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Abstract   

  
This   thesis   uses   the   framework   of   language   socialization   to   investigate   the   socializing   potential   of   

children’s   clapping   games.   Adapting   Schieffelin   and   Och’s   1986   definition   of   language   socialization   to   
refer   to   music,   I   establish   that   1)   music   socialization   is   the   coincidence   of   socialization   through   music   and   
socialization   to   use   music,   and   2)   music   learners   are   active   contributors   to   their   own   socialization.   I   
reinforce   these   claims   by   drawing   connections   between   a   number   of   practices   and   terms   —   routine,  
variation,   improvisation,   evaluation,   and   common   vernacular   —   in   both   linguistic   and   musical   settings.   
My   analysis   of   data   borrowed   from   Curtis   (2004),   Hubbard   (1982),   Marsh   (1995,   2006),   and   
Merrill-Mirsky   (1988),   shows   that   routines,   variations,   and   musical   features   in   clapping   games   are   
evaluated   and   acted   upon   jointly   by   multiple   members   of   a   given   group,   demonstrating   the   performers’   
reliance   on   a   common   musical   and   cultural   understanding.   I   conclude   that   music   socialization   is   a   
tangible   and   active   process,   and   that   a   detailed   comprehension   of   its   principles   would   benefit   researchers   
and   educators   alike.   
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1.   Introduction   

Musicians   and   academics   alike   have   long   insisted   that   music   is   a   social   phenomenon.   

Citing   performance   ensembles,   concert   culture,   and   any   number   of   music’s   affective   qualities,   

they   speak   highly   of   its   role   in   human   culture   as   an   art   form   and   as   a   supplement   to   other   

practices.   More   recently,   researchers   have   begun   to   take   seriously   the   social   and   socializing   

power   of   music   on   its   own.   In   a   2009   paper,   anthropologist   and   professor   Steven   Mithen   wrote   

that   through   group   music-making,   “we   form   social   bonds,   develop   a   group   identity,   and   learn   to   

trust   other   members   of   a   group”   (p.   9).   Shelemay   (2011)   digs   deeper   into   Mithen’s   point,   arguing   

that   “music   and   its   performance   serve   to   catalyze   and   subsequently   define   different   groups   of   

people   in   different   ways,   whether   to   bring   groups   together   or   to   reaffirm   the   boundaries   that   

divide   them”   (p.   363).   Not   only   does   group   musical   practice   encourage   collaboration   between   

individuals,   but   it   also   has   the   ability   to   convey   cultural   values   and   cross-cultural   differences   that   

exist   outside   of   the   music-making   context.     

While   much   can   be   said   about   music   socializing   properties   in   adult   contexts,   my   own   

work   focuses   on   the   socializing   processes   of   children.   I   am   far   from   the   first   researcher   to  

consider   that   children   might   be   socialized   through   music.   Many   scholars   (Custodero   &   

Johnson-Green,   2003;   Doja,   2014;   Sierra,   2017)   have   written   about   the   cultural   knowledge   that   

children   acquire   through   their   parents’   child-directed   songs.   Others   turn   their   attention   to   musical   

interaction   between   or   initiated   by   children   (Campbell,   1998;   Custodero   et   al.,   2016;   Davies,   

1986;   Kanellopoulos,   2007;   Minks,   2002,   2008;   Young   &   Gillen,   2007).   Of   this   latter   group,   

several   researchers   (Curtis,   2004;   Harrop-Allin,   2017;   Harwood,   1998;   Hubbard,   1982;   Marsh,   

1995,   2006;   Merrill-Mirsky,   1988)   have   centered   their   work   around   children’s   clapping   games,   a   

type   of   play   combining   music,   text,   and   physical   motion.   
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This   thesis   posits   that   clapping   games   socialize   children   through   complex   processes   of   

music   socialization,   a   framework   that   I   have   adapted   from   applied   linguists   Schieffelin   and   

Ochs’   theory   of   language   socialization.   Their   1986   paper   introduced   language   socialization   as   a   

manner   of   understanding   and   explaining   the   systems   through   which   novices,   particularly   

children,   acquire   information   about   their   language   and   its   respective   culture.   Repurposing   this   

principled   linguistic   lens   for   musicological   analysis   allows   for   more   technical   and   critical   

examinations   of   clapping   games   than   have   been   published   so   far.   

I   begin   section   2   with   a   thorough   summary   of   language   socialization   and   its   

manifestation   in   child   culture,   before   formally   presenting   the   principles   of   music   socialization   as   

adapted   from   Schieffelin   and   Ochs.   Section   3   forges   connections   between   a   number   of   practices   

and   terms   —   routine,   variation,   improvisation,   evaluation,   and   common   vernacular   —   in   both   

linguistic   and   musical   settings.   This   discussion   prepares   us   for   section   4,   in   which   I   identify   and   

analyze   several   music   socialization   events   through   a   small   survey   of   Western   clapping   games.   

Finally,   in   section   5,   I   summarize   my   findings   and   reiterate   my   theory,   looking   forward   to   

possible   scientific   uses   or   practical   applications   of   my   research.   As   linguistic   and   musical   jargon   

appears   throughout   the   paper,   I   clarify   each   term   in   detail   in   an   effort   to   make   my   ideas   

accessible   to   readers   in   different   fields.   

2.   Defining   Language   Socialization   

In   their   foundational   1986   paper,   Schieffelin   and   Ochs   describe   language   socialization   as   

the   combination   of   two   sub-processes:   “socialization   through   the   use   of   language   and   

socialization   to   use   language”   (p.   163).   Socialization   through   language   references   cultural   

information   conveyed   through   language   use,   and   tends   to   be   represented   in   the   semantic   content   
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or   pragmatic   context   of   a   given   interaction;   socialization   to   use   language,   on   the   other   hand,   is   

the   acquisition   of   linguistic   information   through   language   input   and   output.   Put   another   way,   

socialization   through   language   is   about   the   meaning   of   what   one   says,   and   socialization   to   use   

language   is   about   the   structures   one   uses   to   say   it.   We   can   observe   these   sub-processes   in   action   

in   this   example   from   Ahearn   (2012):   

Katie,   a   three-month-old   infant   from   a   white,   middle-class   family   in   the   United   States,   

sits   perched   on   her   mother’s   knees.   Katie   and   her   mother   face   each   other   and   have   a   

“conversation.”   “Glrgg,”   Katie   gurgles.   “Hello   to   you,   too,”   her   mother   replies   in   a   

high-pitched,   sing-song   voice...   (p.   50)   

In   this   exchange,   Katie’s   mother   engages   in   baby   talk   conversation   with   her   infant   in   a   

manner   typical   for   their   particular   demographic,   a   “white   middle-class   family   in   the   United   

States.”   Her   response   to   Katie’s   gurgle   provides   an   example   of   a   common   dialogic   greeting,   

conveying   to   Katie   that   she   is   a   valued   conversational   partner.   Alongside   this   cultural   

information,   Katie’s   mother’s   short   response   combines   several   syntactic   constructions   —   an   

interjection,   a   prepositional   phrase,   and   an   adverb   —   that   will   benefit   Katie   as   she   learns   to   

process   and   produce   language.   Both   of   these   socialization   processes   are   significant   on   their   own,   

but   it   is   their   coincidence   in   everyday   language   use   that   forms   the   basis   of   language   socialization   

theory.   Furthermore,   language   socialization   concerns   itself   with   the   interaction   and   correlation   

between   the   two   processes,   which   can   and   in   fact   usually   do   occur   simultaneously.   

Schieffelin   and   Ochs   (1986)   also   posit   that   a   language   learner   “is   not   a   passive   recipient   

of   sociocultural   knowledge   but   rather   an   active   contributor   to   the   meaning   and   outcome   of   

interactions   with   other   members   of   a   social   group”   (p.   165).   Use   of   the   phrase   “active   

contributor”   in   this   context   dictates   that   the   learner   must   participate   in   an   interaction   for   it   to   be   a   
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socializing   event,   whether   through   uptake   or   through   output   of   their   own.   In   a   social   group,   this   

means   that   language   socialization   is   in   itself   a   collaborative   endeavor.   Every   individual   plays   a   

role   in   both   their   own   socialization   and   that   of   their   fellow   group   members.   In   Schieffelin   and   

Ochs’   paper,   and   consequently   in   this   one,   the   term   “language   learner”   does   not   necessarily   refer   

to   a   child   or   to   a   language   novice,   but   rather   to   any   newer   member   of   the   language   community   

participating   in   a   socializing   event.   Language   and   culture   are   constantly   evolving,   and   their   

members   must   learn   and   evolve   along   with   them.   

2.1.   Socialization   in   Child   Culture   

There   is   an   important   distinction   to   be   drawn   between   what   we   might   call   “adult   culture”   

and   “child   culture.”   Adult   culture   is   the   primary   culture   in   most   contexts,   developed   and   

maintained   by   most   if   not   all   active   members   of   a   given   community.   While   some   such   cultural   

norms   are   widespread   across   large   societies,   small   group   settings   usually   develop   their   own   

sub-cultures   with   their   own   unique   values   and   practices.   Child   culture   is   similarly   variable   across   

groups,   the   key   difference   being   that   it   is   constructed   and   enacted   solely   by   children.   

Consequently,   it   is   far   more   “reflective   of   children’s   personalities   and   momentary   goals   and   

agendas   in   the   culture   of   peers”   than   adult   culture   (Kyratzis,   2004;   626).   It   is   true   that   children,   

still   being   very   active   learners   in   their   primary   cultures,   must   borrow   from   adult   culture   in   order   

to   inform   their   own.   For   example:   gender   roles,   social   hierarchies,   and   basic   language   usage   tend   

to   travel   from   adult   to   child   culture   (Goodwin   &   Kyratzis,   2011).   However,   child   development   

researchers   have   established   that   in   many   cases,   “children   articulate   their   own   games,   songs,   and   

rituals   not   derived   from   adult   cultural   forms”   (Kyratzis,   2004;   628).   These   practices   reflect   the   

beliefs   and   values   of   the   participating   children   alone.   If   we   are   to   truly   understand   children’s   
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socialization   of   and   through   each   other,   we   must   highlight   the   cultural   practices   that   they   develop   

by   themselves.   

The   most   common   site   for   children’s   cultural   exchange   is   in   peer   interactions.   Such   

interactions   assure   that   their   participants,   being   approximately   the   same   age,   hold   relatively   

equal   sociocultural   positions   in   the   eyes   of   the   greater   (adult)   culture.   These   interactions   are   

especially   important   in   child   development,   as   children   are   rarely   free   from   adult   supervision   in   

many   contemporary   cultures.   They   are   continuously   chaperoned   by   parents,   extended   family   

members,   teachers,   coaches,   babysitters,   and   even   strangers   in   public   locations,   especially   if   the   

child   in   question   is   otherwise   unattended.   The   ubiquity   of   adult   presence   means   that   most   of   

children’s   direct   conversation   is   shared   with   adult   participants,   resulting   in   a   mismatch   of   

sociocultural   status   (Schieffelin   &   Ochs,   1986).   Socially   appropriate   cross-status   interactions   

demand   that   participants   center   the   cultural   preferences   of   the   individual   with   the   highest   status.   

Peer   interaction,   therefore,   provides   a   unique   chance   for   children   to   exert   their   own   power   and   

values   onto   their   actions   and   linguistic   output.   Participants   are   free   to   engage   with   child   culture   

without   a   significant   pressure   to   adhere   to   norms   established   by   adults.   It   is   in   these   interactions   

that   child   culture   thrives.     

Central   to   socialization   into   any   culture   is   the   concept   of   evaluation.   Every   action   or   

utterance   offered   by   a   group   member   is   evaluated   by   the   others   to   determine   whether   it   is   

acceptable   or   appropriate   under   their   social   standards.   In   this   way,   evaluation   implies   a   two-   (or   

more)   sided   exchange   of   social   information,   so   that   “the   analyst   has   to   take   into   account   both   the   

speaker’s   moves   and   the   recipient’s   uptake”   (Aronsson,   2011;   466).   Within   child   culture,   

negative   judgments   can   take   different   forms,   such   as   gossip,   personal   insults,   changes   in   body   

language,   or   exclusion   from   the   group,   depending   on   the   context   in   which   evaluation   occurs   
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(Goodwin   &   Kyratzis,   2011).   Positive   judgments   can   be   even   harder   to   recognize,   occurring   as   

laughter,   supportive   comments   (Harwood,   1998),   or   simply   the   continuation   of   an   established   

pattern.   

