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Language is usually taken to be the human
symbolic system par excellence, but this
does not necessarily means that it is the best
window from which to observe the develop-
ment of the symbolic function. Jean Piaget
(1945) was aware that the social signs -
formed by arbitrary and conventional sig-
nifiers — that conform language are not as
fertile ground for the observation of symbol
formation as are the more idiosyncratic and
motivated products of fictional play. Follow-
ing the same argument, Angel Riviere (1984)
emphasized that enactive symbols — forms
of action in which the link between signifier
and signified is not arbitrary but motivated -
provide a window with a privileged view for
the study of symbol formation.

Daniel Stern (1985) also observed that
although children become members of a
cultural group through the acquisition of
language, they do so at the risk of loosing
the crossmodal wholeness and richness of
their original experience. An infant’s expe-
rience comes from multiple sensory modal-
ities, but when linked to a word, that expe-
rience is anchored to only one modality
and so becomes isolated from the original

238

sensory flow, since language fractures the
original experience and freezes its tempo-
ral flow (Valsiner, 1992). When a child per-
ceives a yellow solar light spot on the wall -
Stern says — s/he experiences intensity,
warmness, shape, brightness, movement and
other crossmodal qualities of this spot. To
be able to conserve this flexible perspective,
the child needs to ignore particular proper-
ties (such as color) that specify sensory chan-
nels through which the spot is experienced.
He/she must not be aware that it is a visual
experience. And this is exactly what lan-
guage will force him/her to do: “look at that
yellow sunlight.” The conventional linguis-
tic version buries the sensorial flow of the
experience, which can only reappear when
certain conditions prevail over the linguis-
tic version: as happens in certain contem-
plative or emotional states, or before a work
of art whose aim is to evoke experiences that
defy verbal categorization. However, even
though language, in its ordinary use, buries
the flow of global experience stemming from
multiple modalities, in its poetical form it is
able to evoke experiences that go beyond its
expressive capabilities (Stern, 1985).
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These features of language suggest the
need to go beyond the first manifestations
when focusing on the study of the symbol
function in children. However this does not
mean leaving aside the consideration of the
functions it carries out, because in develop-
mental linguistics, as Jerome Bruner (1990)
states, function usually precedes form, and so it
isin children's actions and gestures where we
can anticipate functions traditionally associ-
ated with language. Moreover, and this will
be my attempt here, it is in the actions and
gestures of infants where we find the pro-
longation of previous functions, connected
to the qualities of movement, that predom-
inate in the earliest moments of develop-
ment. My first step will be to clarify what
I mean by movement, highlighting its inti-
mate connection with emotion. But before
that, I would like to remind the reader of
some well-known hallmarks of developmen-
tal psychology.

Ritualization in the Origin of Gestures
and Pretend Play

The application of pragmatics to the studies
on language acquisition in the 1970s made
clear that preverbal children were able to
communicate. And, in parallel, action and
social interaction became central in the expla-
nation of development. The pre-verbal child
could ask or declare through gestures; and
these gestures, as Vygotsky (1931) observed,
stemmed from the transformation of action
in contexts of social interaction.
Researchers observed that some actions
oriented towards the world — such as grab-
bing, touching or giving something —, when
performed in communicative contexts, suf-
fered two substantial changes: first, the re-
orientation of the action towards the other
that interprets and completes it; and second,
the transformation of the form of the action,
becoming abbreviated or exaggerated, until
it transforms itself into a gesture. In this man-
ner, actions, such as touching or giving an
object, evolve into communicative gestures
(such as pointing or showing), giving rise to
the so-called deictic gestures (Clark, 1978;

Lock, 1978; Espaiiol & Riviére, 2000). These
gestures, which do not vary when changing
their referents (i.e,, one does not point dif-
ferently when signaling the moon, a piece of
bread or a ball), generally emerge towards
the end of the first year of life and antici-
pate the imperative and the declarative func-
tions of language. In spite of the central role
that ritualization plays in the explanation
of the formation of gestures, it was also sus-
tained that some gestures — the so-called
conventional and representative gestures —
are acquired through imitation (Tomasello
& Camaioni, 1997).

In turn, the study of pretend play also
suffered the impact of the communicative
breezes. On the one hand, it was observed
that some inadequate action schemes that
characterize second-year pretend play are
sometimes used with communicative aims
(Iverson, Capirci, & Caselli, 1994), and, what
perhaps is most relevant, some ideas from
the socio-historical school were recovered,
and so social interaction was incorporated
as the undercurrent without which symbolic
genesis is not possible. The Piagetian tradi-
tion of describing the process of ritualiza-
tion in pretend play was continued, but now
bringing to light the participation of adults
in this process (Bates, 1979; Espaiiol, 2001,
2004; Kavanaugh, 2002; Mc Cune & Agay-
off, 2002; Mc Cune-Nicolich, 1977).

The term ritualization has been used in
different ways. In the literature on gesture
formation, it refers to the way in which deic-
tic gestures are shaped so that the patterns of
actions are abbreviated or exaggerated mak-
ing them adequate only for achieving a com-
municative goal. In the Piagetian tradition of
studies on the formation of symbols, ritual-
ization is a part of the development of rep-
resentation, allowing a gradual differentia-
tion between signifier and signified; it refers
to the performance, repetition, and com-
bination of schemes of action carried out,
removed from their adaptive contexts, and
so submitted to deforming assimilation.

This double meaning of the term ritu-
alization is not irrelevant: it denotes that
the transformation of action was (and still
is) a key for understanding the genesis of
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communicative and symbolic abilities. How-
ever, it is not rare that in Psychology alter-
native modes of approaching a question co-
exist at a given time. This is the case of the
information-processing cognitive approach
that offered a representational explanation
both for communication and fiction in child-
hood (Baron-Cohen, 1991; Leslie, 1987; Lil-
lard, 1993; Smith, 2002). According to the
most radical version of this view, represen-
tation substitutes action, computation pre-
vails over interaction, and pre-programmed
mechanisms play the role of the genesis of
novelty during development. It was even
postulated (in the case of Leslie) that the
“decoupled representations” that character-
ize pretend play result from innate and pro-
grammed mechanisms that are triggered dur-
ing the second year of life. However, the
representational approach had the virtue of
suggesting a link between fictional play and
the development of children's Theory of
Mind, so allowing a dialogue between cogni-
tivists and interactionists that led to interest-
ing hybrid postures, such as those offered by
Hobson (1g93), Riviére (1997), and Gomez
(1998).

In sum, transformation of action and com-
putation over representations are the two
main approaches that have attempted to
explain the genesis of the first communica-
tive gestures and pretend play. My intention
here is to show how, when the focus of atten-
tion moves to movement, it becomes possible
for (a) a finer approximation into the emo-
tional world, (b) a better understanding of
how some communicative symbols of the
child develop, and {c) a different way of pic-
turing the process of ritualization involved
in the genesis of pretend play.

