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The Informal Guidance 

An educational style for the development of the Preparatory Audiation according to 
the Music Learning Theory by Edwin E. Gordon in the Kiitos@21CenturyPreschools 
project 

 

Arnolfo Borsacchi - Audiation Institute Trainer Teacher (Italy), musician, music teacher and educator 

 

The purpose of experience: the development of the Preparatory Audiation.  

MLT is thought and developed basing on the concept of Audiation coined and extensively described 

by Gordon himself in his large bibliographic production. 

Therefore in MLT  the learning subject specifically consists of the musical syntax, namely the set of 

rules holding the relation between the sounds in a specific musical system which is shared by a 

cultural community. We could briefly say that Audiation is that set of processes and abilities allowing 

the individual to inwardly orientate and comprehend, through body and mind, the musical syntax 

in an informal and also potentially in a formal way. 

Hence we can identify in the development of Audiation the general and principal objective of the 

pre-school age group musical educational practices which we deal with. 

 

Preparatory Audiation is defined as that particular and fundamental type of Audiation basing on 

completely informal processes and abilities. In other words they belong to a Sensory-Audio-Oral  

learning process level in which the individual, either an adult or a child, learns through musical 

listening, connection with musical models, imitation. In this educational relationship he can 

informally listen, remember, discriminate and infer. 

We recommend the reading of the article, which we have attached to this handbook: “Preparatory 

Audiation: Key processes in music learning”1 

 

The development of the ability to musically express ourselves through an accurate intonation and 

consistent sense of rhythm is strictly connected to the development of the Preparatory Audiation. 

To independently express ourselves musically means to know how to coordinate the sounds that 

                                                      
1 BORSACCHI, ARNOLFO Audiation Magazine, N°0, Milan 2014. www.audiation-rivista.it 
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we sing with those sounds that, whether knowingly or unknowingly evocated in Audiation, make up 

the harmonic and rhythmic syntactic framework of what we are about to sing. That coordination is 

visible in the quality of breathing, movement and voice of the person who sings. This coordination 

ability is the end point of a process passing through listening and imitation. Also during imitation we 

can succeed in coordinating what we sing with the harmonic and rhythmic syntactical architecture  

of the context we find ourselves in, with the difference that those sounds belonging to that 

architecture do exist out of us, as proposed by a model, and that we are not necessarily able to 

evoke them, namely to hear them in audiation. 

 

The age group starting from birth on to 6 years old constitutes a particularly favourable moment for 

the development of Preparatory Audiation because the child has the special ability to learn through 

sensorial and summary processes. More than this: Gordon’s tests show how that learning ability 

progressively reduces until it stabilizes at around 9 years old. For this reason it is very important to 

offer children experiences promoting the development of Preparatory Audiation in order to avoid 

missing a magical and unique moment of learning propensity. 

The Preparatory Audiation is divided into 3 sequential and cumulative types (Acculturation, 

Imitation and Assimilation) and into 7 stages2. During the 7th stage, named Coordination, belonging 

to the third type of Preparatory Audiation, the child will develop musical skills such as inwardly hear 

and know how to express through singing rhythmical and tonal musical ideas coordinated, as we 

have seen before, with the fundamental parameters of the culturally reference musical syntactical 

system, without needing the constant presence of a model. 

For example a child will be able to sing a song alone, coordinating breath, movement and singing 

with the harmonic and rhythmic structure which exists in his audiation. The person who is listening 

will be able, having the same abilities, to identify the accuracy of that musical expression. 

Therefore guiding the child towards the 7th stage of Preparatory Audiation or getting him ready to 

reach it is the specific objective of the pre-school age group musical education practices based on 

MLT. 

A parallel objective is to help the child, or better the children, to develop and enrich their repertoire 

                                                      
2 Ibid. 
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of meaning attributions towards the cultural subject “music”, as elsewhere explained. 

 

[...] Musical listening therefore constitutes an educational experience which first objective is to bring meaning to music 

itself: this bringing a meaning mechanism doesn’t happen in a static and definitive way. On the contrary it happens 

plastically and unpredictably and it brings to the fact that any musical experience  throughout life allows the individual 

to discover new meanings of music that, as we will see, constitute the set of keys which will make him able to open the 

numerous doors looking out onto the possible affordances of music.[...]3 

 

 

The informal Guidance 

With the expression Informal Guidance, Gordon describes the style of the musical education role 

that the adult assumes to be promoting in the child the development of the Preparatory Audiation. 

This means to guide the child through a model, personally putting in place those musical abilities 

that we wish to share with him so that he can give meaning to music in the context of an educational 

and emotional relationship which originates in time a learning process consisting of listening, 

sensoriality, observation, movement, identification of differences, imitation, introspection and 

autonomy. The child is already prepared to engage in this learning process: as for the verbal 

language, the contents provided by his own kind, which can be adults or peers in relation with the 

child, allow him to activate learning processes in regard to which he is attitudinally ready. In fact our 

human species has been able to musically express itself for hundreds of thousands of years: each 

individual is potentially able to understand the way in which his own kind plays with sounds in the 

game of music. 

The educator puts in place two types of Informal Guidance: An unstructured Informal Guidance and  

a structured Informal Guidance. 

The unstructured Informal Guidance takes place when the educator becomes a model of musical 

expression promoting in the child acculturation processes through listening and sensoriality; in the 

structured one, instead, the educator guides the child into the musical dialogue interacting with him 

through specific musical contents chosen basing on the quality of the attempts of musical 

interaction of the child himself. 

                                                      
3 From The musical listening: an experience originating from relation, BORSACCHI, A., 2009 in Acts from the AIGAM 

conference“The listening child” published online by Edizioni Curci – Milan: see note 2. 
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Instead, to carry out an educational itinerary based on the Informal Guidance requires from the 

musical educator to have specific and high-quality musical abilities: a deepened knowledge of the 

learning model, i.e. the MLT and the ability to use the MLT instruments and also the incessant 

research work on the modes of teaching are considered to be fundamental for the actualization of 

the principles of MLT itself and of the Informal Guidance. 

 

The instruments for the actualization of the musical dialogue in the 
Informal Guidance. 

 

When talking about Informal Guidance, as previously seen, we refer to an educational style meant 

for promoting as much as possible the development and the actualization of the processes of the 

Preparatory Audiation. 

In a completely informal musical adult-child relation we can observe how a range of behaviours 

happen to be particularly effective in promoting that learning process. In the Informal Guidance  

those behaviours become the instruments of the educator who must know them, use them 

appropriately and perfect their use. 

Let’s see them in sequence.. 

 

The use of tonal songs and rhythmic chants without words4 

                                                                                                                                                                                                              

The song without words is one of the typical instruments of the educational practice based on MLT. 