In   addition   to   upholding   peer   cultural   values,   evaluation   is   also   inherently   tied   to   power;   

child   development   researchers   have   observed   that   by   evaluating   peer   behavior,   participants   “not   

only   locate   and   reference   the   peer   group’s   notion   of   culturally   appropriate   moral   behavior,   but   

also   negotiate   their   alignments   to   one   another   and   position   one   another   in   the   local   social   group   

or   community   of   practice”   (Goodwin   &   Kyratzis,   2011;   367).   Goodwin   and   Kyratzis   are   right   to   

call   attention   to   the   possibility   of   positioning   through   evaluation.   While   evaluative   processes   can   

result   in   the   full   exclusion   of   an   individual   from   a   group,   they   can   also   assist   in   establishing  

in-group   hierarchies   when   applied   to   smaller,   less   consequential   events.   For   example,   if   one   

group   member   was   overheard   complaining   about   a   different   well-liked   member,   it   might   reflect   

poorly   on   them   and   place   them   in   an   unfavorable   position   within   the   group.   Anything   that   the   

group   considers   to   be   unacceptable   within   their   own   unique   culture   puts   a   rift   between   them   and   

the   individual   under   evaluation,   and   similarly,   all   acceptable   actions   and   utterances   confirm   that   

individual’s   dedication   to   and   membership   in   the   peer   culture.   

2.2.   Play   as   a   Socializing   Medium   

To   successfully   evaluate   the   social   input   of   a   group   member,   that   group   must   have   an   

implicit   or   explicit   set   of   values   upon   which   to   judge   the   input.   The   medium   of   play,   then,   offers   

rare   insight   into   peer   evaluation,   in   that   games   naturally   have   a   set   of   rules   that   are   explicit   to   

most   or   all   experienced   players   (Kyratzis,   2004).   In   any   game,   regardless   of   its   play   form,   

participants   must   obey   these   explicit   rules   in   order   to   execute   a   successful   game   iteration.   Failure   
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to   follow   the   rules   can   result   in   a   negative   judgment   from   the   peer/play   group   and   potentially   an   

in-game   loss,   depending   on   the   play   form.   Game   rules   might   differ   from   the   implicit   cultural   

values   enforced   by   the   peer   culture,   but   during   game-play,   those   rules   are   integrated   into   the   

group’s   own   evaluative   guidelines,   thereby   altering   their   expectations   for   normal   behavior.   For   

example,   while   it   is   usually   acceptable   to   have   one’s   eyes   open,   doing   so   while   counting   in   

Hide-and-Seek   is   generally   considered   a   form   of   cheating.   Whatever   gravity   that   the   peer   group   

places   upon   a   game   also   comes   to   affect   the   rules   and   group   members’   adherence   to   them.   

Play   is   also   a   valuable   analytical   subject   due   to   the   instrumental   role   of   play   access   in   

children’s   customs   of   inclusion.   In   a   2004   review   of   literature   on   peer   group   interaction,   Kyratzis   

claimed   that,   because   so   much   peer   interaction   between   children   occurs   through   play,   children   

tend   to   direct   much   of   their   social   energy   towards   gaining   entry   to   play   or   initiating   and   

maintaining   it   themselves.   “When   a   child’s   access   to   play   becomes   an   enduring   quality   of   a   

specific   relationship,”   Kyratzis   says,   “then   it   is   viewed   as   inclusion”   (p.   627).   To   be   granted   

access   to   play   is   to   be   invited   into   a   cultural   exchange.   This   invitation   must   be   renewed   

continually   throughout   a   child’s   membership   in   any   group   to   maintain   the   relationship   between   

that   individual   and   their   peer/play   group.   Child   development   psychologists   understand   that   

“access   is   a   never-ending   affair,   ranging   from   initial   access   to   sustained   attention,   full   

membership   status,   and   to   strivings   for   higher   rankings   in   local   play   hierarchies”   (Aronsson,   

2011;   479-80).   The   pressures   and   consequences   of   evaluation   allow   constant   re-assessment   of  

participants’   social   input.   Consequently,   play   remains   equally   significant   to   child   culture   

throughout   all   stages   of   an   individual’s   peer   group   membership.     

When   writing   about   children’s   play,   it   is   important   to   differentiate   between   play   forms,   as   

each   form   has   its   own   ritualistic   structures   and   practices.   Throughout   my   own   research,   I   have   
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observed   play   as   falling   into   three   general   categories:   1)   imaginative   play,   2)   physical   play,   and   

3)   patterned   play.   Imaginative   play,   usually   called   “pretend   play”   (Aronsson,   2011;   Goodwin   &   

Kyratzis,   2007;   Goodwin   &   Kyratzis,   2011;   Kyratzis,   2004)   is   the   most   loosely   structured   form,   

borrowing   many   of   its   rules   and   roles   directly   from   adult   culture.   Within   this   form,   children   act   

in   imagined   roles   and   circumstances   based   upon   observations   from   their   own   lives,   either   

upholding   the   observed   cultural   values   or   subverting   them   in   a   manner   of   rebellion.   House,   

School,   and   Princesses   are   all   examples   of   imaginative   play.   Contrastingly,   physical   play   

typically   has   a   tangible   goal   as   its   driving   force.   While   some   of   these   games   include   imaginative   

aspects,   such   as   Ghost   in   the   Graveyard   or   Monkey   in   the   Middle,   the   premise   of   the   game   is   

physical   action.   Other   examples   of   physical   play   include   tag,   foursquare,   Capture   the   Flag,   and   

any   traditional   sports   borrowed   from   (or   organized   by)   adults.   Finally,   patterned   play   uses   

repetition   and   improvisation,   its   objective   being   variation   on   a   practiced   routine   (see   section   3).   

Most   patterned   play   appears   as   song-   or   chant-based   clapping   games   like   “Miss   Mary   Mack,”   “A   

Sailor   Went   to   Sea,”   and   “Say,   Say,   my   Playmate.”   

Each   play   form   has   a   different   level   of   potential   for   language   socialization.   Imaginative   

play   engages   with   adult   and   child   culture   simultaneously,   its   participants   frequently   using   

language   as   a   medium   for   expressing   both   situational   information   and   cultural   values.   As   a   

result,   this   play   form   is   a   favorite   among   linguistic   anthropologists.   Physical   play,   on   the   other   

hand,   is   rarely   addressed   in   such   literature,   as   language   use   is   secondary   to   most   physical   games.   

Still,   physical   play   reliably   contains   a   number   of   explicit   rules,   making   evaluation   easy   for   

peer/play   group   members.   Patterned   play   falls   somewhere   between   the   other   two   forms   on   these   

points.   It   centers   around   the   manipulation   of   sung   or   chanted   language,   as   well   as   rhythm,   pitch,   

and   other   expressive   qualities.   The   ritualistic   nature   of   this   form,   as   well   as   its   intimate   paired   or   
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small-group   practice,   optimize   it   for   evaluative   practices.   If   we   allow   ourselves   to   view   music   

itself   as   socializing,   and   not   just   a   manner   of   modifying   or   decorating   language,   patterned   play   

quickly   becomes   the   ideal   research   subject.   

2.3.   Implications   of   Applying   Language   Socialization   to   Music   

In   this   thesis,   I   build   on   these   linguistic   concepts   to   develop   a   theory   of   music   

socialization.   For   consistency   and   clarity,   I   will   build   all   of   my   arguments   on   the   core   tenets   of   

language   socialization   as   originally   explicated   by   Schieffelin   and   Ochs,   substituting   the   word   

“language”   with   “music”   to   produce   the   following   principles:   

1) Music   socialization   is   the   coincidence   of   socialization   through   music   and   socialization   to   

use   music.    Musical   practice,   like   language,   includes   sociocultural   norms   and   technical,   

theoretical   guidelines.   Both   types   of   features   are   represented   in   music   socialization   

processes,   often   simultaneously.   

2) Music   learners   are   active   contributors   to   their   own   socialization.    Particularly   in   peer   

settings   such   as   clapping   games,   music   is   an   active   and   interactive   medium,   comprising   

both   uptake,   an   internal   analytical   listening   process,   and   output,   either   external   or   internal   

(through   audiation,   the   realization   or   comprehension   of   a   sound   that   is   not   physically   

present).   

While   I   do   believe   that   patterned   musical   play   can   inform   child   culture   on   a   linguistic   

level,   my   analysis   is   strictly   concerned   with   children’s   socialization   through   music   itself.   I   will   

return   to   these   principles   throughout   my   analysis.   

There   are   plenty   of   risks   associated   with   making   a   comparison   between   music   and   

language,   as   the   contrast   between   their   respective   syntactic   and   semantic   properties   make   them   
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fundamentally   different   mediums   of   expression.   Music,   while   certainly   expressive,   has   its   own   

systems   of   meaning,   grammatical   tendencies,   relational   functions,   cross-genre   variance,   

sociocultural   usages,   and   performance   practices   that   separate   it   from   any   traditional   language   

system.   Studying   music   through   an   analytical   lens   designed   specifically   for   language   might   seem   

to   equate   the   two   practices.   To   be   clear,   I   do   not   intend   to   equate   music   and   language   through   my   

work;   instead,   I   wish   to   take   advantage   of   the   shared   expressivity   of   these   practices   to   apply   a   

useful   framework   to   my   music   socialization   research.   

Even   within   linguistics   and   linguistic   anthropology,   academics   have   fallen   into   a   pattern   

of   misusing   and   incorrectly   defining   language   socialization.   Kulick   &   Schieffelin   comment   on   

this   pattern   in   a   2005   article,   warning   against   any   overgeneralization   of   the   theory.   They   draw   

particular   attention   to   a   quotation   from   Schieffelin   and   Ochs’   1986   paper   claiming   that   “every   

interaction   is   potentially   a   socializing   experience   in   that   members   of   a   social   group   are   

socializing   each   other   into   their   particular   world   views   as   they   negotiate   situated   meanings”   

(1986;   165).   Kulick   &   Schieffelin   defend   this   claim   while   drawing   attention   to   some   looser   

interpretations.   Language   plays   a   role   in   many   events   that   do   not   directly   result   in   language   

socialization,   and   “to   call   studying   them   ‘language   socialization’   is   to   stretch   the   brief   of   the   

paradigm   so   far   that   it   risks   losing   its   theoretical   and   methodological   distinctiveness”   (Kulick   &   

Schieffelin,   2005;   351).   Such   studies   twist   language   socialization   to   fit   the   needs   of   their   

analysis,   misrepresenting   the   theory   and   its   components.   

In   my   own   case,   applying   language   socialization   directly   to   music   necessitates   a   level   of   

conceptual   flexibility   that,   employed   with   too   much   haste,   could   result   in   warped   ideas   that   no   

longer   hold   any   resemblance   to   their   namesakes.   By   remaining   loyal   to   Schieffelin   and   Ochs’   

definition,   I   will   ensure   that   my   analysis   remains   grounded   in   language   socialization   in   its   purest   
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form.   I   will   engage   with   other   scholarly   work   only   if   I   have   determined   that   it   accurately   

represents   the   theory   and   its   components.   Additionally,   I   will   clearly   define   all   terms   I   use   in   my   

analysis,   particularly   those   relating   to   language   socialization   and   linguistics,   to   elucidate   exactly   

why   and   how   I   am   using   them.   In   this   way   I   will   reduce   any   potential   confusion   about   or   

misinterpretation   of   my   claims.   

3.   Routine   and   Variation   

The   processes   of   routine   and   variation   are   vital   to   both   language   and   music   as   well   as   to   

nearly   all   other   human   behavior.   The   term    routine    in   this   sense   describes   an   activity   in   which   

each   event   is,   at   some   level,   expected   or   prescribed   by   previous   events.   Routine   usually   involves   

the   repetition   of   an   action   or   utterance.   That   repetition   can   occur   on   either   a   literal   or   a   signifying   

level,   in   which   the   event   itself   is   not   replicated   perfectly   but   the   intention   or   structural   role   of   the   

event   is   retained.   When   an   aspect   of   a   routine   is   not   repeated,   the   result   is    variation ,   referring   to  

any   point   in   the   enactment   of   a   routine   when   the   participants   alter   one   or   multiple   aspects   of   the   

established   pattern.   In   the   case   of   minor   variation,   a   routine   usually   maintains   its   purpose   or   

structure,   but   on   other   occasions,   “in   the   course   of   development   a   particular   routine   may   

gradually   undergo   change   to   the   point   where   it   is   no   longer   immediately   recognizable”   (Peters   &   

Boggs,   1987;   83).   The   processes,   by   definition,   occur   conjointly;   routine   frequently   results   in   

variation,   especially   when   human   error   and   instincts   are   involved,   while   on   the   other   hand   

variation   cannot   exist   without   routine.   In   the   following   sections   I   illuminate   how   these   processes   

interact   within   expressive   contexts   like   languaging   and   music-making.   
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3.1.   Role   in   Language   Socialization   

Routine   is   a   cornerstone   of   language   acquisition   at   any   level.   In   first   language   (L1)   

acquisition,   we   can   observe   routine   in   the   interactions   between   caretaker   and   infant,   often   

beginning   before   the   child   is   able   to   respond   (Schieffelin   &   Ochs,   1986).   In   many   Western   

cultures,   infants   are   treated   as   limited   conversationalists   and   are   frequently   spoken   to   in   simple,   

modified   language   about   topics   immediately   accessible   to   them.   A   parent   might   use   routine   to   

encourage   their   child   to   speak   by   repeating   a   word   over   and   over   while   gesturing   at   the   named   

object.   As   the   child   gains   more   language   skills,   their   parent   might   use   more   complex   routines   to   

help   the   child   learn   more   words   and   sentence   structures.   Similarly,   we   can   observe   routine   at   

work   in   second   language   (L2)   classrooms   when   language   instructors   use   repetitive   drills   to   teach   

new   morphological   and   syntactic   structures.   