Movement as an Expression
of the Vitality Affects

Movement and Action

Movement can be understood as a compo-
nent of action. However, | will make a dis-
tinction between these two concepts on the
basis of the predominance of intention in the
case of action, and of feeling in the case of

movement. A distinction that needs to be
explored in some depth.

First, movement and action are not the
same; all action implies movement but the
inverse is not true. Inanimate movement does
not imply any kind of intentionality what-
soever, and therefore it is not an action.
Action, on the contrary, isinherently propos-
itive, is determined by intentions, and always
tends towards a future. Besides inanimate
movement, there is living movement, which
is the movement of organisms. Alexander
Truslit (1938, cited in Repp, 1993) postulated
“the law of movement in music,” accord-
ing to which dynamic musical information
has kinetic properties, so that the underlying
movement of music is transmitted to the lis-
tener who, after the received auditory infor-
mation can embody movement to it. This
“translation” of sound into movement has no
intentionality; it simply occurs. In a different
manner, the qualities of the movements that
compose an action — such as the movements
of the arms, hands, legs, and trunk implied
in the action of lifting a box — are deter-
mined by the intention that guides them.
Their form, amplitude, and tension would
be different if they were directed to lifting
another object, such as a piece of paper.

Some movements of the newborn infant
are teleonomic in nature, but very early on
they start to show some intentional features
thatindicate that they will soon drift towards
action. For example, the suction patterns of
newborn infants show that these are not a
reflex behavior, but rather a function of the
organism. In the act of sucking, the infant -
sensitive to the flow of milk - performs dif-
ferent movements with his/her mouth, with
which he/she adjusts the pressure of suction
in advance, so regulating the flow of liquid
(von Hofsten, 2003). In suction, the form,
amplitude, and tension of the movements
of the lips and tongue are the result of the
intention that guides them. The infant even
makes attempts at correction - in which the
mother participates — with the aim of achiev-
ing a better interaction between both par-
ties. We can ask ourselves whether suction
also includes “modes of feeling” that partici-
pate in the regulation of some of its features
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such as thythm. Movements involved in suc-
tion are probably the earliest movements
in human development that become action.
And all action, besides being determined by
intentions, also assumes, in a higher or lesser
degree, qualities of movement that result
from “modes of feeling.”

There are other movements of the infant,
which are fundamentally determined by the
feeling that they express, whether or not
guided by some intention. As Henri Wal-
lon (1956, 1982) pointed out, “sensitivity” is
connected to motor reactions from the
very beginning of human life; the muscular
apparatus responds with movements that do
not possess orientations or objectives: move-
ments, cries, or vocalizations after an in-
creased arousal. When looking at an infant’s
arm movements and feet-kicking while
excited, the image of progressive attempts
at accommodation vanishes, and we are left
with movements that simply express a cer-
tain feeling. The essential issue is that this
primitive level, which can be analyzed solely
in terms of levels of arousal, is reorganized in
the emotional stage, in which movement is a
wholly “exteriorized emotion” (Zazzo, 1976,
quoted in Vila, 1986), oriented towards
the other, that will progressively be mod-
eled within the universe of the adult-infant
dyad.

Movement, Time, and Feeling

In human life, there are two extreme ways in
which “modes of feeling” are responsible for
the form, amplitude, and tension of move-
ments. One happens in the inter-exchanges
in the adult-infant dyad from the second
month of life onwards; the other is one of the
most primeval forms of art: dance. Between
these two extremes, all the graduations of
corporal acts where “modes of feeling” and
intentionality combine can be scaled.
Dance is the art of dynamics and design of
movement. Dynamics is given by the qual-
ities of movement, its speed, and tension.
This is intertwined with its design in space —
the shapes the body takes - which through
continuous succession gives rise to the tem-
poral form of movement. What the dance

spectator sees is mainly a movement (with
independence of the story behind the bal-
let), that can be “read” through the dif-
fuse and alluded meanings conveyed by the
temporal and dynamic form. Dance is pure
movement distilled by culture.

In the studies of early interaction, the flu-
ency of corporal exchanges that give rise
to a feeling of communion or closeness are
labeled “face-to-face interactions” and form
the basis of what Colwin Trevarthen (1982)
called “primary intersubjectivity.” In these
exchanges, each movement, vocalization, or
expression is oriented towards the other
while maintaining a prolonged eye contact.
The mother’s movements do not seem to
be motivated by a mere attempt to regu-
lating the baby's state of arousal. Rather,
it has to do with a maternal call for social
and emotional exchange that finds an imme-
diate response in the infant. The mother’s
movements and vocalizations show a tem-
poral and dynamic shape that cannot be sep-
arated from the “modes of feeling” that flow
from her. In dancing, as well as in these early
states of communion, movement and feel-
ings merge. What comes to the forefront in
both cases is the essential quality of move-
ment for expressing what Daniel Stern (19835)
calls vitality affects, a concept that will permit
us to consider afresh view of the emotional
world.

Before going further into the argument
of this chapter, it is at issue to remind
ourselves of the deeply rooted Darwinian
hypothesis that a few discrete expressions —
seven or eight, solely or combined - explain
the whole emotional repertoire of human
beings. We tend to think of affective life
in terms of discrete categories such as hap-
piness, sadness, fear, anger, and so on, at
the same time that we tend to believe that
there is an innate facial display that corre-
sponds to each one of these categories. This
hypothesis played a crucial role in develop-
mental psychology. The analysis of the emer-
gence of pre-verbal declarative communica-
tive patterns has led to a reconsideration of
the importance of emotions and primitive
experiences of sharing that Wallon (1956)
and Werner and Kaplan (1963) claimed long
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ago. Currently, the idea that primitive expe-
riences of sharing get shaped in the exchange
of (Darwinian) emotional expressions that
characterize the first dyadic interactions is
widespread. So, it is suggested that infants
have resources for emotional expression that
project internal states such as happiness, sad-
ness, anger, fear, surprise, dislike, and interest
(Ekman & Oster, 1979; [zard, 1979), and that
they also have an incipient capacity for imi-
tation, which usually is taken to be the foun-
dation for the capacity of sharing emotions.
Imitation then allows for the establishing
of a connection between the internal states
of the infant's emotional experience and
the expression of emotions (Kugiumutzakis,
1998; Maratos, 1998). The origin of the
human experience of sharing would there-
fore be in the play of mutual imitations of
emotional expressions.