They are sung using verbally neutral syllables, in order to make the child listen to musical contexts 

which are not subject to a verbal narrative content and to promote imitative processes. The 

proposed tonal songs and rhythmic chants have the following features: 

 Variety,  understood as diversity in modes and metres.  The sung tonal songs are built on all 

of the possible modal ranges, from those which are more present in the child’s reference 

culture, to the less usual ones. Alongside the tonal songs built on a single mode, the educator 

uses multi tonal songs, which contain modulations between various modes. The rhythmical 

                                                      
4 Borsacchi, 2010 



 

 

 
ERASMUS PLUS KA2- N.º 2015-1-PT01-KA201-013122 – “Kiitos@21stCentury Preschools” 
 

 
 

 

 
5 

chants are similarly built on usual and unusual meters or they can be multi metric, meaning 

that they contain metrical modulations between one metre and another. The variety in the 

repertoire is necessary in order to promote discrimination processes. In fact it has been 

proven that groups of children living the listening and relational experience through a varied 

repertoire, are more likely to easily develop the Preparatory Audiation processes. 

 Complexity: The chosen songs also contain complex melodic and rhythmic phrases that 

provide information on mode, metre and on their harmonic and rhythmic functions in a 

complete and clear way; 

 Shortness: songs must be sufficiently short so to allow the child to acknowledge its identity 

and the global musical meaning, given by listening to the whole song; 

 Repetition: it is the instrument through which the child develops a familiarity towards the 

songs. The familiarization processes make it possible for the discriminatory learning to 

happen not only basing on the temporary recognition of the differences but also on body-

mind complete or partial memorisation processes. The teacher takes therefore care to 

organise the songs repertoire so to present them to the child from time to time, without 

completely giving up on them. 

 

 

The concept of repetition mustn’t therefore be understood with the meaning of “repetitiveness”. 

This characteristic  is typical of that music traditionally meant for children, in which short themes 

made up of few pitches are repeated over and over again.  

 

B) TONAL E RHYTHMICAL PATTERNS5 

While the songs are, as we have previously seen, meant to present musical contexts to the child, 

the patterns are the instruments through which the educator, in the musical dialogue, introduces 

the child to the listening of the contents of the songs, namely of the constituent elements, in terms 

                                                      
5 Borsacchi, 2010 
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of harmonic and rhythmical functions, of the musical syntax they are built on.  

In the Informal Guidance, during the Preparatory Audiation development processes, three tonal and 

two rhythmical patterns types are used. The choice of the type of pattern, in the musical dialogue, 

depends on the musical behaviour of the child the instant the dialogue takes place. 

Tonal patterns: 

There are three types of tonal patterns, which are normally only used after performing songs in 

major and minor (specifically in those cultural contexts where the major and minor modes appear 

to be predominant):  

Acculturation tonal patterns, that are composed of three diatonic pitches (so belonging to the 

mode on which the previously performed song is built on, without alterations or 

modulations) one after another on the degree scale and that are sung in legato6. The 

function of those patterns is that to allow the child to listen to melodic fragments which are 

not significant from the perspective of the harmonic functions, and therefore to create the 

relational space in which he can spontaneously interact with the educator through singing.  

Imitation tonal patterns, that are composed of two pitches: the I° and the V° degree of the mode 

on which the previously performed song is built on, in each one of their possible inversions. 

They are performed in staccato and they mark the beginning of the Structured Informal 

Guidance, in the Imitation Preparatory Audiation type: their purpose is to let the child in the 

musical dialogue through the important tonal function made up of the relation between the 

Tonic and Dominant fundamental sounds. This relation consists of perfect fourths and fifths 

harmonic-melodic movements in between the I° and the V° degree of a mode. Gordon 

observes that when a child in an imitation phase is able to sing that interval, in one of its 

inversion and in a specific context, his audiation starts to decode his reference culture  

musical system. 

Assimilation tonal patterns, that are composed of arpeggios made up of two, three or four 

pitches, created basing on the harmonic functions which characterise the mode on which 

                                                      
6 The term legato, referred to the way in which acculturation patterns are sung, has in time originated many different 

interpretations, bringing confusion in the educational practice itself. Here we will try to solve this issue: with the 
term legato, Gordon means an “articulate legato”, similar to the brass instruments staccato-legato, created through 
a light consonant articulation made without interruptions and silence between the syllables of the three pitches of 

a pattern (Author’s note). Cfr. GORDON, E.E., A Music Learning Theory for Newborn and Young Children, 

Chicago, GIA Publications, 1997, p.68-69) op.cit. 
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the previous song is built: tonic or dominant (I-V7) and afterwards subdominant. As the 

imitation tonal patterns, they are sung in staccato, and their purpose is to present to the 

child, during the Assimilation Preparatory Audiation, the structure of the harmonic content 

of the songs and to help him develop, in the dialogue, a vocabulary and a tonal way of 

thinking referred to the harmonic functions which are underneath the melodic context and 

which are constituent parts of it. Borrowing an expression from the psycholinguistics field, 

we could say that the assimilation patterns directly put in touch the child with the deep 

structure of the musical language syntax.7 

 

These three types of tonal patterns are sung without a rhythmic figure and they must be preceded 

and followed by the action of inhaling, which has a function that we will analyse better in the 

following paragraphs.  

 

Rhythmic patterns: 

For what concerns the rhythmical patterns, which are usually chanted to the child after performing 

a binary or ternary rhythmical chants, they are of two types:  

 

I. Acculturation rhythmic patterns, that are composed of two macrobeats8. On the first one 

we can find microbeats9 and/or divisions and elongations, whereas the second one is 

composed of a whole macrobeat. They are performed using the same metre and time of the 

previously performed chant. Similarly to the acculturation tonal patterns, they have the 

function of making the child listen to rhythmical fragments containing the basic information 

on metre and time of the chant that has just been performed so that his will to access the 

musical dialogue with the educator through singing is empowered;  

II. Imitation/assimilation rhythmical patterns, that are composed of four macrobeats, on the 

1st and 4th of which there are macrobeats and microbeats, whereas the 3rd only contains 

                                                      
7 cfr: PINKER, S.,(1994), The language instinct. How the mind creates language.Tr.it. Mondadori, Milan 1997. 
8 With the term macrobeat, (in Italian also shortened in macro) Gordon indicates what is generally referred to as beat, 

with some differences: e.g. in 4/4 the macrobeat is represented by the crotchet; in 6/8 by the dotted crotchet, in 
3/4 by the dotted minim.  (Author’s note) For further information: see notes 8 and 12. 