Language   acquisition   and   language   socialization   are   different   processes,   but   they   do   

overlap   in   many   respects.   Peters   and   Boggs   posit   that   every   naturally-occurring   conversational   

routine   creates   a   complementary   participation   structure,   which   provides   a   space   for   cultural   

learning   in   addition   to   linguistic:   “whereas   routines   specify   generally   the   content   and   kinds   of   

utterances   to   be   expected   in   sequences,   participation   structures   specify   who   can   say   what   to   

whom”   (1987;   81).   The   dichotomy   between   routine   and   participation   structure   conveniently   

mirrors   Schieffelin   and   Ochs’   two   forms   of   language   socialization.   Routine   invites   socialization   

to   use   language   by   repeatedly   engaging   similar   linguistic   patterns,   while   participation   structures   

allow   for   socialization   through   language   by   highlighting   power,   relationships,   and   other   relevant   

cultural   context.   

It   is   routine’s   natural   capacity   for   variation   that   makes   it   an   ideal   vehicle   for   language   

socialization   as   well   as   acquisition.   Routine   is   inherently   rule-oriented,   operating   under   a   set   of   
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assumptions   and   predetermined   guidelines.   This   formula   gives   routine   participants   fewer   

variables   to   juggle   in   their   comprehension   of   and   engagement   with   the   activity.   Within   these   

repetitive   conditions,   “specific   configurations   of   time,   place,   participants,   and   goals   tend   to   recur,   

leading   the   child   to   expect   particular   verbal   and   nonverbal   behaviors”   (Peters   &   Boggs,   1987;   

84).   Similarly,   in   repetitive   participation   structures,   a   child   will   grow   accustomed   to   the   

sociocultural   circumstances   and   implications   of   the   routine   and   will   internalize   that   knowledge.   

Once   the   child   has   settled   into   a   routine,   any   variation   stands   out   against   the   pattern.   This   is   true   

whether   another   participant   implements   the   variation   or   the   child   does   so   themself.   When   

introduced   by   another   participant,   particularly   a   more   experienced   speaker,   variation   becomes   an   

opportunity   for   the   child   to   “do   internal   analysis   on   any   memorized   chunks”   (Peters   &   Boggs,   

1987;   84).   A   change   in   content   offers   the   child   a   chance   to   focus   more   closely   on   structure,   

whereas   different   structure   encourages   focus   on   content,   both   occurring   simply   through   their   

listening   and   comprehension   of   someone   else’s   utterance.   The   child   can   also   introduce   their   own   

variation   into   the   routine   to   test   it   against   the   expectations   and   values   of   the   rest   of   the   

participant   group.     

For   this   type   of   test   to   be   effective,   the   other   routine   participants   must   evaluate   each   

variation   according   to   their   collective   culture.   In   classrooms,   judgments   can   be   quite   explicit,   

ranging   from   verbal   affirmation   (e.g.   “That’s   correct!”)   to   a   failing   grade.   Conversely,   judgment   

in   informal   routine   is   most   commonly   built   into   conversation   and   takes   a   much   subtler   form.   

Confusion,   anger,   and   insults   can   all   be   expressions   of   negative   judgment,   while   a   positive   

judgment   is   typically   indicated   by   a   continuation   of   the   routine.   Laughter   can   be   either   a   positive   

or   a   negative   judgment   depending   on   the   context   and   direction   of   the   laughter.   The   immediate   

reinforcement   or   rejection   of   a   variation   gives   the   initial   speaker   feedback   that   they   can   apply   to   
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their   understanding   of   acceptable   linguistic   output.   This   effect   is   strengthened   due   to   the   frequent   

coincidence   of   linguistic   and   cultural   judgments,   paralleling   the   coincidence   of   routines   and   

participation   structures   (Peters   &   Boggs,   1987).   Positioning   is   also   at   play   in   these   evaluative   

situations.   Any   child   who   introduces   a   variation   into   a   routine   asserts   a   position   of   control   over   

that   routine   and   its   participants,   and   they   must   consequently   “have   that   position   ratified   by   other   

group   members   in   sequences   of   interaction”   (Goodwin   &   Kyraztis,   2011;   382).   Evaluation   

therefore   extends   beyond   the   variation   in   question   and   addresses   the   validity   of   the   child   as   

language   speaker,   routine   participant,   and   group   member.   

3.2.   Role   in   Music   Improvisation   

Improvisation,   like   routine   and   variation,   contributes   to   all   agentive   aspects   of   the   human   

experience.   In   fact,   improvisation   is   so   ubiquitous   primarily   because   of   its   proximity   to   and   

utilization   of   routine   and   variation   processes.   Still,   given   the   prevalence   of   improvisation   in   

music   practice,   we   can   benefit   from   defining   it   as   a   music   term   first.   Let   us   consider   the   example   

of   a   jazz   saxophonist   performing   a   live   improvisation,   backed   by   a   band.   An   amateur   jazz   

audience   might   assume   that   the   saxophonist   is   playing   random   notes   or   making   up   a   tune   on   the   

spot.   While   there   is   an   element   of   spontaneity   to   improvisation,   to   say   that   it   is   random   is   a   

common   misconception.   In   reality,   improvisation   is   a   form   of   composition.   In   order   to   improvise   

in   this   performance,   our   saxophonist   spent   years   practicing   their   instrument   and   studying   jazz   

theory   —   from   scales,   chords,   and   rhythms   to   articulation   and   expression.   There   are   right   and   

wrong   ways   to   improvise   in   any   given   genre,   so   to   do   so   successfully,   one   must   be   an   expert   in   

the   particular   genre   that   one   chooses   to   practice.   For   this   reason,   most   musicians   consider   

improvisation   a   challenging   skill   to   master.   
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Music   improvisation   requires   a   fundamental   understanding   of   music   theory,   whether   that   

understanding   is   explicit   or   implicit   in   the   improviser’s   mind,   because   successful   improvisation   

is   reliant   upon   an   adherence   to   certain   rules.   Just   as   acceptable   variation   necessarily   follows   the   

established   patterns   in   a   given   routine,   improvisation   involves   “the   production   of   meaningful   

actions   that   follow   patterns   or   principles…   that   are   both   sufficiently   specific   to   provide   

guidelines   and   constraints   on   what   to   do   (and   what   to   expect)   and   sufficiently   generic   to   allow   

for   individual   and   collective   creativity”   (Duranti   &   Black,   2011;   453).   Of   course,   music   genres   

are   flexible   and   constantly   evolving,   so   an   improviser   does   not    have    to   follow   the   guidelines,   but   

even   the   most   ambitious   improvisation   usually   seeks   to   stretch   the   limits   of   genre   without   

breaking   them.   Any   musical   material   that   disregards   the   customs   of   its   respective   genre   puts   

approval   from   its   evaluative   audience   at   risk.   

If   we   intend   to   analyze   music   improvisation   as   a   socializing   force,   we   must   broaden   our   

understanding   of   the   term   and   state   that   a   successful   improviser   must   base   their   original   output   

on   a   foundation   of   cultural   information   as   well   as   technical   theory.   Such   a   foundation   becomes   

especially   vital   in   a   circumstance   where   more   than   one   participant   improvises   or   varies   the   

routine,   as   all   participants   must   share   the   same   standard   of   knowledge   in   order   to   practice   

acceptable   group   interaction.   We   can   follow   ethnomusicologist   Kathryn   Marsh’s   lead   in   calling   

this   standard   of   knowledge   “common   vernacular.”   Marsh   (1995)   explains   the   importance   of   a   

common   vernacular   in   her   own   words:   

The   composer-performers,   therefore,   must   work   within   the   framework   of   a   musical,   

movement   and   textual   vernacular   which   is   understood   and   able   to   be   manipulated   and   

performed   by   all   members   of   the   group…   Text,   music   or   movement   may   be   changed   to   
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meet   the   needs   of   a   group   or   individuals   within   the   group   in   the   context   of   the   

performance.   (p.   5)   

Defined   in   this   way,   common   vernacular   is   more   than   just   a   set   of   guidelines.   It   is   the   framework   

in   which   all   musical   practice   is   produced   and   perceived   between   group   members,   the   basis   for   all   

routines,   variations,   and   improvisations.   Even   more   significantly,   it   is   created   and   continually   

modified   by   the   individuals   who   share   it.   It   is   a   product   of   group   interaction,   not   only   a   set   of   

principles   around   which   to   interact.   

Every   mainstream   music   genre   —   like   American   jazz,   to   return   to   our   saxophonist   

example   —   has   a   set   of   widely   accepted   compositional   techniques   and   social   norms   that   

differentiate   it   from   other   genres.   However,   due   to   the   adaptable,   evolutionary   nature   of   common   

vernacular,   not   all   musical   communities   play   by   identical   rules.   Each   ensemble   or   informal   

group,   being   a   unique   mixture   of   individuals   with   their   own   unique   backgrounds,   perspectives,   

and   experiences,   will   inevitably   develop   its   own   unique   customs   (Ahearn,   2001),   meaning   that   

“the   areas   in   which   an   individual   or   group   is   allowed   to   do   something   in   a   novel   way   vary   from   

one   context   to   another   within   and   across   communities”   (Duranti   &   Black,   2011;   454).   While   we   

have   considered   improvisation   primarily   as   a   musical   term,   the   development   of   cross-cultural   

variability   is   also   applicable   to   language,   culture,   and   language   socialization.   Even   Marsh’s   use   

of   the   linguistic   term    vernacular    seems   to   encourage   this   comparison!   No   matter   what   expressive   

medium   is   being   highlighted   in   a   given   routine,   all   participants   must   base   their   variations   and   

evaluations   upon   the   same   common   vernacular,   tailored   perfectly   to   the   needs   and   values   of   the   

group.   
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3.3.   Role   in   Clapping   Games   

As   stated   in   section   2.1.1,   children’s   play   is   an   ideal   site   for   language   socialization   

research   due   to   its   inherent   rule-based   organization,   as   well   as   its   prevalence   and   significance   in   

children’s   lives   and   peer   interactions.   Patterned   play   has   the   additional   advantage   of   being   

organized   around   routine   and   variation   such   that   successful   variation   is   often   the   goal   of   the   

game.   Clapping   games,   highlighted   in   this   paper,   demonstrate   this   organization   through   their   

gameplay   structure.   Every   clapping   game   is   motivated   by   the   players’   mutual   desire   to   perform   a   

clapping   pattern   and   its   respective   song   or   chant   in   tandem.   In   order   to   do   this,   each   player   must   

solidify   their   comprehensions   of   the   clapping   pattern   and   song   separately   as   well   as   in   

combination.   Clapping   patterns   are   highly   repetitive,   requiring   the   constant   reproduction   of   a   

measure 2    usually   containing   two,   three,   or   four   beats 3    represented   through   body   percussion.   The   

songs   that   accompany   these   patterns   follow   the   same   beat-grouping   structures   as   the   

corresponding   clapping   pattern.   A   complete   iteration   of   a   clapping   game   ends,   ideally,   in   a   

performance   where   the   repetition   of   the   clapping   pattern   is   steady,   the   song   is   fluid   and   sung   

correctly   by   all   players,   and   these   two   musical   parts   interact   in   a   consistent   manner.   

Sometimes   a   child   will   introduce   a   variant   into   the   game   —   an   alteration   in   the   clapping   

pattern,   the   song,   or   the   coincidence   of   the   two.   Marsh   explains   that   the   production   of   musical   

variants   in   play   contexts   “is   seen   by   some   oral   transmission   theorists   to   be   almost   accidental”   

and   to   contaminate   or   negatively   affect   the   purity   of   the   original   song   form.   While   these   

accidental   processes   can   sometimes   be   found   in   children’s   play,   “variation   is   also   produced   by   

quite   deliberate   processes   of   innovation”   (Marsh,   1995;   4).   Some   variants   develop   from   alternate   

2  A   measure   is   a   grouping   of   notes   or   rhythmic   beats,   organized   by   beat   strength   so   that   each   measure   starts   
with   a   strong   beat   followed   by   weaker   ones.   

3  A   beat   is   the   smallest   regular   unit   of   rhythm.   
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lyrics   or   regional   customs   casually   introduced   by   newer   group   members,   while   other   changes   are   

implemented   purely   for   the   sake   of   change.   In   all   cases,   however,   the   process   of   variation   is   

systematic   and   interactive.   Regardless   of   the   source   of   each   variation,   “children,   during   

successive   performances   of   a   game,   may   collaboratively   work   through   a   succession   of   

developmental   compositional   modes,   composing   a   series   of   game   variants   which   become   more   

refined   with   each   performance”   (Marsh,   1995;   6).   We   will   see   examples   of   this   systematic   

variation   in   section   4.   