Vitality affects, on the contrary, blur
and extend the emotional world. They are
temporal “modes of feeling” that are not
reflected in the lexicon of the Darwinian
affects. These multiple forms of feeling are
profiles of activation in time; they are tem-
porally patterned changes in the intensity
of sensation that may be described in terms
of agitation, progressive fleeting, explosiveness,
crescendo, outbreak, dilation, and faint. They
cover all our experiences: they are in our
states and movements, in our actions, and
may also accompany Darwinian emotions.
They are present in the vertigo of sudden
memory, in the retarded movement of a
caress, in the fleetingness of a gesture, or in
lethargic modes of combing. Laughter can
be fleeting or explosive, as can the motion of
unbuttoning a blouse be dilated or excited.

According to Stern, the infant perceives
these temporal patterns — the succession
of tensions and dis-tensions of continuity,
regularity, disruptions, or breaches — both
through its proprioceptive experience
(when carrying out acts such as putting a
finger inside his/her mouth), and through
parental stimulation from the time of
birth. However, his main emphasis is:
(1) that the social world experienced by
the infant is primarily a world of vitality
affects, and (2) that temporal arts are the

main vehicle for the expression of these
vitality affects. The intimate link between
sound and movement, and their temporal
character, has led music and dance to be
considered as temporal arts (Shifres, 2002;
Repp, 1993). Dance directly shows multiple
vitality affects and its variants, without the
need of recurring to any plot nor to the
signs of Darwinian emotions. The choreog-
rapher tries to explain a mode of feeling,
but does not convey a specific feeling. Music
and dance have an exact point in common:
what the choreographer and the composer
experiment is a mode of feeling, rather
than a particular feeling (Imberty, 2002).
This is why Stern states that the infant,
when seeing a parental behavior — with or
without Darwinian signs of emotion - is
in the same position as the spectator of an
abstract dance performance, or one listening
to music,

Diversity, Attunement, and Communion

Vitality affects are crossmodal experiences;
they have to do with the global percep-
tion of profiles of activation in time that
occur in different modalities. They are frag-
ments of time, viewed in the present of
variations of sensation intensities that unite
the diverse (Imberty, 2002). A diversity of
sensations coming from different modalities
of the broad spectrum of all our experi-
ence, from a torrent of light to a torrent of
thoughts, says Stern, in which the profile
is alike, but the background is completely
different. The ability to translate informa-
tion from one modality to another is cru-
cial for the social development of the infant.
This ability lies at the basis of neonatal imi-
tation, which requires the establishment of
a correspondence between visual and pro-
pioceptive information (Meltzoff & Moore,
1998). But this also allows the infant to unite
the stimulation coming from different chan-
nels. In this manner, if a maternal caress is
accompanied by some kind of vocalization,
the infant will perceive a certain profile of
activation in different simultaneous stimu-
lations and will be able to unite the sound of
a voice with the caress of a hand, so long
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as they have, for example, a similar dura-
tion, initial force, and final withdrawal. Both
stimulations (tactile and auditory) will have
the effect of making the same vitality affects
arise.

Vitality affects can hardly be put into
words. They belong to the kind of global
and crossmodal experiences that ordinary
language undermines but that, paradoxi-
cally, poetic language is able to express.
They flood the infant’s social world, but
they are also masterly expressed in adult-
hood, and in the plenitude of the tempo-
ral arts they are shaped in the dynamics of
sound or movement in time. This is why
researchers interested in the origin of the
temporal arts focus on infancy and trace the
antecedents of music and dance in the inter-
actions between mothers and infants (and
vice versa) (Cross, 2000, 2003 ; Dissanayake,
20003, 2000b; Gratier, 2000; Imberty, 1997,
2000, 2002; Stern, 1985, 1993; Trevarthen,
1998, 2000).

Temporal arts are the foremost modes
of expression of vitality affects. Artunement
is a primitive way of transmitting them
(Stern, 1985). It is a type of imitation of
some chosen features, while others are dis-
regarded. It is not about a faithful transla-
tion of the open conduct, but rather of a
type of matching, frequently cross-modal,
of intensity, temporal or spatial patterns of
some conduct. In this manner, there are
at least six types of matches: (1) absolute
intensity: the level of intensity of conduct
A is equal to the level of intensity of con-
duct B, whatever its modality, (2) profile of
intensity: the object to be matched is the
changes of intensity in time (for example,
acceleration-de-acceleration), (3) pulsation:
a regular pulsation is matched in time, (4)
rhythm: a pattern of pulsations of unequal
emphasis are matched, (5) duration: the
lapse of the conduct is matched, (6) spatial
pattern: some spatial features of the con-
ducts, susceptible of being abstracted and
transformed into different acts, are matched.
As opposed to imitation, which keeps atten-
tion focused on the external shape of behav-
ior, attunement brings out that which under-
lies behavior, the “character of the shared

feeling,” to the focus of attention. That is
why attunement is the predominant mode of
sharing internal states or showing that they
are being shared. The matched external con-
ducts may differ in shape and mode but they
are interchangeable as manifestations of a
recognizable internal state.

During the first months of life, attune-
ment only appears in the maternal stimula-
tions, not in the infant’s activity. For exam-
ple, if the infant hits a doll with a constant
rhythm, the mother falls into this rhythm
but in a different modality, for example,
through her vocal tone. The mother takes
something from the infant's expression and
transforms it into something else, changing
the modality. In this manner, small “analo-
gies” are formed among gestures, sounds, and
corporal movements. Attunement may be
assimilated to imitation, as well as to affec-
tive contagion or empathy, in so much as
it shares the possibility of establishing an
emotional resonance. However, its differen-
tiating feature is that it does something dif-
ferent, it recasts the emotional experience
into another form of expression, it refor-
mulates a subjective state. It merges differ-
ent forms of behavior through non-verbal
“metaphors”; it seeks to find the “color” or
“tonality” perceived and shared, using all the
cross-modal capacities the infant possesses
(Imberty, 2002). Attunement treats the sub-
jective state as a referent and the open con-
duct as possible expressions of the referent,
becoming in this manner one of the essen-
tial means through which feelings of com-
munion are established. According to Stern,
mothers begin to perform attunements start-
ing from the ninth month of life of their
infants; but as Johnson and colleagues (2001)
indicate, attunement may appear earlier in
maternal conduct.

The presence of vitality affects and att-
unement behaviors, that refer to the former,
suggest proto-musical qualities in the dyad
exchange, and therefore, the existence of
early proto-musical capacities in the infant.
These capacities have been reported in nu-
merous studies in the area of the Psycho-
logy of Music. For example: (1) the infant
sensitivity (from the first month of life
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onwards) to temporal changes of sound
features, such as frequency, amplitude and
harmony (Fassbender, 1996) and the early
detection of changes in pitch, melodic con-
tours, and rhythm (Treuhb, 2000), (2) the
production of quasi-musical infant behav-
iors, such as stereotyped rhythmic move-
ments of the head, arms, and legs (Pouthas,
1996), and (3) the synchronization of vocal
and kinetic patterns, and the use of proto-
typical melodic outlines in order to regulate
the infant's state (Papéusek, 1996; Grattier,
2000). Beyond the abundance of existing
data, what is relevant for us here is that they
highlight, as Dissanayake (20003) states, the
existence of antecedents of the temporal arts in
the early exchanges of the dyad. I will later
refer to the destiny of these antecedents.
But before going into that, we must refer to
another quality of these early exchanges.