9 With the term microbeat, (in Italian also shortened in micro) Gordon indicates, instead, the divisions of the beat: e.g. 
the quavers, in 4/4 and in 6/8; the demi-minims in 3/4.(Author’s notes) 
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microbeats or divisions and in the 4th one we can only find a macrobeat. Those patterns put 

the child in touch with a rhythmically richer context fragment, bringing clear information on 

metre and time of the musical context; both in listening and in chanting the pattern, in fact, 

the first two macrobeats are meant to establish a consistent time and metre preparing for 

singing and listening to the melodic rhythm unit  on the 3rd macrobeat. The last macrobeat 

is meant for ending the phrase. 

 

The rhythmical patterns must be performed inhaling both on the upbeat ideally preceding them, in 

the given rhythmical system, and on the upbeat of the last macrobeat of the patterns themselves. 

About this fundamental characteristic, as said regarding the tonal patterns, we will discuss in the 

following paragraph dedicated to the function of breathing. 

 

c)The voice.10 

We have spoken about singing without words and patterns: let’s see now, how the voice is used by 

the educator in order to make the musical dialogue happen, becoming himself a model for the 

children. 

Gordon tells us that the suitable voice for informally guiding the child in the Preparatory Audiation  

development process is an “unstructured human adult singing voice”11 capable of bringing  

expressive, emotional, relational contents in singing the songs for the children. 

Voice originates from the body in motion and from breathing and together with the knowledge 

about the variety of possibilities of expression that music can bring along, they create a good quality 

educational and emotional relationship that a teacher, instead of acting like a performer on stage, 

can use to share with children the curiosity and the amazement that happens when we focus on 

listening and observing music. 

Voice is known by the child even before birth and it is the privileged channel through which he can 

express musical ideas on the same level of an adult. 

Instead, while singing patterns, the voice clearly emphasizes those contents of the musical syntax 

                                                      
10 Borsacchi, 2010 

11 cfr. FARTO CONTESINI DE MATTOS, WLADIMIR: A articulação da voz na prática do canto sem palavras 

. Audiation Magazine N°2 http://www.audiation-rivista.it/images/articoli/2/02_44_54.pdf 

http://www.audiation-rivista.it/images/articoli/2/02_44_54.pdf
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brought about by the patterns themselves. 

The choice of neutral syllables "Pam"; "Bam"; "Bom" for performing songs and patterns is related  

to the observation of the first syllables through which the child on average verbally expresses 

himself. The syllables also allow a clear, right in tune and rhythmically precise execution of the 

musical phrasing without glissandos or unclear attacks. 

 

d) Movement and body. 

Movement and body, body and movement are those situations in which audiation unfolds, together 

with   mind. Movement can in all respects be a multisensorial and learning practice if the child is left 

free to experience it in a listening and dialogue relationship, observing and interacting with an adult 

who doesn’t move in a stereotyped way and who doesn’t require from the child to execute 

predetermined movements on music. 

Gordon calls “continuous flow movement” that specific kind of movement that he notes to be 

particularly efficient, when acted out by the educator, in supporting and enhancing the sensory 

explorations of the child through a spontaneous movement.  

The continuous flow movement is a motion that explores space in all directions, following the 

musical expression in a free and rhythmically unstructured way.  

When a musician sings or plays with expressiveness e coordination and doesn’t move in a 

stereotyped way generally becomes a model of a continuous flow movement. 

 

e) Breathing. 

Audiation is actualized in the body in motion and in the voice. Breathing is an integral part of this 

process. 

Sensory listening and executing  originates from inhaling and from the related movement: when we 

listen to a song in audiation and when we prepare to execute it with our voice, breathing plays its 

role. Paying attention to the breathing action that follows songs or patterns is similarly important: 

the function of this breathing, as we have seen for the one that precedes songs and patterns, is 

linked to the development of Audiation. Even though in this case it doesn’t prepare the listening of 

a musical idea that will be performed by the educator but rather the listening of those musical ideas 

that, in silence, could originate in the brain, i.e. in the Audiation and could be  potentially be put in 
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place as a response to what it has already been listened.12 

It is also important to notice how that final breathing plays another fundamental role in supporting 

Audiation to acquire some musical syntax essential parameters: in the tonal contexts, in fact, it is 

better to reduce as much as possible the attention of the child towards rhythmical parameters, so 

breathing has got no rhythmical connotation; in rhythmical contexts instead, as we have already 

said in the paragraph on patterns, the final breathing is fundamental for prompting the prosecution 

in Audiation of the time and metre of the given rhythmical context. 

Moreover the worth of this final breathing is noticeably relational: it is the mean through which the 

teacher creates space for a dialogue, letting the children and their interaction attempts in. 

 

f) The gaze 

 

The musical educator gaze embraces the group and it lingers over each child with intensity and 

duration which changes basing on their age, on the quality of the existing relationship, on how each 

child acts inside the group moment after moment. While performing the song, the look between 

educator and child is a symbol and symptom of the shared interest towards the object that has been 

proposed and listened to, the song itself, while during the pattern execution it is used to give sense 

to the dialogue and to identify the other person along with his desires and expressive possibilities.13 

 

g) Silence 

Silence is a privileged place in which we can actualize and develop audiation. 

The introduced contexts and contents, in fact, find  in silence an internal echo allowing those who 

listens and interacts with music to experience the absence of it, to re-think it, to give it a sense 

relating to what was already present in the Audiation, to strengthen the willing to  make it arise 

from the mind again,  to relive the sensory, cognitive, emotive and emotional experience by 

inwardly summoning it or by revitalising it. 

The teacher takes care of this process making sure for silence to be a place where music, together 

                                                      
12 Borsacchi, 2010 
 
13 Borsacchi, 2010 
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with everything that is connected to it, continues to live in the Audiation, in gazing, breathing and 

motion. 

 

h) Imitation and mirroring.14 

The mirroring and imitating, acted by the educator, of the musical and motive responses and 

behaviours of the child, has a major importance in helping the child develop audiation. 

The adult seizes every interaction attempt and he welcomes, magnifies, legitimates and makes it 

objective in the eyes and ears of the child himself and of the group through imitation. 

In the Informal Guidance this tool is fundamental in order to build an educational relationship in 

which adult and child are subjects of a dialogue in which the child is aware that an importance and 

musical worth is given to each one of his musical interaction attempts and to any idea or production. 

The child can this way listen again to what he has produced and he can compare it, in Audiation or  

by listening, with what has been produced by the educator or by any other child: this way the 

musical similarities and the differences can be informally appreciated and the informal 

discrimination and deduction processes  are favoured.  

 

i) The care for the environment and for the Setting of the space.15 

The physical space in which a lesson takes place has some characteristics which make it an 

instrument contributing to the actualization of the musical dialogue and of the learning process. 

The activity takes place in an empty room, big enough to house the group and to allow the children 

to comfortably put in place activities where they can listen in motion and to have the possibility to 

explore around without constraints and obstacles. Meanwhile however a space which is too big  and 

dispersive can make the construction of the musical dialogue hard.  