Just   like   routine-based   linguistic   interaction,   clapping   games   can   be   broken   down   or   

controlled   to   isolate   one   variable.   This   setup   hugely   benefits   learners   of   all   experience   levels.   In  

her   1998   study   on   a   club   of   African-American   girls,   Harwood   observed   that,   when   faced   with   

“hand,   tune   and   text,”   many   “less   able   players   concentrated   on   one   or   two   of   these   at   a   time,   

sometimes   switching   their   focus   as   play   progressed”   (p.   57).   Learners   have   the   option   to   

temporarily   eliminate   some   elements   (e.g.   text   and   tune)   to   develop   another   (e.g.   clapping).   

Similarly,   advanced   players   can   turn   their   attention   to   a   new   variant   in   one   element   by   allowing   

the   others   to   settle   into   a   simple   routine.     

Children’s   games   are   well-suited   to   evaluation   and   positioning   given   that   “games   

constitute   arenas   where   opposition   is   expected”   (Goodwin   et   al.,   2002;   1623).   Clapping   games   in   

particular   encourage   and   even   necessitate   feedback   from   the   improviser’s   peers.   As   stated   

before,   the   repetitive   nature   of   routine   makes   even   minor   variations   noticeable;   it   is   therefore   

impossible   to   move   through   the   game   without   acknowledging,   evaluating,   or   even   intentionally   

ignoring   the   variation,   which   is   in   itself   a   form   of   evaluation.   Additionally,   because   clapping   

games   have   performance   as   their   goal,   it   would   be   against   the   players’   interests   to   allow   a   

variation   to   go   unaddressed.   At   the   end   of   gameplay,   any   variant   that   has   not   been   either   
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eliminated   or   integrated   into   group   practice   jeopardizes   the   consistency   and   perceived   success   of   

the   performance.     

Clapping   games,   like   all   patterned   play,   are   ideal   sites   for   child-driven   improvisation   

because   they   take   advantage   of   skills   that   children   have   just   recently   gained   in   other   sectors   of   

their   lives,   such   as   “turn-taking,   responding   quickly,   building   on   and   topping   their   partners,   

capitalizing   on   rhythmic   patterns,”   and   more   (Kyratzis,   2004;   630).   These   skills   are   implemented   

in   a   controlled   environment   ideal   for   acquiring   both   cultural   and   technical   information,   a   setting   

specific   to   child   culture.   Duranti   and   Black   (2011)   point   out   that   “although   children   seem   

naturally   prone   to   certain   forms   of   verbal   improvisation   and   engage   in   it   when   left   to   their   own   

devices,   adults   may   not   be   as   prone   to   indulge   in   it”   (p.   448).   It   is   certainly   true   that   adults   tend   

towards   more   casual   formats   for   verbal   improvisation,   such   as   parties,   meetings,   and   other   

naturally-occurring   group   conversations.   Even   more   structured   verbal   activities,   like   many   

religious   services,   while   possessing   the   rigorous   routine   required   of   an   effective   improvisatory   

experience,   lack   much   or   any   opportunity   for   variation.   Patterned   play,   then,   is   uniquely   efficient   

in   its   streamlining   of   the   socialization   process,   fitted   to   the   needs   of   its   young   participants.   In   a   

survey   of   routine,   variation,   and   evaluation   on   a   peer-to-peer   level,   clapping   games   are   the  

perfect   storm.   

4.   Music   Socialization   in   Practice   

In   this   section,   I   present   several   examples   of   music   socialization   —   socialization   through   

music   and   socialization   to   use   music   —   as   it   functions   in   common   Western   clapping   games.   This   

data,   compiled   for   my   own   analysis,   was   originally   collected   by   several   researchers   in   Australia   

(Marsh,   1995;   Marsh,   2006),   the   United   Kingdom   (Curtis,   2004;   Hubbard,   1982;   Marsh,   2006),   
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and   the   United   States   (Merrill-Mirsky,   1988).   Each   study   took   place   almost   exclusively   on   

primary   school   property,   as   the   researchers   found   these   sites   to   have   a   high   concentration   of   

clapping   game   practice   (likely   due   to   their   high   concentrations   of   children).   My   analysis,   like   

earlier   theoretical   sections,   builds   on   these   examples   to   tie   together   several   linguistic,   musical,   

and   developmental   concepts.   Using   routine   and   variation   as   entry   points,   I   draw   attention   to   the   

most   prominent   alteration   or   artistic   choice   in   each   game   or   set   of   games.   I   then   discuss   the   

experimental   and   active   evaluative   process   leading   to   the   implementation   of   each   of   the   

highlighted   features,   as   well   as   the   motivations   behind   them.   Finally,   I   turn   my   focus   away   from   

the   specific   examples,   reflecting   more   generally   on   what   they   demonstrate   about   the   common   

vernaculars   —   both   musical   and   sociocultural   —   of   the   peer   groups   observed   in   these   studies.   

The   following   examples,   while   they   were   collected   in   different   locations   and   time   

periods,   share   many   similarities   in   their   musical   and   lyrical   content.   In   fact,   most   of   the   games   

that   I   analyze   in   subsequent   sections   also   appear   in   studies   on   different   continents   from   those   

cited.   As   Marsh   (1995)   recognizes,   “the   phenomenon   of   multiple   variants   of   the   same   game   

appearing   both   within   one   school   playground   and,   simultaneously,   in   quite   geographically   

separate   communities   of   children   has   been   widely   documented   by   collectors   of   children’s   

folklore”   (p.   2).   These   co-occurrences   and   other   similarities   allow   us   to   forge   connections   

between   distant   communities   while   still   acknowledging   the   inherent   individuality   in   each   study.   

4.1.   Socialization   through   Music   

Each   of   the   following   examples   appeals   to   the   parameters   of   socialization   through   music   

by   highlighting   a   specific   cultural   practice   in   a   game   or   across   multiple   games.   In   section   4.1.1,   I   

analyze   a   list   of   acceptable   game   variations   that   constitutes   a   partial   common   vernacular   in   itself.   
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Section   4.1.2   draws   connections   between   supplementary   physical   actions   and   social   

performance,   while   section   4.1.3   discusses   the   importance   of   individuality   and   positioning   in   

children’s   socialization   into   both   musical   and   cultural   customs.   These   examples   are   not   as   clearly   

defined   as   the   qualities   discussed   in   the   following   subsection   (4.2)   on   socialization   to   use   music,   

requiring   a   bit   more   situational   analysis   to   expose.   Once   it   is   clear   how   children   engage   with   

each   practice   within   the   musical   activity   at   hand,   I   expand   each   of   them   into   the   broader   contexts   

of   social   interaction   and   child   culture.   

4.1.1.   Variation   and   Evaluation   

Before   discussing   a   number   of   variational   processes   as   they   have   been   observed   in   

clapping   games,   we   might   begin   by   establishing   what   acceptable   variation   can   and   does   look   like   

in   these   contexts.   Marsh,   a   leading   researcher   in   the   narrow   field   of   clapping   games,   recorded   a   

set   of   game   variations   in   1995.   This   list   of   variations   is   perhaps   the   closest   that   any   adult   has   

come   to   officially   documenting   a   common   vernacular   in   clapping   games   —   albeit   an   incomplete   

one,   and   likely   gathered   from   multiple   peer   groups.   Even   so,   the   simple   existence   of   standards   

for   variation,   as   well   as   the   evaluative   processes   required   to   set   such   standards,   indicate   that   

these   performers   place   sociocultural   value   on   both   practices.   

During   her   four-year   study   in   a   “multiethnic   inner   city   primary   school   in   Sydney”   (1995;   

2),   Marsh   documented   the   games   that   children   played   and   the   manners   and   contexts   in   which   

they   played   them.   Much   of   her   analysis,   which   has   been   central   to   this   project,   defends   the   

validity   of   the   “deliberate   processes   of   innovation”   (p.   4)   by   which   children   maintain   and   modify   

their   game   repertoire.   She   categorizes   many   of   these   processes   in   a   detailed   table   (Figure   1).   

Clearly,   Marsh’s   study   was   both   fruitful   and   thorough.   The   processes   listed   here,   and   particularly   

their   categories   —   re-organization,   elaboration,   condensation,   and   recasting   —   are   applicable   to     
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Figure   1:   “Innovative   processes   in   Sydney   children’s   playground   singing   games”   

(Marsh,   1995;   4)   

  
any   subsequent   work   in   this   field,   including   my   own,   as   will   become   apparent   throughout   my   

analysis.   Not   only   do   these   observed   variations   point   researchers   in   useful   directions,   but   they   

also   prove   that   variation   is   generally   appropriate   in   practice   and   performance.   We   can   assume   

that   Marsh’s   innovative   categories   offer   comprehensive   summaries   of   her   observations;   after   all,   

if   a   particular   suggested   variant   was   at   any   point   deemed   unwelcome   in   a   game’s   routine,   it   
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Re-organisation   of   formulae   
Synthesis   of   textual   or   melodic   formulae   derived   from   several   sources   
Re-ordering   of   formulae   

Elaboration   through   addition   of   new   material   or   expansion   of   known   material   
Addition   of   new   text:   individual   words   

           individual   lines   
           stanzas   
           additive   closing   formulae   

Addition   of   word   or   phrases   to   ensure   consistency   of   phrase   lengths   of   stanzas   
Addition   of   ‘scat’   syllables   to   denote   movement   or   extra-performance   elements   

Condensation   through   omission   or   contraction   of   formulae   
Truncation   of   line   endings   
Extraction   of   textual   or   melodic   formulae   from   larger   constructions   
Truncation   of   closing   formulae   
Omission   of   movements   

Recasting   of   material   
Word   substitution,   including   localisation   of   text   
Translation   of   text   from   one   language   to   another   
Variation   in   relationship   of   text   and   music   to   movement   
Substitution   of   different   movements   
Use   of   different   body   parts   
Exaggeration   of   movements   
Substitution   of   movements   for   text   
Changes   to   spatial   relationship   of   performers   
Addition   of   movement   formulae   to   texts   or   music   derived   from   adult   sources   (eg   written,   
audiovisual,   teacher)   
Addition   of   movement   formulae   to   newly-created   texts   or   melodies   
Change   of   movement   genre   (eg   from   skipping   to   clapping   game)   
Changes   to   melodic   contour   



would   not   be   circulated   in   future   gameplay,   leaving   Marsh   and   her   colleagues   without   a   process   

to   observe.   

All   of   these   processes,   too,   require   players   to   be   active   participants   in   their   development.   

Of   course,   at   least   one   individual   must   introduce   each   variation,   or   “innovation”   (p.   4),   to   the   rest   

of   the   group.   Additionally,   as   stated   in   section   3.3,   clapping   games   necessitate   a   system   of   

constant   evaluation   to   uphold   their   variational   nature.   Variations   of   every   size   and   significance,   

including   all   of   those   in   Marsh’s   list,   are   faced   with   explicit   or   implicit   value   judgment   upon   

their   introduction   into   gameplay.   It   could   even   be   argued   that,   after   a   judgment   has   been   passed,   

for   one   player   to   quietly   continue   to   play   a   game   —   thereby   deferring   to   the   preferences   of   more   

powerful   evaluators   —   is   a   positive   evaluation   of   its   own,   perhaps   not   in   response   to   the   

variation   itself   but   rather   to   the   power   structures   existing   within   the   group.   In   this   way,   the   

clapping   game   provides   a   model   for   all   social   interaction   within   a   given   group.   Children   can   use   

these   games   as   opportunities   to   enter   new   groups   through   game-based   musical   interaction,   

testing   the   social   waters   before   they   become   group   members   and   begin   to   develop   individual   

friendships.   Given   the   high   social   value   that   children   place   on   play   access,   it   comes   as   no   

surprise   that   clapping   games   carry   so   much   socializing   power   in   peer   groups.   

This   collection   of   innovative   processes,   reminiscent   as   it   is   of   a   common   vernacular,   

reflects   a   set   of   practical   procedures   that   might   more   accurately   be   said   to   indicate   socialization   

to   use   music.   However,   if   we   consider   the   listed   processes   to   be   subcategories   or   rules   of   

variation,   we   begin   to   see   variation   as   a   social   tool   extending   beyond   the   clapping   game.   Musical   

variation   is   framed   as   a   controlled   system   with   guidelines   for   what   sort   of   event   is   or   is   not   

acceptable   in   the   eyes   of   the   group;   improvised   social   action   of   any   kind,   including   verbal   and   

behavioral,   is   similarly   held   to   a   group’s   shared   cultural   standards.   Evaluation,   too,   takes   place   
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on   a   broader   level,   contributing   to   the   preservation   and   evolution   of   the   group’s   cultural   norms.   