Temporal Organization of Movement

Studies on early interaction show that
mother-infant behavioral exchanges have a
temporal structure from the very beginning.
Sometimes they are clearly separated in
time, for example, the mother acts first, then
the infant does something, and again, shortly
after a pause, the mother does something
else, and. These early exchanges have been
called “protoconversations,” since there is a
shared interest of two parties in the ex-
change of signs and a joint regulation of
turn-taking (Murray & Trevarthen, 1984).
But it often happens that there is an over-
lapping of behaviors, so that rather than a
set of linked responses to each other, one
may think that there is some sort of joint
and synchronic performance that requires
some anticipation of the stream of behavior
from the other party. Murray and Trevarthen
(1984) showed the temporal accuracy of
these early exchanges. They observed moth-
ers and three-month old infants placed in
separate rooms interacting through a TV
system that was manipulated so that there
was a thirty seconds delay in the mother's
response. This disturbance produced a sig-

nificant uneasiness in the infants, who turned
their heads away from the image of the
mother, giving only occasional glances at the
screen. Trevarthen (1998, 2000) emphasized
that it is the ordered temporal nature of cor-
poral movements in early social interactions
that permits the sharing of temporal pat-
terns, that allow a mutual tuning of dynamic
feelings in the dyad. Another essential aspect
of temporal organization is that from the
beginning, it is organized in the form of
repetition-variation. The mother’s behavior
uses repetition in all available modalities:
vocalization, movements, tactile and kinetic
stimulation, that is never repeated identi-
cally, but rather with subtle variations (in
speed, suspense, in vocal accompaniment).
The same game, such as tickling the infant's
tummy up to the neck, is repeated again
and again, always adding some new varia-
tion to its elements (the speed of the fin-
gers, or the delay before the final arousal,
or together with vocalizations). This struc-
ture, in which each variation is simultane-
ously familiar and new, is ideal for the iden-
tification of invariants in the conduct. The
infant comes to know which parts of a com-
plex conduct may be suppressed, and which
others must remain for the conduct to be
considered the same (Stern, 1985).

Michel Imberty (1997, 2002) links the
repetition-variation form of early interac-
tions with musical form and suggests that
the former represents the original structure
of which the profound reality is re-activated
by the latter. Musical repetition, like the
repetition of behavioral sequences, gener-
ates time and a directionality within time, a
present that goes towards something else. It
creates a before and an after, a device through
which the composer invites the audience
to remember and anticipate. This is done
with sufficient margin of uncertainty, so
that each time it is insinuated that the
repetition may not be performed, that the
future might be unknown, that the same
expectation may merge with another, which
in turn might not be completely different.
Repetition so creates a tension, with an
expectation of satisfaction (the return to the
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initial sequence) followed by a more or less
marked distension, depending on whether
the variation is more or less distant from the
initial model. It is the succession of tension-
distension what institutes an original time,
the primitive experience of duration. Rep-
etition allows the infant to understand
time through varied and ornamented
regularities, which form the universal sub-
stratum of music in all cultures. The infant
learns to adapt to an ever-increasing number
of variations, because repetition becomes
predictable and organizes time. Probably,
the earliest perception of phenomenological
time (Rosa & Travieso, 2002) is found
in experiences of repetition-variation: a
perception that originates on the borders of
change and its counterpart, permanence, as
is the case of modes of maternal stimulation
combining stability and variation. This
primordial experience of time is at the basis
of what Ricoeur (1983 ) calls the temporality
of the narrative function. When language
appears, it will flow along this pre-existing
temporality, producing not only events, but
also a narrative with a sense (direction) and
a progression created by expectations and
tensions.

Movement and Action in
Circular Reactions

Circular reaction is a function of living
beings. It is the repetition of an acquired
cycle whose aim is maintaining or redis-
covering a new and interesting result.
Fernandez, Sanchez, Aivar, and Loredo
(2003), following Baldwin's original idea,
point out that its logic is that of “try it
again,” and so it has a continuous dynamic
form, being recreated in each trial. This is so
because unexpected variations arise in these
repetitions and the organism performs cor-
rections that, if successful, integrate novel-
ties into the old structure of the cycle, which
therefore becomes modified. Piaget graded
the levels of complexity of circular reac-
tions in the distinction between primary, sec-
ondary, and tertiary circular reactions.

Primary circular reactions (the infant
reproduces interesting results discovered by
chance and centered on its own body) are
the functional unit in the second stage of
sensory-motor development. These varia-
tions of movements involve temporal vari-
ations of duration, intensity, and rhythm.
As Karousou (2003) reviews, in spite of the
scarcity of data on the duration and rhythm
of early vocalizations, a very early control of
pitch has been detected. Infants seem capa-
ble of producing variations in pitch.

Secondary circular reactions - or the rep-
etition of interesting results obtained when
action befalls on the external environment —
appear in the third stage of sensory-motor
development. But long before the appear-
ance of secondary circular relations, when
infants still cannot control physical objects,
adults give contingent temporal responses
to infant’s actions. Emotional expressions,
vocalizations, and movements of the infant
are followed by comments and expressive
gestures of adults, what make the infant
increase its social conducts, and produce the
effect of calling for more responses from the
adult, and so social circular reactions appear.
There is no point in distinguishing between
primary and secondary social circular reac-
tions, since they always have a secondary
character (Riviére, 1986/2003). Most of
the dyadic exchanges of the type hitherto
described are included in social circular reac-
tions, where a repetition-variation pattern
leads to a temporarily extended cycle. The
variations introduced in repetition usually
involve the quality of movement (as in the
game of tickling the infant's tummy up to
the neck), the speed of movement, or the
extension of a pattern of expectation that leads
to different profiles of activation in each
variation. The synchronization between vocal
and kinetic patterns of maternal stimulation,
the alternation and joint performance of move-
ments, sounds and expressions in the dyad,
the rhythm that impregnates them, as well
as the possible attunements performed by
the mother, make social circular reactions an
experience that the infant desires to re-live
again and again. They are the privileged
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niche for the perception of vitality affects,
something that is apparent in the pleasure
showed by the performing dyad.