An environment in which it can be possible to comfortably sit down on the floor, on a parquet or on 

carpets is usually chosen. 

The space is set up with great care by the teacher, who removes, when necessary, everything that 

could become the object of observation, listening, or relation, taking the focus away from music,  

 

                                                      
14 Borsacchi, 2010 
15 Borsacchi, 2010 
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l) The group management. The group as an instrument of learning.  

The group which is composed by the educator and the children, with or without parents, doesn’t 

exclusively consist of a group of people, but rather it has its own identity, generating from various 

elements, such as the shared object of interest, the identity of the individuals in the group, the 

intersubjective dialogue in between them and their relative dynamics and a series of group functions   

expressed by the group through its members, even though not being fixed and static.  

The teacher has to manage the group since its creation, to know how to evaluate its emotional 

condition, to activate strategies aiming to simultaneously protect both the group and the musical 

activity which is the object of the shared interest of the group. 

The teacher can use, alongside with his\her didactic, pedagogic and human resources, a set of 

instruments in order to harmonize the group, to begin or finish the musical activity session, to solve 

moments of tension. 

Strictly connected to this set of instruments is also the temporal management of the different 

moments of the lesson (about which we will talk in the following paragraph).  

Some of these instruments are:  

1) The use of introductive and preparatory activities, such as sitting in circle, keeping the 

silence, breathing and singing a ritual song setting the beginning of the musical activity and 

the interruption of the verbal language. If these instrument appears not to be enough in 

order to introduce children to an activity which has its particular modality of being carried 

out (though this can happen in environments with ambiguous structural and acoustic 

characteristics), the teacher can add new ritual activities marking the entrance into the space 

dedicated to music, giving it different characteristics from the ones children are used to: 

taking off shoes before entering, making a conga line, turn down the volume of the voice 

until it vanishes.  

2) Activities to address and resolve issues between the members of the group, such as the 

Circle time, along with the temporary interruption of the activity, the return to the verbal 

language and, afterward, the resuming of the musical activity; 

The necessity to correctly manage the group during the activity not only derives from the evident 

need to work trying to avoid obstacles, but also comes from the consciousness of the importance 

the work has in a group for children in order to develop the Audiation: Gordon’s insights, confirmed 



 

 

 
ERASMUS PLUS KA2- N.º 2015-1-PT01-KA201-013122 – “Kiitos@21stCentury Preschools” 
 

 
 

 

 
13 

by the discoveries about the Mirror Neurons16, clearly demonstrate how the mechanisms of the 

Peer Education, historically considered to be an educational and learning model in young adult and 

adult groups, also takes place in groups of very young children, where verbal dialogue and exchange 

of opinions and information are substituted by mutual listening, empathy, imitation and emulation 

dynamics. 

Therefore  children, in the group, together with the educator, alternately and dynamically  act as 

cultural expert companions one for another, as we have previously seen:  

This synthesis between an individual exploration and an exploration guided by culture then actualizes in the 

intersubjectivity through identification, empathy, imitation and attachment mechanisms whether a really strong 

emotional relationship exists between the subject and the guide. The observation on how that mechanism aiming to 

give intersubjective sense works brings us to state, along with the recent discoveries in the neuroscientific field, how it 

isn’t necessarily limited to a rationalization or verbalization of the actions carried out on or with the cultural objects, 

but how the guide, or a “cultural expert companion”, stays in a relation with them through body, emotions and 

actions.17 

 
Thanks to this mechanism we know that those children who take part to a musical informal guide 

process in group have major possibilities to develop Audiation and those musical abilities connected 

to it. 

 

m) The temporary management of the educational offers in the activity18 

 

We have just described the importance of managing and organizing the space and the group; it has 

the same importance the way in which the educator manages the temporal sequence of the 

different types of activities, more or less structured depending on the age group of the children, 

during the lesson. 

In doing this the musical educator takes care of the group, understanding its needs and emotional 

state and he takes major care of taking in consideration the precise selection criteria for the 

activities, which have to follow the directions of the MLT. 

                                                      
16 cfr. RIZZOLATTI, G., SINIGAGLIA, C., , So quel che fai. Il cervello che agisce e i neuroni specchio. Raffaello Cortina 

Editore, 2006 
17 From The musical listening: an experience originating from relation, BORSACCHI, A., 2009 in Acts from the AIGAM 

conference“The listening child” published online by Edizioni Curci – Milan: see notes 2 and 6. 
18 Borsacchi, 2010 
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One of these criterias is to work basing on a contrast principle.  

1. In choosing the songs, which are introduced in a sequence presenting one after another very 

different musical contexts basing on mode, time and metre; 

2. In choosing the recreational or motive activities which are, together with the songs, 

introduced to children in order to guide them in the listening. Many categories of 

recreational and physical activities exist: those that keep the group gathered in the middle 

of the room; those that spread it, offering a vast, dynamic and free exploration of the space; 

recreational activities in which movement takes a shape and it is guided in the surrounding 

space; activities intended to promote the individual dialogue through the  patterns; activities 

for relaxation and for listening in silence; lesson beginning and ending ritual activities. 

 

Another fundamental criteria that the educator follows in creating and setting the lesson activity 

sequence originates from one of the most important aspects of MLT: namely the fact that the types 

of preparatory audiation, more than being sequential, are also cumulative and not exclusive19: for 

this reason the musical educator continues to introduce activities aimed at activating the 

Acculturation Preparatory Audiation also with those children who have entered in Imitation, or that 

are working on Assimilation, or Imitation activities also with children that are in the process of 

developing Assimilation.  

The dialogue activities through patterns are  designated for moments of spontaneous dialogue or 

through recreational activities aimed at promoting the willing to engage in singing or in the 

identification of similarities and differences between patterns. 

 

The educational practice: an overview of the instruments.20 

 

How do the previously listed instruments integrate in a musical education session based on the 

Informal Guidance? The following description is meant to be considered as a possible declination 

rather than a rigid scheme. 

                                                      
19 BORSACCHI, ARNOLFO  Audiation Magazine, N°0, Milan 2014. www.audiation-rivista.it 
20 Borsacchi, 2010 
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The welcome. 

The musical educator waits for the children by the door of the music room and invite them to enter, 

to be silent and to sit in a circle together with him. The educators following them act as mediators 

between the group of children and all of the educators are activity companions for the children.  

The interruption of the verbal language is communicated as a fundamental rule: the educator guides 

the children to understand that it is possible to stay together in a musical relationship without 

needing words. This rule, that is proposed but never imposed, is somewhat flexible: it is on the 

educator to understand when the necessity to verbally relate, or singing verbal indications, becomes 

essential in order to mange the activity and the group of children.  