On   all   of   these   levels,   Marsh’s   record   demonstrates   that   the   children   she   observed   in   Sydney   

share   a   set   of   common   values,   both   technical   and   sociocultural,   through   which   they   inform   their   

play,   action,   and   interaction.   

4.1.2.   Performance   

As   explained   in   section   3.3,   clapping   games   are   naturally   performance-oriented.   The   

following   analysis   finds   evidence   of   this   orientation   in   children’s   physical,   non-clapping   actions,   

proposing   that   such   actions   socialize   children   into   other   types   of   social   performance.   In   her   

studies   of   clapping   games   performed   by   eight-year-old   girls   at   ten   schools   in   West   Yorkshire,   

Curtis   (2004)   agrees   that   while   children   “are   practising   a   great   many   complex   skills   in   the   course   

of   these   clapping   games   and   are   almost   certainly   unaware   of   this,   they    are    aware   of   the   

desirability   of   giving   a   good   performance”   (p.   435).   With   this   understanding,   we   can   interpret   

actions   outside   of   a   regular   clapping   routine   as   intentionally   supportive   of   such   a   performance.   

Curtis   observed   supplementary   actions   associated   with   the   games   listed   in   Figure   2   (see   

Appendix   A-D   for   full   lyrics   of   each   game).   

These   actions   can   serve   any   number   of   purposes   in   a   clapping   game.   Some,   such   as   the   

salute   in   “My   Father   Went   to   Sea,”   the   stereotypical   bows   accompanying   mentions   of   China   in  

“My   Father   Went   to   Sea”   and   “I   Went   to   a   Chinese   Restaurant,”   and   the   collapse   of   one   player   at   

the   end   of   “I   Know   a   Chinese   Girl”   denoting   the   titular   girl’s   father’s   death,   are   primarily   

storytelling   devices,   adding   an   aspect   of   visual   representation   to   the   lyrical   contents   of   the   

games.   Other   actions,   like   the   kick   in   “I   Hid   a   Box   of   Matches”   and   hip-bumping   in   “I   Went   to   a   

Chinese   Restaurant,”   create   an   extra   bit   of   comedic   energy.   The   chopping   and   knee-touching   in   

“My   Father   Went   to   Sea”   offer   new,   different   ways   to   reinforce   the   driving   rhythm   in   the   song.   

27   



  
Figure   2:   Examples   of   supplementary   movements   from   Curtis   (2004)   

  

The   direction   to   carry   out   “all   the   previous   actions”   in   the   final   verse   of   the   same   game   is   

individually   challenging   and   impressive   when   completed   smoothly,   while   the   linked-arm   

dancing   in   “I   Hid   a   Box   of   Matches”   encourages   success   through   collaboration.   

All   of   these   qualities   —   storytelling,   comedy,   rhythm,   and   individual   and   collaborative   

success   —   are   vital   to   what   one   might   call   a   “good   performance”   (Curtis,   2004;   435)   of   a   

clapping   game.   These   actions,   all   examples   of   Marsh’s   “recasting”   through   the   addition   of   

movement   (1995;   4),   complicate   the   games   so   that   integrating   them   comfortably   is   more   of   a   

feat.   They   are   developed,   passed   down,   and   modified   alongside   the   music,   motivating   each   

generation   of   players   to   strive   for   spectacle   and   perfection   in   their   performances.   Of   course,   it   is   

unlikely   that   every   pair   or   group   of   children   would   perform   these   games   with   the   exact   actions   

listed,   or   even   that   every   pair   or   group   uses   supplementary   action   at   all.   Like   melodies,   rhythms,   

lyrics,   and   clapping   patterns,   supplementary   action   varies   from   peer   group   to   peer   group,   

highlighting   each   group’s   differing   engagement   with   and   valuing   of   performative   flair.   
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“My   Father   Went   to   Sea”   (pp.   425-426)   “Actions:   salute”   
“A   chopping   movement   with   the   edge   of   the   hand   
against   the   opposite   arm”   
“Touch   the   knee”  
“Bow   with   hands   in   prayer   position”   
“All   the   previous   actions”   

“I   Know   a   Chinese   Girl”   (pp.   432-433)   “The   final   perfect   cadence   is   abandoned   in   favour   of   
a   dramatic   and   declamatory   ‘Like   this’,   as   one   
player   sinks   into   the   arms   of   her   partner.”   

“I   Went   to   a   Chinese   Restaurant”   (pp.   433-434)   “Action:   Bow   to   each   other   with   hands   in   prayer   
position,   then   turn   and   bump   bottoms”   

“I   Hid   a   Box   of   Matches”   (p.   434-435)   “After   the   first   four   lines   of   the   verse,   the   clapping   is   
abandoned   in   favour   of   dancing   round   with   arms   
linked   with   the   final   exclamation   accompanied   by   a   
kick.”   



It   is   not   a   large   step   to   connect   casual   musical   performance   with   social   performance   in   a   

more   general   sense.   In   order   to   maintain   their   membership   and   position   in   a   peer   group,   a   child   

must   maintain   positive   relationships   with   other   group   members,   particularly   the   most   powerful.   

They   must,   therefore,   behave   in   a   way   that   is   appropriate   or   actively   appealing   to   those   

individuals   (see   section   4.1.3),   positioning   themself   as   a   performer   and   other   group   members   as   

their   audience.   Supplementary   actions   in   clapping   games,   while   quite   contextually   specific,   

demonstrate   to   children   the   importance   of   performance   in   all   types   of   interaction,   socializing  

them   to   control   their   behavior   to   produce   the   most   favorable   social   outcome.   

4.1.3.   Individuality   and   Positioning   

In   some   cases,   the   most   effective   form   of   social   performance   is   content-driven,   appealing   

to   the   target   audience’s   values   and   interests.   Clapping   games   have   a   model   for   this,   too;   some   

game   variants   leave   dedicated   space   for   player   improvisation,   providing   opportunities   for   

individuals   to   show   off   and   prove   themselves   to   the   group.   One   such   game,   “That’s   the   Way   I   

Like   It,”   appears   in   Marsh’s   observations   at   two   primary   schools   in   the   UK   (2006).   A   portion   of   

the   lyrics   are   fixed,   acting   as   a   chorus,   while   another   section   is   designed   for   lyrical   improvisation   

over   a   consistent   clapping   routine.   As   a   result,   every   performance   of   “That’s   the   Way   I   Like   It”   is   

different   from   the   rest.   This   wide   variety   makes   the   game   especially   favorable   to   analysis.   

Marsh’s   transcriptions 4    of   four   iterations   of   this   game,   played   by   four   separate   pairs   of   girls,   offer   

insight   into   the   values   that   their   peer   groups   deem   important.   

Teela   and   Shaneeka’s   performance   (Figure   3),   unlike   the   other   examples,   includes   solos   

from   both   performers.   Teela   goes   first,   sharing   her   name   and   a   favorite   hobby   of   hers   —     

4  The   first   transcription   appeared   in   this   format   in   Marsh’s   study,   while   the   other   three   were   originally   printed   in   
music   notation.   These   three   have   been   represented   here   as   textual   transcription   for   ease   of   comparison   (see   
Appendix   E-G   for   full   transcriptions).   
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[Both]   
A   B   C   hit   it   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   

[Teela]   
Teela   is   my   name   and   basketball's   my   game.   

[Both]   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)...   

[Shaneeka]   
Shaneeka's   my   name   and   basketball's   my   game   

[Both]   
So   that's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   

  
Figure   3:   “That’s   the   Way   I   Like   It”   performed   by   Teela   and   Shaneeka   

(Marsh,   2006;   25)   
  
  

[Both]   
A   B   C   hit   it   
That's   the   way   (uh   huh   uh   huh)   I   like   it   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   

[Danielle]   
My   name   is   Danielle   and   the   game   is   netball   
Boys   are   never   on   my   mind   so   that's   the   way   (uh   huh   uh   huh)   

[Both]   
I   like   it   (uh   huh   uh   huh)   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   

  
Figure   4:   “That’s   the   Way   I   Like   It”   performed   by   Kirstie   and   Danielle   

(Marsh,   2006;   26)   
  

basketball.   Shaneeka   follows   suit,   also   expressing   an   interest   in   basketball.   In   the   second   

example   (Figure   4),   Danielle   similarly   states   her   name   and   the   name   of   a   sport,   although   her   

wording   —   “the   game”   rather   than   “my   game”   —   does   not   necessarily   imply   a   personal   

connection   to   netball.   She   elaborates   on   her   solo   by   offering   a   negative   judgment   on   boys,   or,   

more   precisely,   on   the   suggestion   that   they   would   be   “on   [her]   mind.”   

These   solos,   all   taking   the   form   of   introductions,   accomplish   two   goals   at   once.   First,   

they   allow   each   performer   to   demonstrate   their   own   individuality   by   chanting   or   singing   their   

own   name.   In   a   game   setting   based   on   the   synchronization   of   multiple   voices,   to   have   one   voice   
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identify   itself   over   the   others   is   significant   and   meaningful.   The   expressions   of   interest   (or   

disinterest,   in   Danielle’s   case)   following   the   girls’   names   add   to   their   demonstration   of   

individuality   in   that   they   convey   a   piece   of   personal   information   about   each   soloist.   Second,   the   

solos   give   the   performers   a   chance   to   prove   or   enhance   their   connection   to   their   peer   groups   

according   to   their   shared   interests.   Teela   and   Shaneeka   both   claim   to   like   or   play   basketball,   

solidifying   their   friendship   with   each   other   through   their   similar   relationships   to   the   sport.   

Danielle’s   statement   on   gender   is   likely   intended   to   appeal   to   the   judgment   of   her   game   partner,   

Kirstie,   impressing   her   and   further   strengthening   their   friendship.   

The   solos   in   the   next   two   examples   are   slightly   less   personal.   In   the   third   transcription   

(Figure   5),   Penny   takes   on   the   perspective   of   a   different   girl,   Sonia,   who   “watches   and   

occasionally   sings   along”   (p.   27).   Penny’s   intentions   here   are   unclear,   especially   given   that   her   

fabricated   introduction   can   be   read   as   offensive   and   that   the   final   clause   of   the   section   —   “to   

help   me   ’n’   never   end”   is   difficult   to   parse.   We   cannot   be   sure   if   Penny   hopes   to   impress   Sonia   

and   game   partner   Claire   by   speaking   as   the   former,   or   if   she   believes   that   insulting   Sonia   will   

improve   her   own   standing   with   Claire.   Either   way,   by   adopting   another   girl’s   persona   during   her   

solo,   Penny   places   herself   in   a   position   of   power   over   Sonia,   a   hierarchy   that   may   or   may   not   

exist   outside   of   this   particular   song.   The   same   can   be   said   of   Farah   and   Sana’s   apparently   

pre-written   addition   in   the   last   example   (Figure   6).   Although   Sana’s   name   is   used,   both   girls   are   

singing,   simultaneously   implying   that   Farah   feels   close   enough   to   Sana   to   speak   from   her   

perspective,   and   that   Sana   trusts   Farah   enough   to   allow   her   to   share   this   spotlight.   The   girls   use   

this   hybrid   Sana   to   display   hypothetical   disrespect   for   school,   positioning   themselves   above   their   

classmates   and   teachers.   Even   if   the   girls’   peers   do   consider   them   “really   really   cool,”   it   is   highly   

unlikely   that   they   hold   any   real   power   over   adults.   
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[Both]   

One   two   three   hit   it   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   

[Penny]   
My   name   is   Sonia, 5    I’m   always   in   a   stress   
I   got   my   friends,   my   teachers,   to   help   me   ’n’   never   end.   Whoo!   
That's   the   way   (uh   huh   uh   huh)   like   it   (uh   huh   uh   huh)   

  
Figure   5:   “That’s   the   Way   I   Like   It”   performed   by   Claire   and   Penny     

(Marsh,   2006;   27)   
  
  

[Both]   
One   two   three   hit   it   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   
That's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   
M’   name   is   Sana,   I’m   really   really   cool   
So   when   I’m   out   shopping,   my   friends   are   still   at   school   
So   that's   the   way   (uh   huh   uh   huh)   I   like   it   (uh   huh   uh   huh)   

  
Figure   6:   “That’s   the   Way   I   Like   It”   performed   by   Farah   and   Sana   

(Marsh,   2006;   29)   
  
  

All   of   these   players   use   their   solos   first   to   establish   their   individuality   and   then   to   project   

power   dynamics   onto   existing   relationships.   Taking   advantage   of   the   performative   nature   of   

clapping   games   (see   sections   3.3   and   4.1.2),   they   learn   about   and   converse   with   each   other,   

simultaneously   cross-referencing   cultural   values   and   strengthening   their   social   connection.   Given   

that   our   analysis   responds   primarily   to   the   lyrics   of   these   game   variants,   these   examples   could   all   

be   interpreted   as   instances   of   socialization   through   language   rather   than   socialization   through   

music.   However,   the   structure   of   “That’s   the   Way   I   Like   It,”   in   which   the   solo   section   is   isolated   

between   iterations   of   a   repeated   chorus,   results   in   special   value   being   attributed   to   these   isolated   

passages.   The   musical   context   in   which   soloists   use   these   lyrics   heightens   their   impact   on   both   

5  Here   Penny   is   referencing   her   peer   Sonia,   who   is   watching   the   performance.   

32   



observers   and   fellow   performers,   placing   these   events   firmly   within   the   framework   of   music   

socialization.   