As Piaget (1936, 1945) showed, circular
reactions provide the path towards instru-
mental and intelligent action. Secondary
circular reactions emerge during the third
stage of sensory-motor development. If we
consider that every action assumes move-
ment, then it is possible to think that some of
the variations of action are temporal changes
of movement (such as the intensity with
which a rope is pulled, or the duration
and amplitude of the movement stamped
on the object), in addition to the fact that
they are often experienced in social circu-
lar reactions. It is also feasible that some of
the purposeful modifications of action that
appear in tertiary circular reactions (in the
fifth stage of sensory-motor development)
may follow the same pattern. In short, what
I am suggesting is the possibility of a genetic
implication between social circular reac-
tions and the secondary and tertiary circu-
lar reactions of the period of sensory-motor
intelligence.

Beyond this hypothesis, the truth is that
the infant's experiences aroused in social cir-
cular reactions are the basis for the develop-
ment of intentional communication.

Whether referring to social circular reac-
tions or not, research on pre-verbal com-
munication and on the system of the the-
ory of mind has repeatedly shown that the
first anticipations of the infant (which are
indispensable for communicative develop-
ment) and the initial experiences of sharing
(a necessary condition for the emergence of
protodeclarative communication) emerge in
early interactions. These are issues that have
attracted a considerable amount of research
and need not be explored further here. |
rather will concentrate on showing how the
components on which social circular reac-
tions get shaped are not only a condition
for the possibility of future abilities, but
also are continually used in specific activities
throughout development. They (1) extend
towards the incorporation of objects, and
participate in the genesis of pretend play,
(z) materialize in the creation of symbolic

gestures, and (3) lead to particular activities
that I will call “temporal play,” which merge
in pretend play.

The “Externalization” of the
Components of Social Circular
Reactions

Ellen Dissanayake (2000a) suggests that in
the beginning of human societies the ele-
ments of temporal arts that qualify the
intimate “you-I" dyadic relationship were
started by taking them from “out there.”
She suggests that the extensive neonatal
period of human infancy produced a selec-
tive pressure for the development of psy-
chological proximity and cognitive mech-
anisms that ensure longer and improved
maternal care. This was the cause of the
specific human adaptation - elaboration -
of parenting behavior typical of primates,
such as facial expressions, gestures, and
sounds. Elaboration is nothing more than the
dynamic, rhythmic and crossmodal model-
ing of these conducts, that directly lead to a
state of mutuality thatisinherently pleasant.
Dissanayake’s argument is that, throughout
human evolution, societies appropriated the
capacity to respond to such elaborations -
repetitions and exaggerations of rhythms
and modes - that, through change and nov-
elty, create an expectation and so generate
and shape an emotional trajectory. These
abilities were then put into use in collec-
tive ritual ceremonies from which tempo-
ral arts started to develop. Her work focuses
on describing the genesis of art throughout
the evolution of societies, starting from the
cornerstone of the mother-infant states of
mutuality, going into the analysis the proto-
aesthetic qualities the mother-infant rela-
tionship show during the first six months of
life, and then moving to the study of the cul-
tural history of temporal arts. Our attempt
here will be to follow the ontogenetic drift
of these “elaborations” beyond Dissanayake’s
contribution. This will be done through the
examination of some viodeo-taped observa-
tions I carried out in the course of a longi-
tudinal study of a child, Habib, with whom
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I interacted for a period of 15 months, when
he was aged between ¢ and 24 months.

The components which constitute social
circular reactions (which we may under-
stand here as synonymous to elaborations)
go through a gradual process of “external-
ization” and appropriation by the child.
This process is initiated in games of the
repetition-variation type thatinclude the use
of objects, and where the infant takes an
increasingly active role. For example, when
Habib was o; 9 (1), both of us initiated “the
game of the little cloud,” based on a behav-
ior he frequently repeats and finds pleasant.
From some time earlier, Habib enjoyed rub-
bing his face softly on his pillow (or on any
soft object within his reach). I started the
game making a series of movements with
the pillow while singing; when I changed
the rhythm, I also changed the amplitude,
speed, and form of my movements with the
pillow, which I always finished by placing the
pillow on the floor near Habib. Then, he joy-
fully scuffled his face in the pillow. Together,
the intensity of sound and movement went
in crescendo and declined towards the end.
When he wanted to re-start the game, he
pushed the pillow towards me. When he was
0; 9 (25), Habib started to move the pillow
when he wanted the game to be repeated.
When he turned y; o (13), he moved the pil-
low from one side to another and shook it;
I joined his movements by singing a song.
In these kinds of games, frequently played
by infants and adults together, the quali-
ties of movement prevail over the actions
performed. The temporal organization of
sounds and movements and their musical
features configure a unity. They will soon be
combined with pretend play, but not from
the beginning.

Movement in the Genesis of Pretend Play

Development of fictional play implies, fun-
damentally, the transformation of earlier
forms of action. Research on the process
of ritualization of action (reviewed above)
coincide in pointing out that around twelve
months of age, infants learn, in collabora-
tion with adults, the use of objects related

to their basic activities (such as eating with
a spoon, or drinking from a glass), and that
almost at the same time, they start to play
functional games with the same objects, but
using them in a decontextualized fashion, so
their actions do not have the same effects
as if they were performed effectively. In this
manner, the infant begins to understand the
grammar of action, a grammar that under-
lies the use of instruments, The first decon-
textualized use of instruments appear briefly
and in isolation. But rapidly, the addressee of
their actions begin to change (they take the
empty spoon up to their doll's mouth or to
the adult’s mouth; they put the telephone
receiver near to the other’s ear, etc.).

This is a very interesting moment in dev-
elopment, placed between the first decon-
textualized use of objects and the beginning
of the production of fiction, or in Leslie’s
(1987) terms, “decoupling.” It corresponds
with what McCune and Agayoff (2002) call
the beginning of fiction, which they distin-
guish from decoupling or fiction as such. In
non-human primates, conducts of deception
andsimulated actions, such as eating, may be
observed in the absence of the objects that
support them (Savage-Rumbaugh, 1986), as
well as decontextualized uses of objects,
such as drinking from an empty cup (Byrne,
1995). But the latter does not seem to be a
clear sign of symbolic substitution (Gémez
& Martin-Andrade, 2002). Fiction, as | am
treating it here, does not only “simulate”
something through a decontextualized use
of objects, or by performing an empty action,
it also implies a breach in what is being
learned, producing a profound transforma-
tion of the conventional meanings of actions,
as well as of the modes of using objects, pre-
tending something to be something else. It is
precisely at this transitional moment when
the temporal components of social circular
reactions, or elaborations, are clearly incor-
porated.