The musical educator observes the group, he looks for every child’s gaze, letting the children feel 

that he is present and listening. Then he prepares to sing the first song that is generally the 

welcoming song. At this moment he pays particular attention to the use of breathing, of gaze, of 

movement and of voice.  

This beginning ritual sets up the moment in which children enter in a group relationship which rules 

are decided in order to be able to listen and to play music together.  

It becomes a fundamental moment, during this ritual, the silence. It follows the last breathing of the 

educator at the end of the song: in this silence the Audiation starts to activate, together with the 

willing, the wait, the curiosity towards everything that may happen. 

 

The dynamics of the music lesson: the musical dialogue in process. 

Without interrupting the observation of the group, the educator tries to inwardly find, in the 

Audiation and in his acquired abilities background, a different song to introduce to the children: he 

understands the needs or the resources of the group and he tries to relate on them to build the 

lesson.  

An attentive educator might choose to introduce a different song taking advantage of the 

concentration and of the wonder shown by the children without interrupting the quality of their 

attention (that would need to be re-gained later on).  

In parallel, instead, it can happen that already during or after the first song, children interact through 

their voice and body in motion: here is when the musical dialogue in a strict sense comes out. The 
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educator collects, one by one, the responses of the child; he imitates each response, looking for the 

child who proposed the song, so making it true, big and important and, basing on the musical or 

relational quality, the dialogue can continue with the child through various types of patterns. 

With older children, instead, it could be necessary to introduce a song which strongly contrasts with 

the first one, along with a listening activity that can be free and wide in space: the educator, singing, 

becomes a model of movement himself. While he continues to observe the group, he leaves the 

children free to move without imposing them to do anything, and he just intervenes when the group 

is not able to follow the basic rules of the activity: the consideration for the listening, for the group, 

for the music.  

In those cases in which the educator thinks that the group might have new needs, he has to find 

something new that can guide it. This can be done through a leverage, in primis, on the instruments 

of the musical dialogue: voice modulation, being a model of various kinds of movement, using the 

physical space in playing in contrapposition to what had been done before and using the silence as 

a waiting and attention space. 

 

The activities on the patterns. 

This way the educator guides the group in between listening moving activities, free musical dialogue 

activities, silence and playing, for the whole duration of the lesson. In the space of the lesson, he 

identifies two moments, that can happen at two different times basing on the groups’ needs, in 

which he can introduce dialogue activities through patterns. 

According to the principles of the Informal Guidance, the educator sets the pattern activity paying 

attention to avoid explicitly asking the children to respond if they are not ready to do it, but letting 

this will to originate directly from children, as a result of a need and constituting for them a 

discovery. 

Those activities quite often become recreational, although listening, movement and musical 

relationship prevail on the symbolic figure that, in some cases, the game could take on a direct 

request of children.  

Not only listening and singing, but also playing while singing patterns becomes a game and learning 

object,  involving all of the instruments that we have seen (body, voice and movement), that take a 

part in contributing to the development of the Audiation. 
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Therefore the educator maintains, also in this educational game activity on patterns, his role of 

“expert cultural companion”: he plays with the children and in the musical dialogue he rediscovers 

the worth of the musical contents or discovers new aspects of them, without behaving as the holder 

of an unchanging knowledge or know how.  

Among these activities, which have non-verbalized rules, spontaneously built in the musical 

dialogue itself, there are the pattern imitation games, between educator and children, mutually; 

singing pattern jumping and sliding, or falling on the floor seated. These kinds of games involve some 

motoric actions that enrich the propriocettive listening experience of the changes in the voice 

depending on the corporal tone; Listening to identify as equal or different, in comparison to the 

model, the execution of a pattern made by another child.  

With those kids who demonstrate to be able to express themselves in imitation with some musical 

accuracy, the pattern game plays a fundamental role in helping them to put in relation the 

fundamental syntactic elements of mode and metre of the song with the pattern they are imitating. 

The educator can sing a pattern ad ask the child to keep it in audiation and just sing it after the 

teacher has sung a cadence or the fundamental note of the mode and chord(in the background of 

the chord) .  

The educator takes care not to set the activities in a formal way and not to make the dialogue, which 

is part of those activities, become a sort of didactic evaluation of the performance of the scholar.  

To be aware, through listening and observation, of the experience that each child is individually 

carrying out in the Preparatory Audiation development process, it is fundamental to coherently give 

him musical contexts and contents which are, instant by instant, suitable for him. 

The tonal patterns and the rhythmical pattern activities are hence carried out, as we previously have 

said, in two separate moments of the lessons, separated by other listening and moving activities, 

that will allow the child and the educator to come back in contact with different musical contexts, 

before choosing one and using it contents-wise. 

 

The conclusion of the lesson: the dialogue goes on. 

 

Once the pattern activities are over, the lesson generally heads towards an end through other 

listening and playing activities and through unstructured musical dialogue. 
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It is the educator’s task to chose and to manage the timing of the educational dialogue within the 

group so that the end of the lesson happens at the right time. Even though we can think that it’s 

important that this ending leaves in the group the willing to continue the dialogue and so the 

educator has to take care of not stretching too much the activity time not to tire the children, it is 

also important that the final ritual activity happens when the educator is sure to have taken care of 

all o the group’s members’ possibility to express themselves, even quietly, in the group musical 

dialogue. 

At that point the educator gathers the group in the centre of the room again and, after a moment 

of silence, he sings the final song and often all the children join the singing. 

It is important to take care of this moment because it will bring the group to start the following 

music lesson with the same attention, making it easier to recreate spaces and times of the musical 

dialogue. 

 

Conclusions. 

In the Preparatory Audiation development path , as previously said, children have access to several 

different types of learning that sequentially accumulate in different ways for each child, because 

everyone has a different learning potential and a different story. To promote Acculturation 

processes, to sing with the children encouraging the use of movement in a sensory function, means 

to take care of the fundamental Preparatory Audiation development processes. To welcome the  

spontaneous imitations of the children, to mirror them and to play with them imitating patterns 

underlining, without judgments, similarities and differences between the children's’ imitations and 

what had been sung by the adult, helps the child to acquire an ability to musically express himself 

accurately thanks to the support of an expert model. 

To guide the children towards autonomy, helping them to inwardly find the relations between what 

they sing and the meter and harmonic context, becomes the final aim that one can reach, as seen, 

through specific activities. 

To take care about the Preparatory Audiation development through the Informal Guidance means 

to give to the children the keys to the informal and instinctive comprehension of his reference 

musical reality; it means to help him musically express himself in a way that allows him to 

coordinately and cooperatively play music with others, to improvise and invent music with which 
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other people can consciously interact playing, exploring and becoming part of it in a group. 