4.2.   Socialization   to   Use   Music   

Socialization   to   use   music   is   concerned   primarily   with   the   development   and   preservation   

of   shared   musical   practices;   consequently,   the   following   examples   are   more   directly   linked   to   

music   than   those   in   section   4.1.   In   section   4.2.1   and   4.2.2,   I   focus   on   the   socializing   role   of   

rhythm   in   clapping   games,   concluding   that   the   importance   of   rhythm   is   conveyed   to   new   

participants   by   way   of   performed   routine,   whether   through   fixed   patterns   or   common   pattern   

variants.   Section   4.2.3   uses   transcriptions   of   a   complete   variational   process   to   prove   that   

systematic   musical   variation   can   be   a   powerful   socializing   force.   Finally,   section   4.2.4   finds   

evidence   of   consistent   socialization   across   generations   in   the   preservation   of   an   unusual   

structural   pattern   over   time.   A   few   difficulties   are   posed   by   the   use   of   a   compilation   of   data   from   

distinct   sources,   the   most   challenging   being   their   variety   of   notational   strategies.   Melodies   are   

usually   presented   in   the   key   of   G   for   simplicity’s   sake,   although   Marsh   (1995)   transcribed   the   

songs   that   she   observed   in   their   original   performance   keys.   A   total   of   three   unique   systems   for   

clapping   notation   are   utilized   in   these   examples.   None   are   terribly   complex,   but   for   convenience   

I   will   explain   each   system   as   it   arises.   

4.2.1.   Rhythmic   Precedence   

In   this   example,   the   performers’   faithful   perpetuation   of   rhythmic   patterns   during   lyrical   

variation   reveals   a   priority   towards   rhythmic   preservation.   Marsh   (2006)   documents   and   

discusses   several   clapping   games   as   they   were   performed   on   the   playground   of   a   primary   school   
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in   Sydney,   given   the   pseudonym   “Springfield   Primary   School.”   One   of   the   more   common   games   

she   observed,   called   “Down   Down   Baby,”   was   apparently   adopted   by   the   Springfield   student   

body   “through   the   viewing   of   repeated   broadcasts   of   a   segment   of   the    Sesame   Street    children’s   

program   in   which   a   group   of   African   American   girls   performed   the   game   and   taught   it   to   a   

younger   child”   (p.   14).   In   addition   to   these   frequent   broadcasts,   the   feature   has   been   further   

circulated   since   2006,   arriving   on   YouTube   on   March   27,   2009   in   a   clip 6    that   has   been   viewed   

nearly   650,000   times   on   YouTube   as   of   the   writing   of   this   paper.   It   seems   unlikely   that   any   one   

version   of   a   clapping   game   has   been   disseminated   as   widely   as   has   the    Sesame   Street    version   of   

“Down   Down   Baby”   (Figure   7).   

Considering   the   ubiquity   and   relative   newness   of   this   particular   game   variant,   one   might   

expect   very   little   variation   across   peer   groups.   Marsh’s   research,   however,   detected   a   number   of   

  
Down   down   baby,   down   down   the   roller   coaster   
Sweet   sweet   baby   I'll   never   let   you   go.   
Chimmy   chimmy   coco   pop   chimmy   chimmy   pow.   
Chimmy   chimmy   coco   pop   chimmy   chimmy   pow.   
Granma,   granma   sick   in   bed.  
She   called   the   doctor   and   the   doctor   said,   
Let's   get   the   rhythm   of   the   head,   ding   dong.   
Let's   get   the   rhythm   of   the   head,   ding   dong.   
Let's   get   the   rhythm   of   the   hands,    [clap,   clap] .   
Let's   get   the   rhythm   of   the   hands,    [clap,   clap] .   
Let's   get   the   rhythm   of   the   feet,    [stamp,   stamp] .   
Let's   get   the   rhythm   of   the   feet,    [stamp,   stamp] .   
Let's   get   the   rhythm   of   the   hot   dog.    [swivel   hips]   
Let's   get   the   rhythm   of   the   hot   dog.    [swivel   hips]   
Put   it   all   together   and   what   do   you   get?   
Ding   dong,    [clap,   clap,   stamp,   stamp]    hot   dog.   
Put   it   all   backwards   and   what   do   you   get?   
Hot   dog,    [stamp,   stamp,   clap,   clap]    ding   dong.   
  

Figure   7:   “Down   Down   Baby”   on    Sesame   Street ,   full   text   
( Sesame   Street ,   2009)   

  

6  https://www.youtube.com/watch?v=5K-FpmUUc7U   
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variations   even   across   peer   groups   at   Springfield.   Most   of   these   changes   took   the   form   of   

“substituting   phonetically   or   semantically   similar   words   into   the   text”   (p.   16).   The   most   heavily   

altered   section   was   the   third   and   fourth   lines   of   the   song,   appearing   on    Sesame   Street    as:   

  
Chimmy   chimmy   coco   pop   chimmy   chimmy   pow  
Chimmy   chimmy   coco   pop   chimmy   chimmy   pow  
  

Figure   8:   “Down   Down   Baby”   on    Sesame   Street ,   text   of   lines   3-4  
(Sesame   Street,   2009)   

  

Marsh   observed   ten   variants   of   these   lines:   

  
Chimmy   chimmy   coco   pops   chimmy   chimmy   wow   
Chimmy   chimmy   lollipop,   chimmy   chimmy   pow   
Shimmy   shimmy   coco   pops   shimmy   shimmy   pow   
Jimmy   jimmy   coco   pops   jimmy   jimmy   pow   
Gimme   gimme   coco   pop   gimme   gimme   pow   
Chilly   chilly   coco   pop   chilly   chilly   pow   
Chicky   chicky   coco   pop   chicky   chicky   pow   
Chippy   chippy   lollipop,   cushy   cushy   pow   
Cushy   cushy   lollipop   cushy   cushy   pow   
Cushy   cushy   coco   pop   cushy   cushy   bang   
  

Figure   9:   Variants   of   the   Chimmy   Chimmy   lines   at   Springfield   
(Marsh,   2006;   16)   

  
Springfield   students   seem   to   be   willing   to   vary   these   lines,   more   so   than   they   might   vary   another   

section   of   the   game.   This   willingness   could   be   due   to   the   lack   of   semantic   content   in   lines   3-4   

relative   to   the   rest   of   the   lyrics;   perhaps   children   notice   this   difference   and   take   advantage   of   it,   

repurposing   the   passage   as   a   site   for   improvisation   and   creativity   within   their   peer   groups.   

Interestingly,   these   lines   only   ever   vary   in   their   lyrics,   remaining   “the   most   rhythmically   

stable   lines”   (p.   16)   across   peer   group   variants.   Each   one   of   Marsh’s   ten   collected   variants   on   

these   lines   is   chanted   or   sung   to   the   exact   same   rhythm   as   that   featured   in   the    Sesame   Street   

original   (Figure   10):   
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Figure   10:   Text   rhythm   of   Chimmy   Chimmy   lines   at   Springfield   
(Marsh,   2006;   16)   

  
Both   lines,   the   second   a   repetition   of   the   first,   are   composed   of   two   strings   of   eight   notes   ending   

in   a   single   quarter   note.   Every   lyrical   variant   in   Figure   9   was   recorded   in   this   rhythm.   The   

players’   eagerness   to   vary   these   particular   lines   seems   to   extend   only   to   the   lyrics,   implying   that   

the   semantic   deficiency   of   this   passage   does   not   make   it   any   more   prone   to   rhythmic   variation   

than   the   rest   of   the   song.   

The   performers’   preservation   of   rhythm   in   “Down   Down   Baby”   reinforces   the   notion   that   

rhythm   is   central   to   clapping   games.   These   games   require   players   to   chant   or   sing   in   unison   and   

to   synchronize   their   movements,   most   of   which   (e.g.   clapping,   stomping,   snapping)   are   audibly   

percussive.   Rhythmic   routine,   then,   because   it   is   vital   to   the   success   of   a   clapping   game,   is   more   

important   to   preserve   throughout   peer   group   variation   than   a   set   of   nonsense   lyrics.   In   this   case,   

the   details   of   this   specific   lyrical   variation   —   which   performance   practices   are   altered   and   which   

routines   are   maintained   —   allow   experienced   players   to   uphold   their   group’s   variational   

guidelines   while   also   implicitly   informing   newer   players   of   some   musical   values   contained   in   the   

group’s   common   vernacular.   
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4.2.2.   Rhythmic–Semantic   Coordination   

Considering   that   rhythmic   integrity   is   so   important   to   clapping   games,   it   follows   that   

players   can   be   socialized   into   using   specific   claps   or   clapping   patterns   to   accomplish   certain   

musical   goals.   The   following   excerpted   transcriptions   (see   Appendix   H-J   for   full   transcriptions)   

by   Hubbard   (1982)   demonstrate   an   organized   link   between   rhythmic   accenting   and   semantic   

content,   exemplified   by   one   specific   type   of   clap   and   its   occurrence   across   multiple   clapping   

games.   Hubbard   proposes   a   clapping   notation   in   her   paper,   one   that   Curtis   (2004)   has   since   

adopted.   The   clarity   of   this   notation   allows   for   deep   analysis   of   individual   movements,   their   

distributions,   and   the   musical   and   semantic   contexts   in   which   they   are   enacted.   Hubbard   herself   

comments   on   these   clapping   patterns,   drawing   particular   attention   to   one   symbol   (Figure   11),   

which   represents   an   event   in   which   “each   child   claps   her   partner’s   corresponding   hand,   left   to   

right   and   right   to   left”   (1982;   249).   For   ease   of   discussion,   I   have   nicknamed   this   clap   the   

“parallel   partner   clap.”     As   is   made   clear   in   Hubbard’s   paper,   this   clap   is   common   in   clapping   

patterns,   often   appearing   in   passing   between   more   complex   motions.   We   can   see   an   example   of   

this   usage   in   measure   3   of   “Bramble   Bushes”   (Figure   12).   In   several   passages,   however,   the   

parallel   partner   clap   is   used   to   accent   points   of   semantic   significance.   

We   can   begin   by   investigating   the   role   of   the   clap   in   measure   4   of   “Bramble   Bushes”   

(Figure   12)   and   measure   2   of   “A   Sailor   Went   to   Sea”   (Figure   13).   Both   examples   see   three   of    

  

  
Figure   11:   Parallel   partner   clap   

(Hubbard,   1982;   249)   
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these   claps   coinciding   with   a   set   of   repeated   words   —   “bum!   bum!   bum!”   and   “sea,   sea,   sea.”     

The   tripling   of   a   syllable   in   each   case   simultaneously   increases   the   musicality   of   the   phrase   and   

emphasizes   its   semantic   content.   In   fact,   each   of   these   passages   plays   an   important   structural   role  

in   its   respective   game;   in   the   “Bramble   Bushes”,   “bum!   bum!   bum!”   connects   two   lines   with   a   

fluid   bit   of   musical   accompaniment,   while   the   rhyme   and   humor   of   “A   Sailor   Went   to   Sea”   lie   in   

the   interplay   of   homophones   “sea”   and   “see.”   Players   of   both   of   these   games   could   easily   

continue   their   established   clapping   patterns   at   these   points,   but   instead,   they   diverge   from   routine   

and   introduce   a   new   sequence   of   parallel   partner   claps.   The   players’   choice   to   pair   these   words     

  

  

Figure   12:   “Bramble   Bushes,”   measures   3-4   
(Hubbard,   1982;   251)   

  

  
Figure   13:   “A   Sailor   Went   to   Sea,”   measures   1-2   

(Hubbard,   1982;   253)   
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Figure   14:   “Baker’s   Shop,”   measures   3-4   

(Hubbard,   1982;   256)   

  
Figure   15:   “Baker’s   Shop,”   measures   16-17   

(Hubbard,   1982;   257)   

  
with   three   identical   claps   draws   even   more   attention   to   the   distinctive   tripling   than   if   they   had   

maintained   their   original   patterns.   

Similar   attention   is   drawn   by   the   parallel   partner   claps   in   both   pictured   “Baker’s   Shop”   

examples   (Figures   14-15).   The   claps   in   measure   4   mark   the   transition   between   the   first   two   lines   

of   the   song.   Both   of   these   opening   lines   are   matter-of-fact   in   their   storytelling,   creating   a   setting,   

two   characters,   and   the   conversation   between   them.   This   introduction   seems   remarkably   

straightforward   when   compared   with   the   uninterrupted   chaos   of   the   subsequent   lyrics   (Figure   

16).   The   parallel   partner   claps   at   the   end   of   the   first   line   —   also   occurring   comparably   after   the   

second   line   —   enhance   the   bluntness,   or   abruptness,   of   this   section’s   content.   Considering   that   
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I   went   into   a   baker’s   shop   to   buy   a   loaf   of   bread,   
The   baker   asked   me   what   my   name   was,   this   is   what   I   said:   
I   said   yes,   
Eli,   Eli,   chicoli,   chicoli,   
Umpah,   umpah,   stick   it   up   your   jumpah,   
Chinese   chopsticks   Wee   Willie   Winkie   
Indian   chief    [gasp]    How   Pow!   
  