Soon after the emergence of the decon-
textualized use of objects, a process of rir-
ualization starts, via the expansion of the
possible addressees and through the combi-
nation of various schemes of action. Around
the second half of the second year of life,
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“scenes” that involve various objects (spoons,
plates, cups) and actors (the infant, the
adult, dolls, which can play the role of agent
or addressee of action), begin to take shape.
It is within these scenes that the temporal
and dynamic shaping of actions starts. This is
a shaping of the qualities of movement involved
in action, through the elements of the temporal
arts that characterize primitive social circular
reactions; this is an “elaboration” of movement
in which the infant actively participates. When
a decontextualized use of objects starts (still
with no substitution in their function) sound
begins to be included in the action per-
formed (such as “shhhh” when serving from
an empty teapot, or “aaammm” when bring-
ing an empty spoon towards the mouth).
These sounds, usually incorporated by the
adult but rapidly appropriated by the infant,
go together with the motor action and
resemble the matching of temporal patterns;
that is, they can be conceived as attune-
ments. There are also changes in the dynam-
ics of movements (accelerated or delayed,
abbreviated or exaggerated) included in the
on-going action. Likewise, the repetition-
variation form seems to hold the combina-
tions of schemes of action that begin to be
performed in a fixed and repetitive man-
ner, that nevertheless allow small variations;
for example, combing and perfuming a doll
always in the same manner, until (imitating
adult behavior) an exaggerated inspiration in
a precise moment of the sequence is incorpo-
rated, which is then repeated over and over
again,

It is within the framework of these
“small narrations-in-action” where the first
prototypical substitutions of pretend play
emerge. Elsewhere (Espafiol, 2004 ) I suggest
that it is possible to sketch the development
of pretend play, using a grammar of cases:
observing the action (the verb) and the cases
where substitutions appear. Such analysis
shows that the first substitutions appear in
the case of instrument (i.e. combing with
a spoon), followed by substitutions in the
case of object (a ball of wool replaces food),
These are later — at the end of the second
year of life - accompanied by the appearance
of the first substitutions in the case of agent

and in the case of receiver. The child makes
the doll and can speak with or hit another
doll. I believe that the elaboration of move-
ment promotes and facilitates the separation
between each case and its “adequate object.”
I suspect that each case of substitution is
preceded and surrounded by a dynamic
and temporal moulding of the elements
involved. Elaboration also has the virtue of
introducing temporality in the sequences of
actions, providing them with the tension and
directionality typical of the narrative func-
tion. This temporal modeling of action can
also explain why pretend play is so pleasant,
since it allows a constant flow of the vitality
affects.

Movement in the Creation of Gestures

The gradual externalization and appropria-
tion of elements that shape social circular
reactions can also be observed in some of the
child’s creation of gestures. At the beginning
of this chapter, | pointed out that deictic ges-
tures are generally taken to evolve from the
ritualization of common actions. In contrast,
conventional gestures (such as waving good-
bye with the hand) and representative ges-
tures (i.e.,, moving the arms when referring
toa bird) are signs that are modeled by adults
and imitated by children. These gestures are
active and creative re-productions by the
child but none of these are either original
nor novel signs. In general, the capacity for
creating significant novel forms is thought to
emerge with pretend play. However, there
can also be creation and novelty in the
production of gestures. Riviére (1984/2003,
1990) observed that children, when wanting
to communicate with others about absent
objects or events, construct new gestures
by modifying their actions. For example, by
blowing on an unlit lighter when calling on
the adult’s attention, so the adult would light
the lighter for the child to blow the flame
out; or by placing a semi-closed fist in front
of his face, blowing and gently hitting the
mouth with an open hand, saying “puff!” as
a way of asking for a balloon. In these enac-
tive symbols, the link between signifier and
signified is not arbitrary, but motivated, as
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is the case of Piaget’s symbolic play. But,
unlike the Piagetian symbol, these do not
involve any type of deforming assimilation.
They are small enactive metonymies, where
a part of a complex action is selected in
order to refer to another part or compo-
nent of the action, created with a communi-
cative aim.

There are also other ways in which chil-
dren create original symbolic gestures. For
example; Habib, at 1; 6 (24), when seeing
his father walking into the room, points to
the floor and stamps his feet loudly on the
floor while he continues pointing. His father
laughs and says “Last night I killed a cock-
roach in the garage.” The gesture of pointing
to the floor, where there is nothing, and
the stepping (probably an imitation of his
father's movements, or of his own excite-
ment when seeing with the fleeting bug)
form together a new, motivated gesture,
through which the child evokes a past event,
an absent cockroach.

The same child, at 1; 7 (25), creates a
symbol clearly linked to dance. In numer-
ous occasions, Habib has seen a video in
which a flamenco dancer, Joaquin Cortéz,
dances accompanied by other dancers. He
has frequently imitated the movements of
the legs and arms, varying the speeds, passing
one hand through the opposite arm, turn-
ing his head, going round in circles, and tap-
ping his feet in different directions. On one
occasion when he saw the video-player was
off, Habib looked at me and moved his arms
and hands over his head in a waving man-
ner, imitating the movements of flamenco
dancing. My immediate response was: “Do
you want to see Joaquin Cortez's video?"
The arm movement performed by Habib
is not a “natural” movement, but rather a
cultural, conventional movement. It forms
part of the repertoire of resources that cul-
ture offers him for symbolic formation: in
the same way as the word “papa”; the pat-
terns of movement “are out there” prepared
be appropriated by the child. And Habib
does so. And by doing it, he gives a new
twist to the relation between movement and
action. Because movement becomes a media-
tor for action. The child transforms movement

into a symbolic action, by using it with a com-
municative intention.

A few days later, Habib performs, with
gestures, not a petition but a subtly differ-
ent act: an invitation. He is 1; 08 (02) and
invites his father “to dance.” And he does this
through peculiar movements that in them-
selves carry the features of the flamenco
dance. While the infant is looking at the
video, he turns his head around and looks
at his father. The movement is exaggerated
(the back of his neck is almost bent) and he
extends his neck even more, but his father
is not paying attention. The infant stands
up straight and, still looking at his father,
moves his arm and hand in a perfect sinuous
wave, and then, keeps still. His father, stand-
ing two meters away, has now seen him and
responds with the same “flamenco-like move-
ment.” Habib taps his feet, in a percussion-
like manner, watching his father's feet. His
father imitates him. Habib keeps looking at
his father's feet for a while, and then comes
to where | am and hugs me. He leaves me,
looks at his father, and, once again, taps his
feet twice. His father responds moving his
feet and arms, and the infant runs towards
him and hugs his legs.

Habib's invitation shows a clear realiza-
tion that dancing flows through the dynam-
ics and shape of movements. It has to be
noted that the first thing he does is to
extend his neck backwards, in a delayed and
expanded movement that denotes the dyna-
mics (the mode of feeling) of the observed
dance, but not its design. He doesn’t find
an answer and insists on his invitation,
now performing a flamenco-like move-
ment. He then goes on with movements
which are not global and un-differentiated,
but which follow with his arms the soft
and extended dynamics of the movements
of the flamenco dance, and with his feet,
the characteristic percussion-like movement
that characterizes this type of dance.