 

The Preparatory Audiation development constitutes the set of fundamental processes and abilities 

to comprehend our reference musical system and to musically express ourselves. To take care of 

guiding the child to develop his Preparatory Audiation means to help him gain that set of skills that 

will allow him to start to enrich his musical vocabulary during the school age. Learning a multiple 

harmonies songs repertoire and a pattern vocabulary will then become the base through which it 

will be possible to guide him in the formal identification of the harmonic and rhythmic functions, in 

the structured and creative improvisation, in learning to play a musical instrument and music 

reading and writing. 
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Preparatory Audiation:  
Key processes in music learning 
Thinking and deliberations 

 

Arnolfo Borsacchi 

Audiation Institute Trainer Teacher, musician, music educator 

 

Music Learning Theory (MLT) by Edwin E. Gordon is an explanation of how a human being “learns 

when learning music” and it entirely relies on the concept of Audiation. 

As a matter of fact it is fundamental in order to understand the whole MLT theoretical corpus to 

continuously keep in mind that when Gordon talks about music learning processes he’s always 

referring to the development of audiation. 

As it’s been previously elsewhere described, we can generically consider audiation as a combination 

of mind-body processes generating specific skills and we can also say that the synergy between 

them creates the ability to inwardly hear (or feel) and understand music (or better yet, those sounds 

are being recognised as music because of the relations connecting them) when not physically 

present, or no longer, or not yet. Nevertheless we have to consider that this description, even 

though being didactically very efficient, it doesn’t allow those who want to get to know MLT 

extensively to clearly understand what the audiation process consists of. That’s because it embraces 

a wide range of other processes, many of which are strictly related. 

Edwin Gordon talks about preparatory audiation processes and audiation processes: the first ones, 

as suggested by the word itself, are preparatory for the others. 

Through the preparatory audiation processes, an individual develops that relevant key set of 

abilities which enables him\her to istinctively and informally identify and comprehend in a musical 

system the tonal and rythmical syntactic connections within patterns of sounds in an objective 
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way21. Those abilities are noticeably reflected in a collection of skills such as an accurate 

intonation22, a consistent sense of rhythm23, the ability to sing coordinating body, breathing and 

voice with a musical idea which exists in our own audiation. This idea, in turn, is coordinated with 

other sounds that are perceived in the audiation, according to the rules and the musical customs 

related to the cultural context or to the reference cultural frameworks. 

In order to relate, as we will see below, to the types and stages of preparatory audiation, we can 

call this set of abilities “preparatory audiation skills of the assimilation type”. 

Without those skills, or better yet in the presence of an incomplete development of those skills and 

of the processes enabling them, the individual makes his way mainly round a subjective musical 

syntax without the ability to instinctively comprehend, in a clear way and coherently with what is 

shared by the people around him, the intrinsic sense of the reference musical syntax and 

consequently without the above mentioned musical skills24 . 

Having access to the processes and developing the preparatory audiation skills enables to access  

those processes described by Gordon as audiation ones. 

In this description, Gordon identifies the types of audiation. They consist in 8 situations, each one 
of them requiring the activation of specific processes and of the audiation skills. We now report 
them in order to make some considerations: 

1) Listening to familiar and unfamiliar music 

2) Reading familiar and unfamiliar music 

3) Writing familiar and unfamiliar music down dictation 

4) Recalling and performing familiar music by memory 

5) Recalling and writing familiar music by memory 

                                                      
21 As “objective” we mean, in MLT, what can be agreed. For this reason, as we will see in the following passage, it is 

necessary to listen and analyze those symptoms that make the preparatory audiation processes in order to be able 
to decide how much an individual is developing an informal and instinctive comprehention of the musical syntax, so 
a preparatory audiation ability, in accordance with other individuals sharing the same reference culture.  It surely is 
possible that an individual develops preparatory audiation  and audiation skills moving within an exclusively 
subjective syntax, even if this doesn’t allow him\her to musically relate to other perople in an understandable way, 
precisely because on that subjective syntax there can’t be an agreement between people belonging to our own 
cultural context (as we can see later on the text). 

22 Still with regard to our own musical system’s syntax. 
23 Same as above. 
24 This doesn’t mean that one cannot find, however, pleasure in the musical experience. (author entry) 
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6) Creating and improvising unfamiliar music 

7) Creating and improvising unfamiliar music while reading (music) 

8) Creating and improvising unfamiliar music while writing (music) 

 

Some of the audiation processes involved in each of these specific types can be or not be common 

to one of the other eight ones; despite this, Gordon explains us that these eight types are not 

hierarchically structured: one does not necessarily have access to the processes enabling the 

audiation type number 5 before having access to those that make number 6 possible. 

On the other hand, the 6 audiation stages are hierarchically organised. These stages describe how 

the audiation processes are sequentially activated in the 8 above mentioned situations (types of 

audiation).25 

Starting from these descriptions we are able to state two things which we believe to be important: 

the first one is that some of the 8 types of audiation, in order to be initialised (as in the technological 

terminology), require specific formal skills from the person involved. 

Music reading and writing, for example, are formal skills deriving from a musical education and 

therefore from an assimilated knowledge of how music is conventionally graphically represented. 

Considering that, according to MLT, it is fundamental for the audiation processes involving music 

symbolization to be preceded  by an informal and formal comprehension (along with its related 

organization) of the syntactic functions of which musical patterns are an expression of, it is highly 

probable that wether there are some types of audiation processes among the other 8 ones which 

                                                      
25 Here are reported the 6 audiation stages relating to the audiation type No 1: 

I.  Temporary retention (that is to say: a process by which mind and body temporarily hold the whole 
and the parts of the listened musical syntax); 

II.  Beginning an audiation organization of the known rythmical and tonal patterns and recognizing and 
identifying (informally and formally, as we will see) the tonal centers and macrobeat (i.e. pulse); 

III.  Establishing an objective or subjective sense of tonality and meter; 
IV.  Consciously retaining in audiation tonal patterns and rhythm patterns that have been inwardly 

organized; 
V.  Consciously recalling  patterns organized and audiated in other pieces of music;  

VI.  Consciously anticipating other patterns (that can correspond or not to the patterns of the song we’re 
listening to). 
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aren’t related to the musical symbolization and instead are only activated depending on musical 

sounds that are phisically present or existing in the audiation, the individual, according to his 

experience, has previously access to these processes and develops the related abilities. 

We can therefore state that only those audiation types corresponding to numbers 1,4 and 6 do not 

necessarily require from the person, when approaching them, to have fomal musical abilities.  

At the same time we can therefore say that the processes and the abilities involved in those types 

of audiation largely correspond to preparatory audiation skills, especially to preparatory audiation 

skills of the assimilation type26. 

This brings us to the second evident consideration: all of the above described audiation types can 

occur only if preparatory audiation processes, which constitute the essential base enabling the 

access to the prevoiuosly listed processes and types of audiation, have already been activated. 