Figure   16:   “Baker’s   Shop,”   full   text   
(Hubbard,   1982;   256) 7   

  
measure   4   of   the   vocal   line   contains   two   rests,   or   beats   of   silence,   between   “bread”   and   “the,”   the   

coinciding   claps   are   especially   defined   as   they   are   the   only   sounds   occurring   at   that   time.   

Once   the   story’s   narrator   begins   to   respond   to   the   baker,   the   parallel   partner   clap   

disappears   until   the   very   end   of   the   game,   on   the   word   “Pow!”   At   this   point   in   the   lyrics,   the   

narrative   has   long   been   abandoned,   so   we   can   interpret   “Pow!”   as   either   a   racist   allusion   to   the   

aforementioned   Indian   chief   or   a   meaningless   interjection.   Either   way,   it   is   the   final   word   of   the   

song,   requiring   a   bit   of   extra   drama   from   the   performers   (as   discussed   in   section   4.1.2).   The   

solitary   clap   on   this   word,   isolated   as   it   is   between   rests,   likely   makes   it   louder   and   more   

distinctive   than   the   preceding   material.   As   in   the   previous   example,   the   juxtaposition   of   the   

emphatic   parallel   partner   clap   with   the   fluidity   of   the   vocal   and   clapping   patterns   in   the   more   

nonsensical   passage   places   emphasis   on   this   final   shout.   

Taken   on   their   own,   these   examples   of   semantic   emphasis   might   seem   like   an   

over-analysis   of   one   community’s   clapping   customs,   but   this   special   treatment   of   the   parallel   

partner   clap   is   pervasive   across   studies.   This   clap   was   observed   by   Merrill-Mirsky   (1988)   in   Los   

Angeles   six   years   later   in   a   very   similar   context   (Figure   17):   

  

7  These   lyrics,   originally   transcribed   in   music   notation,   are   represented   here   as   simple   text   for   ease   of   interpretation.   
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Figure   17:   “My   Sailor”   
(Merrill-Mirsky,   1988;   124)   

  
Merrill-Mirsky   notates   the   clapping   pattern   for   this   game   as   “x   R   x   L   x   +   +   +”   in   which   a   plus   

sign   (+)   represents   an   event   in   which   “partners   clap   both   hands,   chest   level,   a   horizontal   

movement”   (1988;   124).   While   the   melody   of   this   song   differs   slightly   from   Hubbard’s   version,   

the   clapping   pattern   here   contains   the   same   triple   parallel   partner   clap   documented   in   West   

Yorkshire   in   1982.   As   this   game   has   been   modified   across   generations   and   even   continents,   

performers   have   maintained   these   moments   of   rhythmic   and   semantic   synchronization,   clearly   

valuing   them   as   important   or   effective   in   a   way   that   other   musical   features   are   not.   

Although   these   examples   come   from   several   games   rather   than   multiple   versions   or   

iterations   of   the   same   song,   we   observe   a   consistent,   almost   systematic   performance   practice   

present   in   all   of   them.   In   each   case,   players   disrupt   a   steady   clapping   routine   with   one,   two,   or   

three   parallel   partner   claps   intended   to   place   musical   emphasis   on   the   lyrical   material   in   that   

passage.   The   semantic   roles   and   contexts   of   each   passage   are   different,   but   all   of   them   utilize   this   

clap   in   a   similar   manner.   By   employing   this   special   clapping   technique   in   multiple   games,   peer   

groups   ensure   that   inexperienced   players   acquire   the   practice   effectively,   first   learning   it   in   one   

game   and   then   having   their   comprehension   reinforced   through   other   games.   The   commonalities   

between   each   of   these   instances   encourage   fast   learning,   just   as   repeated   routines   in   any   practice   
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socialize   novices   into   certain   behaviors.   Consequently,   clapping   game   newcomers   are   socialized   

into   rhythmic–semantic   coordination   simply   by   participating   in   these   games.   

4.2.3.   Standardisation   of   Time   Signature   

Contrastingly,   the   following   examples   from   Marsh   (1995)   document   the   evolution   and   

standardization   of   one   game   as   performed   by   one   peer   group,   resulting   in   a   much   more   

immediate   music   socialization   process.   Marsh’s   transcriptions   of   “Say,   Say,   my   Playmate”   do   not   

vary   at   random;   instead,   as   defended   by   Marsh’s   own   analysis   and   my   points   in   section   4.1.1,   the   

process   is   deliberately   systematic.   This   particular   set   of   transcriptions   follows   pairs   of   

performers,   all   from   one   peer   group,   as   they   attempt   to   stabilize   the   time   signature   of   their   

performance.   By   maintaining   the   tune   and   (most   of)   the   lyrics   throughout   this   process,   the   

performers   isolate   the   time   signature   variable,   making   it   easier   to   manipulate.   

The   time   signature   of   a   piece   of   music   refers   to   the   pattern   in   which   beats   are   grouped,   

determined   by   counting   the   distance   between   emphasized   or   “strong”   beats.   This   characteristic   is   

usually   notated   at   the   beginning   of   a   passage   when   the   pattern   is   regular,   taking   the   form   of   two   

stacked   numbers   (e.g.   2/4   or   6/8)   in   which   the   first   or   top   number   represents   the   number   of   beats   

in   a   measure   and   the   bottom   number   identifies   the   note   value   equivalent   to   one   beat   (e.g.   quarter   

note   or   eighth   note).   The   time   signature   is   often   left   out   of   a   musical   passage   if   the   beat   grouping   

is   irregular.   Regardless   of   their   regularity,   beat   groups   are   separated   by   barlines   —   vertical   lines   

spanning   all   five   horizontal   lines   of   the   staff   —   so   that   the   strongest   beat   of   a   measure   always   

comes   first.   

In   Marsh’s   transcriptions,   the   barlines   delineate   the   beat   groupings   within   the   vocal   line,   

meaning   that   clapping   beat   groupings   should   be   interpreted   not   according   to   their   position   in   a   

given   measure,   but   rather   according   to   their   pattern.   These   patterns   are   easy   to   determine   as   each   
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staff   line   represents   a   different   type   of   clap.   Therefore,   for   example,   we   can   parse   the   following   

passage   of   six   claps   as   two   complete   loops   of   a   three-clap   pattern:   

  

  
Figure   18:   Example   of   Marsh’s   clapping   notation   

  
This   notation,   shown   here   without   barlines,   has   the   advantage   of   visually   demonstrating   a   beat   

grouping   without   reliance   on   measures.   

Marsh’s   first   transcription   of   “Say,   Say,   my   Playmate”   (Figure   19)   does   not   have   a   

regular   time   signature   notated   at   the   beginning   of   either   the   vocal   or   the   clapped   line.   The  

clapping   does   appear   to   occur   in   a   regular   loop   of   a   three-clap   pattern,   but   the   singing,   as     

  

  
Figure   19:   “Say,   Say,   my   Playmate,”   version   A:   clapping   and   singing   are   misaligned   

(Marsh,   1995;   7)   
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demonstrated   by   Marsh’s   barlines,   is   irregular,   shifting   between   groupings   of   three   and   four   

beats.   While   the   singing   and   clapping   patterns   of   the   performers   sometimes   fall   into   time   with   

each   other,   this   is   not   always   the   case.   In   measures   3-5,   for   example,   the   first   beat   of   the   clapping   

pattern   never   coincides   with   the   first   beat   of   a   singing   measure.   The   two   musical   aspects   of   the   

game   are   not   cohesive   enough   to   constitute   successful   gameplay.   Consequently,   the   

corresponding   live   performance   was   likely   bumpy   and   awkward   for   both   the   performer   and   the   

observer.   

The   second   transcription   (Figure   20),   “immediately   following   the   first   game”   (Marsh,   

1995;   6),   takes   a   step   towards   rhythmic   standardization.   This   example   involves   two   singers   

rather   than   one,   but   given   their   general   rhythmic   agreement,   we   can   treat   them   as   one   joint   vocal     

  

  

Figure   20:   “Say,   Say,   my   Playmate,”   version   B:   singing   time   signature   is   standardized   
(Marsh,   1995;   7)   
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line   for   the   purpose   of   analysis.   The   ever-changing   beat   groups   of   the   vocal   line   in   the   first   game   

are   replaced   with   a   much   stabler   4/4   pattern,   marked   by   a   notated   time   signature   at   the   beginning   

of   the   transcription.   The   resulting   regularity   is   much   less   challenging   to   maintain,     

especially   for   inexperienced   performers.   Still,   this   slight   modification   has   left   the   beat   groupings   

of   the   vocal   and   clapping   lines   at   odds   with   each   other   after   the   first   two   measures.   One   final   

change   is   necessary   for   musical   cohesion.   This   variation   is   foreshadowed   by   the   first   measure   of   

this   second   performance,   in   which   the   clapping   pattern   stretches   to   span   four   beats   instead   of   its   

usual   three.  

Finally,   in   Marsh’s   transcription   of   the   third   performance   (Figure   21),   the   players   are   able   

to   modify   their   clapping   pattern   so   that   it   fully   aligns   with   their   singing.   The   clapping   in   this   

performance   is   much   more   complex   than   we   have   seen   so   far,   involving   some   rhythmic   variation   

and   several   new   kinds   of   claps,   but   despite   its   complexity   it   remains   steadily   aligned   with   the     

  

  

Figure   21:   “Say,   Say,   my   Playmate,”   version   C:   both   time   signatures   are   standardized   
(Marsh,   1995;   8)   
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vocal   line,   so   convincingly   so   that   Marsh   has   placed   a   4/4   time   signature   designation   at   the   

beginning   of   both   staves.   Strong   beats   coincide   with   strong   beats,   and   the   song   and   claps   

complement   each   other.   At   this   point   the   pieces   of   this   musical   puzzle   fit   together,   and   the   

performance   is   more   satisfying   for   the   players   and   their   onlooking   peers.   

Over   the   course   of   these   three   performances,   participating   group   members   engage   in   a   

systematic   process   of   evaluation   and   variation.   Unhappy   with   the   misaligned   time   signatures   in   

the   first   iteration,   they   try   again,   this   time   altering   one   aspect   of   play   in   an   attempt   to   rectify   the   

issue;   when   the   resulting   performance   is   similarly   uncomfortable,   they   make   yet   another   attempt.   

This   collective   effort   implies   a   collective   understanding   or   valuing   of   time   signature   

standardization   in   performance.   Marsh   does   not   disclose   whether   she   overheard   any   music   

theory   debates   between   performances,   so   we   cannot   say   for   certain   whether   the   importance   of   a   

stable,   cohesive   time   signature   is   explicit   or   implicit,   but   it   clearly   falls   within   the   common   

vernacular   of   this   particular   peer   group.   

4.2.4.   Melodic   and   Lyrical   Pattern   Preservation   

Curtis   (2004)   reveals   an   odd   irregularity   in   the   structure   of   a   particular   game,   likely   

coming   as   a   result   of   generations   of   variation   and   reevaluation.   “My   Father   Went   to   Sea”   (Figure   

22),   also   played   as   “A   Sailor   Went   to   Sea,”   was   common   across   almost   all   of   the   schools   that   

Curtis   visited.   Slightly   less   popular   was   “My   Teacher   Gave   Me   an   Apple”   (Figure   23),   a   

variation   on   the   same   tune.   Aside   from   a   few   note   changes   and   the   repeated   “hammering”   (p.   

429)   at   the   end   of   each   line   in   the   first   example,   the   melodic   contours   within   each   song   are   the     
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Figure   22:   “My   Father   Went   to   Sea,”   verse   1   
(Curtis,   2004;   425)   

  
  

  
  

Figure   23:   “My   Teacher   Gave   Me   an   Apple,”   verses   1-2   
(Curtis,   2004;   428)   
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same.   There   is   one   glaring   difference,   however,   that   stands   out   when   the   first   two   verses   of   each   

game   are   set   beside   each   other:   

  
My   father   went   to   sea   sea   sea My   teacher   gave   me   an   apple   
To   see   what   he   could   see   see   see My   teacher   gave   me   a   pear   
And   all   that   he   could   see   see   see My   teacher   gave   me   a   table   to   share   
Was   the   bottom   of   the   deep   blue   sea   sea   sea   

  
My   father   went   to   chop   chop   chop I   gave   her   back   her   apple   
To   see   what   he   could   chop   chop   chop I   gave   her   back   her   pear   
And   all   that   he   could   chop   chop   chop I   gave   her   back   her   table   
Was   the   bottom   of   the   deep   blue   chop   chop   chop Because   she   lost   her   hair   
  

The   first   verse   of   “My   Teacher   Gave   Me   an   Apple”   is   only   three   lines   long,   a   full   line   

shorter   than   all   other   verses   in   both   songs.   It   is   unclear   why   this   verse   is   a   line   short   —   Curtis  

suggests   that   “childish   invention”   may   have   run   out   (p.   427)   —   but   even   so,   it   remains   musically   

obvious   that   the   line   is   missing   from   the   end   of   the   first   verse,   rather   than   from   somewhere   in   the   

second.   Both   of   these   songs   use   an   ABAB   melodic   pattern,   meaning   that   each   verse   should   

contain   two   matching   melodic   couplets,   leaving   room   for   rhythmic   variation. 8    Every   odd   A   

melody   (Figure   24),   then,   signals   the   start   of   a   new   verse.   