The gesture of demand to see a partic-
ular videotape, as well as his invitation to
dance, are illustrative of the easiness with
which the infant incorporates the move-
ments of a culturally patterned dance. His
previous experience with the movements
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that precede temporal arts and the number
of times he has been exposed to the var-
ied and ornamented regularity of flamenco
dancing allow him to recognize the proto-
typical movements of this cultural form of
expression, and to perform it with such mas-
tery that it is immediately recognized by
the observer. The infant's movements make
apparent his embodiment of the culture in
which he develops. The infant incorporates
a form of movement that is distilled in its
culture, a way of moving. The style of move-
ment, which varies radically from culture to
culture, becomes in this manner a means for
communicative action.

Temporal Play

So far we focused on the gradual externaliza-
tion of the antecedents of the temporal arts
that make up social circular reactions and
how they get transformed into play activities
and gestures. My next move will be to show
how, towards the end of the second year of
life, this externalization goes through a qual-
itative change. At this time of life a new
mode of play emerges, that I will call “tem-
poral play,” in which the child and the adult
adjust to a third party and by doing so, the
child reaches a new form of behavior that
shows artistic qualities.

Bjorn Merker (2002) distinguished among
three basic mechanisms of timing or tempo-
ral regulation: (1) based on reaction time; (2)
based on familiarity; (3) based on the under-
lying pulsation. The temporal regulation of
interactive behaviors between mother and
infant, from his point of view, is restricted
to reaction time and familiarity. But music
employs a special mode of timing: the equal
subdivision of time through musical pulse.
Timing based on an underlying pulsation is
the fundamental mechanism of sophisti-
cated musical performance. What is spe-
cific to music in the domain of time is
its capacity to serve as a vehicle for the
temporal synchronization of simultaneous
and parallel conducts with extraordinary
accuracy, irrespectively of whether they
arise from identical or different behavioral
patterns.

Even though Merker does not claim that
the timing of early interactions follow a
musical pattern, he suggests that, around
the end of the second year of life, infants
develop a new mechanism of behavioral tim-
ing based on the underlying pulse medi-
ated through musical play in which, through
his/her mother’s actions, the infant adjusts
his/her timing to a third party: the metric
structure of the song or game.

When looking at corporal movements, it
is also possible to observe a change from the
mutual adjustment that characterized early
dyad exchanges towards the joint adjust-
ment of infant and adult with respect to a
third party. We have witnessed it in the small
flamenco choreography performed by Habib
and his father. But it can also be observed in
other modalities of interaction.

When Habib is 22 months old, he and |
performed a sequence of interactions using
a plastic toy spring, in which we do nothing
more than perform unison movements with
contrasting intensity and speed. Each one
of these movements — pressing, stretching,
and shaking the spring - is associated with
a speed - fast or slow — and intensity - soft,
strong, or brusque. This alternated dynam-
ics of movements is accompanied by sounds
that adhere to a particular form of move-
ment. Together we settled different spatial
lines of performance:

a. some are opposed in their direction
(extension-contraction of the spring),
that are linked to an expression of seri-
ousness and attention, and the qual-
ity of the movement (its slowness and
softness) is associated with the sound
“shhhhh”;

b. others (shaking the spring, which draws
vertical waves) are made with sharp and
strong movements, and are accompa-
nied by different emotional expressions
(Habib's guffaws) and with the sound
“taka-taka.”

What we do is looking for a stabilized
form through the establishment of regular-
ities linked to the movements of the bodies,
the direction of the gaze, the transformations
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undergone by the spring, and the sounds
made. And the point of the game seems
to be the repetition of the achieved form.
In fact, my intentions to transform it into
something else, granting it fictional features
(for example, my attempts to use the spring
as if it were a bracelet) are rejected by the
infant. As the sequence goes on, the initial
regularities are conserved, but variations are
added during their repetition. Strikingly,
most of the new movements are introduced
by Habib (such as guiding the spring to the
back of his neck, rubbing our foreheads with
it, etc.). The infant and I jointly perform
slow and soft movements, rapid and explo-
sive movements that transport different
vitality affects. But the sounds I include in
the sequence, which the infant immediately
incorporates, can also be seen as attunements
of the profile of intensity and duration of the
conduct. These attunements grant a feeling
of communion, and make interaction go on
at another level. The contrast of movement
becomes accentuated, and the sequence
comes to an end, presenting features of a
spatial design (manifested in the form and
symmetry of our movements and in the
visual lines that create spatial directions) and
of a temporal design (the phrase formed by
the sequence of spatial designs). That design
is repeated over and over again, allowing
the incorporation of small variations to the
sequence (for an expanded analysis of this
observations, see Espaiiol, 2005).

This scene recalls earlier experiences, but
it is not the case of a dyad that adjusts each
other’s movements in a non-conscious man-
ner. Quite the contrary, child and adult con-
sciously and deliberately adjust their move-
ments to the physical properties of the
object, and the “mode of use” of the spring
gets defined by the composition of the move-
ment itself. And at the same time, they both
consciously and deliberately adjust to the
symmetric and equilibrated form shaped by
movements, visual lines, sounds and attune-
ments they have created, as well as to the
small variations they incorporate now and
then. Thus, movement becomes a fixed
unit of behavior that the repetition-variation
form has made susceptible of elaboration

and embellishment. Infant and adult con-
strained themselves to the dynamic and
design of the movement that they have objec-
tified together. The composition of move-
ment is therefore transformed into a third
party, to whom both adjust, and therefore,
in each performance they keep to its rules,
respecting the achieved design. Movement
has changed into “temporal play,” at the same
time that it has become a means for action in
a particular manner. In this case, it is the reg-
ulated nature of movement, the conscious-
ness of its design, which makes it possible
to install in the dyad the intention of recre-
ating over and over again the unit they have
created.

Temporal Play and Pretend Play

When the dynamic sequence with the spring
finished, Habib performed an advanced pre-
tend play with it. He grabbed, with some dif-
ficulty, one of its extremes, leaving one part
sticking out from his hand (since the spring
tends to roll back, it is not easy for him to
hold it in this position, but he insists). Held
this way, he supports the tip of the spring on
a dish and makes the noise “shhhhh,” while
he points to a cup that I bring him. Habib
keeps sounding “shhhhh” while he pretends
he is serving something with the spring. He
uses the tip of the spring as a substitute for
arecipient from which to serve a liquid, and
accompanies his action with the sound that,
since a few months ago, he associates with
serving aliquid. The child has not chosen the
substituted object due to its physical proper-
ties because this object would allow or facil-
itate him to perform the gesture of serving.
On the contrary, he must force his move-
ments, since the spring rolls back and tends
to get tangled, and is difficult for him to keep
the tip straight. However, he insists. This is
the only “physically forced” substitution that
I have observed in the child. He had the
intention of using the spring for “serving liq-
uid,” and insists on his intention, in spite of
the object's resistance. The infant goes from
an action where an esthetical value predom-
inates, to an action where a pretend action
predominates, and in this transition, the
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tendency to ignore the affordances of sub-
stitute objects is already anticipated.