 

Preparatory Audiation: preparatory or fundamental processes and abilities? In childhood or 

during the entire life? 

 

As we could see in Gordon’s description the access to the types and stages of audiation is made 

possible by the development of the processes and by the achievement of the preparatory audiation 

skills. Preparatory audiation is defined by Gordon as “listening and comprehend music during the 

music babble stage as a preparation to get to the actual audiation”27. It then appears to be the 

fundamental basis, in other words the set of essential processes enabling every other further 

audiation process28. 

Gordon identifies 3 types and 7 stages in preparatory audiation. 

 

                                                      
26 Cfr. Tab.1, p. 4. 
27 Cfr. E.E.Gordon: A Music Learning Theory for Newborn and Young Children – Italian version: L'apprendimento 

musicale del bambino dalla nascita all'età prescolare Edizioni Curci, Milan 2003, p. 137. 
28 Risking of repeating ourselves:  this statement gains sense because in MLT it is believed that the individual engages 

in the audiation types and stages moving through an informal and then possibly even formal comprehension of the 
syntax in an objective way (see previous note). 
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Tab.1 

Type Type description Stage Stage description Age group 

Acculturation 
The kid engages with 
scarce consciousness 
of the environment.  

Absorption 
Hears and aurally collects 
the sounds of music in the 
environment.  

Birth to age 2-4 
 

Moves and babbles in 
response to, but without 
relation to, the sounds of 
music in the 
environment. 

   

Tries to relate movement 
and babble to the sounds 
of music in the 
environment 

Imitation 

The kid engages with 
consciousness 
thought 
primarily focused on 
the environment  

Shedding 
egocentricity  

Recognizes that his 
movements and babble 
do not match the sounds 
of music in the 
environment.  

Age 2-4 to age 3- 
5 

 

 Imitates with some 
precision the sounds of 
music in the 
environment, specifically 
tonal patterns and 
rhythmic patterns.  

Assimilation  

 The kid engages with 
consciousness 
thought primarily 
focused on himself.  

Introspection  

Age 3-5 to age 4-
6  

 Coordinates singing  
(tonally and rythmically)  
with breathing and 
movement. 

 

The word “type” (preparatory audiation type) had been improperly translated in the italian language 

as “phase”29: this serious translation and interpretation mistake which is still unlukily present in the 

text30, has over the years and even now brought those musicians and educators who are engaged 

in studying MLT in Italy to an incomplete or distorted understanding of the preparatory audiation 

development process. 

The three types of preparatory audiation (Acculturation, Imitation and Assimilation) are types of 

mind-body processes that are sequentially and cumulatively activated. This means that the 

                                                      
29 Cfr. E.E.Gordon: A Music Learning Theory for Newborn and Young Children – Italian version: L'apprendimento 

musicale del bambino dalla nascita all'età prescolare Edizioni Curci, Milan 2003. The whole volume. 
30 Ibidem 
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Acculturation process is activated before the Imitation process but it continues to exist during the 

activation of this last one; same thing happens between the imitation process and the Assimilation 

one: these three processes continuosly relate one another because of the constant musical 

experiences activating them at any age31 

To interpret those processes as “phases” can bring the teacher who relies his\her teaching on MLT 

to make choises that don’t optimally promote che pupil’s learning process, for example to cease 

promoting complex and varied music listening processes beyond the school age or  to cease 

organizing activities that can promote an istinctive, even though guided, identification of differences 

in music. 

It is necessary to read between the lines of the preparatory audiation types and stages description 

made by Gordon in his volumes in order to put an end to the paradox which could bring us to think 

of types as phases and to consider that they occur in specific age groups. In this case types would 

cease to exist. 

Gordon himself doesn’t help. This because, due to his extreme summarization and pragmatism, in 

his volume “A Music Learning Theory for Newborn and Young Children”, he aligns the different types 

and stages of preparatory audiation to specific age groups of an individual32 and he states in some 

points that the types of audiation have an end33. 

After many years working with MLT we feel that the connection proposed by Gordon between types 

of preparatory audiation and age groups is so refined that some more considerations are needed. 

When Gordon describes the preparatory audiation types and stages, he identifies some specific 

behavioural symptoms clearly showing which learning processes a child is going through. We 

therefore read that there are symptoms such as the “audiation stare”, which is characteristic of the 

                                                      
31 In the observation of the child from the birth it is possible to observe more evidently how one sequentially has access 

to the preparatory audiation processes and then to the types and stages, even though it can frequently happen that 
the preparatory audiation symptoms and skills, relating to some stages and useful, in order to be able as an adult to 
observe and understand the process, are not signaled. (author entry) 

32 Cfr. Tab 1. pg 4. 
33 Cfr. E.E.Gordon: A Music Learning Theory for Newborn and Young Children – Italian version: L'apprendimento 

musicale del bambino dalla nascita all'età prescolare Edizioni Curci, Milan 2003, pp. 71, 87. 
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absorption stage; the “random” or “purposeful” responses; the “Shedding Egocentricity” gaze; the 

“introspective” look, etc.. 

We can then say that Gordon puts in relation the preparatory audiation types with specific age 

groups knowing that precise moments in the child’s development exist in which behaviours and 

symptoms linked to different types and stages of preparatory audiation are particularly evident: in 

order to describe those moments it could be possible to use the word “phase”, being careful not to 

concide it to the actual concept of “type” , unlike what we have above told: those “phases” would 

then correspond to that described in the last column in Tab.1. 

The preparatory audiation types, namely the mind-body learning processes, continue to exsist and 

to be the way in which one learns also in the following age groups. 

Morover, the evidence of the external expressions34 of the various types of preparatory audiation 

in specific age groups is put in relation by Gordon with his research findings. These findings show 

that it is fundamental to take care of the different types of preparatory audiation especially and 

with particular attention in those moments of the child’s development in which the learning ability 

is at its most (the audiation types and stages symptoms are an evidence of this). 

It’s necessary not to think that “especially and with particular attention” doesn’t mean  

“exclusively”. 

A newborn engaged in an Acculturation process, shows its symptoms in a very evident way up until 

a certain age; after that, when ready to engage in an Imitation process, its external demonstrations 

tend to prevail over the Acculturation ones, according to an adult observation. The Acculturation 

process symptoms are partly internalized and partly consist in modifications to their external 

evidence. This doesn’t result in the ceasing of the Acculturation process: this continues to exist and 

to nourish first the Imitation processes and then the Assimilation ones, especially during the 

experience of listening to new music containing elements that are different from familair music, or 

any other new music that, even though based on already known syntactic elements, it presents 

                                                      
34 From now on we will use in the text, alternately and with the same meaning, the words “external evidence”,”sign” 

and “symptom” to indicate the evident beahviours, musical or not, allowing the observer to understand which types 
of preparatory audiation processes and which types of related skills are present in an indvidual.  
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them in a different way from the already known listening repertoire. 