  

  
Figure   24:   Melody   A   from   “My   Father   Went   to   Sea”   and   “My   Teacher   Gave   Me   an   Apple”   

  
Here   the   performers   exhibit   a   shared   value   of   melodic   and   structural   consistency.   Given   

an   asymmetrical   set   of   lyrics,   perhaps   an   artifact   of   inaccurate   oral   passing-down   or   intentional   

“condensation   through   omission”   (Marsh,   1995;   4),   the   girls   have   either   developed   or   inherited   a   

8  I   am   especially   certain   that   these   games   use   a   four-line   verse   structure   (ABAB),   rather   than   two   lines   (AB),   
because   I   grew   up   playing   “A   Sailor   Went   to   Sea”   with   an   ABCD   melodic   variant.   
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musical   solution   to   their   problem.   The   players   appear   to   agree   upon   the   fact   that   the   line   “I   gave   

her   back   her   apple”   should   begin   the   second   verse,   rather   than   end   the   first.   Recognizing   that   this   

particular   game   tune   typically   marks   each   new   verse   with   an   A   melody,   they   collectively   breeze   

past   the   missing   line   and   use   the   A   melody   for   “I   gave   her   back   her   apple.”   Whether   or   not   this   

decision   was   fully   conscious   when   it   was   conceived,   their   performance   of   this   game   as   

documented   in   Curtis’s   study   offers   sufficient   evidence   that   these   children   understand   melody   

well   enough   to   manipulate   it.   

Additionally,   this   melodic   variation   indicates   a   loyalty   to   lyrical   content.   The   girls   could   

have   sung   “I   gave   her   back   her   apple”   to   the   verse-final   B   melody   without   too   much   trouble,   

giving   the   first   verse   four   full   lines   and   placing   the   burden   of   asymmetry   on   the   second   verse:   

  
My   teacher   gave   me   an   apple   
My   teacher   gave   me   a   pear   
My   teacher   gave   me   a   table   to   share   
I   gave   her   back   her   apple   

  
I   gave   her   back   her   pear   
I   gave   her   back   her   table   
Because   she   lost   her   hair   
  
  

This   lyrical   organization   is   weak   for   two   reasons.   First,   although   several   lines   begin   with   the   

same   word   sequences   (i.e.   “My   teacher   gave   me...”   and   “I   gave   her   back   her...”),   not   all   of   these   

lines   are   grouped   in   the   same   verses.   “I   gave   her   back   her   apple”   is   the   outlier,   awkwardly   

foreshadowing   the   topic   of   the   next   verse.   Additionally,   the   rhyme   scheme   in   the   above   

organization   —   ABBA   BCB   —   is   ill-fitting   to   the   melody.   The   shorter   BCB   verse   could   

conceivably   fit   into   some   incomplete   iteration   of   the   ABAB   melody,   but   the   lyrical   ABBA   

pattern   and   melodic   ABAB   pattern   are   inherently   opposed   to   each   other.   They   could   be   

combined,   but   the   result   would   be   unnatural   and   potentially   uncomfortable   to   sing.   
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The   children   in   Curtis’s   study   offer   a   much   stronger   lyrical   organization:   

  
My   teacher   gave   me   an   apple   
My   teacher   gave   me   a   pear   
My   teacher   gave   me   a   table   to   share   

  
I   gave   her   back   her   apple   
I   gave   her   back   her   pear   
I   gave   her   back   her   table   
Because   she   lost   her   hair   

  
  

This   structure   places   all   of   the   “I   gave   her   back   her...”   lines   together   in   the   same   verse,   giving   the   

verses   more   distinctive   topics   (i.e.   a   teacher   giving   a   student   various   items   and   the   student   

returning   those   items   to   their   teacher).   Furthermore,   when   grouped   together,   the   last   four   lines   

have   a   ABCB   rhyme   scheme   that   is   more   conducive   to   an   ABAB   melodic   pattern.   By   honoring   

the   lyrical   patterns   in   this   game,   the   players   assure   that   their   performance   is   as   musically   secure   

as   possible.   

As   I   have   implied   throughout   this   section,   it   is   unlikely   that   the   unbalanced   verse   pattern   

in   “My   Teacher   Gave   Me   an   Apple”   was   developed   by   the   peer   group   that   Curtis   observed.   

While   peer   groups   are   capable   of   efficient   variation,   change   on   a   larger   scale,   such   as   this   

structural   irregularity,   usually   takes   generations   to   solidify.   Even   if   the   inciting   incident   —   the   

loss   of   the   fourth   line   —   happened   quickly,   its   justification   is   reestablished   with   every   new   

performance.   Whenever   children   skip   from   melody   A   to   melody   A,   they   legitimize   this   

makeshift   shortened   verse   as   a   solution   to   the   problem   of   the   missing   line.   Through   these   

performances,   then,   children   are   socialized   into   both   valuing   melodic   and   lyrical   patterns   and     

accomodating   to   irregularity   when   it   stems   from   generations   of   previous   practice.   
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5.   Conclusion   

The   data   in   the   previous   section   offers   snapshots   of   specific   variational   processes   in   

clapping   games   as   employed   by   unique   peer   groups.   This   work   by   Curtis   (2004),   Hubbard   

(1982),   Marsh   (1995,   2006),   and   Merrill-Mirsky   (1988),   supported   by   my   own   original   analysis,   

documents   a   number   of   systematic   socialization   processes   through   which   pairs   and   groups   of   

children   preserve   and   modify   their   performance   practices.   When   viewed   collectively,   the   

examples   create   a   multifaceted   image   of   music   socialization   that   can   be   generalized   to   any   peer   

group   that   engages   in   musical   patterned   play.   Every   routine,   variation,   and   musical   feature   is   

evaluated   and   acted   upon   jointly   by   multiple   members   of   a   given   group,   demonstrating   the   

performers’   reliance   on   a   common   musical   and   cultural   vernacular.   

We   might   recall   the   principles   of   music   socialization   as   I   defined   them   in   section   2.3:   1)   

music   socialization   is   the   coincidence   of   socialization   through   music   and   socialization   to   use   

music,   and   2)   music   learners   are   active   contributors   to   their   own   socialization.   Reflecting   on   our   

data,   we   feel   much   more   secure   in   our   comprehension   of   these   principles.   First,   the   socializing   

processes   that   I   observed   can   easily   be   placed   into   categories   of   socialization   through   language   

(variation   and   evaluation,   performance,   and   individuality   and   positioning)   and   socialization   to   

use   language   (rhythmic   precedence,   rhythmic–semantic   coordination,   standardization   of   time   

signature,   and   melodic   and   lyrical   pattern   preservation)   depending   on   whether   they   have   more   of   

an   effect   on   cultural   activity   or   on   the   practice   of   clapping   games   themselves.   Second,   each   

example   sees   performers   actively   participating   in   their   own   socialization   process   by   proposing,   

evaluating,   and   implementing   or   eliminating   variations.   For   children   to   play   a   clapping   game   

with   a   group   of   friends   is   for   them   to   fully   engage   themselves   in   music   socialization   in   the   

sociocultural   context   of   that   group.   
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This   thesis,   while   it   did   include   analysis   on   real-life   observations,   is   intended   to   serve   as   

a   starting   point   for   further   research   in   any   of   several   fields.   As   I   mentioned   in   the   introduction   of   

this   paper,   research   in   developmental   psychology,   musicology,   linguistic   anthropology,   

neuropsychology,   and   other   disciplines   has   already   identified   children’s   play,   and   in   many   cases   

patterned   play,   as   a   practice   deserving   of   scholarly   focus.   My   theory   of   music   socialization   as   

explicated   here   can   serve   as   a   helpful   framework   for   future   analytical   work   regarding   clapping   

games   and   other   types   of   musical   interaction.   

I   am   also   hopeful   that   my   research   can   offer   useful   insight   to   music   educators   and   other   

practical   applicators   of   musical   play.   The   inclusion   of   peer-led   clapping   games   —   or   any   other   

forms   of   peer-level   interaction   —   in   music   classrooms   has   the   potential   to   reach   children   in   a   

uniquely   powerful   way.   Through   casual,   peer-oriented   pedagogy,   educators   can   encourage   their   

students   to   learn   on   their   own   level,   thereby   providing   them   with   a   sense   of   connection   with   and   

control   over   the   material.   By   validating   their   musicianship   and   the   music   that   they   practice,   

music   teachers   can   help   their   students   to   become   stronger   musicians   and   more   effective   cultural   

learners.   
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Appendix   
  
  

A:   “My   Father   Went   to   Sea”   full   lyrics   with   supplementary   actions     
(Curtis,   2004;   425-426)   

  
1. My   father/A   sailor   went   to   sea   sea   sea (Actions:   salute)   

To   see   what   he   could   see   see   see   
And   all   that   he   could   see   see   see   
Was   the   bottom   of   the   deep   blue   sea   sea   sea.   

2. My   father   went   to   chop   chop   chop (A   chopping   movement   with   
To   see   what   he   could   chop   chop   chop the   edge   of   the   hand   against   
And   all   that   he   could   chop   chop   chop the   opposite   arm)   
Was   the   bottom   of   the   deep   blue   chop   chop   chop.   

3. My   father   went   to   knee   knee   knee (Touch   the   knee)   
To   see   what   he   could   knee   knee   knee   
And   all   that   he   could   knee   knee   knee   
Was   the   bottom   of   the   deep   blue   knee   knee   knee.   

4. My   father   went   to   China (Bow   with   hands   in   prayer   
To   see   what   he   could   China   etc. position)   

5. My   father   went   to   sea   chop   knee   China (All   the   previous   actions)   
To   see   what   he   could   see   chop   knee   China,   etc.   

  
  
  

B:   “I   Know   a   Chinese   Girl”   full   lyrics   
(Curtis,   2004;   432-433)   

  
I   know   a   Chinese   girl   called   I-shoo-she-wa-wa.   
All   the   boys   in   the   football   team   say   I-shoo-she-wa-wa.   
How’s   your   father?   All   right.   
Died   in   the   fish   shop   last   night.   
What   did   he   die   of?   Cold/raw   fish.   
How   did   he   die?   like   this!   
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C:   “I   Went   to   a   Chinese   Restaurant”   full   lyrics   with   supplementary   actions   
(Curtis,   2004;   433-434)   

  
I   went   to   a   Chinese   rest’rant   
To   buy   a   loaf   of   bread   bread   bread.   
They   wrapped   it   up   in   a   five   pound   note   
And   this   is   what   they   said   said   said   
Chinese   men   are   funny. (Action:   Bow   to   each   other   with   
This   is   how   they   count   their   money. hands   in   prayer   position,   then   turn   
Ooch   oocha and   bump   bottoms.)   
Turn   around   and   boomcha.   

  
  
  

D:   Curtis   “I   Hid   a   Box   of   Matches”   full   lyrics   
(Curtis,   2004;   434-435)   

  
I   hid   a   box   of   matches   
Behind   the   kitchen   door   door   door.   
And   when   I   went   to   find   them   
They   weren’t   there   any   more   more   more.   
Singing   I   yi   yippy   yippy   yi!   
Singing   I   yi   yippy   yippy   yi!   
Singing   I   yi   yippy.   I   yi   yippy.   
Singing   I   yi   yippy   yippy   yi!   Knee   high!  
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E:   “That’s   the   Way   I   Like   It,”   performed   by   Kirstie   and   Danielle   
(Marsh,   2006;   26)   
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F:   “That’s   the   Way   I   Like   It,”   performed   by   Claire   and   Penny   
(Marsh,   2006;   27)   
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G:   Marsh   2006   “That’s   the   Way   I   Like   It,”   performed   by   Farah   and   Sana   
(Marsh,   2006;   29)   
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H:   “Bramble   Bushes”   full   music  
(Hubbard,   1982;   251-252)   
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I:   “My   Father/A   Sailor   Went   to   Sea”   full   music   
(Hubbard,   1982;   255)   
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J:   “Baker’s   Shop”   full   music   
(Hubbard,   1982;   256-257)   
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