educational dimension for the 

use of music as an activity in the acquisition and 

development of cognitive learning processes. From such 

an application of music as a cognitive developing 

activity, an understanding of the intrinsic nature and 

value of music hopefully will emerge. 



CONCLUDING COMMENTS 

Many of the published articles concerned with 

music education and activities discuss affective responses 

and reception, perceptual-motor or sensori-motor, rhythm 

or movement skills. The question of whether music can be 

an effective medium for cognitive learning, however, seems 

to have received little attention. Because the cognitive 

processes play a vital role in the acquiring of knowledge, 

it was felt important to address this question. 

initially to the examination of selected cognitive 

This led 

learning theories. By inter-relating various musical 

concepts, activities and curricula with these theories, it 

soon became evident that music could provide cognitive 

activity in a learning situation. 

The possibilities of applying Vygotsky's thought 

and language theory to music first captured my attention . 
. 

Aspects of his theory that appeared especially pertinent 

were the recognition that knowledge continuously evolves 

in a social context, and that the internalisation of 

knowledge and meaning could be examined through a 'tool' 

or 'sign'. I felt these features, which distinguish his 

theory from other cognitive theorists like Piaget, could 

offer new insights into learning. Together with the 

practical functional system of Luria, and the structure of 

activity designed by Leont'ev, this led to my developing a 

theoretical framework with music activity as its focus. 



The 'troika' theorists provide a different 

perspective from which to view learning. It is their 

emphasis on social interaction and a child's development 

through cultural and social influences which gives a new 

impetus for perceiving learning. The inter-personal 

approach of Vygotsky and Leont'ev in the intellectual 

development and functioning of a child is so relevant to 

all learning. This approach, linked with Luria's intra-

personal explanation of what occurs internally in the 

brain with intellectual functioning, offers a foundation 

from which a learning process can be considered and 

constructed. 

Music can develop cognitive processes in all the 

knowledge acquiring disciplines, such as language and 

mathematics, as well as in the acquisition of physical and 

social skills. I have developed programs which 

demonstrate the educative possibilities music can offer as 

a cognitive developing activity for both the mainstream 

and the learning disabled child. Experiences with these 

programs have been sufficiently positive for me to believe 

it is imperative to create an awareness of their potential 

for learning among educators generally, but especially 

among those in the field of special education. For what 

music can offer educationally, as well as intrinsically, 

has far-reaching implications for learning and the 

learning disabled child. 
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