In general one could then expect that all children around 6 years old, in presence of suitable 

environmental and relational conditions, must have developed the abilities derived from the 

preparatory audiation processes. 

In the everyday common experience this not always happens: we can observe a great majority of 

adults who don’t have those abilities, as an unequivocal symptom of the interruption or of an 

incomplete development of the preparatory audiation processes. 

Those adults operate using a subjective rythmical or tonal syntax, with a different level of awareness 

or showing intermediate abilities that are ascribable to different intermediate stages of the 

preparatory audiation development process, as we will later see. 

The observation demonstrates how adults who are exposed to new musical contexts (non familiar 

music since it belongs to musical systems that are different from our own culture’s ones or simply 

since they are unfamiliar songs, etc.), if there are the conditions allowing to listen and not to simply 

hear, are engaged in Acculturation, Imitation and Assimilation processes. These processes can be 

approached in a more or less evident way, but their presence is shown by the demonstrated results 

of an istinctive and informal learning process. The symptoms related to the preparatory audiation 

skills constitute the only measurable and significant fact allowing us to understand that an individual 

is engaging in the preparatory audiation processes, so the appearence, also in the adults, of those 

symptoms clearly demonstrates how those processes are all together a group of mind-body  

activities, connected to the comprehension of music, which are fundamental during the whole 

existence. 

The parents of those children who are attending MLT based music courses in which the teacher tries 

to efficiently promote Acculturation and then Imitation and Assimilation processes, are themselves 

an evidence of this continuous and constant (often invisible) presence of the preparatory audiation 

processes\stages. It frequently happens that, by the end of a full year of lessons, their ability to 

identify the differences, to accurately imitate in the tonal and rythmical contexts, their introspection 

and coordination, turn out to be considerably increased. 
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This remark permits us to introduce another no less important consideration. 

It often happens to make the mistake of considering the preparatory audiation processes as 

“developed or non developed” and, consequently, the abilities linked to them as “acquired or non 

acquired”. All of the different types of preparatory audiation are instead processes through which 

body and mind are engaged in getting to know something: it is normal for an individual to be at one 

or another audiation stage with regard to specific syntactic contents related to specific syntactic, 

rythmical or tonal contexts. 

Some examples: with regards to the preparatory audiation processes of the Acculturation type, even 

though have being extensively demonstrated by Gordon how they are particularly active especially 

in the early childhood, also in later years an individual can have access to them and use them to get 

to know music. For example when familiarizing with a musical system which is different from the 

one of our own culture and that we have never experienced before, or when we listen to a song  

with tonal (so the melodic and harmonic ones) or rythmical contents that are not clear to us, we are 

then involved in acculturation processes bringing us to absorb those contents and to istinctively 

recognize their identity basing on the differences that we likewise istinctively perceive to exist 

between them and what is familiar to us. 

This process activates in our body and mind a dialogue between the 6 audiation stages, which help 

us trying to understand what is new in light of the abilities acquired through what is already known, 

and the preparatory audiation stages of random and purposeful responses. 

We then rapidly have access to the imitation processes, through which, in a constant dialogue with 

the audiation stages, as above described, we try to interpret the new code. This happens in case  

we’ve been able, through our internal elaboration of the active random and purposeful responses, 

to know wether our musical ideas (related to the new context and initially imitative), objectively 

correspond to what we are listening to. 

At this point we are potentially able to access the assimilation type processes and skills. 
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It is actually possible, for example, to have developed abilities linked to the preparatory audiation 

of the assimilation type relative to the tonal syntactical contents corresponding to the harmonic 

tonic, dominant and subdominant functions and instead still be in the imitation preparatory 

audiation stage for what concerns a supertonic function or also be in one of the acculturation stages 

in case one’s listening for the first time to different harmonic solutions even though they can belong 

to a tonal context in regard to which we’ve already had access to assimilation skills. 

Or we can even have widely developed assimilation skills in the major tonal and rythmical contexts 

of the western traditional musical system but we still have to retrace some preparatory audiation 

processes and stages and consequently develop their related skills with regards to a musical system 

which can be very different from our own, such as some Asian ones. 

The difference between children and adults consists in the fact that the adult has already had access 

to the preparatory audiation stages, so they are familiar to his body and mind which are able to  

rapidly retrace and reactivate them, while for the child, as above said, the organization of these 

processes occurs slowly and through a more evident sequentiality. 

In other words, when body and mind istinctively and in a generically unintentional way are aware 

of the steps of the itinerary bringing to the assimilation skills, they are able to reproduce it and, by 

doing so, to find strategies that can make an easier transition from one stage to another. 

This path within the audiation types is originated a continuous set of circular or spiral-shaped 

movements connecting the different stages: once the preparatory audiation processes of the 

assimilation type are activated, are simultaneously developed their related skills, connected to 

specific contents and musical contexts, but one can also access the previous types and stages, in 

terms of processes and abilities, depending on the context and on the musical contents that is  

experienced from time to time; that access movement to previous processes happens, we repeat, 

faster (sometimes instantaneously) than the first time they were activated or we had passed 

through them. 

These considerations make us able to state that: 

1) The types of preparatory audiation are mind-body processes and they aren’t development 
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phases: considering them phases means to just deny that they are coexistent and cumulative; 

2) The preparatory audiation processes are at any age the fundamental means through which one 

learns music. They allow access to the audiation types described by Gordon and in some cases they 

coincide with some parts or they are an inseparably part of them. 

3) The access to the preparatory audiation processes allow body and mind to get to know how to 

learn in order to develop musical skills. These skills are related to specific musical contents; the 

processes concern music in general. the informal knowledge of the processes allows to continuously 

retrace the stages of the preparatory audiation with regard to new musical contexts and contents 

even after early childhood and school age. Notwithstanding that this is identified by Gordon as the 

optimal age for the development of the preparatory audiation processes and that in this age group 

there are specific moments where the access to types and stages of prearatory audation should 

ideally happen in a particularly successful way, the processes themself remain tools of knowledge 

for the rest of the life. 

Therefore preparatory audiation processes and skills, as foundations of the entire set of what we 

can consider in MLT to be the music learning experience, need constant attention and reflection. 

The theoretical consideration on those processes and skills, which is the result of an actual and 

continuous observation  and of research on what had been previously oserved by Gordon and 

others, is needed in order to elaborate educational and teaching methods aimed at promoting the 

preparatory audiation skills in individuals of any age. 

We hope that this contribution, together with other one that the Rivista Audiation might want to 

share according to its MLT spreading purpose , can help our fellow musicians and music teachers to  

head in that direction. 
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