During the third year of life, the above-
mentioned substitutions of pretend play
become more complicated, and double sub-
stitutions emerge within the same case,
or simultaneous substitutions in different
cases (Espafiol, Valdéz, Gémez, Jiménez,
Martinez, Cevasco, & Pérez Vilar, 2003). In
parallel, the tendency to ignore the affor-
dances of the substitute objects appears.
That is, the tendency towards a full substi-
tution, in which anything may be “instead
of something else,” or representing anything
else, becomes strengthened. These substitu-
tions assume the breach of some element
of the action, since some elements of action
have been radically altered, to the extreme
of representing or being acted upon as if
they were something different from what
they actually are (such as when a peg is fed
with plastic chips). It may very well be that
temporal play is involved in these radical
breaches of the elements of action that allow
the infant to take off from his/her immediate
reality.

Favio Shifres (a professional musician)
and I have observed that during the third
year of life musical play appears sometimes
in isolation and sometimes in contexts of
pretend play. When the latter occurs, it
tends to follow the following sequence: “pre-
tend play-musical play-pretend play.” In the
fictional scene, a triggering element appears,
which makes the dyad’s attention shift from
the pretended theme to the musical component
(for example, the repetition of a rhythmic
pattern using an object for percussion). In
these cases, the object that provokes musical
play loses the function it was serving during
pretend play, and becomes a simple agency
for the musical game. When the musical
play dies out, the dyad returns to the
pretend play theme, that now incorporates
some attributes of the previous musical
play. For example, the rhythmic pattern of
musical play - thematically abstract - is
adhered to the pretended action of dialing a
wooden box as if it were a telephone. Musi-
cal play irrupts in pretend play, displacing its

thematic content, as if it were replaced by
semantically vague actions that leave a sort
of “floating meaning” in the infant (Cross,
2003), which may later support the tem-
poral organization and the thematic display
of the fictional scene (Shifres & Espaiol,
2004).

Pretended play involves toying with the
grammar of action, which can be linked with
what Bruner (1990) called the predisposition
to a narrative organization of experience. But
when it is taken into account that pretend
play merges with social circular reactions
and combines with temporal play, it can also
be said that temporal modeling omaments
action. It favors its transformation and the
detachment of the immediate reality; a tem-
poral modeling that evokes dynamic experi-
ences, that transcends verbal categorization,
and that genetically links pretend play with
the temporal arts.

Having come to this point, we may trace
the route of movement in ontogenesis and its
connection with the development of action.
In the beginning movement is pure exteri-
orized emotion, and it becomes temporally
modeled, dynamically and cross-modally
elaborated in the social circular reactions
that predominate during the first half of the
first year of the infant's life. Later on, a pro-
gressive externalization of the elaboration of
movement begins. From the second half of
the first year of life onwards, movement elab-
oration is extended beyond the dyad, incor-
porating objects and granting them a certain
mode of use. About the middle of the second
year of life, the dynamic and cross-modal
elaboration of movement is linked with the
ritualization of action that underlies the gen-
esis of pretend play. This connection, on the
one hand, promotes and facilitates the grad-
ual separation between each exemplar of
action and its adequate object; and, on the
other hand, introduces temporality into the
sequences of action, providing expectations
and tensions similar to those of the narrative
function. In parallel, movement becomes
cultured movement, which makes the child
embody the manner of moving characteris-
tic of the culture in which s/he develops.
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And, recursively, it becomes one of many
resources that culture offers for the forma-
tion of symbols: culturally-patterned move-
ment, when used with a communicative
intention, transforms itself into symbolic
action. Later on, towards the end of the sec-
ond year of life, the composition of move-
ment gets objectified and transformed into a
third party, which the dyad adjusts to, and
so temporal play appears. Finally, during the
third year of life, temporal play (particularly,
musical play) is intertwined with pretend
play, favoring the taking-off from immedi-
ate reality. Each of these moments of the
extension of movement beyond the dyad is
an occasion for the elaboration of movement
“out there,” that generates and channels
the multiple modes of feeling the vitality
affects.

Conclusion

In this chapter, I proposed a new way to
approach the ontogenesis of symbol forma-
tion: the analysis of movement and its rela-
tion to the development of action.

First, I highlighted some of the essen-
tial traits of movement, both during the
early adult-child dyad as well as in temporal
arts. Among others, | discussed the capac-
ity that movement has to express vital affec-
tions and modes of temporal organization of
movements: alternation, synchrony, and the
repetition-variation form.

In the second place, I noted that the
social circular reactions — characteristic of
the first six months of the infant’s life — are,
to a great extent, a product of dynamic and
cross-modal modeled movement. I sug-
gested that the variations in the quality
of movement, the attunements, and the
repetition-variation forms that constitute
the social circular reactions are elaborations,
in the Dissanayake sense, which have the
virtue to drive an ongoing flow of the vital-
ity affects. I also suggested a possible genetic
implication between the social circular reac-
tions and the secondary and tertiary circular
reactions of the sensory-motor intelligence.

Finally, I proposed that the elaborations
that compose the social circular reactions
undergo a gradual externalization process
beyond the dyad. Also, that these elabora-
tions contribute to the symbol formation of
the child in various ways:

1. In pretend play: the elaboration of
movement is linked to the ritualization
of action that starts in the second year
of life. The elaboration of movement
promotes and facilitates a gradual sepa-
ration between the exemplar of action
and its adequate object, while it pro-
vides expectations and tensions similar
to those of the narrative function
In the creation of gesture: the culturally
patterned movement, through which
the child embodies the manner of move-
ment characteristic of the culture in
which s/he develops, is used with a com-
municative intention and becomes sym-
bolic action.

3. In temporal play: towards the end of
the second year of life, the dynamic and
pattern of the movement get objecti-
fied and transformed into a third party
“out there” to which the dyad adjusts.
The movement acquires artistic quali-
ties and becomes action with the dyad's
intention of maintaining and recreating
it. During the third year of life, tempo-
ral play is intertwined with pretend play,
which favors an increasingly significant
detachment from immediate reality.

[E]

All these considerations argue that the
process of symbol formation is genetically
linked to temporal arts and the vitality affect
that the latter bring about.
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